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Abstract

Opera thrived in Lisbon and, to a lesser extent. Oporto during the eighteenth and

nineteenth centunes. In î 793 the Teatro de São Carios opened in Lisbon and in 1 798

the Teatro de Sâo João in Oporto. Though not the only theatres to do so. these were

the main ones to put on opera between
1793 and 1828, vvhen political turmoil led to

the closureofthe S. Carlos.

The repertoire at the S. Carlos was very largely Italian, though pnor to the Napoleonic

invasion of 1 807-08. there were contributions from the Portuguese composers Moreira

and Portugal, and a few opéras comiqucs in Italian 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

Napoleomc invasions but in late 1818 resumed on a regular basis. By this time Rossini

was being performed and came to dominate the repertoire ín 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 pnor 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 ín some ínstances

Connections between Portuguese theatres and Spain. France. England and Brazil can

be shown in isolated cases but not consistently.



•Madamc Catalani in the Charactcr Semiramis m the opera of Semiramide

(U as Semiramide in Marcos Portugal's La morie di Semiramide).

anon. engraving. London. c. 1807 (author's
collection).
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Preface

In the Spnng of 1982 idle curiosity took me to the Biblioteca Nacional Lisbon, to see

if there were any libretti there of local productions of operas from 'my penod'
- 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 Sâo Carlos and then wondered

whether anyone had done a history of the theatre. When I learnt that Francisco da

Fonseca Benevides had donejust that some hundred years before, I intended to let the

matter drop. It is now so long ago (almost 15 years) that I cannot quite remember

vvhat 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 vears that have elapsed since that beginning, there have been many interruptions.

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 m 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, somo.-nes the other. in one instance

breaking new ground by marrying the two. Then there was Lisbon European culturai

capital. in 1 9l">4, when I took a heaven-sent opportunity to edit and see staged tvvo

modern premieres of Ponuguese stage works from mv period
- an opera and a píay

with music I began the research for this dissertation as a single man. Now I have a

wife and two children.

Taking so long to fmish has at times been a source of frustration, but it has also been

necessaiy and positive. There have been a number of occasions when material I

needed has taken me literally íwo or three years to obtain - first tracing a source,

writmg for a photocopy or microfilm and chasing up the unansw;ered letters; then. m

the face of absolutely no response, seeking another source, followed by more delays.

Some Hbranes vvith 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 Sâo Carlos archives and the

inaccessibility for the past year of the libretti housed there - just when I needed to

check all kinds of details.



The deíays have also had their positive side, however. Though I collected much of my

data within the first tvvo years, hovv to structure my fmdings mvolved a good deal of

agonising. Time, hovvever, has made it possible to reflect at regular mtervals, to let

ideas emerge or disappear into oblivion. The fínal formaî 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 manv. 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 singíe

out Anthea Baird. music Hbranan until her retirement at the University of London

Library. Senate House, Sr. Machado and Joåo Azevedo. vvho each in their ovvn wav

facilitated access to the Teatro de São Carlos archives. when Secretanes of State and

theatre administrations vvould permit. Joâo Pedro d'Alvarenga. libranan of the music

section at the B.biioteca Nacional. Lisbon. and Mana Alice Falcâo Curado, libranan of

the Faculdade de Letras, Coimbra. My very grateful thanks to them and îo aíl the

many libranans all over Europe and the United States with whom I have had contact

Important in a practical sense too has been the financiai suppon I have received from

the Servico Internacional of the Calouste Gulbenkian Foundation. Lisbon. which on

three occasions has provide me wn"- a travel grant
- the onlv fmancial assistance I havc

received from any source.

On a more personal note I would like to express my gratitude to my many friends and

acquamtances, both within and without the music profession. who have helped in

countless and often unperceived vvavs. especially Isabel Freire de Andrade, Ruth

Baratz. Maria de Jesus Assis Camilo, Gabriella CTark, Michael Collins (Universiíy of

North Texas. Denton). Aîan Curtis, Luisa Cymbron. Clement Laroy, Nicola Lucarelli,

João Frederico Ludovice. Mano Moreau, Isabel and Miguel Costa e Moura,

Bernadette Nelson, Rui Vieira Nery. Pierluigi Petrobelh, Mano Rinvolucn, Michael

Robinson, Ross Wood and my dear vvife, Teresa. My biggest debt. however. is to

Manuel Carlos de Bnto, a colleague and friend of some twenty years' standing, who

has patiently borne the task of supervising mv vvork.

Lisbon. November 1^96
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The theatres and their repertoire
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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 - "Fmisterre", the name it bears to

this day. The west of the Ibenan peninsula, Galicia in the north and what is now the

Repubhc of Portugal in the centre
and south, is índeed about as far from the centre of

Europe as you can ^) without crossing
the sea. And yet Lisbon, like other capital

cities on the periphery of this contment. such as London and St. Petersburg, was for

much of the eighteenth and nmeteenth centunes a major operatic centre. Indeed for

brief periods of particular splendour ít nvalled the very best theatres anywhere

Recollecting this. a fevv months after my arnval ín Portugal. a senes of questions began

to cross mv mind What traces remained of all that operatic activity? Were there

documents, scores or libre.ti? And íf so. where? And what about Portuguese opera?

Was there anv and. íf there was, vvhat form did ít take? I 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 in?

It very quickly became ciear that I needed to limit the penod I vvould investigate.

Partly in order to answer the last of the above questions. but also because of my

mterest in and familiarity with the penod already, I chose to take as my startmg date

1793. îhe year of mauguration of Lisbon's Teatro de Sâo 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 eariv

sta'oe I became aware. however, that the S. Carlos was not the only theatre where

opeia was produced durmg this period. In particular, the Teatro de Sâo João opened

in Oporto in i 798 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 vvanted to know about all

of these too.

As weíl as a generai mterest in opera ín Portugal durtng the period selected. there was

one aspect that particularly aroused my curiosity. How did Portugal fit mto 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 smgers ín the

transmission process? What links, íf any, were there among theatres withm 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, Pans and London? Gomg on from there. to

what extent did operas composed for Portuguese theatres travel on elsewhere? And a

separate question but related to ail of the above: what connection is there between

scores surviving m Portuguese and other libranes, on the one hand. and performances

ín Portugal, on the other?

Before answering any of these questions,
however, ít vvould be necessary to clanfy

precisely what the repertoire consisted of and the context m which these operas were

stayed. Part 1 of this study
- the first six chapters

- is dedicated to this aspect, while

Part 2 - chapters seven to nme - seeks to ansvver the question of the repertoire's spread

to and from Portugal.

In establishing the repertoire for the Teatro de S. Carlos I had a head start in the shape

of Francisco da Fonseca Benevides' classic 0 Real Theatro de S. Carlos de Lshoa. It

very quickly became apparent, however, that it was not only incomplete but flawed.

Benevides was a medical doctor of very diverse mterests and knowledge, not a trained

musicologist. He evidentiv made ample use of documents m the Arquivo Nacional de

Torre do Tombo. read the Gazeta de Lisboa throughout the period and had access to

an unusually complete coilection of libretti. The notes he took from these, however,

vvere not alwavs accurate. Dates are often miscited and composers get confused.
He

very laudablv tned to provide attributions for operas whose source gave none. Sadiy,

m doing so. he not only made some very pardonable errors. but also succeeded in

misleadimi generations ínto the belief that Antônio Leal Moreira and Antomo Jose do

Rego composed operas they merely directed. that there world premieres in Lisbon of

operas bv Cnnarosa and Nicolini, and that Jommelli. Perez and Galuppi were still being

performed arour.d 1800. Ail of the operas cited by Benevides have therefore been the

obiect of a detailed search for primary sources, ín order to establish the chronologv on

a proper scientific footing and to cast serious doubt on those for which 1 have found

none The fruits of this search are to be found ín Appendix 1 (Chronologv).

Despite these necessary criticisms of Benevides, his book has been an invaluable

source and ít is a tnbute to him that none of the books about the S. Caiios published in

the well over a hundred vears since his work first savv the light of day in 1883 have in

any sense superseded him

The bicentenary of the S. Carlos. m 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 soc.al phenomenon.

albeit from a particular political standpo.nt,
the remainder are disappointing other than

from an iconographical pomt ofv.ew. adding nothing of relevance to the present

study'.

It has. nevertheless. been possible to make ,mportant additions to
Benevides by using

sources that were either unavailable
to h.m or which he did not th.nk to use. Of these

particular ment.on should be made of three f.rstly, add.t.onal documents
in the S.

Carlos arch.ves. at the Biblioteca
Nacional, L.sbon, the Ministry of Finance arch.ves.

I.isbon. and the Arch.vo Nacional de Torre do Tombo, along with church reeords and

the roll of the L.sbon mus.c.ans' gu.ld. the Irmanãade
de Sama Cecilia; secondly.

letters and travel books bv fore.gners v.s.t.ng Portugal. ofwhich the most important bv

far ,s Carl Israel Ruders' Porlug.sisk Resa. unfortunately still awaiting a eomplete

translatton in Portuguese. th.rdly. reports
ofmusical events in fore.gn journals. the

principai of which. from
the Allgemeine Musåabsche Zeilung, have now been

published in Portuuuese with an mtroduetion and notes bv Manuel C'arlos de Brito and

the present author under
the t.tle Cromcas da ■*<_*. musical pormguesa na pnmeira

meiaae do secitio XIX.

As for the other theatres. there is no equ.valent ofBenev.des
and it has been necessary

,o beain from nothmg, usmg the same k.nds of primary sourees as for the S. Carlos.

The o'nlv siĸnificant modern source has been Volume 1 of Moreau's Canlores de opera

portugúeses. which contributes important mformat.on about the Baron ofQuintela and

lns or.vate Teaĩro das Laranje.ras. Lisbon.

For Pan 2 I have. m etfect. been ent.rely on mv own. The sources and the

methodoloav I have used are d.seussed in the Introduct.on to Part 2

'•■ <. ,s .arûcularlv trustraung ihat u siudv of ,he S Carlos by Manuel Carlos de Bnto.Lu._a C.mbron

ano th.ípíc.cm aûíhor. confm.ssioned to celcbrate thc biccntcnarv b^ the theatre itsclt. rcuams io bc

pubhshed. as does an extensive work by Mano Moreau



Chapter 1

The Teatro de São Carlos. Lisbon (1793-1798)

The h\aldm<J and opening ofthe theatre

On 14 October 1792 it was announced that Prmcess Carlota Joaquina, vvite of the heir

apparent Pr.nce João,
was expecting a baby. After seven years of ch.ldless marnage

this was a cause for great jubilation. There were many suggest.ons as to how the

forthcoming joyous event should be celebrated. Among these vvas one from the

íntendent General of Police. Diogo Inacio de P.na Manique, that a theatre be bu.lt. ít

is unciear whether the .dea in itself was his but it was primarily as a result of his

initiative that the Teatro de S. Carlos came to be built1.

There vvere manv reasons vvhv he should back a move to build a theatre in celebrat.on

of a roval birth. In the first place, the royal theatres of Ajuda, Queluz
and Salvaterra

had elosed, following a part.cularly severe attack of madness that overtook Queen

Mar.a I while attendtn* a performance of Grétry's opera
Riccardo Cor d, Leonc at

Salvaterra durmg the Camival season of 1792*. Secondlv. Pina Manique had tor a

long time felt the need to improve the facilities for theatre in Lisbon. He was very

aware of the lack of a good theatre bv compar.son vv.th other European capitaii

Alreadv in the 1780s he had encouraged the use of the Rua dos Condes Theatre,
not

because it was good but because it was the less bad of the city's two rather med.ocre

theatres-V A recent fire at the theatre in Saragossa. in which over s.x hundred people

had d.ed. made P.na Man.que acutely aware of the danger of the existing theatres in

Lisbon^ All of these factors made the building of a suitable theatre, part.culariy
íbr the

penbrmance of opera, highly
desirable.

As well as these practical considerations, vve may be sure that Pina Manique was

anxious to take advantage of the opportunity to strengthen his own posit.on as

Intendent General of Police. He had already set up street l.ght.ng in the c.ty and

established the Casa Pia to house the city's orphans. These were not purely

philanthropic moves but part of a concerted
effort to nd the streets of thieves In the

same way. though a great theatre was much needed for .ts own sake, building it to

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

■The most uscful account of Pina Mamques mvolvcmcni m ihc huildmg and carly functioning ofihc

T Je São Carlos is Olivcira Martins (1948:, Pp 121-49. rclevant documenis are iranscnbed on pp.

3.v.-?53 Thc íollowing paragraphs draw sysicmaucally from ihat source.

:Bruo (lOS^aj. p. 77

'Ohveira Martins (l'M8i. pp 125-27

4id..p. 136



could remain under h.s control. it would prov.de him with both a venue to continue to

venerate the royal fam.ly and a means of influencing, through censorship. the publ.c's

pnncipal entertainment.

P,na Manique had no difficulty in financing the project. Early in 1 792 he had granted

exclusive rights to deal in tobacco to a group of Lisbon capitahsts headed by Joaquim

Pedro Quintela and Anselmo Jose da Cruz Sobral. At a time when the bourgois.e was

look.ng for wavs to afftrm its ever-increastng power. he found
immediate support not

only from Quintela and Cruz Sobral. but also from the.r colleagues Jacinto Fernandes

Bande.ra. Antonio Francisco Machado, João Pereira Caldas. João Rodr.gues Caldas.

and Antonio Jose Ferreira Sola- .

P.na Manique's proposal was that thev
should finance the building of the theatre. which

would be incorporated into the Casa P.a. They vvould be repaid by means of a

comb.nat.on of rents of the theatre
and adjacent bu.ld.ngs, and the profit from lotter.es

that Pma Man.que would licence them to hold on behalf of the Casa P.a. Following

agreement to these terms. vvork began on 8 December 1702 on a plot of land which

Qutntela sold for the sum of 6.241S492 rétf on conditton that he and his heirs would

be g.ven ownersh.p in perpetu.tv of a double box nearest the stage on the same level a>

îhe Roval Box, with an adjoining room and a separate entrance from the street

The theatre was designed by Jose da Costa Silva. architect of the Ajuda Palace. and

was based on the design of the Teatro San Carlo. Naples, wh.ch was later destroyed bv

fire (in 1316). Joaquim Pere.ra vvas in charge of co-ordinating the building works,

while P.na Man.que was able to do a great deal to facihtate the acquisition ofmaterials.

Over the next six months building progressed at a frenetic pace and Pma Mamque set

about obtaimng the various licences he needed from Prince João, now defaao Pnnce

Regent. and the Minister of the Realm, Jose Seabra da Silva, to enable the theatre to

be fmanced and to function as he wished. He also obta.ned permission to name the

theatre Sâo Carlos. after Princess Carlota Joaquina, vvho gave b.rth to a daughter,

Maria Teresa, Princess of the Beira, on 29 April 1793.

The theatre's management was put ín the hands of Francesco Antonio Lodi and Andre

Lenz. Lodi was alreadv an experienced impresario, having managed the Rua dos

^Oi.veira Manins (194SV p. 144. Thc list of backcrs in Benevides (1833>. p 19. makes no mention ol

Rodngues Caldas .

,0,..,

6id pp U4-4S He further .ells us that the final cost of building thc theatrc was calcu.ated m 1SU(.

as bcmii 165 S4SS196 réis of which Quintela contnbuted 18 40uSo0o. as did Machado. Caldas and

Bandcira. vvhilc Ferrcira Sola pa.d 18.3965290. Cruz Sobral 23.1*95994 and (h.s son]. the Baron ot

Sobral. 1 3.60<>S0i'K:
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Condes Theatre at least during the 1791/92 season7, while Lenzi was a horn-player in

the Court Orchestra*. The musical director vvas to be Antomo Leal Moreira,

composer and court chapelmaster, who had been maestro at the Rua dos Condes sino

1790

ít vvas Sunday 30 June 1793. The ímpresanos had displayed bills announcing the

opening of the new Real Teatro de São Carlos with an evening's entertainment that

included Cmarosa's popular 'burleta' íi.e. tvvo-act dramma giocoso. opera buffa
or

comic opera) La ballenna amante. The opemng had been planned for the previous

day. St. Peter's Day, but for whatever
reason there was a 24-hour delayo

As the audience arrived at the new theatre. they would have found it much as ít ís

today1 ■. Com.ng from the square outside beneath the covered portico. they would

have entered through one of five large doors into the spacious ertrance hall and from

there, v.a the br.ghtly-lit passage-way either to the stalls or up the sta.rs to the boxes

The stalis were laid out on a sl.ght incl.ne, descendmg from back to front, divided into

four bv means of three parallel gangways, and had a seating capacity of 800. They

consisted of rows of benches with backs. one section ofwhich. Û\c piateia dos nobres

inobiemen's stalls). was upholstered. No vvomen were allowed io. the stalls. The 122

boxes were divided mto five levels, twenty-four on each except the last with twentv-

six They vvere decorated with beautiful arabesques and with three-armed candelabras.

huni. ín such a vvav that the light would not dazzle the five or stx spectators in each.

In the rnidst of the bo.xes. nsmg above the entrance at the back of the stalls was the

Roval Box. above which. in turn, adjacent to the fifth-level boxes was one built

speciallv for the royal household. If D João and D. Carlota Joaquina. the Prmce and

Princess of Brazil. were present'L the rich furnishings and royal coat-of-arms would

have been visible. If not. the royal box vvould have been draped with a blue silk curtain

embroidered with silver. Before the opera began and during the intervals, the

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

"Bnto i :->8v... p 108.

sScherDcreel (1985). pp 25-26. etc

"A lco.c: daicd r Junc from Josc Seabra da Silva. the Ministcr of thc Realm. to Pnnce João and

Pnnccss Carlota Joaquina (P-La 54-XílI-l 5 83 ) sceks confirmation ihat ihe> vvould bc prcscni for ihe

opcnmi; on 29 June.

'''T'ne following dcscnpuon combincs ínformation from Rudcrs (1805-09). Letler 29 March 18U0. as

givcn m Ruders ( 1 981 ). pp. 88-89. and Bernard ( 1808). Vol. 1. pp. 257-60 Rudcrs' account was

vvrmcn m 1800. Bcrnard's in ISU2/3. and possibly ihe iheatrc was not m such a finishcd staic when it

first opcncd
1 'Thev werc cvidentlv ínvited i.see note 91
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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 tnner one lowered only

during the intervals.

As the curtain opened for the maugural 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 everythmg and everyone on

stage would have been visible even from the very back of the auditonum

The cast for La ballenna amante was an all-male one, women being forbidden by the

Queen (Maria I) from appearing on the stagei:. l\\tpnma donna buffa assoluia^ vvas

Domenico Caporalini (Madama Rubiconda), a castrato with a fine voice, at a time

when good castrati were becoming very difficult to find14. The primo buff'o assoiuio

was Francesco Marchesi (D. Totomaglio), a renowned buffo originally from Bologna.

with over twenty-fíve years' experience, who had sung his present role in at least rive

previous productions, as well as taking part m the world premiere at the l'.

deTiorentini, Naples, in 1 782 The Roman singer Pietro Guariglia. who played the

vnmo mezzo carattere (Monsu Franchillone), had sung in four earlier productions of

La haiĩenna amame (includmg tvvo with Marchesi). Thz pnma donna sena was the

castraio Michele Cavanna (Ortensia), and the minor parts were sung by Loretto

Olivieri (D Petron.o) and Paolo Boscoli (Mazzacogna),/?nw/ buffi cancaa. the

castrato Natale Rossi (Bettina), seconda donna, and Francesco Franch. (Cavalier

Bireno)15. The orchestra was directed by maestro Antônio Leal Moretra. A bilmgual

i:All contcmporary visitors to Portugal make reíercnce :o the Queen's prohibmon. supposedh a

consequcnce of her msane jealousy of other women
- onc of the many manifestations of he: madoess

r.owc.er. no decrec as such has cver been found. It mayjust have becn that Ibllowing a scanáal :n

1774 bctwccn the Count of Ociras (son of the Prnne Minister. thc Marquis of Pombal) and thc singc:

Anna Zampcnni. women were banned from Lisbon stages by unwrittcn rule. rathcr than by !cga!

decrcc The ruling did noi apply in Oporto. which reinforces the ídca of an unwTittcn rule. not a

decree

,3The precisc tules of singcrs' posts and their corresponding hierarchical posuion ín the compan>

were of great ímportance to them. These titles werc gradually inflatcd over the dccadcs -

as Rossclh

i ! 992) iells us 'Bv the 1 800s a seconda donna had to be known as altra iother) prima donna.

assoiuio. onginaliv appíied lo one person only. came lo be demanded by all leading pcrformers. ohosc

bilicci as 'co-equal' \,a vicenda) might. at worst. have to have thcir parts assigned b> loi and thcir

namcs pnnted diagonally across each other [in the libretto|.' (p 168) See also the summan of voicc

names and what thcy actuallv corresponded to ín ihe mtroduction to Appendix II (Singersi

,4Bnto { o;S9a). pp. 66-68. wTites of the great dilTiculty in recruiting good singers. espcciall> casimti

for the roval theatres durmg thc I780s and early 1 790s. One of the castrati ihey unsuccessfully

approached at that tune was Domcmco Caporalini.

15For dctails of the operas performcd m Portuga! 179?- 1828. sources. etc. sce Appcndix I

(Chronolog> ». for details of singers' biographies and careers. see Appendix II (Singers).

/?



libretto was printed for the production. the Italian text on the left-hand pages, a

Portuguese translation on the right, a practice mamtained throughout our pertod.

As for the performance itself and those who attended vve 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 bv C. G.o.a were given: Felicita lusitana
and 07/ disnetn amorost.

NOTICIA.
íte

3

&

Os :c do corrente mez:z de Jnnho, i.° e ~.° de Julho fe £fg*
.■vo RealTheaîro de S.CARLOS, $|gt
,- D. CARLOTA JOAQUINA ,

5 £*
£.ij& ha de t'azer a Aberaira do Ivo ..

^ijf ded.cado á Sercn*llima Scnh...:. D. CARLOTA JOAQL'ÍNA ,

Princeza do Braz.l ,
c na f-j.L. p.nueira reprcfemac/io hua á Sccna

a graeiofa Butie.a
,
intitulaca

A BAILARIXA AMANTE:

îlf Mufica do famofo Mei.rc de Oipeila Domingos Gmarofa ,
execu-

*3|jp tada pela nova, e cfcolhida Companhia de Atbics Itahanos, quc

*?'U uitimamente vieráo para fer/ico do meí'mo The-Uro. No fir.i do

™T prnnciro Afío haveia huina D.ir.yi da invcncáo do pnme.ro Baiia-

> rino o célcbrs Proicllbr Cuemo G:oia
,
Intitulada

[ A FELÎCIDADE LUSITANA:

L Baile analogo a cclebrar o Fauftiífimo NaJcimento da Sereniíĩiu..*

f Scnhora PlClNCEZA DA BEIRA
,
no qual cantará CarlosOne--

L ti, hum dos Sopi.mos di Co:n?a:ihia ,
huni E.ugio_, ou Liccn^a

7 dirigida ao mefino aííumpto , e c >mpuih_ por Aii-o.ĸo Lcú Morci-

tL ra Meftre do Rcal Semiiiario. Serd :udo ornado dc Sccnano
,
e

5 Veftuario competente
a hum t_io diltintto -Theatro.

r()s prccos'da Platcia iert. dc cuaoocentos rcis cada peíToa ,

c os da Varanda du/.entos reis. Lntre o's lagarcs dos Alfigna.ites
1» h.iveri allentos para pelĩoas avulfas, cujo preco hc o de oitoccn-

x tos rcis.

f* Advcrtc-fe , cjiie
rodos os I.-.igares do Thea.ro tcrao prccos

l dohrados nos primeims cres dias das lius reprefe*i:;i<_.k> , por ier

Y efte o coft-ime nas Aberturas d'.ATheatros, attendeiĩdo _«_
enonne

em u.do ■aue he indifpenfavcl para

i'oT*

a

^

t

irí-

1'^

X

X

del'pe/a , quc lc tc:n teito

hum _al Eipccbcalo.

prir.ctDÍurá ás oito boras e meia.

fir 'ivro! áas Jiĸr/eĩas

no nifihio Tbeíltra.

e Prcrama do Båiie acfíamû .__* "_■'£

N a Officika d k Si.mâo Thaddeo F t b n e i » a.

Cúm Lí-íh.í JÍ4 /.fd/ yV/fS4 rfj Omnâfiio Gtnl j'.crt o Jix.imt ,

tio; Lnros.

i 7 9 3-

f Ccn/k.i-

v iii'

i 0__i.
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> 'r*

il ip*
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Plate 2 Theatrc bill îbr the opcning of ihe Tcairo de São Carios. 30 June 17v3. [P-Li\
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The audience probably consisted chiefly of members of the merchant classes, including

the capitalists who funded the building of thc theatre, rather
than the nobiiity. Joaquim

Pedro Quintela is almost certain to have been present in his specially large box.

The remainder of'.he ftrst theatncat year

As in Itaíy, the 'theatrical year' continued
untii Shrove Tuesday the foilowing calendar

ear (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 Tuesday16. Dunng the rest of 1 793/94 there

were performances of three more operas by Cimarosa, two works each by P. A.

Guglielmi, Sarti and Paisiello. and one. 07/ amanti della aote. by the Neapolitan

composer Silvestre Palma1"; in addit.on. Moreira's one-ĸ\ pequenafarsa dramattca

entitled A Saioia Kamorada. ou o Remedio é Casar. to a libretto by the Braztlian

Domingos Caldas Barbosa, received
íts premiere on 9 December 1793, the joint

Benefit18 night of Caporalini and Cavanna.

Following the tradiĩion at the T. da Rua dos Condes, all the operas performed at the

new theatre were comic works and all those that onginally had three acts were, like La

haiienna ■imanic given in two-act versions. Two operas
- Cimarosa's Chi deli'aíirui

si vesie presto st spogha and Gianmna e Bernardone - had already been performed at

the T. da Rua dos Condes. Although a new libretto edition was pnnted for the former.

it was not pnnted for the latter. This non-pnnting ís more important than might at first

appear. for while up to 1808 and from 1818 libretti were seemingly printed for the

areat majority of productions, this was not invariable
and throughout the penod under

studv here there are cases of productions we know ofonly through other sources - a

few theatre bills, occasional newspaper announcements. îhe accounts of
a Swedish

pnest resident in Lisbon and. from 1816. sporadic reviews in foreign periodicais. It ís

probable, therefore. especially in years when our only source of information ís libretti,

that there were other operas performed about which we have hitherto found no

information. We are not. therefore. ín a position to say with absolute certainty that this

or that opera was never performed at the T. de São Carlos. only that we have no

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

w,In 17'U and 1705 ;he T dc São Carlos was compknelv closed dunng Lcnt. The Spring season :an

irom Eastcr tomid-Juno

!7Though attributcd m the onnied libretto and all sccondary sources lo P. A. Guglielmi. the evidence

against this ís irrcfutablc See Plaie 3 on ihc ncst pagc. This Lind other errors arc fully discussed ín

ihe corresponding entrv in Appendix 1 (Chronology).
l«
Again as m ltalv singcrs and danccrs were

often eniuled undcr thc terms ot Iheir contract to onc or

more Benef.t nights. in which part or all ofthe proceeds
vvent to thc beneficiary or bencficianes.

lo
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must not only take into account productions we know of but for which no libretto was

pnnted, but also the probability that there were still further operas performed for which

no evidence at all has survived.

Although the T. de São 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.

usuaily with a lavish new production and/or a specially composed ode (elogto) or

cantata. During the opening opera year Queen Maria í's birthday. on 17 December

1 793, was marked by a production of P A. Guglielmi's La virtuosa tn Mer^elímav>

The principal singers will have been contracted to the end of the theatncal year. with

the possibility of renewal by mutual consent. This was the usual custom in Naples.

Sicilv and ín theatres outside Italy, though not otherwise usual ín other Italian cmes.

and while ít remained the general rule throughout our penod, some singers
seem to

have been taken on for 12 months across theatre years, e.g. by calendar years. Clearly

too, to judge from their isolated appearances in libretti or other sources. some sinuers

must have been engaged on an occasionai basis. Caporalini, on the other hand. may

have been contracted for as many as seven years20. One other major singer joined the

company during the first theatre year
- Antonio Brizzi, who had already su-v as a

hasso buffo at the T. da Rua dos Condes in 1791 and who is first recorded at the S.

Carlos in January 1 794. now in mezzo carattere (tenor) roles. In Paisiello's La

moltnara Pietro Guanglia was replaced as pnmo mezzo carattere bv Pietro Jobit

Easier P94 to Lent P9S

After a closure during Lent the theatre reopened for the 1 7lH;95 year after Easter.

very likely on 25 April (the Friday arter Easter Sunday), when Pnncess Carlota

Joaquina's birthday was celebrated with a new production: Una cosa rara by Martin i

Soler (Martini) From then till Lent 1 798 the repertoire followed much the same lines

;T'.e onncipal roval birthdays and name-da>s cclebrated at the Teatro de S. Carlos dunng our oenoo

..cre

Birthday Same-day

Ouccn Maru 1 17 Decembcr ínotcelebrated)

.'rmce João=Pnncc Regem=King João VI 1 3 May 24 June

Pnnce*.;. Queen Carlota Joaquina 25 Apnl 4 Novcmber

Pnncc Pedro=King Pcdro 1 12 Oclobcr 29 Junc

Pnnce tKing) Miguel 26 Octobcr 29 Septcmber

:oAs \\e shall sce. whcn thc Lodi-Lenz; partnership ran ínto financial difficulties m October l?ys.

thcy were looking ibr a new manager who would honour Caporalini's contract. which continued till

Shrovcudc 1800

27-



as during the 1 793/94 year The repertoire consisted almost entirely of two-act

drammc giocosi, or double bills of one-act/c/r.vo (or one-act versions of longer works,

e.u. the originally three-act dramma giocoso entitíed Li dve casteiiani huriatt bv

Fabrizi). Such other works performed were all within the capabslities of a buffa

(comic) company
- Paisiello's Nina. ossia I.a pazza per amore (Commedia...).

Nasolini's Eugenta (Dramma per musica), etc.
The most popular composers were

Cimarosa. Paisiello and P. A. Guglielmi, in that order, but with signifícant

contributions from Sarti, Martin i Soler, Anfossi. Gazzaniga. Salieri and P. C.

Guglielmi. who was present in Lisbon ín 1795. Moreira again contnbuted a single

work tn 1 794 - A Vtnganca da Ctgana, the only opera of his to be revived in modern

times - and in 1795 L'eroma iusiiana Of note too are two works of the French

repertoire but sung ín Italian - Dalayrac's / due ragazzi savoiard: and Kreutzer et al

l.odoiska. both staged in 1 796 Like Grétry's Riccardo cor di i.eonc, the fated final

production at Salvaterra in the Carmval of 1 792, the first performance of these operas

in Italian was given at Monza, and apart from a performance of / due ragazzi savoiardi

at San Pier d'Arena in the Autumn of 1793, îhese works appear otherwise oniv to have

been performed in Italian in Portugal.

Following completion ín I 796 of the Saia Nohre (known today as the 'Salão Nobre')

above the entrance hall. on the second floor of the ;'-.eatre, 'oratorios' (a blanket term

embracing such diverse works as Jommelh's Miserere Psalm, Paisiello's Passione di

Cesu Cnsto and operas on sacred themes) were given there during Lent. From the

libretti it appears that these oratorio performances were sung but not acted:i. It ts

sisnificant that oratono performances ín 1796, unusually. were advertised in the

(uizeta de Lishoa. probably to draw special attention at a time ofyear when the theatre

was normallv closed.

("aporalini continued to be pnma donna huffa throughout this penod. Francesco

Marchesi remained primo huffo assoluw, except for a period dunng 1 795 and 1 796,

when he was singing m Madrid; he left Lisbon after Carnival 1 708. During Marchesi's

absence in Madrid, his place was assumed principally by Gaetano Neri, an expenenced

huffo. who had sung in London as welt as many major Italian theatres; he subsequently

took Marchesi's place for a year in Madrid. returnmg to Lisbon m the Spring of 1 797

Other signifícant huffi were Girolamo Crucciati, pnmo huffo Summer 1794 to Autumn

1 795 before also going on to Madnd; Giuseppe Tavani. a younger singer.
who began

at the S. Carlos in Summer I 705. and Andrea Guglielmini. who brought over twenty-

= >Thc libretti consistcnlly dcsignatc .hcsc works as "compommcnto sacro desunato ean.arsf rather

than 'da rappresentarsi"



five vears' expenence with him when he began in October 1 797. An additional primo

mezzo carattere. Luigi Bruschi, was engaged following Pietro Guariglia's departure.

From Summer of 1795. ûiQprtmo 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 expenence

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 fírst recorded as singing at the T. de Sâo Carlos on 1 9

Auuust 1 795, in Alessandri's l.a ûma haronessa. Fle was only fourteen vears old and

apprenticed to a retired opera smger turned singing teacher, Lorenzo Galeffí, who was

likewise a casirato His engagement at the S. Carlos marked the beginmng of

Rossetti's professional career and although it was common for castrati to begin singing

professionally ín their mid teens. this is the only known example of an Italian of this

early aue being recruited for the S. Carlos - no doubt. oider. available. remotely

competent castrati could not be found. The boy continued to smg small female parts

at the theatre forjust under two years. his last known appearance being on 20 Mav

1 797 in Cimarosa's Le trame deiuse. 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-o

Because Lent was the traditional rest penod for singers, who were not therefore

normally available at that time ofyear, for the Lenten oratonos. ín 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 roval

theatres in I 791. not long before their permanent closure and was to remain in Lisbon

for the rest ol"his life.

Ballets remained a permanent feature between the acts of two-act operas or between

double-billed farse. and by 1 796 there was also a company to perform Portuguese

comedies (mainlv 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 /Á/sv^3

The onlv contemporary commentator, J. B. F Carrére, makes reference to the use only

ofmen in these entertainments as well as in the opera:

::For furthcr details regarding both Rossctti and GalctTi. scc Rossetu 's entry m Appendix II i.Singers)

:3T..c Gazeia de Lisboa of î 3 February 1 796 tells us that from the following Eastcr opcra would bc

performcd on Tuesdays. Thursdays and Saturdays. while Sundays. saints" Days and other appropnate

days would bc rcscrved for Portuguesc comedies. See also Benevides ( I88?>. p. 49

l*



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 ít ís

not less so to see young shepherdesses, country girls and nymphs perform a

ballet vvith beards that shock the eye of every spectator. The rouge with which

thev bedaub their faces only renders the dark tinge of their beards more

promment; and this mixture of hues gives them the aspect of furies, contrasting

in a very grotesque manner with the characters they represent24.

Amonu the eiogios for royal birthdays/name-days particular mention should be made

of A Estâncta do Fado, a spoken ode by the eminent Arcadian poet Manuel Mana

Barbosa do Bocage, performed at the S. Carlos on the Queen's birthday in 1797 by

actors from the Portuguese company25. There were also occasional concerts^o

:iCarrcre ( 1809). pp. 45-46

:5The iibretlo dcscnbes u as an 'Elogto dramatico para recilar-se'. i e for rccilation rathcr ihan

singing. though thc threc performers involved. Antonio Manucl Cardoso [Nobre| . Vnonno Jose Leite

and Joâo Anacleto de Sousa arc all known from other contcxts to havc bcen singers as well as actors.

The Portuguesc7-jr..íT repcrtoirc ís discussed in Chapter 6.

:íThese werc generaĩly announced in thc Gazeia de Lisboa and are discussed and hsted in Bnto

il989blpp. 167-87



('hapter 2

Tlte Teatro de São Carlos, Usbon (1798-1807)

Crescenttm and the mtroduction ø/opera seria

With the re-opening of the T. de São Carios after Easter in 1798 began a new era, a

whole senes of events both musical and political which would make future generations

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

To begm with, the management had decided to put on performances ofopera sena for

the fírst time. The importance of this decision cannot be overstated. No opera sena

'nad been performed in Portugal smce December 1791 (Robuschi's Attaio re di Bitima.

at the Ajuda theatre1) and none in a public theatre since the collapse of the Sociedaae

dos Teairos Puhlicos in 1 774:. Without a royal subsidy and no longer receiving

financial support from Pina Manique3, 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 capitaís

Whatever the reasons, musically ít 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 castratt, whom the royal theatres

had tried unsuccessfully to engage some years earlier. With Crescentini came the

tenor (iustavo Laz/erini, with whom he had been singing at La Scala, Milan, the

previous Camival. and another castrato, Giovanni Zampermi.

The new seria company sang for the first time on 13 May 1 798, the birthday of Prince

João. and, coincidentally, the day the Teatro de S. João opened in Oporto. The opera

they chose was Sarti's two-act Giuiio Sahtno. Between then and the end of the year,

they performed regularly, with new productions to mark royal occasions, such as

Princess Carîota Joaquina's name-day (4 November), when what was probably the llrst

ofMayr's operas to reach Lisbon (I.a Lodotska) was first performed and the Queen's

'BnioUWa'). p. 166

:For áe.uils of this episodc see Brito ( losoa). pp. 00-^7

\-\ccording to Benevidcs (1883). p 5V who gocs on to give an accouni ol'thc lottcries for which the

managcment vvas granted licenccs in ordcr :o raise moncy

4Bntoi I989a). p. 67.



birthday ( 1 7 December), when Gli Orazi e i Cunazt, specially written by Cimarosa for

Crescentini (Venice. Fenice: 26 December 1796), received its Lisbon premiere. Also

among the operas performed that year vvas Zingarelli's Giuiietta e Romeo (premiere:

Milan, Scala: 30 January 1 796), which had likewise been written specially for

Crescentini. Both this opera and Gli Orazi e i Cunazi were to remain in the repertoire

on and offthroughout 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 m all respects excellent, and the singers have rendered

every other opera to me insipid. The best of these performers was added to it

at that time, when the French occupied Rome and turned out the castrai; from

the great opera. Crescentini eclipsed ail the rest; but I should only name him to

those who knew Italy, which ís the mother ofmusic. 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 ís lost than an

íllusion of the imagination, which perhaps misleads thejudgement. 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 evervone

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 Zamparini [sicj*

Things did not remain good for long, however, In October the impresarios. already

feeling the massive financial burden of staging opera sena, put an announcement in the

Gazcia de Lishoa advising the public of their intention to give up the management at

the end of the season (Carnival 1 79°) and inviting offers to take over their assets and

liabilities:

The impresarios of the Royal Theatre oîS. Carios, havmg 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 withm the space of a month

from the publication of this notice, to deal with and agree to the purchase of

the sels, wardrobe and oîher furnishmgs belonging to the management for a

modest sum: it bemg understood that the person who takes this busmess 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 1800n.

•Tink i 18('l ). p 216 Thc 'Zampanni' referred to was Giovanm Zampcnni - scc cntry m Appendix Ií

( Singcrs.i. The "late troubles" rcfer to the Napoleonic invasion ofltaly.
•'"Os Empresanos do Rcal Theatro de S Carĩos. achando-se resolvidos a tlnalizar por sua conta a

rcfcnda Emprcsa para o fim do Entrudo proximo futuro. fazem sabcr a toda c qualquer pcssoa que

qui/er emprender esta Negociacão que haja de procurar os ditos Empresanos no termo de hum mez.



Apparently no-one was forthcoming, and the end of the season saw not only the

departure of the impresarios Lenzi and Lodi but also maestro Leal Moreira7 and the

sinuer Lazzermi.

As ín the previous Lent, oratorios were performed m the Saia Noore and for one of

them Angelelli was once again brought m 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 m collaboration with Crescentini. To replace

Lazzerini, Vincenzo Praun was engaged. It ís not clear, however. who occupied the

post ofmaestro, 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 m the GazetcC'.

The repertoue continued to alternate between opera sena and buffa, and an

announcement appeared in the Gazeta of 9 July that for the rest of the Summer opera

sena would be performed on Sundays with opera buffa on Wednesdays. Among the

composers represented in 1799 for the first time at the T d: Sâo Carlos was the

Portuguese composer Marcos Antônio Portugal (known ín Italy and the rest of Europe

as Marco Portogallo), three of whose comic works were performed that year10. Also

worthv of note that year is the performance on 3 July of a 'nova cantata sena' bv

Paisiello, a setting of the Metastasian libretto L'isoia disahnata. The fact that the

coniado da publicacão dcstc av.so. para iratarcm c convircm na compra do Scenario. vcstuano. c nu;s

moveis pcrtenccnics a Lmpresa. ;uc scra fcr.a por uma modice avaliacao bem entendido que :i pessoa

cue sobre si tomar csta Negoc:acâo. scra obngado a fazer boa. e a tomar a si a Escruura de Dominoos

Caporalim. que se _icha cscruurado ate o Entrudo de 1800
"

Gazeta de Lisboa. 2 October ITo>S.

Suppleniento.
Benevidcs (1883). p 56. draws a.tenuon to thc fact that Crescentini ís not mcnuoned ín this Notice

and suggests that he had only been coniracted sor one year (1798/9*>). as was evidently ihe casc with

Laz/crmi Circumstances ín lialy at this time must have been sufficientiy imcomfortablc for

Cresccntini to accept a rclauvely modest dcal m Portugal. i.e. a one-year contract on terms ihat Lodi

and Lenzi could afford

Moreira's name appears for the last time ín the hbretto for Marcos Portugal's La Jonna Ji genio
volubiíe on 23 January 1799

yMoreira ís traditionally said to have rcmaincd maestro until 1800. giving up the direction in favour

of his internationallv-renowncd brothcr-m-law Marcos Portugal that >ear. a view probabK stcmming

from :hc cntry for Morcira in Vieira (1900). Wc knows however. from Ruders 1 1805-09). m his letter

of 29 March I80o. that Francesco Fedcnci was already present m 1 7l»9 and functioning as maesiro.

though not named as such in the correspondmg libretti. ĩn SpnngcarK Summer 1800 Fedenci's

name does appear ín two libretu. The tradiuonal view ís clearly untenable

'}(la:eta de Lisboa. 23 March 1";)9. Supplcment II

U]La donna di ^enio volubiie was given still undcr the Lodi-Lenzi management: Rinaklo d'Aste and //

barone spazzacamino undcr the new managemcni.
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Gazeta describes ít as 'new' suggests that ít may have been written by Paisiello

specially for Lisbon but, m the absence of a score to prove this, we have to admit that

ít ís more likely to have been a pastiche11.

On 15 June Pnnce João was proclaimed dejure Regent of Portugal, a position he had

eííectively occupied since early ín 1792. Among the celebrations that followed this

proclamation was a gala organised by Pina Manique at the T de São Carlos on 28 July

and reported in the Gazeta on 2 August:

On 28 Julv at the Royal Theatre of 5. Carios the Intendent General
of Court

and Kingdom, Dtogo Inãcio de Pma Mantque, by virtue of the zeal that so

distinguíshes 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 graus

performance of the drama Giuiio Sabmo 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

onlv 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 Compnsta da

Fiorida Branca was given. a iicenca or birthday poem dedicated to H. M. the

Prmce. which that same piece includes, was sung; and the entertainment

concluded with a Fiddle solo played by the celebrated Luisa Gerbini. After it

was over. their Royal Highnesses withdrew amid the acclamations of that

immense number of spectators m whose countenances shone thejoy of having

enjoyed in the presence of their Prmce
and Princess so magnificent a feast, in

everything so utterly commensurate with its objective'o

'The pracucc a: ihis period of aadmg and subslituting anas from other operas was taken for graiv.ed.

•oir\'.iv__ rrom the :nscr:ion of one or two pieccs to thc assemblmg of an entirc opera from

miscelíancous sources. Such a 'pasuche' would then be 'honestly' attnbuted lo 'varn' or 'diversi

compositon'. or more often to onc of the composers whose music was represented This is likcly to

'nave been the case with icisola disabnata

12
"Querendo o Intendentc Gerai da Policia da Corte e Reino. Diogo Ignacio de Pina Manique. por

cffeito do /clo que tanto o distinguc. app.audir a publicacao do Decreto sobrc a Rcgencia do Pnncipe

N . S . deo Dommgo 28 dc Julho no Real Theatro dc S. Carlos a pnmeira Nobrcza. ao Corpo

Diplomatico c a hum crcscido numcro de Pessoas conspicuas dc todas as classes. huma reprcseniacão

gratuita do drama Julio Sabino. com
hum refresco geral tão dclicado e copioso. quanto bem servido.

SS AA. RR.. por darcm hiuna pública demonsuacâo da estima que Ihes mcrece o dito Magistrado. se

dmnarâo não so dc assistir a mcsma rcpresentacão. mas ate de tomar o refrcsco. que Ihes foi scrvido

ded.fferenics Mezas. que alem d'huma d'Estado. unha elle fcito preparar com a maior sumptuosidade

para as mcsmas Reaes
Pessoas. e para as da sua commva. vendo-se alli competir o profuso com o

cxquisito Apôs o Drama. em mcio de cujos Actos houvc a Danca íntitulada a Comjiusta da Hortda

ĩ.nmca. sc cantou a Licanqa ou Pocma Naialicio dcdicado ao Pnncipe N S. . que traz a mesma Peea:

e concíuio-sc o Espectaculo com hum Solo cc Rabeca que tocou a celebrc Professora I.uiza Gerhuu

Acabado quc foi. se retirarão SS. AA. RR cntre as acclamagôes daquelle ímmenso numero de

espcctadorcs. cm cujos semblantcs translu/ia o jubilo dc terctn gozado em presenp dos seus Pnncipes

d'hum Fcstim :ão magnifico e cm tudo tão proporcionado ao scu objecto
"

Gazeta de Lisboa. 2

Aueust. no°
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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. Mananna

Albani became the first singer to do so at the T. de São Carlos, m a performance of

Settimo Marino's Didone, an opera composed for her at Oporto the previous season

As of early November13 the number of performances per week doubled, with opera

sena on Sundays and Wednesdays, and opera buffa on Mondays and Fndays. A

notable feature of the repertoire that Autumn
and Wmter was the inclusion of two

operas bv Dalayrac, namely Camiiia ossia La sepolta viva (from 29 November) and a

revival oîllaolío signore di Créqui. As was the case with the operas from the French

repertoire performed a few years earlier, Camiila
had otherwise only been performed

m Italian 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 descnbes the theatre and the

state of opera over the past year. Referrmg to the previous Spring ( 1 799) he says this

ofthe singers:

The castrato Crescentmi was then and still ís the best performer of serious

roles.

He ís justly considered one of the greatest stngers in the world. In the tragedies

that he takes part m, the female roles are piayed by the castrato Caporalini.

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 orisûn (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 m either

type; and finally Tavani, an excellent bass and good comic actor. but a bad

actor m senous pieces, for which he is unfortunately still mdispensabie. The

rest are. Gaetano Neri, reasonable in burlesque roles, Bologna and Rastrelli ror

minor supporting parts, both equally bad; and the castrati Domenico Neri.

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

displeasure14.

! 'Announced ín the Gazeta de Lisboa. 1 Novembcr 1790

!4"
0 eastrado Crescentmi era cntão. c e amda. o mcihor artista para papcis senos

5 íus.amentc considerado como um dos maiorcs cantores do Mundo. Nas tragedias em q.ic ele toma

oarte. quem iaz os papeis de mulher e o castrado Caporalini. quc sem ter uma vo/. comparavci a sua.

nem por isso deixa de ser um
bom cantor c que vai muito bem como actri/. Alem dcstes. ha mais.

como cantores: Praunn |sic|. dc origcm aiemã i.a sua vo/. não pode prccisamente chamar-se bela. mas

*.abc musica muito bem e e um actor excelente, tanto nos papeis dramaticos. como nos comicos ae

aiiîuma elevacão). Schira. com uma vo/ dc tenor melhor do que a de Praunn [sic]. mas pior actor em

todos os gcneros. e. enfim.
Tavani. excclente baixo e bom comico. mas mau actor cm pecas senas. das

quais não pode ainda. mfclizmente. scr dispensado.
Os restantcs são: Gactano N'en. razoavel em

papeis dc espalhaiato. Bologna e Rastrelli. figuras subaltcrnas c sempre igualmentc mas. c os



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

Reuent, contracted for six months. Marianna Albani substituted the castraiu

Caporalini m certam roles and was enthusiastically appiauded. more out of the

pleasure of novelty than because of her talent, which ís rather mediocre in both

acting and singing

Luisa Gerbini, who arrived durmg Iast summer, at first gave fiddle concerts, but

was later contracted also as a singer...

As a singer Mademoiselle Gerbtni ís not bad either. At present it ís she who

does most of the tragic roles, though she ís accused fundamentally ofmaktng

the action too fngid and lacking in life. They don't give her any credit.

however. for being a good reliable smger. Her voice ís clear, strong and

agreeable.

The third smger 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 usmg 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 jeaîous. She ís really graceful in the Italian ballets and has, ín fact,

a considerable talent for the pantomime.

It was with these new performers that the Italian theatre auspiciously began to

pick up15.

castrados Domcnico Ncn. Pcpi. Bonmi e Cavana [sicj. quc represcntam papeis de mulhcr Estes

ultimos. quer como cantores. quer como acinzes. sâo de todo o ponto ae vista iamentavcis. c c;n caaa

cspcciaculo recebem do publico novas aemonstracôcs de desagrado
"

Ruders ( 1XU5-I n>. I.cttcr 2°

March l^.-i:-. i ĩ 9X 1 ). pp. '.mi-91

l5"Tres novas actizes e uma dancarma foram. com auton/apão do principc rcgente. contratadas por

scis mcses. Manana [s;c| Albani substitui o castrado Caporalini em certos papeis. c foi

entusiasticamente aplaudida. mais pelo pra/er da novidade do que pelo talcnto. quc c bastanic

ínedíocrc. tanto na representacão como no canto

Luisa Gerbim. quc chegou no V'crão. dava. a pnncipio. concertos de rabeca. mas foi. depois

escruurada também como actn/

Como actriz. Madcmoisellc Gcrbini tambcm não c ma. E ela quem actualmcnte fa/ a maior paric dos

papcis trágicos. embora a acuscm. fundadamcntc. de conduzir a accão com demasiada rrieza e falta de

vicia. Não sc lhe faz. porem. favor nenhum considerando-a como uma boa e segura cantora A \oz. e

clara. fortc e agradavei
A icrceira actri/ chama-se Joaquina Lapinha E natural do Brasil c filha de tuna mulata. por cujo

motivo icm a pcic bastantc escura. Este mconvcnicnte. porem. remedeia-se com cosmcucos Fora

disso. tem uma figura ímponentc. boa vo/ e muilo scntimento dramatico. A nova dancarma.

Giuseppa Radaelíi Pontigi. vcio de Madrid no prmcípio dcste ano. fugida a perscguicão de certa dama

cspanhola. a qucm cla deu motivos para ter ciumcs. E bem galante na danca ítaliana e lem. de facto.

um grande talento para a pantomima. Foi com estes novos artistas que pnncipiou. auspiciosamente. a

lcvantar-se o teatro itahano
"

Ruders (1805-09). íbid . ( 1 ''Hl ). 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 bemg able to bring ín 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 runnmg quite smoothly1''.

With Caporalini's contract now at an end, he departed for Italy at the end of Carnival

1800. The management was assumed by Giuseppe Durelli17, on behalf of the Count of

Ribeira Grande1*. 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

Aiessandro neíi'Indie for the Pnnce 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

oimaesiro, which he was to retain from then till Carnival 1807. To replace Caporalini,

the singer Mananna Vinci was contracted and she made her first appearance on 25 July

in the title role of Nasolini's La morte di Cíeopatra, with Crescentmi as Marco

Antonio. Both had sung these roles before - Vmci at Madrid m 1798, Crescentini at

Trieste in 1 792. 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 smg with such expression as her, especiallv on

certain davs One of these was when Crescentini, out of illness or spite, did not

do justice to his role: never has Mananna Vmci sung with such grace and

freshness. Crescentmi, too, has never employed such resourcefulness and skill

as on her openmg night.

The castrato. granted that he exceeds her m knowledge. traming 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

alreadv sworn enemies1''."

16Ruders í 1805-09). íbití . ( 1981). p. 90. remarks on the good admimstration

"Werc it not for the numerous population of thc city. the nauonal taste for theairc. the incomparable

talent of the pcrformcrs. and the good administration ofthe recetpts [present author's ítahcsl un spite

of the lu\ur\ of the decoralions and îhc wardrobc). u's unpossiblc to understand how it is that this

theatre. witli all its de.ec.s. could bring the managemcnt any profit."

i "Sc não fossc a numcrosa populacão da cidade. o gosto nacional peios espectacuios. o .alcmo

mcomparavcl de certos artistas. e a boa admmistrafão das receitas iapesar do luxo das ornamentacôes

e do guarda-roupa). não se podena compreender como e que este teatro. com todos os seus deicitos.

podia dar bcneficios aos empresanos ")

■'Onginaílv a singer For his background see Appendix II íSmgers!

lsBcncv!des (1883). p í>2. suggests that ihe Couni of Ribeira Grande
was acting on the Govcrnment's

behalf and that the theatre was thus elĩectively undcr direct govcrnment control.

19"[Mananna Vinci] tcm uma voz linda. clara e tbrtc.



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 Chromque Scandaleuse, which is not lacking in 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 invitation.

which the disappointed father made, had now fallen hopelessly m 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 against her m Spain,

considered the marriage less bad and that it would atTord her some protection

agamst 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 causmg her, had set up for her a daily
allowance of 16 tostôes, which would contmue as long as she remained smgle.
An uncle of the dancer's. who had accompanied her to Portugal and could not

willingly resign himself to seemg her lose the Marquis' allowance, was furiousiy

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 reconctle 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 presentmg her husband to the generous Marqtus 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 tincle. who

had accompanied her and thereafter was to remam m Spam, a daily aliowance

of 8 tostôes. as an act of recognition of the mteresting relations that he. the

Marquis, had formerly maintained with the niece20.

Nunca vi mulher nenhuma cantar com tanta expressão como cla. sobrctudo em certos dias. Um eeies

foi quar.do Crescentini. por doenca ou por despcito. nao conseguiu dar relevo do seu papel. nunca

Maroina [sicj Vinci cantou com mais bno c frescura: tambem Crcscentini nunca pôs em acfão mais

recursos c aptidôes do que na noite em que eia se estreou

0 castrado. posto que a exccda em saber. em cscola e em extensão de voz. não podc suportar ao scu

Iado nenhum outro talento E. por este mouvo. junio lalvcz a outros que desconheco. que os dois

artistas sâo ja immigo figadais."
Ruders (1805-09). Letter 1 3 August 1800. í 1981 ). p. 1 17.

:o"Mademoiselle Radaeli |sic| a dancarma de quem falei na minha carta sobre teatro chama-sc agora

madame Schira.
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From the libretti printed at this penod 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 oîopera sena, a fact remarked upon m

Carvalho (1993)21. From Ruders it ís clear, however, that this ís an oversimpiification.

Operas from previous seasons were mamtamed in the repertoire and were revived after

each new opera had received a few consecutive performances. Besides this. a

considerable number oîopere buffe were performed without any libretto being prmted

- in 1800. again for exampie. Cimarosa's L'italiana in Londra and Gianmna e

Bemardone, Paisiello's // marchese di Tuiipano and a revival of Gazzaniga's li disertor

francese.

An important addition to the repertoire m December 1800 was the first ofMarcos

Portugal's new operas written for the T. de São Carlos. This opera, Adrasto re

d'Egiuo, was scheduled for the Queen's birthday, on 17th, but deiayed by order of Pma

Manique (as appears often to have happened) until 21st. Ruders, as usuaí. was

present:

...This music ís generally praised.

The overture gained great applause and Sr. Portugal for his Benefit mghi on 22

December must havecome away with 2,000 Riksdalers. With my poor powers

■<La Chronique scandaleuse**. que .ambém não falta em Lisboa. conta que o Sr Schira. actor

e icnor dc profissão. somente pelos encantos da sua voz e da ũgura em cena. sem nenhmn outro

conhecimento pessoal. conquistou. cm vuor.a iecisiva. o coracão da filha de um negoiciarr.e. desta

•cidadc linda e nca. e que o pai. para pôr termo ao descspero da filha. fora em pessoa conv.dar o tenor

para genro

Mas este. que então não hesitou cni rccusar o convite. que o pai da rapanga tão contrariaco

ihe ũi/:_a. enamorou-se. agora. perdidamente dos encantos da nova ãan?arina
-

que. fora da cena. aqui

entrc oos. outros íulgain bastante jnediocre - c. sem mais cernnonias. correm a aniinciar-lne o scu

respeitoso desejo de sc unir. para sempre. a sua amavel pessoa pcîos sagrados
ĩacos do himenei;

Mademoiselle Radaelli. que rccentcmeme unha sido vitiraa das perseguicôes que uma poderosa dama

ciumenta unha movido contra cla. cm Espanha. achou o casamenlo mcnos mau com proteccão em

casos 'dênticos. Havia. porém. um mconveroente. o marquês espanhol. marido dessa dama poderosa

provavelmente para indeminizar Mademoiseile Radaelli dos iranstornos que sua csposa Ihe causava.

unha-lhc estabelecido uma pensão de 16 tostôes por dia. que duraria enquanto se conservasse solteira.

Um uo da dancarina que a tinha acompanhado a Portugal e não podia. voluntariamen.e. res;gnar-se a

vc-la perder a pensão do marqucs. opôs-sc funosamente a esse projecto de casamento Mas. como

Mademoiselle Radaeih era quem sustentava o tio. nenhum caso fazia ela da sua oposicão. ateando

cada vez mais esperanca. cheia de suplicas. do seu apaixonado.

Desejando. contudo. conciliar. prudentemente. a sua situacão futura com as tendências do seu

coragão. resolveu-se logo. depois de casada. a partir para Espanha a ũm de apresentar o mar.do ao

gcncroso marqucs. e impetrar
dele a conunuacão dos seus favorcs E o negocio ioi tratado com

tamanha habilidade que o marquês. não so lhe conscrvou a pensão. mas até conccdeu ao o.o que a

tmha acompanhado e que dali em diante ficaria em Espanha. uma diána de 8 tostôes. como

.estcmunho dc reconhecimento pelas ínteressantes relacoes que. outrora. ele marquês
mantivera com a

sobnnha' Ruders (1805-09). Letter of 13 August 1800. (1981). p. 1 15. For details of the marnage.

see the cntry for Michele Schira ín Appendix II tSingers).

:ip. ol.and corresponding note sU. p. 2"4



of expression, I cannot give you an exact tdea of the admirable scenery for this

opera. My descnption will seem insipid.

Imagine an enormous square, decorated
with obelisks and statues, a tnumphal

arch, throuah which vou can espy the view of a beautiful city; the arnval of the

hero on top of a triumphal carnage, 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 ídea 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, ít even contains signs of the purest loyalty, for example.jhe
ana in

which Laconte swears to save his Ktng and friend, Learco, or die:-

At the end of the season there was once again a change ofmanagement and Joaquim

Jose de Sousa Bahiana became the new impresano. Apart from Crescentim, with

whom he entered some kind of partnership and whose terms were exorbitant-\ and

Schira, who appeared oniy ín one comic production, Bahiana failed to retain any of the

better singers from the previous season
- Bomni went to Braga24, Gerbini and Vmci

::"Essa musica c geraimente clogiada.

A abcrtura obicvc arandcs aplausos. e o Sr. Portugal. no scu bcnelicio em j.2 de Dezembro.

deve icr ganho 2uuu nskdaĩcrs Com o meu pobrc podcr exprcssivo. não posso dar uma ídeia exacta

do admirávei cenano dcsta ooera. A minha descncão sena paiida

ĩmagine-se uma praca imensa. ornamentada com obeliscos e estatuas. um arco de triunfo.

atraves do qual se av.su a pcrspcctiva de uma bela cidade.
a chegada de um heroi ao allo de um carro

.nuntu! tirado por bclos cavalos. e rodeado peia multidao do povo dc dr.crsas nacôes. um coricjo ae

ironas com bandciras e troteus. e ao fundo camelos e elefantes carregados com os dcspojos do inimtgo.

- e podera assim fa/er-sc uma ;deia do comeco do espectaculo. 0 efeito do conjunto nao pode no

cntanto aiuizar-se pcías ornamcntacôes que de ordmano se vccm nos teatros

E dificil descobnr-se nesta peca o motivo da proibigão do íntendentc da poiicia. não ha nela

vesii-uos dc auaiseuer culpaveis opiniôes polmcas. ao contrano contem atc tracos da mais pura

leaidade. conio por exemplo a aria em que Lacontes jura salvar o seu Rci c amigo Learchus ou

morrer
'

Rudcrs •; ! 8«. '5-09 •. Lct.cr of 24 January 1801 . (1981 }. pp.PO-71

-3Castclo Branco Chaves in his extensive noie .3) for Rudersí 1981 }. p 2'*. Leiter oí 1 Octobcr iSOI.

cucs an articlc b> Jorge de Faria. published ín thejournal Feira da Ladra. Vol V pp. :-!---. whĸh

m turn quotcs thc contract be.ween
Bahiana and Crcsccntini.

"The cas.rato will smg only five serious or semi-serious opcras chosen b\ him. may also

changc the anas ofthe prtncipãi parts. and furthermore \vill not have to sing more that three umes pcr

weck He uill rcccive monthly in advance an amount correspondmg lo í^OnSi'JOO rcis per annum.

with an additional rent allov.ance of 120SO00 reis He well receive a benefit frec of all expenses. \\ith

an opera and dav of his choice. which will always be on a royal birthday If this should fall thirty days

before ihc cnd o'f the management's term. given that il ís recogniscd that this will not he profitable. he

will be entitled lo a lurther beneũt

í"0 castrado cantara apenas cinco pecas senas our scmi-senas.
cscolhidas por eie. podendo

amda mudar as anas das par:es pnncipais. não sendo alem disso obngado a cantar mais de trcs vezes

por semana Rcccbcra adiantamente e por mcs as quantias correspondentes
aos 64o-:i$tiu0 rcis anuais.

cobrando alem disso mais ÍZCSnOo reis para aluguer da casa Tera um beneticio livre dc todas as

despesas com peca e dia a sua cscoiha. quc sera sempre o de anos dc pcssoas rcais. No caso de M

dias antcs de termmar a emprcsa. dado que se reonhe?a que csta não tcra lucros. tera ainda o direito a

novo beneficio
"

i

Ruders 1.1981 ). p 366.

24Rudcrs ( 1 S05-O.5 ). Letter 2 Mav 1 80 1 . p 218
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left for London and Tavani for Italy:5, Praun and Gaetano Neri remained ín Lisbon but

not under contract2*. VVith these beginning-of-season difficulties the opera chosen to

open with on Fiaster Monday was Gluck's Orfeo ed Lundice with Crescentini as Orfeo

and the Roman beauty Rosa Fiorini as Eundice27. It was a wise choice. using only a

cast of three and showing off Crescentim's voice to full advantage. We have an

unusually full description of Crescentini's performance ín Orfeo ed Eundice written by

Esther Lucie Bernard:

In his voice lies a magic...

The clearest tones come so effortlessly from Crescentim's vocal chords - so

completely without strain that one is apt to believe that he is not singing 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 vvhich even the best singers disturb the enjoyment of their singmg. 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 Iike the gentle wafting of the balmy

westerlies in that cloudless stnp 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 music28.

As îbr Fionni, the same writer went on to descnbe her Eundice as mediocre. and

indeed as Ruders tells us she proved to be more of an attraction off the stage than on:9

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

:-'See ApDcnd.x II i. Singers i Ruders 1 1 805-09 ). Letter of 28 March ! 80 1 . bcheved ihai V.nci had lcft

ror Níndrid.

-''Ruũers i I8U5-09). Lcttcr 2 Ma\ 180! . p. 218. According to Castelo Branco Chavcs c:ting .'orgc de

Fana • ,.ee note 23 above - check). Mcn was contracted. but his name docs not appcar m any of Ruders'

jccounts ofopcras duro.g Bahiana's managcrscnt or m the only Hbrctto. Gluck's Orfeo ed ĩĩunJice.

:7Rudcrs 1 1805-09). Lctter 2 May 1801. p 219. remarks tha Gluck's opera was left tntac.. btu 'he

.ibreí.o indicaics that _wo arias wntten b\ Marcos Portugal wcre mcludcd and its texi ;s aĩtogeihc:

extrcmeiy impurc
:s
"!n ic.ncr Stnnme liegt ein Zauber .

Die rcinsten Tône kommen so ungcwungcn. so ohne alle Anstrcngung aus Crescenuni's

Kehlc. dass man fast geneigt íst zu glauben. er smgc gar nicht. und sein blosses Athmen bewoke J;e

mclodischen Schwingungcn m der Luft An ihm sieht man keme von den Verzerrungen des Gesichts.

oder die gewaltsamen Anschwellungen der Halsmuskeln. wodurch selbst die bestcn Sanger und

Sangermnen den Genuss stôren. den ihr Gesang giebt. Kurz. ihn sieht man nichi smgen. man hôrt

ihn blos Seine Tône erwcckcn dic Vorstellung von Italien. denn jeder dieser Tône ist wie das leise

'Ã chcn sanftcr W'cstc ín icnem woikcnloscn Kimmcistnch. unter dcm cr gcbohren wurde Wenn er _n

Glucks Orpheus die grossc Sclussane singt. wo der Chor /wischen Stanzc mit einer Fuge cinlalh.

dans berúhn cr wirklich. wie cs der Kompomst :n dieser Arie that. dic Granze dcs Schoncn und

Erhabenen in dcr Musik." Bcrnard ( I8O81. pp 261-62 The highly Romanuc language of this

passage >not to mention the section al the opening which I havc omitted. ín part because of its

Romanuc exccss' ) needs 'interpreting' before dircct companson with thc more matter-of-fac:. b-u: no

less real. cnthusiasm that ís constantly to be found m Ruders. He was similariy enthralled b>

Crescenuni's rcndcnng of the opening sccne ofOrfeo.
:i>See Ruders ( 1 805-09). Lelter 28 Octobcr 1 800 Vieira 1 1 900) in his cntry on Marcos Portugal

makes refercncc to the composcr's scandalous connection with Fiorini



capncious, 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

Oporto30 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 authority31

before the latter promptlv took ít on;ô Fiorini refused to work under the new

management and her place in Orfeo ed Kuridice was taken by Agata Bevilacqua.

Schira continued to work for Crescentini and appeared as Imeneo in Cimador's

Pimmaiione with Madame Schira playing the part of the statue Galatea. Once again

there were opere huffe as well as opere sene: Deila-Maria's Chi vuol non puoie and

Nasolim // medico di Lucca. which had been put on under the previous regime and was

revived for the Benefit of the now reconciled Fiorini33.

Ruders mentions the presence of Giuseppe Ferlendis (the dedicatee and first performer

ofMozart's Oboe Concerto), who played with his son Alessandro, likewise a virtuoso

oboe and cor angiais player on two occasions between the acts - to small audiences, in

spite of the great talent that both displayed34. Alessandro Ferlendis married the singer

Camilla Berberis35. wtio first sang at the T. de São Carlos on 28 August, and all three

remained for the rest of the season1"

The 'Goiden Age'

In September 1801 the theatre made a dramatic turn for the betîer with the arrival of

Angelica Catalani. It ís unclear just how Madame Catalani came to be contracted.

amid all the uncertainties of changes ofmanagemenî, not to mention a brief war

between Portugal and Spam (acting on behalf of France) during May. but it was most

likeiv set up by agents in Milan dunng the previous Carnival season, that is to sav,

during the management of the Count of Ribeira Grande and Giuseppe Durelli, when

she was singing at the T. alla Scaia.

?,iSceRuders 0 805-09). Lctter 4 July IXnl. p 249

11
A document m the Minisin of Fmance Archives. Lisbon. (XV-V-*Mi índicatcs that Crcscenuni'r

rent bill was discounted b> one month owing to the ciosurc from 6 Junc to 6 July.

32See Rudersi 1Sí)5-o9i. Letter I October 1801.

•'According to Rudcrs • 1805-'».. jbid . ; !i>8[ !. p 210. // medico di Lucca was already unpopular and

on this occasions 'raiscd such a din among ihose present as you reaio cannot imaginc' ('lcvaniou-se

um tal barulho cntre a assistência que nem mesmo pode conceber-se')

34See Ruders (1X05-09), ibid .
1 1°81 1. ibid

3-Scc Appcndix II i.Singers) rcgarding their marnage.

36Giuseppe Ferlcndis remained ín Lisbon for the rest of his lifc. Hc died in mid 1810 and is buned at

Lisbon's Prazeres ccmetery His daughter Giuseppa. who was married to the ínstrumentalist

Franccsco Zanfardini. also sang at the S Carlos - see her cntry m Appendix II (Singcrs).

îz



She was lodged, with her family, close to the theatre on the thtrd floor of number

three. Largo de Qumtela, and first appeared on 27 September in a revival of Nasolini's

La morte di Cleopatra. Her reception was, not surprisingiy, stupendous. Ruders was

full of enthusiasm and wrote a fascinating account of her voice m comparison with that

of Crescentini

None of us before hearing Catalani smg could have imagined that a woman

could compare m agility, power and smoothness with the famous castrato

singer Crescentini; and still less, m 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 Iightness m

executmg the most difficult passages, seeming still more velvety and more

pleasing.

Of íts class. n is an unparallelled luxury to see and hear these two great artists.

each worthv of standmg beside the other. engaging all their skill and displaytng

all their resources not only of singing but also of actmg
- one. to prove to

himself that he still has the right to the applause that he has long enjoyed, the

other to surpnse the public with the revelation of a talent that goes beyond all

vou could imagine37.

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

admiration.

On I ! November Cimarosa's Gii Orazi e i Curiazi was revived in a gala performance

to celebrate the successful conclusion of the recent peace negotiations with France.

Once aaain it was organised by Pina Manique and attended by the Prince Regent and

Princess Carlota Joaquina. as well as the corps dipiomatique. other men of influence

and their wives. and combined with a sumptuous feast.

On 23 December Marcos Portugal's new opera La mone di Seminimuie vvas

premiered. the first of ten operas that the composer wrote
for Catalam and which

-*7"\enhum de nos. antcs dc ouvir cantar a Catalani. scna capaz dc conceber quc uma mulher pudesse

comparar-se cm agilidadc. c;n forca e cm suavidade a do cclebre cantor castrado Crcsccnuni. e ir.enos

ainda que. em certos casos. ptidcsse excede-lo.

A sua \o/ possui. como a delc. a mcsma assombrosa ampLiude. .anto no registo aguco como

no registo gra\e. e tem a mesma forca. a mcsma arte e a mesma íigeircza na eĸecLigão das passagcns

ma;s dioccis. pareccndo ainda mais aveludada e mais agradavcl

E. na especie. uma voluptuosidade sem igual vcr e ouvir esses dois grandes artistas. dignos

de concorrer um com o outro. empregar toda a sua arte e desenvolver todos os seus rccursos. tanto no

canto como na acgão - um. para se mostrar amda com direito aos aplausos de que ha muito goza.

outro. para surprcender o pubheo com a revclacão dc um talento que ultrapassa tudo quanto se podia

imagmar
"

Ruders (1805-09). ibid.. ( 1981 ). pp. 212-13.



either complete, or more often as excerpts, would form part of her repertoire for the

rest of her career3*. It was followed on 19 February the following year bv La Zaira.

In his letter of 9 March, at the end of the Carnival season, 1802, Ruders records that m

the five months since her arnvai. Catalam sang 33 times ín La morte di Cieopatra. 1 1

in Gii Orazi e i Cunazi, 22 ín I.a murte di Semtramide, 7 ín La Zatra, and once. as a

shepherdess. ín the caníata for the Queen's birthday on 17 December - altogether 74

performances or roughly 1 5 per month. The house was always full to overflowing

when she was singing and practicallv empty when she was not. Thus durmg this penod

opera huffa performances were few, though not out of any change of taste m relation

to the nenre itself. but simply because opera sena was the genre that the public's

heroine sang.

At an early stage friction arose between Catalani and Crescentini. As we saw before.

with Madame Vinci, Crescentini could brook no rivals. Ruders commented on this

new enmitv already m his letter of 24 November 1801 and wrote at length about the

disputes that arose m December and January30. It came to a head in March 1802 when

Crescentim stoie the autograph scores of Catalani's triumphs La morte di Semtramuie

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, fortunateiy, recovered40.

During Lent the authorities authorised performance of P. A. Guglielmi's Debora e

Sisara. for which once again Giuseppe Capramca 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 iackmg ever smce his

departure in 1 799. Crescentini and Catalani remained as primo uomo and pnma

donna. Praun (who had rejoined the company at the time of Catalani's arrival) and a

new smger. Pompilio Panizza (replacing Schira), sang the mezzo carattere parts The

repertoire throughout this season continued along the same lines - largely opera sena.

because of the overwhelming popularity ofMadame Catalani, both revivals and new

operas, including two more specially written by Marcos Portugal. Perhaps the most

•Víí 'ai-jl-jni's fa\ouritc showp.ecc "Son regma" appears firsi as the Finalo of Act I m this opera. though

;he composer subsequentiy reviscd it for l.a Súíonisba m 1803 and it was further modified m London

for her 1806 debut there in La morte di Semiramide

39Ruders (1805-09). Lct.ers 24 November 1801 and 9 March 1802

40Sce P-Lan. Intcndência Gcral da Polícia. Livro VI das sccretanas. fol. 287. a minute from Pina

Mamque to the Minister of thc Realm. cited in tull by Bcnevides (1883). pp 72-73. The autograph of

La morte di Semiramide is now m P-Ln with the call-mark 4816 A 1/2



notable event from our point of view was the departure of Ruders m early August. for

from this point on we never have remotely such detailed, perceptive accounts of all

that wenî on at the theatre.

The 1803 04 theatncal year saw a number of important changes. In the first place,

Crescentini returned to Italy and was replaced by Pietro Mattucci as primo uomo m

productions oîopera seria. Secondly. Lodi seems to have been acutely aware of the

predommance of opera sena arising from Madame Catalam's presence and the

audience's refusal to hear anything or anyone else, and accordingly took on a new

huffa companv of a calibre that could compete. The prtma donna was Elisabetta

Gaffonm and \hz pnmo huffo was Giuseppe Naldi, both outstanding performers, and,

ín addition, Valentino Fioravanti, arguabiy the greatest living composer ofopera hujja,

was brought to Lisbon to take direction of the buffa company41.

What was performed durmg the Spring season 1803 is unclear, îor the only surviving

record is the libretto of an anonymous eiogto for performance on the Prince Regent's

birthday (13 May), but for his name-day on 24 June Mayr's Gli Scin was produced and

durmg the Summer. the buffa company performed Fioravanti's l.a capncciosa penttta

under the title L'orgogiio awilito

The Autumn saw the arnval from Naples of the great tenor Domenico Mombelli.

together with his family and the bass Ludovico Olivieri (who had become effectively a

rnember of the family), and on 4 November, Princess Carlota Joaquina's name-day.

they appeared for the first time with Catalani and Mattucci ín Tntto's Gli amencani.

Mombelli and Olivien had taken part in the opera's premiere m Naples the previous

Autumn. With the arnval of the Mombelli family. m addition to the new members of

the hufîa companv. the scene ís complete for what must have been the richest period m

the history of the T. de São Carlos4: Regrettably. no contemporary descriptions of

these years appear to have survived.

The picture remained vinually unchanged for three seasons - two companies. the serta

led by Marcos Portugal with Catalani. Mattucci. Mombelli and Olivieri. the huffa led

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

4,The earliest librctto to name Fioravanti as maestro is m Spring 1804. but II matrimoiuo per lusurro

was wTitten specialK for Lisbon m Autumn 1803 and he probabK dircctcd the productions of La

caoncdosa peniita i.under íhe tille L'orgngho avviiito) m Summer 1803 and Le canlatric: viliane on

1 2 October

i:U could. of coursc. bc argued that the Crescentini-Catalani cra a litlle before was still ncher

However. ít ís thc prcsent author's vicw that thc lack of opera bufj'a dtiring those 18 months was a

senous ímpovenshment to the repertoirc and that the better balancc of seria and buffa combined with

top calibre smging. which began in 1803. marked the epitome.



Plate 5 Engraving of Giuscppc Naldi as Roberto m Roberto l'assassino (=Trcnto's Gli assassini).

engra\ed ior the Lady's Magazme. London c. 1809 lauthor's collection).

He sang the role of Roberto in the S Carlos. Lisbon. production of Spring 1804.

going on to sing u at the King's Theatre. I.ondon. in ! 800



Pedrazzi and (from 1805) Schira. Both maesin wrote new operas, principally for their

own company but also one each for the other's:

Operas hy Kíarcos Portugal

1 3 Mav 1 804 I for the Pnncc Regent's birthday): L'Argemde o sia il ritomo di Serse

i rc\ ísion of an earlier opera )

Summcr 1804. La /.aira 'rcvision of the 1 802 opcra)

WTnter 1 804 (for the Bencfu of Elisabetta GaffonniV L'oro non compra amore

Wintcr 1 804 dbr the Benefit of Domcnico MombcrĩliV La Merope

Summer Í805: Fernando nel Messico

ircvision of an opcra ongir.ally wnttcn for F.iisabeth Billington.

Wintcr 1 805 ; Ibr the Bencfit ofMadanie Catalani ): /7 duca di Foix

Winter 1805 i.for the Benefit ofMadame Catalani) Ginevra di Scozia

Carmval 1806 (for the Benefit of Domemco MombellD: La morte di Mitridate

Operas by Vaienuno Ftoravanti

Autumn 1803' II matrimonio per susurro

Carnival 1 804 (for ihe fîcnefit of Madame Catalani); La pulcella di Rab

Summer 1804 (for the Benefit ofGiuseppe Naldii: Le astuzie fallaci

no date i 8; 4" Camilla

Summer 1 s-o»5 : // villano in angustie

Autumn 1805 (for the composer's Benefit) Le gemelle

'vV'inter 1805 (for ihe Benefit of Elisabetta GaîTonn.): Sono quattro e paion diect

ussia Per amor si J'a tulto

Carnnal 1 806
■

for thc Benefit of Elisabetta GalTormi ! I.a dama sokiatoxi

Apart from these the repertoire was much as would have been heard at any other

theatre ín Furope. During the three seasons 1803 04. 1804/05 and 1805/06, the

following composers were represented (in decreasing order of popularity):

""A numbcr of secondary sources. stemming from the reference ín Benevides (1883). mention La

Jiglia J'un padre in Autumn 1803 This should be regarded as spunous. See Appcndix I

(Chronologv)
- Doubtful works and productions



Paisiello: 4 operas*4*

Cimarosa 2

Farinclh 2

D

C.Gughclmi 2

G Mosca 2

Andrco//.r 1 (Lentcn oratono)

Mayr: 1

N'asolim I

Nicolim 1

Orlandi: !

Trcnto I

Tritto 1

-

onc each b\ Fioravanti and Portugal ĩhat had bcen wTitlen earlier and was not substantially

rcised.

It is interestint? to note that although Francisco Antônio Lodi gave up the management

at the end of the 1 804/05 season, the personnel and repertoire, as we have seen.

remained unchanged. His place as impresario was taken by Jacinto Fernandes

Bandeira and João Pereira Caldas. two of the theatre's original backers Although their

management ostensibly began at Easter 1805, no hbretti were printed in the Spring of

that year and it ís thus unclear what the performance situation was at that time.

On a personal note, Angelica Catalani married the French diplomat Paul de Valabregue

at the Igreja da Encarnacâo, Lisbon. on 14 Apnl 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 1S07)4-.

At the end of Carnival 1806 three major singers left
- GafTormi for Milan, Naldi and

Catalam for London, the latter by way of Madrid and Paris. Three insertions in the

Gazeia de Ltshoa at this time inform the public of Madame Catalani's imminent

depanure and give details of the auctioning of her costumes4'o

uE\c:admg thc dubious Tra;ano m Dacia See Appendix I (Chronologyi
- Doutful works and

producOiOiis.
^l-'or dctails o( thc rccords rclating to singers. see Appcndix II ( Singer^; Thc Fioravanti children

were baotised at the Igreja do Loreto and are recorded in Baptisms /,ív.
°

.5 on pp 191.214 and 239

rcspeciivcly
ibGazeia de Lisboa. 1 1 $l 28 Februarv and 8 March 1806.
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Plate 6 Portrait of Eiisabeo.a Gafforini er.graved by Giovanm Cardmo Lisbon 1X04 \J-.\Is)



Decline and invasion

Angelica Catalani was, in effect, replaced by two singers - the soprano Eufemia Eckart

and the mezzo-soprano Marianna Sessi. L'ntil the arrival ofMarianna Scaramelli to

replace Gafforini, the position of'prtma donna was taken bv Mombelli's daughter

Maria Ester. She had already sung in Andreozzi's La morte di Sauiie (Lent 1 804) and

was to become a leading singer in the second and third decades of the nmeteenth

centurv Her younger sister Anna (or Annetta) joined her in the production of Gardi

and Fioravanti's47 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 m due course marned into Francesco Antonio Lodi's family.

Naldi was not replaced by anyone of comparable calibre.

The 1806/07 theatrical year was an important year in many respects. In the first place,

it was the last season under the joint direction of Marcos Portugal and Valentmo

Fioravanti, though the former continued to be mvolved intermittently with the T. de

São Carlos for the next few years. Secondly, it marks the beginnmg of what was an

ínevitable declme 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 ín Portugal (and the only one at the T. de Sâo Carlos during our penod

for which we have concrete evidence) - La ciemenza dt Tito, performed for Sessi's

Benefit in the Winter of 1806. We do not known anythmg about how the opera was

received, only that Sessi was not especially popular m Lisbon generally, and there ís no

reason why she should have faired any better on this occasion48. Sessi did not remain

bevond the end of this one season and, like Fioravanti. returned to Italys

Durin_> the previous îew vears 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 Britam responded by forming the '3rd Alliance'

against France. Shortly before this, France sent General Junot to Lisbon with the

mission of making Portugal's 'neutraliry' more favourable to France49 Prince João's

response was to insist on the maintenance of the staius cpto, while assuring Napoleon

4
The libretto attributes the opera to Gardi alonc. but sce Appendix I (Chronology)

4XSessiV. reception m Lisbon was unusual. She was b> all accotints a very fine and cxccedingly

popular smger elsewhcrc. lovcd for hcr genlle. gcnerous manner as much as for her voice. Probably

thc Lisbon audicnce was unwillmg 10 accept an> repiacement for Catalam The text of thc Lisbon

production oîLa clemenza Ji Tiio ís discussed in detail in Chapter S.

49Portugal's position was cxtremely delicatc It was dependent on F.ngland economically and nceded

to rctain good diplomatic relations for the sake of the maintenance of us colonics At thc samc lime

friendh rclations with France iwhich to the fcrvent post-Revolutionary French mcant actual alliancc)

wcre esscntiai to avoid direct intcr\ention by Napoleon's forccs.

hi,



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 agamst Poríugal 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' agamst Britain, a

measure mtended to include Portugal While Prince João promised to close

Portuguese ports to British shippmg, 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 1 807 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

1 807 the company was under strength but three new smgers
- Luigia Calderini,

Diomiro Tramezzani and Angiola Bianchi
- appeared for the ftrst time m a pastiche put

together by Rego for îhe Prince Regent's name-day and entitled // inonfo d'F.miiia.

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 voung man of just over thirty. was

a dazzlmg singer at this time and must have made a strong impression on the Lisbon

audience.

Plate 7 Portrait of Domenico Mombelli cngravcd by Giovanm Cardini. Lisbon. c. 1805

(reproduced from Cru/ (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 Carolma and Le nozze di Laureita.

Gnecco was a popular composer of parody dtiring the first decade of the nineteenth

century
- his La prova di un'opera sena had been performed at the T. de Sâo Carlos

the previous season and was to be performed again50. Gretry's La caravana deiCairo

was perlbrmed for the Prince Regent's birthday and mcluded an aria specially wntten

by Reso. This ís the last of the works of the French repertoire to be performed ín

Lisbon, and once again ís otherwise only known to have been performed in Itahan at

Monza . There were no operas by Paisiello (indeed there had been none smce 1804)

and only one by Cimarosa. Paer and Mayr were each represented bv one opera.

Benevides (1883) attributes // conte di Saidagna to Rego and others but the Iibretto

simply uives 'varu auion'. Nor can I find any contemporary evidence for performance

oîAlessandro in Efeso, which he also attributes to Rego5!

The political situation worsened rapidly In August the French under General Junot

began to amass troops in Bayonne, which on their march through Spain werejoined by

Spamsh forces. On 27 October the Treaty of Fontamebleau, signed by France and

Spain. determined how Portugal would be split followmg an invasion. The invasion

and occupation began on 17 November. starting from Alcântara, following the Tagus

valley via Castelo Branco and Abrantes. Tomar was taken on 25th, Sautarem on 28th.

On 29th Prince João, his family, much of the court, and nobility, set sail for Brazil,

takinii vvith them whatever they could and leaving behind a nominal government.

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

™Ia »rova di un'opera sena is onc of the mam operas that belong to the 'play wilhm a play parody

iradiúon though also onc of thc most successful Howevcr. Gnecco's sensc of parody extendcd beyon

such obvious cases Filandro e Carolina. Ibr cxample. contains an ana "0 Carolma aspetta
.

parodMng the famous aria bv Crescentini 'Ombra adorata aspetta. the latter
inserted m Zingarclli s

Gmhena e Romeo from its premiere and certainly the most popular picce ín thc opera.

5ip. .17 Therc is no evidcnce that Rego cvcr wĩote a complete opera. only numbers lor msertion
in

ooeras b> other composcrs or pastichcs



Chapter 3

The Teatro de São Carlos. Lisbon (1807-1818)

The Trench occupation and doidrums

At about the time of the French invasion, the composer P. C Guglielmi and the singer

Dorotea Bussani arrived m I.isbon1 and his L'amante di tutte. fedele a nessuna was

performed in the Winter of 1 807.

The French, dulv ínstalled. began to make their mark in cultural matters, from which

the theatre vvas not exempt. 1 6 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 mvasion2. The libretto to this opera,

Ifigenia tn Auiide, begins with an 'Avertissement' in French. written by the librettist

Stefano Vestris, pomtmg out, very much in Revolutionary language, the pains he had

been to in order to make it appropriate for an Age of Reason.

ĩ have adapted rather than composed this work, which was printed m Naples in

1 804 The author. apparently seduced by the beauty of the subject, did not

reflect that Apostoio Zeno, and above all Raane, had saved him the trouble; so

he set to. and after him I was commissioned to accommodate it for the Teatro

de São 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 ít had been better, it would never have been performed, íbr 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 vvhich do tis

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 aod 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 rclationship bctween the two was I have becn unable to ascertam From Carnival

1 799 at the T Alibert. Romc. io 1 S09 at thc Kmg's Theatre. London. they were always at the same

theatre at thc same time.

-Neilher XG nor \G() mciudes an> Italian operas m Gianclla's work hst There is no rcason to doubt

the attnbution ín the libretto. howevcr. and anothcr opera. IJ'uorusciti. apparently wriltcn for

performance at ihe King's Theatre. London. cxists in manuscnpt score at GB-Lcm iParry Librarv MS.

21 1 ) His presencc in Lisbon is attested to ín a rathcr roundabout way
- the.l.UZ report from Lisbon

sent ín Novembcr 1X24. pubhshed in XXVII. 2. 12 January 1825. col. 30. but rclating to Bomtcmpo's
Philharmonic Society concerts oí 1823. refers to a concerto for two llutes by Gianclla. which the

composer had wntten during his visit some fiftccn years bcfore Sec also Brito & Cranmer (1989). p.

(>\.
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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 overtaken3

This opera, given for the Benefit of Eufemia Eckart Neri - she had married Gaetano

Nen on 23 October 18064 - was the last opera m which Domenico Mombelli and

l.udovico Olivien are known to have appeared in Lisbon.

Durmg Lent a new oratono by P. C. Guglielmi, // tnonfo di Davtdde, was performed.

The management of the new season was undertaken once more by Lodi, obliged to do

so bv General Junot. Apart from the loss of the Mombelli troupe, the company

remained unchanged - Eckart Neri and Caldarini were the leading ladies, Tramezzani

the prmcipal 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 lymg down. In June

there were a number of upnsings, starting in Oporto, Mmho and Trás-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

!"J'ai piu.ôt rcdige. que compose cet ouvrage. qui a eic ímprime a Naples en 18n4 L'auteur

apparentemcnt scdu.t par la bcaute du sujct. n'a pas reflechi <\uc. \pnstolo Åeno. ct Racine suj tou.

l'avoient dspcnsc de l'cntreprendrc; cnfin íl l'a trailc. et apres lui j'ai cte charge de l'arranger pour ce

Theatrc dc S Charlos En .ravaiilant a y ajoutcr cuelqucs sccnes. qum m'ont paru esscntieiies. et a

rcioucr.er les cndroits !es plus foibles. ct lcs plus ncghgcs. jc me suis apercLi. qu'il eûi plus valu refaire

l'ouvrage en cnticr. mais pcut ctre que s'il eût eté meiileur. on ne l'eut jamais represente. car tcil cst Ia

depravation du gout dans la quclle e^t lombée notre Nation. que lcs sculs ouvrage exclus pour jamais

de nos Thcatres. sont ccux la même. que nous honorent lc plus. et qui jouisscnt ã justc titrc de la plus

grande celcbn.e

Cet cclaircissement. qui jusqu'á ce jour auroit ete inutile. dcvient un dcvoir. dans une epoque.

on lc Thcatrc Iĩvtc á la saine cntique dc la raison. ct du gout. pourrait sortir de l'etat d'abjcction dans

Ic quel il sc irouve maintcnant.

Puissent lcs circonstanccs actuelles. si favorables pour la rcforme dc notre Theatre. l'opercr

au plutôt. ct puisse ma Patrie. I'ccolc dc tous les arts. ct dc toutes les Nations moderncs. !es attcindre.

et les nvaliscr dans celui. ou clle s'cst laissee devancer si honteuseinent."

Racine's work was firsi published ín 1674. Apostolo Zeno's libretto was set to music by Caldara at

Vicnna ín 1
~

1 -S The 1804 publication must rcfer to the G Pagliuca librelto for Trento's opera.

prcmicrcd at _he Teatro S. Carlo. Naples. 4 November 1 H04 . As for the hbrcttist Stciano Vestns. he

was evĩdcntly a member of ihe rcnowned Italian dancing family. many of whose mcmbcrs hved for

grcater or lesser penods in Pans. though 1 havc becn unable to establish his relationship to oiher

bcttcr-known members He subsequently had connections with the King's Theatre. London. adapting

the libretto of Paer's La Duíone abbandonata for the 1814 producuon there and writing the librctto for

Liverau's Gastone e Bajardo. premicred there ín 1820

4See Appendix II (Singers) Ibr 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.

Meanwlule m Lisbon, as if ít were business as usual, Junot ordered a gala performance

at the T. de Sâo Carlos for the Emperor Napoleon's birthday on 1 5 August, for which

Marcos Portugal was required to furnish a new opera. The 'new' opera, Demojoonte,

was a reworking by the theatre's librettist Giuseppe Caravita of the Metastasian libretto

which the composer had set in 1 794 for production at La Scala, Milan, and which he

adapted for use on this occasion. Tramezzani took the title role, with Caldarini as

Dircea. Lckart Nen as Timante and Giuseppe Tavani as Matusio, with the minor parts

sung by Angiola Bianchi. Maria Calvi and Michele Bologna.

Two davs later the allied troops defeaíed the French army at Rolica. near Obidos. and

again on 2 1 st 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
-

inciuding all they had looted. By 1 5 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 São Carlos came to an end. There had been 75

performances since late March-V

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

militarv 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 ftll.

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 havmg anything to do with ít. 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 them6.

'Ministrv o( Finance Archives. Lisbon. XV-V-44 This document tclls us during which monihs îhe

theatrc wa^ opcn and how many performances wcre givcn within that penod each ycar from March

IXOK '.o February 1M2. us purpose being to calculatc the rent chargeable to the bar licensce.

According to Bcncvides(ISXV;, p. 35. Lodi's prcss-ganged management bcgan m May. but thc

document he cites. P-Lan. Mmisteno do Remo. 992-2. also gives March as thc starting date.

"p 51
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There was apparently no impresano for the rest of the theatncal year and the only

defimteiy known performance at the T de São Carlos during that Winter and Carmval

was a patriotic cantata by P. C. Gugiielmi, composed to celebrate the birthday of

Queen Mana I on 17 December and for which. uniquely, the libretto was prmted m

English as well as the customary Italian and Portuguese. It is extremely probable.

however. that the opera L'amor senza
mteresse by the smger Prospero Pedrazzi was

also inven at this time (Winter 1808 or Carnival 1809), not Winter 1809 as the libretto

prmts. The cast vvas 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 m 1809 and were

involved in performances at the King's Theatre that spring and summer7. R. B. Fisher,

in Lisbon m the latter part of 1 808 and beginning of 1 809 descrtbed the smging and

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

At the beginning of Februaiy 1809 the French once more began to threaten, this time

m the north. On 12 March they took Chaves and marched on Oporto. which they took

on 29th. However, the occupying army under General Soult failed to penetrate further

and on 1 1 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 São Carlos a cantata by Marcos Portugal, La speranza o sia L'auguno fetice

was performed. All that ís known for certain of this performance is that the only vocai

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 effectivelv vacant for more than a year, and he did so until February the next

year. durina which time there were thirty-eight performances'- Given that Pedrazzi's

L'amor senza mteresse was probably performed the previous theatncal year, the only

opera we may be sure was staged m 1809/10 ís Marcos Portugal's L'oro non compra

amore, for the Benefit of Scaramelli. on 5 January 1810, directed by the composer.

"The onlv rescrvauon residcs ín the fact that Bussani. Bianchi and Pcdraz/i are not recorded m

London latcr than Julv and could. m prmciple. have travelled back 10 Italy via Lisbon. Untorumate

it has not bcen possib'lc to trace their movemcnts aftcr London. nor. at this crucial time.
those ol

Scncsi and Tavani. who likewise sang ín boih Gughclmi's cantata and Pedrazzi's opcra.

8Fishcr ( 181 1). p. 50

Ministrv of Financc Archives. Lisbon. XV-V-44. P-Lan. Ministcno do Reino. 99_.-_..



Durmg Lent 1810 Cimarosa's oratono // sacnjicio d'Abramo was sung. On 13 May

Marianna Scaramelli married the dancer Luigi Lacomba10.

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 opera11. There were

performances of Paer's La tesía nscaidata
on 6 July and Mayr's // careito dei

venditore d'aceto on 17 August. These were probably occasional performances12, 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 thc T. da Rua dos Condes. Joâo Jose Baldi.

composed an eiogio in the Prince Regent's honour13. As of September, there were

reaular performances, 68 by the end of the season14, though this was probably divided

between Italian opera and Porĩuguese comedies. There is a noticeable shift in the

repertoire durmg these months back to two-act opera huffa of the late eighteenth

century
- revivals of Paisiello's // barhiere dt Sivigiia. La moimara and Nma, and one

each by Fabrizi and Gasparini.

For a third time the French invaded. In August 1810 they took Almeida and although

mauled by Wellmgton's troops at the Battle of Bucaco on 26 September. went on to

Coimbra, whi«..h thev pillaged. Reaching the allied lines ofTorres \ edras ín October,

the French army under General Massena found íts way to the capital impassable

without remforcements from France. The Anglo-Portuguese troops maintained their

positions through the winter and in this staiemate the opposing armies remained until

early March 181 1. at which point Massena. recognising the hopelessness of his

situtation. was forced to withdraw. By mid April the French had left Ponugal for

good.

Though the immediate danger from the French had gone, the situation at the T. de São

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 Fiormi,

whom he had marned15. None of the singers that remained were such as could in any

i:'For details see Appcndix ĨI ■;. Smgersi

n3enevides il883?. p 102.

i:The bar iicensce only began paying rent in Septembcr 1810 (Ministry of Finance Archives. Lisbon.

ibid ..

nBenevtdesi]883'. pp. 102-03

14Ministrvof Financc Archives. Lisbon. ibid

l5For details of thc marnage and the children they had m Lisbon. scc ihcir respcctive entries in

Appendix II (Singers)
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sense lead a company16. There is no evidence for any performances at all during the

181 1/12 theatrical year, though Anna Chiari (who had been singmg at the T. de São

Carlos since Lent 1809) and Francesco Nicolini (who had been around intermittently

since 1 800, and of whom we shall hear more in due course at Oporto) both sang that

season at the T. da Rua dos Condes17.

Attempts to restore opera

It will be apparent that the distinction between the repertoire and personnel at the T.

de Sâo 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 Sâo Carlos and ĩhe singers from the latter were

now singing at the former. This union was formalised at the begmning of the 1812/13

theatncal year when Manuel Baptista de Paula, on behalf of the Society of Actors.

became impresario of both.

The oratono La distruzione di Gerusalemme. probably by P. C. Guglielmi, was

performed on 24 February 1812, with repetitions on 26 Februar>' and 9 March,

apparentlv mvolving the singers Carolina Rossi and Giuseppa Veluti. Nonetheless,

Paula found it impossible to put together an adequate company for iack 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 São Carlos. which was granted him18.

It seems that persistence ín London paid off, for The Mormng Chromcíe of 25

November 1812 reported that the singer Teresa Bertmotti, who had recently been

singing in London and Dublm, had arrived in Lisbon and had begun singing at the São

Caiios19. We cannot be certain who travelled with her. other than her husband. the

vioiimst 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 I.ondon up to Spring 1812 and are next

only to be found ín Lisbon with Bertinotti in 1814. As for the operas sung that Winter

and Carnival 1813, we know nothmg concretely, though it ís worth posîulating that íf

-hP-Lo,n. Ministeno do Rcmo. 992-12. mdicatcs the necess;t> of mvolving Lodi in trymg 10 rccruii a

new pnma donna. prmcipal tenor and prmcipal bass from England. Malta or Sardmia. Thc document

is undated but in aiî respccts appcars to rclate to thc 1811/12 season

'od ibid

,xid . 992 covcr note for docts. 10-12. Thc application is dated 16 March 1812 and was authonsed on

20th An unnumbered doeument also containcd within this cover notc tclls of Paula's continumg

clĩorts to rccrutt in London

19Cited m Walsh
,
1993). p. 125 and note 10. p. 2(*8
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not directly at this time, then within the next two to three years, Mozart's Cosifan

tutte is a very strong candidate, for not only did these singers have a histor>' of

connection with the opera (and the Cauvinis and Collini are known to have sung it m

Oporto a little later), but Radicati ís known to have possessed the score while in

London20.

During Lent 1813 the authonties once again granted permission for an oratono to be

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

For the 1813/14 theatncal year we begm 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 // matnmonio segreto (with the title // matnmonio occuíto) was given for

Giuseppe Bertini's Benefit on 19 June.

For the vear 1814/15 we begin once again to gam 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 generallv

met with. The Italian opera is performed three times a week, and during the remammg

nights, Portuguese tragedy and comedy.21" On 25 June. for Bertini's Benefit. ther was

a performance of a cantata entitled Marte e Fortuna by the composer Vittorio Trento.

v\ho at this time was the theatre's maestro. Also of interest are performances of

Pucitta's l.a caccia d'Ennco IV 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 Sâo Carlos

at various times since 1800, and his son Francesco.

At the end of the 1814.15 year the company disbanded, though Collini and îhe

Cauvinis went on to Oporto. In March a new company from Italy began to operate.

consistmg ofCarolina Neri (pnma donna sena), Giuditta Favini (pnma donna hujfa).

Dorinda Caranti (seconda donna), Giovanni Maria De Capitani (prtmo tenore),

Giuseppe Corbetta (prtmo buffo), and Ercole Fasciotti (secondo buffo). with Carlo and

Francesco Barlassina for mmor parts22. The Ailgemeine Musikaiische Zeitung, in :ts

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 Ron2-'.

:"id . p. lo7

:iMilford(l8l6). p. 167

2:This and much of the information about thc I8i 5/16 and 1816/17 theatrical ycars ís drawn from

AMZ XVIII. 26. cols 434-37. 26 June 1816. Brito Å. Cranmer (1989). pp 38-46

23Information supplied by Manucl Carlos dc 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 pretty24. As for the other

singers, he was thoroughly unimpressed, though slightly less damning of De Capitani.

Trento continued as maestro

The year 1815/16 was of enormous importance. The information we have about ít not

onlv confirms that the situation at the T. de São Carlos had returned to somethmg

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 m tho

repertoire Most significant, the first of Rossini's operas were heard
- L'italiana in

Aigen and Tancredi. But not only these: the other operas, e.g. Generali's Ade'una and

Pavesi's Ser Marc'Antotuo, were mostly works by a new generation of comncsers. a

pattern that this season ftrmly established and future seasons were to follow. The

companv remained as m the previous year and celebrated a wedding on 1 December

1815 - Ercole Fasciotti marned Giuditta Favini, Giovanm Mana De Capitani being

among the witnesses2".

All of the principals were replaced for the year 1816/17, though Fasciotti remained for

secondary roles26. The new prime donne were Felice Vergê (sena) and Erminia Fenzi

(buffa), 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 onginal

protaaonist of Rossmi's Aurctiano m Paimira2; and the buffo Luigi Martinelli. 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 smger. who uses his lovely voice with feeling and taste.

sings with ease and precision. and does not overload his mterpretation with

flourishes - all of this whenever he wants. As long as he does not go into

falsetto. which. however, he often does, his voice sotmds really lovely. rounded

and strong, and especially in the region between bass bottom G and the G o>:

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

:4Mar:anne Baillie (1824:, p 210. mlbrms us that Favini was among the camp-lbllowcrs of thc Itahan

o-oops commandcd by Eugene de Beauharnais ín Napoleon's Russian campaign of 1812 and thai hcr

voicc was said to havc suffered badly as a conscquencc. This obscr\aiion and others madc b> Bailhe

art* discus-.cd m Cranmcr i l"X"h.i

:-See Fasciotti and Favini ín Appcndix II • Smgers) for deiails

2fMi is unclcar what happened to De Capitani. whose name does not appear again m íhe AMZ report.

op cu. or ín librctti but who rcappcared in 1818

27The role was onginally intended for Giovanni David. who went down with measlcs and had to be

replaced by Man. The first act was written wuh David m mind. the second with Man. See Wemstock

< 1968). p 467. 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 range2-.

and of Luigi Martmelli:

[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 fme voice, though not

especially powerful; however, when he tries to give it povver, he goes out oí

tune. He would be excellent for rooms that are not so large and where he

would noî need to force his voice. He ís 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 verv successfully29.

Durina this vear Gnecco's I.a prova di un'opera sena was revived and a turther

Rossmi opera, Demetno e Poiihio, was staged. Paer's Agnese was put on for

Martinelli's debut (he had already sung the part ofUberto at least twice before) and

was so successful that ít had to be repeated more than thirty times consecutively.

Trento, ín his final season as maestro, composer the opera Tutto per mganno and there

was also a an opera attnbuted to Marcos Portugal, // tnonfo di Gusmano. almost

certainly a pastiche30.

On 20 March 1816 Queen Maria I passed away m Rio de Janeiro at the age of 91 and

the Prince Regent became Kmg João VI. On 15 July a year's national mourning was

declared and the T. de São Carlos, along with all other theatres, closed until 15 July

the following year31.

2îí"[Erl ist ein ,,ehr gu'.er Sangcr. dcr semc schone Stimme mit Ge.'uhi und Geschmack anwcndet.

pracis und mii Fertigkcit smgt. auch nicht mit Schnôrĸeleven ubcrladct - alies das. wcnn cr will

Gchet cr nicht ms Falset jsicj úbcr. was cr aber oft thut. so klingt setnc Stimme sehr schon.
rund und

stark. und /war m dem grossen Umfang vom grossen Bass-G. bist cmgestr G. auch wol A: doch gicbt

er nichi selten auch dcm grosscn Haufen zu applaudieren. dass cr. mit Falsett. rîis ms /weygcstr E

hinaufsteigt. Stehet er /uweilen dem Orchester nicht nahe gcnug. so íntormrt cr falsch
- wie das :ast

ailen Sangcrn gehet. die ciocn Linnatttrlich v.eitcn Umfang von Tonen beherrschcn wollcn
"

.1.1//. id

cols. 435-36.

2'"[Er| muss cin uberaus bravcr Sangcr gcwcscn se\n. jetzt íst cr î"rc> lîch nicht mehr jung. seine

Summe icdoch noch immcr schôn. obglcich night vorzughch stark. will er s;e aber gcwaltsam

vcrstarken. so singt er unrein Fur Sale. die nicht eben gross smd. und \vo er nicht nothig hdlte. sein

Gewalt anztithun. wurdc cr vortreíflich seyn Er ist ein Mann von Einsicht und Bildung. was denn

auch Einfluss auf semen Gesang. m Hinsicht auf Ausdruck und Geschmack hal." id.. ibid col 436

Xi)\l has an ana m common with thc 'Portugal' pastiche Barsene regina di Luiia. premicred at the

Kmg's Thcatrc. London. ín 1 sl 5 Detailed ínvcstigation would doubilcss reveal that thc rcmainmg

matenai was also borrowcd from other operas b\ Portugal and others

llDifferent documents give slightly diffenng dates for the theatre's ciosure A documenl at the

Mimstry of Finance Archivcs. Lisbon. (I-i-2
1 givcs 1 1 July. Another there vXV-V-44) gives 12 July.

while a'third (also XV-V-44i r*ves 14 June. with a re-opening on 1 5 June 1S17 ibut índicates a rcnt

from 1 5 Julv' ) However. the mourning was announced ín the Gazeia de Lisboa on 1 5 July. so the

closure must surely have begun then. P-Lan. Mmisterio do Remo. 092-24. confinns the re-opening

on 15 Juiy 1 xi 7
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While the theatre was closed, work was done to the auditonum. Twenty-four

chiaroscuro medallions portraying the most celebrated composers who had wntten for

the theatre were painted on the first tier boxes, the royal box vvas redecorated and the

stage curtain was given a new design depicting an allegory of Apollo inviting the

Portuguese to ímmortaiise themseives by the cultivation of the Fine Arts32.

The year's closure was something of a setback and when the theatre reopened m Juiv

1817, both pnme donne had left, as had Luigi Martinelli and Trento. From that time

until the T de São Carlos and the T. da Rua dos Condes were once again separated on

1 July I8183\ the company was much as it had been in 1815/16 - Carolina Neri as

pnma donna sena. Giuditta
Favini Fasciotti as pnma donna buffa, Luigi Man as

prtmo tenorc. and various basses - Fabrizio Piacentmi (who had been singmg in Lisbon

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

In 1 8 1 7 Generali's Adelina was revived together with a cantata by Marinelli for the

celebrations of the weddmg between Prmce Pedro d'Alcântara (the future King Pedro

IV) and Prmcess Leopoldina ofAustria on 15 December. Also performed that year

were Rossim's Icmganno feiice for which Rego vvas once again maestro and Mayr's /

cherusci. In the fírst half of 1818 we know only of performances of Nicolini's

(\,n/ano and a revival of Rossim's L'itaiiana m Aigen, both ín June.

X2P-I,m. RMC caixa 512. doct. 5108

-Matos Sequcira í. 1955). Vol I. p .11.



Chapter 4

The Teatro de São Carlos, Lisbon (1818-1828)

The fuaiyears. ofthe reign ofKing.Joâo VI

After a closure of some months the new impresario, Luigi Chiari, m collaboration with

Luigi Man and other singers, reopened the theatre on 7 December 1818 with a

performance of Nicolini's Carlo Magno and an ode, 0 Mento Exultado, written

specially íbr the occasion by Antônio Jose Soares1. The leading singers for the new

company were Carolma Massei. Luigia Franconi and again Giuditta Favini. pnme

donne. Luigi Mari and Giovanni Maria De Capitani, prtmt tenon in seria and bujfa

roies respecttvely, Ercole Fasciotti, Natale Veglia (buffo cantante) and Fabrizio

Piacentim (buffo cancato), basses. The role oîmaestro was taken jointly by José

Antônio Gomes Pinzetti and Francisco de Paula da Silva Freitas. A prmted document

outlinmg what was staged durmg the year that followed indicates that there were 200

performances altogether m that time, with a monthly distribution as mdicated ín Plate 8

(see next page).

The repertoire during these months contains a number of important features. Three of

the four great Rossini operas composed m 1 8 1 6 and 1 8 1 7 all received their Lisbon

premieres ín 1819 - // barbiere dt SivtgUa, La Cenerentoia and La gazza iadra.

According to Benevides (1883), there were two supposed revivals by Marcos Portugal

- // Demofoonte and La Merope
- but Carvalhaes ( 1910) has established that the latter

was in fact by Nasolinio Another apparently incorrect attribution is La camenera

asnaa. 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 oratono

La disiruzione di Gentsalemme by Appiani (presumably husband of the singer of that

name) and a setting of Idomeneo by Pietro Generali. The latter is particularly curious.

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

!
3ene\ idcs i I KS3 ) gives the date of reopenmg as 16 Deccmber <:pp. 1 1 5 & 117). but the Gazeia Je

Lishiĸi of 3U November 1818 announccs the reopcmng for 7 Dcccmbcr This ís corroborated by two

docLimenis - thc one that Bencvidcs citcs on p. I M (P-I.an. Ministcno do Reino. 992 unnumbered <.

,ec Plaic S. which lists thc works performcd during thc ycar to 6. not 16. December i K19. and another

;n thc Ministrv of Finance Archivcs. Lisbon (XV-V-44). which givcs mformauon about the rennng oi"

•.'ne b.ir b> Domingos Daddi ííather of the composer Joâo Guilhcrme Daddi)

:3encvidcs i ÎS83*). p. 117. Carvalhaes (1910). p 148

!id.. ibĩd In the absence of a hbretto for îhis production. Benevides must have used just the P-Lan

document iPlate 8>. which does not namc the composcr. Probably unawarc of Paini's opcra. hc

attributed u to Paisicllo. though b> this date his La serva asiuta was no longer being performed

Manferran 1 1 955) attnbutes the present produciion to Paini. which must be correct.

59



A Sociedade I.aliana do Real Thearro de S. Carlos, ju.gou ser sua obrigafao
pirticipar a V. S.' a Nota das Operas ,

e Dansas que se ieni posto em Sccna no duo
fhcatro no decurso do anno que Jia cíe findar em 6 de Dezembro proximo , pela qual
sc mostra que a Sociedade naô sô cumprio,mas até exccdco ås CondijÔes a que se

obrigou para com os Senhores Assignantes ; a sabcr :

Operas Sérias
, Semuscrias , Burtetas , Dansas Sérias , Semi-se'rias

,
e de Meio

e Oratoria. Caracter.

Carlos Magno. Cesar no Egyp:c.
Clotilde. Cs Salteadores.
A Borralheira. Q Lsurpador Punido.
A Desrruijaô de Jcrusalem. a Morte dos Innocenres.
O Barbeiro de Sevilha. ,\ Doida íîngid,. oor Amor.
Demofoonte. A Vinganja de Û.ysses.
Meropc. Q Tambor Nocturno.
O Aiuor Conjugal. Ignez de F.tz-Henry.
Idomcneo. As Amazonas.

O Senhor Timonella. fíi.inca de Llossi.
Pamell.i Xubi!. A Rede de Vu.cano.
A Pegi Ladn.

A Lodovisca.

Operas e Dansas que tendo servido para Bencfcios se repetíraĩ áetiyis por
conta da Casa*

Débora e Sisara. A Tomada de Dc.'grado.
A Camareira Asrura. O P.igem.
Um Aviso aos Ciosos. O Mc-*cre na Vill.*..
Matil.ie. Os Ri:os ja \^ Du.ka.
A Mu.her de tres Maridos.

0 AÍo Emb.irajado.
U Thearro eni cunfi-saô.

DistrihiJcao das Rûcitas.

181.Î Dczcmbro ;5
1 b í 9 Jinein* -

.

[g
Fevereiro --

20

■M^S-J 24
Abril ---.--- n

Maio -

i7

Juiiho -

17

Julho -

lz

Agosro 18

Serembro --.-.-_ J7

Outubro -

jq

Novembro -- {&
Dezcmbro até 0 dia 6 - - -

t 4

Récitas - - zco

Nos referidos Espectaculos a Sociedade nad tem poupado ncm despezas , rem

tra'nalhos para merecer 0 acolhimento e acceiracao j e faz sa'ber a V. S/ que chegando
a nova Companhia de Italia

, da qual se es.á £ espera de dia em dia, dará hum novo

F!ano de Assignaturas , promertendo conth'.uar com as suas despezas e trahalhos para
a.eanc.r a proteccao e a indulgencia de hum Público uô bemfa'zejo , generoso, e ji-
beral.

NA TYPOGRAFIA DE BULHÔES. Amio 1819. Com Licenga.

Plate S A prmted documem ĩisung ihe opcras and ballets performed and the monthly distnbuuon ol

performanccs from 7 December 1818 to 6 December 181L»

\P-Lan. Ministeno do Reino. 992 unnumbcred).
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operas by h.m were performed at the São Carlos in 1819 and duringthe 1817.18

theatncal year he had been working in Barcelona. It ís possible that he was

approached with the idea of coming on to Lisbon - he had left Italy after the d.sastrous

reception ofRodngo di Vaienza at La Scala. Milan, w.th the intention of rema.n.ng

abroad for a substant.al penod. That he never came to L.sbon is certa.n4. for he

returned to ítaly by the Spring of 1818. but it may be that he accepted a commiss.on to

wnte for the Teatro de S Carlos in 1818. as did Rossim (of which Adina, performed

onlv in 1826, was the outcome).

Despite attempts by a German known in Portugal as Antônio Simão Mayr, to dislodge

him, and the closure of the theatre from 7 December 1819 to 6 January 1820. Chiari's

manauement continued ínto the following year5. A number of new s.ngers were taken

on, though with the earl.est dated libretto being 13 Mav. it is unclear whether they

began at this date or ímmediately after Easter, as was the usual practice. At any rate.

the company was substantially reinforced by the addition of two new pnme 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 Spamsh

huffo 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 1 828. With these singers came the composer Carlo Coccia

to work alongside Pinzetti as maestro'c

A breakdown of the composers whose operas are represented during the two years of

Chian's management makes clear how the repertoire had by now shifted and ín

particular how Rossini predominated.

1819 1820 Total 1819-20

Rossini 6 y

Generali
■> -} S

Coccia !
-?

->

('elli
•*) ("i

->

Paini 1 1
*■>

Appiani 1 0 1

Mayr 1 0 1

4There is no pnniarv source cv.dence for _i visií to Lisbon and ihough Fétis (I8w)-í>5) staics that

Gener.ili remamcd abroad till 1S?.1. this is incorrect. See also Cranmer í 1977). p 7

'Rci-.arding the annnosiU bctwecn f'hiun and Ma;.a. ĩCC Bcnovidcs 1 1 XX3 i. pp. 1 l.-P \ documcni

m the Mmisirv ol" Finance Archivcs (XV-V-44) intbrms us ofthe one month's closure.

6Cunously. none ofthe librciîi pnntcd dunng Coccia's two-year stay give his name as maestro though

^ome mcntion Pinzetti However. he must certainly have directcd thc new operas he wrote tbr the

theatre and contcm?orar\ commentators. such
as the AMZ corrcspondent and Baillie i 1 H2-i .. descnbe

Coccia as maestro



1819 1820 Total 1819-20

Nasolini 1 0 ■

Pavesi 1 ° ]

Portugal I 0

Fannelli 0 1 I

Nicolmi 0 1

Paer 0 1 1

Weigl 0 1 1

Politics begm to mterfere

1 820 was a turbulent year in Portugal There was dissatisfaction on many counts. The

Kina and Court were still m 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 funher damaged by the emancipation of Brazil's economy following the

arnval there of the Royal Family
- Portugal had hitherto enjoyed a monopoly on aíl

trade with Brazii. All of îhese 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 happenedo However. it appears that Antômo

Simão Maver found greater sympathy from the new Intendent General of Police.

Manuel Marinho Falcão e Castro, and when Chian's licence ran out ín earlv December,

the new licence was granted to Mayer1- For Chiari, ín terms of his personal life, ít mav

have been a blesstng ín disguise
- already a widower for the past four years, he lost his

son Yincenzo on 29 October 1820. aged 19, and would lose his daughter. the singer

Anna Chiari, aged 23. on 16 June the following year9. Maver was fortunate ín

inheriting quite a strong company, for with the exception, apparently, of Mari, all the

"Coccia did. howcver. wnte an allegoncal cantata entilled Hgenio lusitano tnonjante ín praise ol'í'i.c

ncv\ Constitution

sîl ís not clcar cxactly when Ma\er took ovcr. If Chian's hcence expircd on 6 December n e a year

ai'ter _ts rcncnal). Maycr could in pnnciple have begun on 7 December. An announcement in the

Gazeta de Lisboa of 30 December 1820 informs us that rchearsals were alrcady under way b> then.

but :i has noi been nossiblc to jsccrtain thc date of the first performance undcr his acg.s.

:)lgreia do Loreto. Lisbon. Li\\° 2c3 dos Obitos 1 777 ate IS46 his wife. Rosa. was buried ihcre on 30

December 1816. aged 44 ip 2280 Vinccnzo on 30 October 1820 (p. 246) and Anna on 17 Jime 1S21

ip 253). Anna's age ís given as 'roughly' 23

(,2.



singers stayed on10. He seems to have had ambitious plans, including the settmg up of

a traimng school for up and coming Portuguese singers and dancers. An unusuaily

extended, anonymous, article appeared in the Diarto da Regênaa (the Gazela de

Ltsboa under a new name) on 31 March 1821, supporting the idea:

. we view with satisfaction that the present lmpresano of the theatre dares to

propose this same [idea of a national song/dance school] in his direction Plan.

which so manv Portuguese directors have not attempted; and we hope in

consequence of this, that this
laudable intention will not simpiy remain a plan.

as it certainiy merits help and promotion to the end that this magnificent theatre

might become truly national; and so that ultimately ít should not prove

necessary to employ foreigners save only where their place cannot be supplied

by Portiiguese. which in tĩme would be dispensed with, except the occasional

admission of some such singers in sînctlv limited and rare cases or the most

distinguished artists from other branches of the theatre, who might wish to

come^amon-i 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 empîoyed there.

...,
there are sufficient able Arîists to establish the desired school of music and

dance on a regular basis and to take advantage of local talent from an age

appropnate for them to receive fully all the instruction they need to brtng out

the natural dispositions of the pupiis, who will be carefully selected."

However senously this plan was considered, it took another 150 or so years and

another revoîution to bnng it to anything like fruition. In any case, the writer seems îo

have had reservations even about these apparentlv 'able' smgers. and the AMz

correspondent who wrote an article covering this penod would have shared themi:.

According to this same correspondent, Mayer reduced the personnel and made various

other economies. which tosether with the tncreased attendance smce the Revolution

"•It is oossiblc that Mari stayed on during ĩhe Carmval season. his first known appearance in V.adnd

beinL i'n Mav. Howcvcr. hc 'was closely associated with Chian and may well have taken umbndge

uhen Chian's hcence was not rcnewed

1 ! "

tcmos a satisfapao de ver que o actual Emprezario deste Theatro ouza propor isio mesmo no

Plano da sua direccão. o que lantos direciores Portuguezes não emprehendêrão.
e esperamos. em

conseuuencia disso. que não ficara so cm projccto esta louvavel mtencão. quc merecc por ccno ícr

^

aux'.iia'da e promovida. a fim dc tornar-se verdadeiramente nacional estc magniSicoTheatro. e de nao

so naauillo cm que não possa ser suppndo por Ponuguezes. o que com o tcmpo de todo se escusar.a.

saivo idmittir casualmente algum desscs Cantores ou Cantoras cstremados e raros. ou algum aos inais

CNimios Artistas de outros ramos theatraes. que quizesscm
vir entre nos cxercitar scus mlen-.os. c

cor.correr para a pencifâo dos nossos \c;uaímente se podena pnncipiar com bons auspicios a tirar

proveiio dos habeis Artistas que
alli sc empregão.

ha sufficicntes Artista habeis para cstabelecer
a desejada Escola de musica c Danca ae

hum modo rcnuiar. e aproveitar os talenios
nacionaes desde huma ídade propna para rcceberem

nereuamen.e'iodas as lifôcs que podem ĩa/cr proficuas as disposicôes naiuracs dos
alumnos. que se

cscolhcrem com boa selccgão." Dianoda Regencia. 30 March 1821. extracted trom an artic

enutled 'MISCELLANEA - Real Theairo dc S Carlos'

r-AMY. XXUI. cols 6D4-05. 29 August 1821: Bnto & Cranmcr (1989). pp. 5lo

G3
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should have put htm m a better financial position than his predecessors. He also tells

us that the theatre now received an annual subsidy of 30.000 cruzados" However,

Marianne Baillie ( 1 824) gives us a rather gloomy picture of the state of thmgs.
In her

letterdated 30 June 1821 she says:

[The T. de São Carlos] ís 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 exertion14.

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

salary to some of the singers13.

Whatever the fínancial situation, performances were regular. The repertoire was

completely dominated by Rossini and Rossini imitations. Up to Carnival 1822 there

were new productions oîLa Cenerentoia, La pietra del paragone. Ricaardo
e

Zoraide. Eiisahetta regma d'Inghiiterra. L'italiana in Aigen, I.a donna deí iago and

La vazza tadra. A new prtma donna, Ercolina
Bressa. sang the title role in I.a

Cenerentola and it was at a performance of this opera on 27 April that the Naval

Minister. Francisco Maxtmiliano de Sousa, announced the Kmg's acceptance of the

new Constitution and his intention to return to Lisbon16. Kmg João VI reached the

Tagus estuary on 3 July and disembarked at the Terreiro do Paco, Lisbon. the

following day, brmging with him part of the Court, but leaving behind his eldest son,

Prmce Pedro d'Alcântara. as Regent of Brazil.

The all-pervasiveness of Rossini even outside
Rossini's operas ís attested to by

Marianne Baiilie, who attended a performance oíLafesta deiia rosa, which Coccia

had wntten for Giuditta Favim's Benefít on 13 August. In her letter ot'26 October

1821. she gives us a earefully observed account of this production.

Last mght we were at the opera;...We were pleased by the perîbrmance, "La

festa di Rosa". [sic] but our admiration was limited to one or two of the

performers. This opera (light and brilliant ín the style of its music) is composed

by Cocciá [sic], a voung Italian, who copies so closely from Rossini, that it ís

sometimes difficult to distinguish the difference between them, the whole

company are from Milan. as well as the corps de bailet; the latter seems to

possess little talent, and the mechanist must be, I should suppose, about the

'• 'id. ibid.

I4Vol ĩ.pp. 9- 1 1>.

i5Benevides (1SX3J. pp. 1 1 9-20. speaks of Mayer's financial diîTículties. which are contirmcd b> a

document giving monthiy payments to smgcrs owing to 9 N'ovcmbcr 1821 (P-Lan. Mmisteno do

Reino. 9s>2-27).
,

.

"'Benevides (1X83). pp 122-23. quotcs a .cngthy dcscnpuon ol the occasion trom aulio ae Lasulhos

Memonasde Caslilho. Vol I. p ll)-l



worst m 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

audfence; almost all the applause was given to what really least deserved

encouragement. and a fevv delicate strokes of genius were entirely lost upon

them. Favini was pnma donna, her voice ís much decayed, more from accident

or índisposition, 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 operaMandane regina di Persia this year and, additionally,

two of his operas composed prior to commg to Lisbon were staged.

Maver's management collapsed at the end ofCarnival 1822 As the correspondent of

the AMZ reported:

The public was very dissatisfíed 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 ín the end led to the complete

disintegration of the Italian opera company18.

Coccia went to London. Dalmani Naldi. De Capitam, Vaccani, Veglia and Rosich

loined Mari in Madnd.

From Easter till August 1822, the Teatro de São Carlos remained closed. When it

reopened it was under the management of the architect João Baptista Hilberath and

Margarida Bruni. who had been the leading ballerma smce at least 1806 With the

mass exodus of smgers. the new company consisted only of Ercolina Bressa, Teresa

Zaopucci, who had been singing minor rules since 1818. a castrato named Lorati,

about whom nothmg else is known, and probably Gaspare Manmeili. In this depleted

state. thev nevertheless managed to stage Rossmi's Tancred; and Adelatde cii

Borgogna in September and October, respectively. Remforcements were contracted m

Italy and set sail from Genoa on 7 October. On arrival, however. there were

disagreements between four of the new smgers and the management over advance

payments. with the result that the singers refused to attend rehearsals19 This was

settled bv the beginning ofDecember and on 13th Rossini's Eduardo e Cristina vvas

stased The cast was Adelaide Varese and Adelaide Cressotti. pnme donne, Paolo

,7Baiilieil824í. Vol I, pp _!.:*- 10

!8"Mií dem ímprcsano Meyer |sic| war man sehr unzufncden: man bcschuldigi ihn. und wic cs

scheini mit Rechi. dass er gar /u sehr nur auf den augcnblicklichen Vonheil bedacht. und iibngens zu

nachlassig se\ und so kam cs cndlich zur gánzlichen Auflôsung der italienischen Opern-

Gesellschaft." AMZ XXV. 1. col. 3. 1 January i 823; Bnto & Cranmcr (1989), p 54

^P-Lan. Ministerio do Remo. 992-43 Thc disputc also ínvolved tvvo French ballerinas.
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Lembi, buffo cantante, and Giuseppe Lombardi, prtmo tenore, Luigi Martinelli. who

had returned from Italy w.th the new company, and Gaspare Martinelli20. At about this

time the company was also joined by the tenor Filippo Destn, who had been singing in

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

No sooner was the new company mstalled than the management once again collapsed

íbr lack of money and the government appointed a commission presided over by the

20-vear-old 2nd Baron of Quintela to take up the rems of the theatre ín January 1823

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

her letter home the following day:

We went vesterday 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'considerabíy gained in the recent change of íts company of both singers and

dancers. Rossini's "Barbiere di Seviglia" [sic] has lately been played, and it ís

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 ioses by the comparison
2!

The audience was. of course. in no position to compare Mozart and Rossini, it bemg

some seventeen years since I.a ciemenza
di Tito had been performed and some ten

since the postulated production ofCosifan tutie.

The AMZ correspondent was tn full agreement about Varese's virtues. praising both

her voice and appearance, though criticising her for bowing to public poor taste ín her

manner of smging. Cressotti. he tells us, had a mezzo-soprano or contralto voice ot

considerable range. especially in the lower notes. but of weak quality owing to age.

Lembi vvas 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 mcreasing pressure from the Brazilian

independence movement, the Regent, Prince
Pedro d'Alcântara, had been proclaimed

constitutional Emperor of Brazil. In Portugal itself, the return of King João 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 o

2í)AMZ XXVII. 2. coí. 26. 12 january 1825. Bnto &. Cranmcr. p 59 Thc report states that Luigi

Marunci'.i had returned from Oporto. but I find no cvidcnce for his being there aũer 1818

:1Baiilietl824!. Vol II. pp 155-50.

22AMZ XXVII. 2 col. 20. 12 Januarv 1825. Bnto & Cranmer. p. 59



these was the Queen. Carlota Joaqutna. sister of the Spanish Kmg,
who had reâised to

swear allegiance to the new Constitution. In consequence, she was banished to Spain,

though on the pretext of íll-health she remained in Portugal, at the Quinta do

Ramalhão, not far from Smtra. It was around her second son. Prmce 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 :ts name.

even amontz moderates and liberals brought more and more of the nobility and mihtary

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 Kmg was forced to accept substantial

changes to the Constitution or face ctvil war. The King met Prince Mtguel and his

absolutist supporters at Vila Franca da Xira.
a few kilometres upstream from Lisbon.

on 31 May 1823, made him Commander-m-Chief of the army. restored the Queen and

the Count of Amarante. and brought Miguel's prmcipal supporters mto the

government.

This political instability and confrontation did nothing to help the theatre, where

performances were seemmgly intermittent from the end ofAugust until a new

manaaement was appointed m November, once again in the hands ofHilberath and

Bruni. It ís worth notmg that m this year, for the first time, Prince Miguel's btrthday.

on 26 October, was celebrated by a special performance at the T. de Såo Carlos For

the occasion Tadolini's La prmcipessa di Navarra (an oblique reference to the

Queen0) was statîed together with an anonymous binhday ode entitled Lisia Exultante.

Rossmi's operas continued to be popuiar m 1823 (Mose m Egitto was performed for

the llrst time during Lent). but the flrst works of a slightly younger generation were

staged durmg this vear - one by Meyerbeer and two by Pacini. Two operas by Coccia

were performed, one each bv Paer. Mayr and Grazioli, and as the fmal new production

of the year. Generali's / baccanaii di Roma.
At the end of Camival 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 Prmce Miguel,

arown overconfident, made a major tactical error: he arrested a number ofmore

conservativc Liberals, who had backed him at thc ttme oí' the Vilafrancada. aiul during

the next few days attempted to remove his father from the throne. On 9 May the King

escaped to an English frigate moored m the Tagus estuary, summoned Prince Miguel

and stripped him of his position as head of the armed forces. The prmce vvas forced to



stay on board for four days, durmg which time his support disintegrated and he was

obliged to leave the country.

The King's birthday was ceiebrated on 13 May with Rosstm's L'occasionefa ,1 ictdro

(given under the title // cambtamenio delia valtgia) and an ode entitled .love Benettco

by the young Portuguese composer João Evangelista Pereira da Costa. Giuseppa

Collmi made a return for the occasion and was joined by. among others. a Portuguese

bv the name of Antônio Chaves The re-employment of a rather mediocre prtma

donna and the virtually unprecedented use of a local singer give an idea of the lack of

singers ava.lable to the management. The AMZ correspondent speaks of the theatre

being closed for several months and certainly the Kmg's birthday ts the only occasion

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

In June thmy-eight new performers arnved, mostly
recruited for the ballet but

substantially remforcmg the opera companv,
and includmg the following nme s.ngers:

Luig.a Valsovani Spada, Giuseppa
Julien, Maddalena Pereno, Catarina Pereno, Mana

Mon, Alessandro Mombelli, Filippo Spada, Luigi Campitelli and Giovanni Riboli. The

new company opened with Rossini s Bianca e Eaíítero on 3 Julv. to celebrate îhe

anmversarv of the King's return to Portugal two years earlier24.

An unusually detailed document gives us full detatls of the positions each smger held m

the company at this time:

Luigia Valsovam Spada
-

pnma donna sena

Giuseppina
- check - Julien -

prima donna huffa

Catarina Pereno -

pnma donna 'para cantar de muzico' [í.e. travesty rolesj

Luigi Campitelli
-

pnmo tenore

Alessandro Mombelli -

pnmo tenore di mezzo carattere

Antonio Colla - huffo cantante

Filippo Spada
- huffo comico

Paolo Lembi - hasso seno

Maria Mori - scconda donna

Maddalena Pereno - seconda donna

Gaspare Martinelli - secondo tenore

Ciiovanni Riboli - uinma vanv

r a chorus of ten2?

:?.á..cot 2oid.. ibid

:4id.. íbid . id.. p 60

"P-Lan. Ministeno do Reino. 9--.2-1 5



The same document also. unusually, lists the dates of all new productions from 3 July

1824 to 22 Januarv 1825:

3 July 1824

4 Juiy

16 July

4 August

20 August

25 August

30 August

12 September

6 October

12 October

25 October

10 November

8 December

3 January 1825

1 7 January

22 Januarv

[Rossini] Bianca e Eaiiiero

[Rossini] L 'inganno feitce

[Rossim] // mrco in Itaita

[Mercadante] Scipio m Cartagme

[Pacmi] // barone di Doisheim

[Pacmi] II faíegname di Livonia

[Rossim] // harhiere di Siviglia

[Mercadante] Eiisa e Ciaudio

[Moriacchi] Tebaido e Isoiina

[Rossmi] Aureiiano in Pabmra (as Zenobta)

[Rossmi] Demetno e Polihio

[Pacini] La sposa fedeie

[Mercadante] Anacreonte [in Samo)

[Cocc.a] La festa delia rosa

[Portugal] L'oro non compra amore

[Rossini] La scala di seta

It ís mterestmg to notice that alongside the seven Rossmi operas, Pacini and

Mercadante were emerging quite strongly, that La festa deiia
rosa should have

remained a ftrm favourite and that Marcos Portugal's L'oro non compra amore, twenty

vears after íts composition, was revived. It is also worth notmg. on the one hand. that

this was apparently the first tune Aureiiano in Paimira had been performed m Lisbon.

rather than when l.uigi Mari, the original Aureliano, was present in Lisbon, and that.

on the other. Demeino e Poíihto, an opera which was not m general wtdely performed

should return to Lisbon vvhen Alessandro Mombelli vvas present
- the opera had been

wr.tten bv Rossmi ibr the Mombelli fam.ly and f.rst performed by Alessandro's father,

Domenico, his two sisters. Maria Ester and Anna, and Ludovico Olivien. Alessandro

Mombelli, incidentaliv, vvas well received m Lisbon. in marked contrast to his reception

later elsewhere. The AMZ correspondent speaks well of his voice and techmque2''

The management of H.lberath and Bruni grew very shaky in the latter part of 1824 and

the Baron of Quintela was once more appomted to oversee the runnmg of the theatre,

bv decree of 27 November27. A letter to Hilberath from one Gaetano. son of the late

26id.. col 28. id.. íbid

"Benevides 1,1883). p 13"
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Francisco Maria Serra of Genoa, and dated Genoa 10 January 1825, provides us vvith

an unusual insight ínto how singers were contracted and the particular difficulties at

this juncture:

1 received w.th satisfact.on your letter of 27th November last; I noted with

pleasure the considerable powers which you vested in me to contract 'âpnma

donna: after this I wrote, m consequence of your orders, to my Milanese friend

to carry out everything, and although m his reply he drew my attention to the

ract that circumstances did not admit of fmding an adequate candidate who was

not already contracted. as within a short time the theatres should open for the

Carnival season, the season of greatest interest to them, he nevertheless assured

me that through h.s intimate friendship with the Impresario of the theatres in

Milan and Naples [Joseph Glossop28], which because of their greatness

contracted manv first-rate candidates. a letter vvould be on its way to him

aranting him apnma donna. which had almost been completed, when he would

ao 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, saymg that as the contract was for Sr. Hilberath,

they did not wish to be involved with him without a firm warrantee m 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 sotirces that the

Impresario would be fmishing within a few months. now that the Government

has conceded the management to the Baron ofQuintela; furthermore. they told

me that pavments to the present leading singers vvere two or three months in

arrears: mv assurances to the contrary carried no weight whatever, and in any

case I could scarcely maintain them myself as I have also heard from a distance

that there vvere letters circulattng in these cities which spoke of all this; in

consequence of which ĩ 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

cíearlv the state of the credit of the theatre. which, however, I was flattered to

try to revitalise - if as an assistance to the Government; all the same I fmd

mvself in the position where ít is ímpossible to fulfil your vvishes. not wishmg

myself to act as guarantor for these people. but only to be of service to yourself

ín the name of fnendship and to my precious friend Sr. Oneto29. If it ís true

that your management vs.ill be coming to an end within a short time. it ís

certainly pointless for you to undertake further expenses, which according to

what I have mformed you through the above-mentioned Oneto would not be

slight, involving as it does sending out aprima donna or prima bailenna. I

look forward to other more favourable occasions to testiíy to my ffiendship.

Meanwhile I beg you to accept my warmest, best wishes

Gaetano, son of the late Francisco Maria Serra.30

28Joscoh Glossop was Imprcsano of thc T alla Scala and ihe T Canobbiana. Milan. and _he T San

Carlo 'ind T del Fondo. Naples. tbr the 1 824. 25 season. the only season from 1809 to 1834 when

Domenico Barbaia vvas not hnpresano al the S. Carlo. Naples

:<'?rcsumahi\ a refercncc to the Giacomo Oneto who subscnbed to box 64 at the T de São Carlos in

the 1S2.V24 scason \P-Lan. Ministeno do Reino. lW2-37.)

'"'Recebi com satisfacão a carta de V
~

M
iC

de 27 novcmbro proximo passado. com prazer nella

observei os amplos poderes que V
a

Mo' me conccde para cscriturar huma das pnmeiras Damas de

-fo



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 successtul, at least m the short term. though he may well

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

following AutumnM.

L'nbeknown to Gaetano Serra. the day after he wrote his letter, a new impresario,

Antonio Marrare, vvas appointed manager of the theatre32 (still overseen by the Baron

of Quintela, contrary to his own wishes33) and a subsidy of 24S000 reis per year was

uranted, 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

showsM. In actual fact, hovvever. Hilberath and Brum continued to run the theatre

until 19 Julv35. For the Kmg's birthday on 13 May Mercadante's f'ctpoieosi di Ercoie

canto. depois disto escrevi. em conscqucncia das ordens da V.a M.*c (,| ao mcu amigo de Milão para

exccuiar tudo. c não obstante. na sua rcsposia. tcr me leito a observacão que as circumstancias não

davão lugar de se acharcm sujcitos de merecimemo sem estarem escnturados. porque dentro de mui

oouco tcmpo dcvia se fazer a abertura do tempo dos Theatros para o Entrudo. cpoca a mais

în.ercssame para elles. porem certificava-me mediantc a sua intima amizadc para com o Emprcsano

dos Thcatros de Milão. e dc N'apoies. os quaes por grandeza escntarão muitos sujcitos do primeiro

merecimento. lhe ler:a escnto para Ihe ceder hiuna pnmcira Dama. e quase estava p
d

acabar. quando

hia procurando alguma para ver qual mclhor conviasse ao ínteressc de V
3

M
;;

. c que mclhor vontade

se determmasse a v ír; foi-lhc rcspondido. tal he o thcor da sua carta. que sendo o contracto para o S:

H:ibrath. não quenão estar por eilc sem huma solida fianca na ítalia para lhc ior garantica a cscruura

por hum anno. como tambem o prcpagamento estipulado. pois que souberão por bons canaes que esse

Empresano devia acabar dentro de poucos mezes. visto que o Govcrno unha conccdido a Emprcsa ao

S
'
Barão de Quintella. alem d.sto disscrão-me tambem que os actuaes Virtuosos ficavão atrazados nas

o.:as mc/adas de dous outres mezes. nada vlerão as minhas contranas persuasôes. que bem pouco as

podia sustcr. porquc cu lambcm ic longc ouvi dizer que se achavão cartas nestas cidades quc talavão

em u.do isto. em conscquencia do quc não posso effcciuar a íncombencia dc V;1 M
*e

sem authonsar-

me formalmentc a conccder-lhe a sua ilanca p
!

a enteira execucão da escntura quc se ti/cr Ficarci

eruão a espera das ordcns altcnores q.'; V
;

V
■

me dar Por esta relacão beni ve V
'

\\c~ a siluacão

que sc acha o crediio dcsse Theatro quc me Usonjeava porcm. quc devesse animar
-

sc como auxilio do

Govcrno. portanto me acho impossibilidado de cumprir com os seus desejos. ;ião qaercndo cu ncar

íiador desta gente. mas fazer so o obscquio a V
J
M." de Iha procurar o titulo d'amizadc. e ao mcu nco

Amigo S
-

Oneto. Se hc vcrdade quc a sua Empresa vai fmdar dentro de pouco icmpo. he certamcnie

inulil quc V
-

\\c~ faca outras dcspezas. que segundo o que tenho ínformado a V.J M.*c . por via do

refendo Oneto. não senão indiffcrcntes. tratando-se de mandar sahir huma pnmeira Damo ou huma

primeira Danparina. Dezejo outras occasiôes mais favoraveis p.d lhe testemunha a minha amizade

Queira no inianto acccitar os meus affectuosos cumpnmentos. Gactano del q Franc[isc|o M
'

Serra'

This icttcr \\as an authenuca.ed translation of a letter in Italian by 'Sr. Gaetano filho do faiecido

Francisco Mana Scrra de Genova'. datcd S February 1825 vvith the stamp of ihc Genocse Consulate.

Lisbon. and the signature of ihe Genoese Consul. \P-Lan.
Ministeno do Reino. 992-15)

'•Paoiina Sicard. for cxample. v\as singing at thc T alla Scala. Milan. ín the Spr:ng of 1825. shortly

belbre her departure Ibr Lisbon.

i:3ene\ides(18S3). p. 137

í3As earh as 12 August. Quintcla wtoic to the Minislcr of the Realm seeking to be relieved of thc

responsibiiny. vvhich. hov\ever. vvas only granted nearly tvvo years later

}iP-La. 54-X-13.126 i.MS leuer from Migucl Antonio de Mello. Ministro da Fazcnda. to Josc

Joaquim d'Almeida Araujo Corrca dc Lacerda. Ministro do Rcino. dated 1 1 Januarv 1825Y

-Benevtdcs 11883). ibid.



was performed together with an ode hy the bar licensee's 1 2-year-old son, João

Guilherme Daddi. A gifted musician, he had already sung the child role of Adolfo in

Paer's Camiiict at the T. de Såo Carlos36 and he vvent on to be a composer of some

importance On this occasion he vvas mtrodticed to the King, vvho attended the

performance-'1".

With the change ofmanagement there vvas a corresponding change around in the

company. Giuseppe Lombardi and Adelaide Cressotti. who had been singing again in

Lisbon during the Spring, left defmitively. Giuseppa Julien. Alessandro Mombelli and

Paolo Lembi went on to Cadiz. Luigi Campitelli. Antonio Colla and Maria Mon

returned to Italv, 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 îo the company a:

this time were Costanza Pietralia, Paolina Sicard, Maria Frassi and Giovanni Orazio

Cartagenova

1 82: mav be marked out as the peak of the Rossini fever. Eight of his operas

(includmg Semiramtde for the first time) were produced. as compared vvith seven by a.l

*he other composers put together.

From <he death ofKmg.Ioão VI to Crctl iVar

In November 1825 the hitherto unilateral deciaralion of independence of Brazil was

rat;:;ed. The political situation m Portugal itseif remained uneasy, with the Queen

stubbornlv hving in Queluz apan from the Ktng. In March 1826 he fell íll and on 10:h

he died. The question of the succession was a diíTicuk one. Prince Pedro d'Aicâmara.

who bv right of premogeniture. should have become the next king, was in Brazii. so at

least :n the interim a Regency was necessary Shortly before he died, King João VI

emrusted this to his daughter Princess Isabel Maria. Prince Pedro. however, opted :o

abdicate the throne of Portugal in favour of his daughter Pnncess Maria da Glona. a:

that time oniy seven years old, whom he mtended should marry his brother, Prtnce

Miguei. and thus brmg to an end the divisions vvithin the family. Prtnce Miguel. who

was in Vienna at this time. agreed to the marriage on 29 July and prepared to return to

Lisbon

36In Januan 1824

î7For further dctails sec Bcncvidcs ( I SS3 1. p 1 42
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The death of King João. like that of Queen Maria before him. was followed by a period

of national mournmg and hence the closure of the theatres. A letter to the authorities.

dated 6 April, written on Marrare's behalf by the Baron of Quintela, speaks of the

theatre's diíTiculties with the singers, vvho were neither being paid nor allovved to leave.

and requests îhat they be allowed to leave if the period ofmourning was gotng to

continue beyond three months". Accordmg to Benevides (1883), the theatre remained

closed until 12 June39 However, the Gazeta de Ltsboa of 15 Mav announced îhe

reopemng of the theatre
the following day with a performance of Rossim'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 1 828, the Baron of Quintela continuing to oversee until 1 4

April 1 S2740 In 1 826 there vvere eight Rossini operas, including the
world premiere ot

Adina. Benevides (1883), quotmg Thomas Oom, tells
us that the opera had been

commissioned by Pedro Antonio de Pina Manique Nogueira Matoso de Andrade,

severai vears before - Rossini ís known to have wntten ít tn 1818 - but vvhen the score

arrived it was found to lack an overture. When Andrade complamed 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 prcooo;
to concede an ínch to the

other41.

Another premiere the same vear was / due forzati bv the Poíish composer Franz

Mirecki. who was maestro at the T de Sâo Carlos for a penod. The opera was well-

received. the composer as well as the singers being called out at the end of the first

performance42 Otherwise there were two operas by Generali. une each bv Coccia and

Vaccai.

At the end of Carnival 1 827. Sicard, Spada (presumably accompanied by his wife

Luiáia Valsovam Spada), Ravagha and the Valesis departed. To replace them

Giuseppma Tuvo (pnma donna). Giovanni Battista
Montresor (pnmo tenore) and

Benedetto Torri (bass) were taken on With the arnval in the Autumn of Saverio

Mercadante as maestro, the theatre could boast two of the ftnest young male singers m

'*P-!o,n. M_n_$_criodo Rcino. 9s!2-<>!

™p 142.

4uBenevidcs ( ISN.Vi. p. 143

4!
v. einstock 1 1 %SV p 1 59. Benevides ( 1 SS3). p. !44. giving refcrence to an articlc b> Thom-s Uoir.

ín Revisia dos Lspectaculos. without further details

4:.1UZXXXI. 12.col. 109. 25 March 1K29. Brito &. Cranmcr (.1989). p. 64 As for the composcr.

Bencvides (1SS7>). p 145. tclls us thal he d.sappeared without leavc one day. havmg dravvn a mon.h's

advance on his salarv two davs bcforc



the worid - 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 íts clanty and tender sweetness - his career later took

him to America, where m his father's company he sang in New World premieres of

several major works of the period, before returning to Europe and ultimately settling i

Bucharest as a singing teacher. Cartagenova was known less for the beauty of his

voice than for his general verve and superb actmg. He was closely associated with

Mercadante from his tune in Lisbon for the rest of his career as well as singing in the

premieres of Donizetti's Gemma di Vergy and Bellini's Beatnce di Tenda.
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Plate 9 Lithograph of Giovanni Orazio Cartagenova by Queiro;o datcd Spring 1 S2f



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 Egilda dt Provenza

by Joåo Evangelista Pereira da Costa. Mercadante's assistant, which was first

performed on 29 September, Prince Miguel's name-day. Its importance is twofold. ín

the first place, ít vvas the first full-length opera by a Portuguese composer to be staged

since those ofMarcos Portugal. Secondly, it occasioned the first of a series of detailed

reviews and polemical articles in the journal 0 Consiitucionai. The review oîEgiiua

di Provcnza. which appeared there on 29 January 1828. was mixed in íts appraisal.

The writer, S. M.4-\ tells us in his second paragraph:

This piece, composed by Senhor João Evangeíista Peretra da ( 'osta, a young

Portuguese of considerable talent. has, like everything there ís, good thmgs and

bad things. What gives ít greater merit ís that it is the first he has composed.

and it is this that most excuses its defects44.

On 8 March Mercadante's nevv opera.Adnano m Sina, which had received its premiere

on 24 February, vvas given an extensive review in 0 Consntucionai. The author. W L.

S 4-. considered the work to be such that not everyone would immediately appreciate

its vmues. which he nevertheless felt strongly it possessed. Of a dirĩerent opinion was

the anonymous writer (but actually João Evangelista Pereira da Costaí of the pamphlet

Juizo Cnuco sohre a opera sencr. Adnano m Sma.... vvho felt that it was even worse

than the worst ofMercadante'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

ionged-for opera46.

He went on to attack the costumes and sets. and laid into an ode written ín praise oi

the composer. which had been distributed at :he theatre and was published in the

4,!t has provcd impossible to ídennfy thc v.Tr.cr it was not .Vaveno .Wercadante. howcver. smce the

wTiier also ínakes accusations against Mercadanic wh.ch. particularly as they werc demonstrably false.

thc compoĩcr would hardly havc made agamst himseif

44'Esia peca. composta pclo scnhor Joâo [oan^elisia Pereira a'a Cosia. jovcn portuguez de muito

talento. tcm como tudo o que existc cousas boas e cousas mas 0 que Ihe da ma.s mcrecimento e ..cr _i

pr'.mcira composicûo quc compoem. e c isto mcsmo o cue desculpa mais os dcfcuos d'clla.' 0

Constitua'inal. N"1 4. 29 January 1828. p 92 The articíe continues to p 96.

'■0 C.msuiucional. N° 7. 8 March 1 82lx. pp i 56-61 Once morc it has not been possiblc to ídcniify

the writcr. ihough wuh the first inilial '.V he ;nust have been a foreigncr (probabU Enghsli or

Gcrmani. His companson wuh Meyerbeer's .7 crociaio. which had not yct bcen pcrformed ín Lisbon.

jdds to :his probabiluy.
4'"\lotivos roubados. nenhum pcdafo quc mostre ingenho. completa desituicão ác scntimento. c uma

extcnsão msoffrivel: eis as qualidades caractensticas d'esta tao desejada opcra.' Pcrcira da Costa

i ! 8280 p 4 A copy of this pamphlet. daied 5 March 1 828. is to be found ín P-I.n with thc ca.i-mark

M/5



following edition of 0 Consntuctonai. In this same editton, 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 to and in a highiy

ironic tone counters the cnticisms one
bv one. He also draws attention to the

pamphlet's fínal paragraph, where Mercadante's large salary is compared with Costa's

much less, and therein finds the motive for writing the pamphlet4'.

In Adrtano m Stna Giuditta Schiroli, replacing Costanza Pietralta, sang for the first

nme alongside the tenor Antonio Piacenti, who had joined the company the previous

stimmer. GiuseppinaTuvo, Adelaide Varese Pedrotti. Giovanni Orazio Cartagenova

and Gaspare Martinelli.

It was two days before Adnano in Sina's premiere that Prmce Miguel finally returned

to Lisbon On 26th February ín a ceremony at the Ajuda palace, making him Regent in

place of his sister Isabel Maria. he took an oath of allegiance to his brother and niece.

to whom he vvould deliver the kingdom on her coming of age. He further svvore to

uphold the Constitution and laws of Portugal. At that stage, there was already a

substantial body of opimon within the higher echeions of the government tn favour oi

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 monarchv. 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 revolts against it.

A review ofMeverbeer's // crociato m Egitto, performed to celebrate the Dowager

Queen Carlota Joaquina's birthday on 25 Apnl. and which appeared in the English

penodical The Harmontcon, tells us how these political events spilled over into the

theatre:

One of the latest operas performed was // Crociato, which was received wuh

stormv applause. if, indeed. the applause could be separated from those

frequent bursts of politicaî feeling which disturb every performance. In a word.

ít 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 dnve the muses from their favourite retreat48

47() Constiiucionai. >C 8. 18 March 1828. pp 189-92. The ode ín honour ofMcrcadante appears at

thc cnd of a short arucie. pp 187-88

^The Hanuonicon. 1828. p 2M



The same article goes on to allude to the flight of Liberals.

Porto the celebrated sinuer. known for his voce di testa, is arrived in Paris. He

fled from h.s country in the fear that Don [sic] Miguel might wish to rob him or

his vocal powers, the only property he has to lose4f).

Antomo Felizardo Porto, who in London was to become singing teacher to îhe exiled

future Queen Mana II, was one of many musicians (including the leading Ponuguese

composer João Domingos Bomtempo and the Baron of Quintela) who espoused the

Liberal cause.

In // cmaato m Egitto Luigi Rigola appeared on the Lisbon stage for the first time,

alongside the recently returned Giuseppa Monati. The Harmontcon article also

mentions the populanty of two new singers
- Ûitprima donna Giuseppina Glossop de

Mery and the tenor Luigi Magnani. Though Magnani is only known to have sung ín

Vaccai's Gndietta e Romeo, Glossop de Mery sang title roles in three new operas by

Mercadante written that year
- Acleíe ed Emenco (the role of Adele) on 1 8 June.

Gahrietia cii Vergy on 8 August and Ipermesira on 29 September, to celebrate Prmce

Miguel's name-day.

As the vear progressed Marrare's position as impresario came under increasir: -o.-.-at

Government subsidies remained unpaid and permission to stage performances to

celebrate Prince Pedro's name-day on 29 June vvas refused. With the declaration ot

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 Marganda

Brum. once again. ín late September. The transfer of power continued into the ne\:

month wsth Marrare demanding to be tndemmf.ed íbr his expenses in bringing out

Glossop de Mery and to be released from further contractual obligations to her.

insistmu that Benefits for severa! musicians, includtng Mercadante. be guaranteed ar.c

that his sets and costumes be purchased by the new management-0. The settlemeni of

all this vvas needed urgently so that Glossop de Mery would be available to sing íbr 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 for

an advance of money ín order to make purchases needed for the performance, among

them ítems for Cartagenova, Zappucci. Piacenti and Martinelli51. João Evangelista

4lí,(.
ic . iDia.

■°P-Lan. Mmisteno do Rcino. 992-63. also quoted in Bcnevides (1883). p 14'

• ■ id '.)*-.) 2 -unnumbered account sheet and letter



Pereira da Costa wrote a cantata entitled Tributo a Virtude, for performance by

Domenico Vaccani, Alessandro Pedrotti. Rosa Baldoni Tosini and Adelatde Varese

Pedrotti, which was to be staged with Coccia's Ciotiide. The whole occas.on was

reported m an evidently partisan article in The Harmontcon. in which aliusions are

made to Marrare's demise:

On the occasion of the birthdav of Don [sic] Miguel, Signor Coccia's opera

Clotiida [sic], was revived at this theatre. It vvas the first occasion of this

personage visiting the opera,
for ít will readily be supposed that to a mind

constituted like his. music has no very transcendent charms.
The mode ín

which this visit was paid is too curious not to be noticed; as, in all probabihty. it

ss without precedent in any country. Constant patrols of infantry and cavalry.

the whole wav from the palace to the theatre were occupied ín cîearing the

way. though three [sic] was no crowd. The object was not to allow anvone :o

stop in the street, and no sooner were two or more persons seen talking

touether. than they were ordered to go about their business. Near the theatre is

the fountain of Loretto [sic] but not a singie servant or water-carner 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 vvhose excessive
fears for the safery of his person

caused such serious inconvenience to the public.

As a matter of course. all the Migueíite nobility were at the theatre and none

but persons hired for :!.e occasion were admitted ínto the pit and boxes

On a former occasion, in order that the theatre might be closed on the :wo

festivals of Don [sic] Pedro-2, ít was taken suddenly from the hands of the

honest manager. Marara [sic].
- thus robbtng him of nearly a month's receipts.

Add to this, that of the annual allowance of 20,000 milrees (-.0001.). without

which the theatre cannot be kept up, and which is allowed by law. not a

farthing has been paid. So mtich for Miguel's love of the arts!53

This proved to be the last opera performance until 1834, when at the end of a bioodv

civil war Pedro. as King. restored peace to the country and opera to the T de São

Carlos*4

The musicians rapidly dispersed. Mercadante went on to Cadiz, Madrid and thence

back to Italy, 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 ir.

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

-:We should recall that Pnnce Pcdro's name-dav v.as on 29 June. his birthday on 12 October

-*The Harmomcon. 1828. p 279

54 A number of conccrts were put on mto 1829. some íncluding exccrpts from opcras alreadv

Derformed. but no full productions arc known.



ChapterS Opera in Oporto

Throuuhout the penod covered by thts study, mformation about opera in Oporto is, at

best, patchy. There is no equ.valent of Benevides (1883)
to act as a starting point and

owing in part to the fire that destroyed the Teatro de São Joâo in 1908, and with it the

theatre's archives, primary source matenal is sparse. The present chapter is intended

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

that do survive.

In 1793 the only theatre that was stagmg opera m Oporto was the Teatro do Corpo da

Guarda. maugurated m 1791 and so called after the square ín which it was situated. ĩt

was a somewhat improvised arYair, created by a group of local actors1, and being the

only public theatre m the city was also known simply as the Teatro Pubhco*.

Formenti's annual Indice gives us mformation about the 1793/94 and 1797 «S:

theatncal years In 1793/94 the company consisted ofCarlo Barlasstna (primo hufjh a

vtcenda). his vvife. Giovanna Barlassma (prima donna hujfa e sena), Giuseppe

Volunnio Durelli (pnmo tenore e mezzo caratiere), Rocco Girolami (pnmo soprano).

Michele Liberati detto Bologna (secondo tenore), Antonio Marchesi (primo buffo a

vicenda), his daughter. Irene Marchesi (seconda donna buffa e sena). and Anna

Vicchi (terza huffa e ultima parte sena). They performed both opera sena and opera

buffa. though in exactly which operas is unknown. It ís worth notmg that Antonio

Marchesi had sung at the Teatro da Rua dos Condes. Lisbon, in the 1 770s and that :he

Barlassinas. Durelli and Bologna went on to perform at the Teatro de São Carĩos.

Lisbon. after smging ín Oporto3

In the vear 1 707/98 we are told of performances of Cnnarosa's // credulo and

L'impresano m an<*nstte, and // disertor francese and // Don Giovannt (// convitato ..'/

pietra). probably both bv Gazzamga. It is noticeable that all of these operas are opere

buffe or dramme per musica and, supported by the evidence of the voice rvpes ranks

of the singers, we must suppose that unlike 1 793 ^4 there was no opera sena

performed that season. The singers were Marianna Chabrand Albani (prtma 'mifj'a).

Giuseppe Caravita (pnmo huff'o a vicenda), Luigi Pugnetti (primo hu/Jo a vtcenda),

Pietro Ricci (pnmo mezzo carattere). Teresa Ancmelh {seconda huffa). Leutar

1

Accoraing to P-Pm MS 1273. f. 249v. among thc actors was João N'ogueira Gandra. latcr Libcral.

pnnter and libranan. He was born. however. in 1788 and cannot therefore have becn mvolved in

theatrc at such an early stage. Scc note 5 regarding this manuscnpt.

•xitcd m Carvalhaes (unpubl.)
lDurelli also acted as manager of the S Carlos - see Chapter 2.

îo



Chiaven (seconda bujja) and Antonio Chiaveri (secondo tenore). It is interesting to

note that three of the minor singers
- the Chiaveris and Teresa Ancinelh also danced in

the ballets and were evidently primanly dancers.

Accordmg to Rebelo Bonito (1945 & 1963), regular performances had already eeased

after 28 February 17974. which was Shrove Tuesday that year. Unfortunatelys he does

not cite his source and given that all the information above about the 1797/98 season is

fully compatible with what is known about the singers' movements there is no reason

to doubt that ít 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 iact

that there was no other pubhc theatre m the city, this is scarcelv surpnsing. It is,

however. importantly different from the situation we observed at the S. Carlos and w;!l

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 Gtiarda, however. was always inadequate as a theaire and as

earlv as 1793 moves were made towards the btulding of a worthier, more permanem

theatre. Through the offices of Franci.-c-- d'Almada e Mendonca, son of the late

Governor of Oporto, João de Almada e Melo. the actors gained an audience before the

de facto Prmce Regent at the time of the celebrations that followed the birth of

Prmcess Maria Teresa ín Apnl 1 793 Their performance so impressed the Prtnce that

he decorated them with the Habit of the Military Order of Christ and granted their

theatre the epithet 'Royal'5. Almada e Mendonca. strikmg while the iron vvas hot. put

ín a proposal to the Queen for a new theatre to be built in Oporto that woulc befit the

realm's second city, to which she agreed in a charter dated 12 Apnl 17°4"

Prelimmarv plans drawn up by the Roman architect Vincenzo Mazzoneschi. vvho had

been mvolved in the decoration of the T. de São Carlos. were submitted for royal

sanction, and returned, duly approved in a document dated 9 October 1704, signed by

the Minister of the Realm, José Seabra da Silva7. As well as agreeing to the plans

themselves it allowed for the purchase of houses and contiguous land on which the

4Rcbeio Bonitoi llM5\ p. 1 19. (.1963). p 138

-'íius in!ormation is drawn from P-Pm MS 1275. ff 25iir-v. \uitlen as latc as 18o8 bui. nevertheiess.

the carhest and most complele account of the circumstanccs of the building and early funcuoning o\

thc Teatro de S João The various writers ín 0 Tripeiro. citcd in the l'ootnoles below. parucr.larl)

Simôes 1 1 931). who makes rcfcrence to a manuscnpt ín his possession. seem to havc had access :o

this or simii-ir documenls.

'hd . ff 250v-5lr

7Civen ín full in Rebelo Bonito ( 1945). p. 119



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 Praya da

Batalha. and five houses had to be acquired for the purpose by compulsory purehase.

The cost of the land and houses was 6.276S000 rcts*.

To raise the money for the building of the theatre, Almada e Mendonca published a

notice asking for subscribers to mvest at the rate of 100S000 réis per subscnption. I:.

this wav he raised 31,3005000 reis, he himself being among the 247 subscnbers-.

Building work began under the supervision of the engineer Teodoro de Sousa

Maldonado on 29 March 1796. L'se was made of stone from the demolished section o:

the city wall, timber-merchants were forced to contnbute in kind and transporters were

required to furnish transport for materials. Followmg a second appeal for

subscriptions which opened on 29 December 1797 a further 23 15OS00O reis were

promised but only 14. 150S000 reis actually matenalised and a third appeai was

necessary1'1.

Plate 1 1 __.ngrav.ng of the onginal Teatro de São João. Oporto. undated iauthor's coilection).

Almada e Mendonca decided to call the new theatre the Teatro de São João after the

de facio Prince Regent. just as the São Carlos had been named after his wife. Princess

HSimôes(193n. p 152

9P-Pm. MS 1273. ff 251v-252r.

"'Sa
'

OMíu. p. 160



Carlota Joaquina. The opening was made to coincide with the Pnnce's birthday, 13

May 1 798 The event was reported in the Gazeia de Tishoct of 1 June:

It ís reported from the city ofOporto that on 13th of last month. ín celebratior.

of Our Lord Prince's birthday. a new theatre by the name of São João was

opened there. with an ode set to music. dedicated to His Royal Highness, and a

Comedy entitled the Vtvandetra [Canteen Woman]; not only were the^
inhabitants of the citv present for the occasion to marvel at the magnificence ot

the Theatre and its brilliant illumination, but also a substantial gathering of

foreigners who flocked to the show. The Theatre was decorated with a curtain

painted by the renowned Dommgos Sequeira, currently employed m the service

of Her Majesty, which gained the attention of the connoisseurs.
no less for its

mamfold ornaments. pamtings and decorations than for the novelty and good^
taste which they admired in it; the people there were extatic about the beautiful

desiun of the binlding. conceived and executed bv the famous Roman architec:

Vincenzo Mazzoneschi, known all over Europe through the work he has done.

be it m Rome or elsewhere in Italy, in Spain through the magnificent Theatre of

San Carlos in Maîaga; and in Lisbon he made his talent well known through ;he

decorations to the Royal Teatro São Carlos on the occasion of royal festivities

celebrated there, the work he is just finishing m the city of Oporto bemg an

abundant proof of his discrimination m the matter of architecture11.

According to Simôes ( 193 1 ) the birthday ode vvas entitled 0 Mau Gosto Destruido ou

o Pono Afrontado [Bad Taste Destroyed or Oporto Affronted] and the words vvere

vvntten by Antônio Soares de Azevedo. a locai poet. There is no indtcation of the

composer of the music. The full name of the comedy was Os Miiitares Herois ou as

Vivandeiras liustres and the evening ended with a farce called A Dama Astucwsa]2,

possibly with Jose Palomino's music13 It seems. then, that opera formed no part of the

opentnu ni«ht and Simoes gives us to understand that opera was restncted to three

months of the vear, durmg the winter14. Heinnch Lmk. who visited Oporto not long

after the openinu of the T de São Jo?io, makes no reference to opera and says simply

11 "Da Cidade do Porto avisão qtie a 13 do :..e._ passado. cm applauso dos annos do Prmcipe S . S . .e

abnra o novo Theairo. denominado de S. João, com hum Elogio em Musica. dedicado a S A. R . e

huma Comcdia intuulada a l'ivandeira. admuando naquella occasiâo a magnificcncia do Thcatro. o a

sua bnlhantc ílluminacão. não so os inoradores da Cidadc. mas lambcm hum numeroso concurso

d'estrangeiros que acudio ao cspectaculo. Ornava o Theatro hum panno pintado pclo celcbre

Domtngos Sequeira, actualmente empregado no servieo de S M . o qual concihou muito a attencão

Jos entcndedorcs. não mcnos que os demais ornamemos. piniuras. c decoracôes. pcla novidade e bom

gosto que nellas se admiravão.
louvando muito aquelle Povo o bcllo risco do edificio. ideado c posto

em cxecaeão pelo famoso Arquilccto Romano l'iceme Mazzoneschi. conhecido em toda a Europa

peias obras por eiĩe executadas assim cm Roma. como em outra partes da Iialia. c cm Hespanha. pe.o

maginifico Theatro de S. Carlos da Ctdade de Malaga. e cm 'ushoa deo elle bcm a conhccer o scu

talenio pelas decoracôes do Reai Theatro dc 5. Carlos por occasião das festas Regias que aiíi se

ceibrarâo. sendo a obra que acaba de executar na
Cidadc do Loreio huma exubcrante prova do seu

disccrnimcnto cm matena de Arquitectura
"

dazeta de Lisboa. I July 1798. p 4

I2Simôcs 1 1931 ). p 152

13Palomino's music survives at P-IT

"íd.ibid.
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Here Portuguese plays are performed by tolerably good actors. Thus it is not

impossible that Oporto mav soon have a better theatre than Lisbon'*

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

'A short tîtne auo a considerable play-house was built at a large expense. but

the architect has so contnved it that the audience m the boxes cannot hear In

other respects it highly merits approbation
l6'

Simôes ( 1 931 ) gives us an idea of the size: the stalls were 68 palms (45 feet)17 wide b>

71 palms (47 feet) deep. the stage width was 54 palms (36 feet) wide: the artist's

dressing rooms covered an area of 90; : palms (60 feet) m length and the height of the

intenor was 62 palms (41 feet). According îo him, the profíle of the theatre was

disagreeable, but he conceded that the intenor vvas cheerful and distinguished. with a

really beautiful auditorium

However restricted performances of opera may have been m the first few years.

Formenti's Indice for 17Q8/991* tells us of productions of Cimarosa's Le
irame deiuse.

Gazzaniga's // disertor Jrancese, Marmo's Didone (premiere), Paisiello's Nina nazza

er amore, Fioravanti's Ilfurbo maiaccono, Bianchi's La vendetta di Nirto and Sarti's

Ghdio Sabmo. According to Loewenberg (1978) Paisiello's lijancmco m Berima [=

La iocanda} was also staged during Carmval 1799. Evidently both opera buffa and

sena vvere performed. Formenti once agam gives us the names of the smgers in the

company

Pnma donna assoiuta 'vifta e <eria Marianna Albani Chabrand

f

prono soprano

:inmo icnore

Giovanni Battista Longanm

Anaelo Forlivesi

Prnni bufti Francesco Antonucci. José Antonio

Soares [Guerra], Giuseppe Caravita

Scconde donne Maria Bossi. Bernardina Liotard

Terza donna Maria Josefa Soares

jltn hufti Luigi Pugnetti. Filippo Venti

Secondi tenon Pietro Ricci. Felice Follia

The company was directed by Settimo Marmo and the theatre poet was Giuseppe

Caravita.

,5Lmk vlSOI i. p 3-3

!6id. ibid
,

. , ,, A

17Simôes 1 1931-. p. 152 A palm measured eight inchcs The equivalcnts ín tcet nave bcen rounu.u

lo the nearest íbot.

!íiOncc a»ain cited by Carvalhaes (unpubl i.



Several of these smgers had, as we have seen, sung in the fmal season at the Teatro do

Corpo da Guarda but the company had now been strengthened above all by the highly

expenenced buffo Antonucci, who had sung ín Lisbon for the production of Paisiello's

La modisia raggiratnce the previous Sprmg, and the casirato Giovanni Battista

Longarmi, who had been active both as singer and composer in Lisbon durmg the

previous two vears Caravita went on to become the theatre poet at the T. de São

Carlos from 1 799 Mananna Chabrand Albani, also at the São Carlos m 1799. was to

revive Marmo's Didone for her Benefit night on 16 October that year.

Carvalhaes (unpubl.) tells us that Alessandris Lafmta baronessa. P A. Guglielmi's i.a

servct tnnamorata and Martin i Soler's Vna cosa rara were performed at Oporto

around 1800 A libretto oîLafmta haronessa for the S. Carlos. Lisbon, 1795

production. at one time ín Carvalhaes' collection, now m the S. Carlos Archives has a

handwritten note of a cast which performed the work in Oporto: 'Juana [=Giovanna]

Barlassina. F[rancesco] Nicoltm, A[ntonio] Marchesi. [AnJTomo Cantaneh, 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 m Oporto 1799-1800. but there ís no more than circumstantial

evidence for this.

The ceiebrated Portuguese singer Luisa Todi is believed to have sung at the T. de Såo

João m lS0Pg. but what she may have sung ís unknown. From then until 1805 there ís

no information at all about opera m Oporto On 18 August 1804 Francisco de Almada

e Mendonca died. still in debt on account of expenses incurred m the building and

runmng oí the theatre:o Jose Teixeira de Sousa succeeded him as the theatre's

mspector on 24 Januar>' lSt)5 and the way the theatre was run underwent

reor^amsation On 28th of the same month a meeting of shareholders appointed

Tomas da Rocha Pinto, Rudolph Amstnk and Ludwig van Zeller as admmistrators with

eífect from 13 February:! In a document dated 3 March 1805 the suggestion was put

forward that oncra sena should cease and also questioned the continued production of

opera huffa::. (Evidently. therefore. both were staged during previous seasons ) As

mmht be expected, a major concern was cost, but, equally importantly, considerabie

difficulty had been experienced m obtaining adequate smgers, amaestro to compose

and direct. and an orchestra of sufficient size and quality.

,QScc Moreau (1981 ). Vol I. pp 166-67.

;oRebeloBonito.l'>4>.. p 120.

:]P-Pm.WS i:?.vf.:52v

:2"Memon:_ sobre o regulamento do Theatro do Porto'. dated 3 March 1 8(b P-Ln. L x. 1 84. doct yo



It is shortly after the new management took office that we have the first unequivocal

pnmary source evidence for opera at the theatre. A libretto survives for Marcos

Portueal's La donnct di gemo volubile performed on 19 November 1805 in which

Carolina Griffoni sang the role of the Countess. the rest of the cast bemg unnamed.

In 1 806 hbretti for two operas were prmted: Paer's I.a Gnseida (along with an eiogio

bv Antonio da Silva Leite), for the Pnnce Regent's birthday on 13 May, and

Fioravanti's La capncciosa pentita. given under the title L'orgogiio avviiito. The

pnma donna for both operas was again Carolma Gnffoni: on 1 3 May the pnmo mezzo

carcutere vvas Prcspero Pedrazzi and the primo buff'o Paolo Boscoh, while for the

Fioravanti they were replaced by Vincenzo Praun and Pietro Angelelli23 respectively

Antonio da Silva Leite is named as the maestro in the libretto for La Gnseida ít is

noticeable that the great majonty of smgers in Oporto at this time had been stnging

shortlv before m Lisbon. and at various pertods it seems likely that singers for Oporto

were recruited in Lisbon.

Also m 1806, on 16 August. the three shareholders elected to administer the theatre

the previous year resigned and were replaced four days later by João Nogueira Gandra

and Placido Lmo dos Santos Teixeira Accordmg to the manuscript source P-Pm MS

1273. thev cu.ainued to manage the theatre until 1821:I. but there are various

indications that ĩhe theatre was. in reality. just m Santos Teixeira's hands and that his

management coilapsed before this date.

For 1807 a libretto survives for Nasolmi's La morte dt Cieopatra. performed at the T

de São Joâo on 8 November. the first opera sena for which we have a primary source.

In this opera the part of Cleopatra was played bv Marianna Scaramelli, who had come

from Lisbon, replactng Carolina Griffoni Angelelh, vvho m turn had returned to Lisbon.

Two comic operas by Antonio da Silva Leite are often cited in reference works2* as

having been performed at the São João m 1807: Puntigii per euuivoco and L'astuzie

delie donne. The onginal source of information ís a reference m the Supplement to

Innocencio da Silva's Diccionano Bihliographico Porin^ucz, in a volume published m

1 867:\ and had come to him from 'evewitnesses' of the productions (sixty years

before), who waxed lvncal about the composer's talents. Given the distance m time.

-Piciro Angelelh was actually Carohna GntToni's husband by this stage
- for dctails of their marnagc

see Appcndix II (Singers)
- but u is only in the iibretto for 'L'orgogho awilito' that hcr rnarncd nsme

appears

:4f 252v

2-e.g von Waxel (ÍSS.V*. p 544. and \'C

:,'lnnoccncio da Siiva 1 1858-1 -)12). Vol. 8 iSupplement Voi 1). p 306

%



the human tendency to glonfy 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 I punttg'a per equtvoco and Cimarosa's I.e astuzie

femmmiii, 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 São Carlos.

A Iibretto does. however, survive for a cantata by Siiva Leite entitled / genn premiati.

performed by members of the Sâo João 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 ís unclear.

According to Simôes ( 1 93 1 ) the theatre remained open at all îtmes. and in August

1 809 a Spamsh company performed zarzueias there for the first time:\ Zarzueia

performances were, m fact. to become a regular feature at the T. de São João. As

reuards opera ítself. the siîuation ís very inconclusive. On the one hand. there is no

concrete information about performances between late 1807 and 1813, which.

combined vvith what we know of the situation m Lisbon at this time, vvould tend to

lead us to the view that performances would have been tnfrequent and ĸro^-Tar û

indeed they occurred at all. On the other hand. an undated document, apparently

vvntten late m 1813. raises the question of the roles the Italian (opera) and Portuguese

(spoken drama) compames should take the following year. argumg for preference to be

given to the Portuguese company. The writer. does, however. concede that there was

a time m which the Itahans occupied the theatre entirely. though this had been a matter

of necessity2- It seems unlikelv that îhis would be mentioned íf 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 ís ínteresting to note that the reasons put forward this time for reducing opera are no

longer fmancial and related to practical difficulties, as had been the case in 1804. but

rather of a political. nationalistic kind. To quote:

Oh! (The Administrator will msist) but the foreigners want to be entertained

and don't understand Portuguese
- What a specious reason! So a great city has

to do without and bc dcprived of íts national entertainmenl so ihat a few

foreigners. and these of uncertain permanence in the country might have some

entertainment. On what kind of right is this based0 What would tiiev sav in

:7Rebelo Bonito {[%?••). p 13')

2*\Iemnrta. em que se demosira a preferencia .. (P-Ln. MS 242. 19. ín particular. f. 3"!
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London or some other European capital if a Portuguese company were to

appear and, with the sole pretext of wantmg to give amusement to their

compatriots and to any other individuals of extravagant taste, vvere to attempt

to oust a national company from any of its theatres0 What would be the result

of this kmd of madness029

However overstated this polemic might be, the point ís of some importance and was to

remam an íssue for a long time. It ís also of interest in what it tells us of the kind of

audience that attended the opera.

John Milford (1S16). a foreign visitor 'of uncertain permanence', in Oporto ín the

summer of 1 814 tells us the balance that was struck:

They have a veiy elegant theatre here. where the Italian opera and Portuguese

plays are performed altemately-"1 .

According to Rebelo Bonito (1963), who as usual gives no indication of his source.

during the 1814/15 theatrtcal year there were productions of the three-act pastiche

oratorio Saui. to music by Haydn, Mozart, Cimarosa and Paisiello, put together by

Kalkbrenner and Lachmith, Paer's Gnseida, Fioravanti's Camiiia, Cimarosa's Gii (hazi

e i Cunazo Paisiello's La servct padrona, Caruso's L'oro non compra amore. Mozart's

Cosi fan iutie and Cîmaiosa's // matnmonio segreio The principal singers were Giulia

Tertmi and Irene S[ec]chioni (pnmc donne). C. Alboni (contralto), Antonio

Ambrozzeti (tenor). Paolo Bosco[li] (bujfo cancaio) and Pietro Senni (bass')*
: This

information, however, evidently contains errors and imprecisions, and cannot tn anv

sense be taken at face value32.

According to Firmino Pereira (1900) Francesco Nicolini, who had sung in Lisbon on a

number of isolated occasions smce 1800, sang at the T. de São João for the fírst time

in 1815" He was to become the central figure at the theatre in the early 1 S20s.

:9"Oh' ímsisura o Admit]nisirador) mas os Estrangeiros quercm d;vertir-se. e não entendcin o

Portuguez
-

Especio/j razão' Pois huma grande Cidade ha-dc prcscindir. e pnvar-se do seu

divcrtimento N'acional. para que huns poucos dc Estrangeiros. e esscs de mcerta prcsistcncia no Paiz.

ícnhão hum divcrtimcmo-" Em que dircito sc fundara esta pertcncão'1 Que se diria em Londres. ou

cm cuaiquer outra Capital da Europa. sc lá sc appresentasse huma Companhia Portuguêza. e oue so

com o simplcs pretexto de quercr dar divertimento aos seus Patriotas que lá cxistisscm. c a quaesqucr

outros mdividuos dc gosto cstravagantc. íntcntasse lancar fora dc qualqucr dos scus Thcatros huma

Companhia" Qual seria o resultado dcssa louca pertencão'' ." i.id . f 7") The documcnt givcs no

mdication as to its author or to vvhom u uas addresscd.

™p íon

Mp 139

-,2See 'Doubtful uorks and performanccs' ín Appcndix I (Chronology). vvhcre thc author's rcservations

are set out ín dci-iil. and ihe citation from AMZ. bclow.



Unusually, there is a mention of what appears to be the 1815/16 year as part of a

lengthy article from Portugal published in 1 816 in the Allgememe Musikaitsche

Zeitung, which both because of its exceptional mterest, as a contemporary source. anci

because of the questions it raises with regard to Rebelo Bonito's 1814.15 season. I c.te

here ín full:

In Oporto there is also an Italian opera, which at present comprises the

following members: Paolo Boscoli, pnmo huffo; José Soares Guerra. a

Portuguese. secondo hufjo; 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. terza donna. This company taken

overall cannot exactly be descnbed as good. Taken on his ovvn. Boscoli

distinguishes himself: but only he. This company, so lacking from every point

of view, has the nerve to put on Mozart's Costfan tuite, Paer's Gnseida 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 mmd these

distortions and patronises them34.

Were Gnselda and Cosifan tuite, then, performed in 1814/15 or 1815 16 (or both)

...and bv whom? The production ofCosifan lutte, of course, stands out among the

repertoire g.ven during the oenod under discussion. and knowing, as we do, of the

previous connections of the Cauvmis and Collini with this opera. it ís not difficul. rc

accept the AMZ report and reject Rebelo Bonito35. Around the end of 1815 Plácido

Teixeira's management seems to have collapsed and was taken over by Antomo

Bernardo Brito e Cunha, the Liberal general and later martyr of the Liberal cause36. It

ís unclear vvhat Gandra's involvement may have been at this time.

As ín Lisbon. the theatre was closed for ayear from 15 July 1810 to 14 July 1817 m

mourning for the death ofQueen Maria I. When it reopened, Francesco Nicolini was

head of the Italian companv and José Soares Guerra head of the Portuguese.

,l"ln Porto hat man auch cinc itahcnischc Oper. die jetzt aus folgendcn Mitgliedern besteht. Paolo

3oscoh. erster Buffo. Joze Soarcs Guerra. ein Portugiese. zweyicr Buffo. Franccsco N'icoiini. und

Cauvini. Tcnonsten Vlad Collini und Ircne Sec|c)hioni. crste Sangennnen. Giuseppa Secfc|hioni.

und Mad Cauvini. zvveyte Sangcnnnen: Giuseppa Veluti. dritte. Dicsc Gcsellschaft kann. im

Ganzen gcnommcn. gewiss nicht gut genannt werden. Im Enzclnen zeichnet sich Boscoli aus er aber

ai'ch allein Diese. ín jedcr Hinsicht so schr unvollkommene Gescllschaft vvagt cs Doch. Mozarts Cosi

t'an tutte. Párs Gnseida. und anderc solche bedeutende W'erkc zu gcben: aber freylich entstellet sie s;e

zuni Aerger oder Erbarmen dcr Untcrnchtctcn. Dass das Pubhkum in Porto dercn mcht eben vielc

/.ahlt. gchet schon daraus hervor. dass cs derglcichen Entstellungcn nicht ungern hat und unterbtut/i
'

AMZ. XVIll. col 437. 2(, June 1810. Brito & Cranmer ( 1 *.>8° i. p. 44.

>5AU the more so. givcn the gcncral scope and quality of this vcry íull rcport. which can ín somc

mstanccs be corroborated by olhcr sourccs

?6S_môcs (1009). p. 91. Thc coiiapse of the Placido Teixcira managcment is confirmcd. though wuh

no indication of vvhen it occurred. b;> an unnumbered document dated 10 August 1817 ín P-Lan.

Ministcno do Reino. 992
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Documents surviving from August 1817 tell us that the Italian company was ready to

begin performances straight away, lackmg only zprimo tenore, who could in any case

be replaced temporarily by one of the other smgers, most notably Luigi Martinelli. who

was at that time in Oporto37. The Ponuguese company, on the other hand, only had

two actors and one actress. which was insufficient to put anythmg on. The usual

conflict arose between the two companies, with the Portuguese company claimmg the

nght to 50% use of the theatre and the Italian company taking what ít considered to be

a more realistic view, that the Portuguese company be conceded some performances a

week to put onfarsas, 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, mcluding that of the

port producers Sandeman. Taylor, Croft and Graham, as vvell as the French and

Spamsh Consuls. The Portuguese company evidently considered Nicolini as scmething

of an upstart38.

The onlv opera we know to have been performed at about this time is Farinelli's

Gincvra degli Aimien at some point in 1818. with a cast that included Nicolini and

Luigi Martmelli, for which an argomento (cast list and plot) was printed.

According to the Ailgememe Musikalische Zeitung, the company disintegrated in

182039 but this ís contradicted h- ihe fact that in this year argomenn (more usually)

and libretti (rarely) began for the first time to be prmted on a regular basis, which

rather susgests a new wave of activity with a more co-ordinated and fmancially secure

management. It seems likely that the company was brought together late in 1819 with

Francesco Nicolini as ímpresano. According to Simôes (1931), Nicolini vvas

impresario of several theatres and he delegated part of the management to Pedro

Waîey Barberino4"

The earliest dated ar^omenmAibĩtWo prmted in this new wave of activity was for

Rossini's La Ceneremola on 20 January 1820, and though there can be little doubt that

Rossim's operas had already been produced in Oporto before this time, this is the first

for which we have actual evidence. Lct gazza iadra and L'inganno fe'ttce also received

performances that year. For the King's birthday on 13 May Coccia's Ciottide was

staged and there were also productions of Paer's La testa riscaidata and Winter's / aue

vcdovi A libretto also survives for the 'dialogo in música' Lisia Agradeada, an

!
Marunelli ,vas aot normally a tcnor and this refcrcncc is indicative of the vvay at this penoú.

cspecially in more minor roles or at timcs of crisis. somc mcn would smg in either bass or tenor

registers. usmg head voice or falsetto for higher notes

3ĸUnnumbered docts. m P-Lan. Mimstcrio do Reino. 992

•WXXV. 1. col. 4. 1 Januarv 1823. Brito & Cranmcr (19x9). p 54

u,p 152
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occasional piece by João Antonio Ribas, dated 1820. A handwntten note gives the

date "15 do Corr.le' (15th of the current month). Given the patriotic title, it was

probably wntten shortly after the Revolution that year. which broke out m Oporto on

24 Augtist and we may postulate 1 5 September (the day the Revolution broke out ín

Lisbon). therefore, as a likely date for performance.

The company consisted of Ercolina Bressa (prima donna), Carolina Biagelli, Giuseppa

Secchiom and Irene Secchioni; Francesco Nicolini (pnmo buffo carwato), Paoio

Boscoli (prtmo hujj'o cantante), Filippo Destn (prtmo tenore) and Antonio Desirô.

In 1821 there vvere performances of Rossmi's Tancredi on 30 January and La pietra

dei paragone m Februarv, the latter for Ercolina Bressa's farewell Benefit. She was

replaced as pnma donna by Carolina Micaela Balbi for the remainmg productions tha:

year, viz. Paini's La figita delí'aria. Rossini's Torvaido e Dorliska and // lurco m

haiia. the rest of the company remaining unchanged.

On 8 October 1821 there was a meetmg of shareholders to consider a new plan for tne

administration of the theatre11, nameîy through a committee of three elected members.

who would oversee an impresario. It was accepted and remained in force throughout

the rest of otir period and bevond. The committees over the next few years compnsed

1821-2;

Jose Joaquim Vaz Guimarâes

Manuel Joaquim de Sousa

Antônio Joaquim da Costa Carvalho

1823-24

Francisco de Clamous Browne

Antonio Luís d'Abreu

Jeronimo Jose de Faria

1824-25

Antonio Luis d'Abreu

Florido Rodrigues Pereira Ferraz

Antonio Joaquim Ribeiro

1825-26

Antonio Joaquim Ribeiro

Francisco Clamouse [sic] Browne

Jeronimo José de Faria

1820-27

Antônio Joaquim Ribeiro

Boaventura da Cosla Dourado

Joaquim José Fernandes da Silva

uP-Pm.WS 1273. f 252 v



1827-32

Francisco Barroso Pereira

Custôdio Teixeira Pinto Basto

Antônio Joaquim Ribeiro42

The company m 1822 remained unchanged and put on four operas by Rossini

(including Demetrio e Polihio) as well as reviving Gnecco's opera La prova dt

un'opera sena. Firmino Pereira (1909) provides us with anecdotes relating to the

production of II barbiere di Sivtgiia 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 Desirô's perfectly good rendition of "La

calunnia", he had them rounded up and thrown mto jail for eight days. As for La

prova dt un'opera senct, it was received with such enthusiasm one evening that the

Englishmen in the audience showered Nicolini and Boscoli with gold coins amounting

to 6S400 réisi:\ Simôes ( 1 93 1 ) tells us that on the occasion of the birthday of Queen

Carlota Joaquina, on 25 April, Rossini's Ehsabetta regma d'Inghiiterra was performed

and that during one of the intervals, the company sang the 'Hino Nacional do Porto'

(Oporto National Anthem) by Antônio Joaquim Nunes, the theatre's mcteslrou This

hymn was also sung on a number of other occasions that year45. There is no

information on productions in 1823 and rh - earlier part of 1824, and it seems that there

vvere few performances at this time, owmg to a lack of singers. Nevertheless, Nicolini

remained as impresario and made attempts to obtain a government subsidy4*'. Silva

Leal (1910) tells us of a repercussion of the 'Vilafrancada' (31 May) for the theatre.

On 8 June the authorities who oversaw Nicolmi's management of the theatre had him

repiace the cunains 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'4"

A plan for the running of the theatre was drawn up to take effect from Easter 1 824

until such time as the King should decide otherwise. It specified that there should be a

Portuguese company to put on J'arsas 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 [.vcj/"/a] or burletia [opera buffa] per month. Nicolini was in

charge of the ĩtalian company. Gaetano Manuel de Sousa Mesquita Barros was head

4:id . :T 255v-256r.

4îFirmino Pcrcira ; 1909). p. 91.

44p I 53 He gives the datc of performance as 26 April. but her birthday was on 25th.

43id.ibid

i6P-I.an. Ministeno do Reino. 992. unnumbered docls.

47"'<para evitar mas intellegcncias»". Silva Leal (1910). p 335



of the Portuguese company48. The opera company that operated for the rest of that

vear 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 (pnmo tenore), Francisco Jose Pereira (secondo tenore),

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 m Lisbon just before. The company was at this time relatively

strong and readily able to put on opera sena, such as Generali's / baccanah di Roma

(for the Benefit of Lombardi on 7 June 1824), Rossmi's Bianca e Faliiero and Mose m

Egitto, and Pacini's II faiegname dt Lrconia, as vvell as lighter pieces such as Coccia's

La festa deila rosa. According to Firmino Pereira (1909), Nicolini died suddenly on

the night of the third performance oîBianca e raiiiero - the argomento is dated 10

September
- and a letter from the Marquis of Palmela dated 20 September 1 824 states

that Nicolini had recently died, leaving debts of over 2.0005000 reis, owing to saianes.

etc. Clearly, however. the company continued to perform
-

argomenti contmued to be

prmted during the rest of the season. Cressotti and Lombardi returned to Lisbon at the

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

The 1825/26 theatncal year opened only on 24 June. the King's name-day, with

Mercadante's Elisa e Ciaudio. The argomento printed for the occasion gives full

details of the company:

Pnme donne Adelaide Varese and Giuditta Schiroli

Seconde donne Giuseppa Secchioni and Irene Secchioni

Primo tenore Alessandro Pedrotti

Primo buffo comico Paolo Boscoh

Primi hassi cantanti José Soares Guerra and Stefano Ferrero

Secoruh. icnon Luigi Foresti and Francisco José Pereira

The company was directed by José Soares Guerra (who had probably been running ihe

theatre smce Nicolmi's death) and the maestro was Antônio Joaquim Nunes. During

the rest of the season there vvere productions of five Rossini operas (includmg.

unusually. Stgtsmondo) and one each bv Generali and Morlacchi. Once again opera

sena features prominently, to judge from the argomenti and libretti that were pnnted.

but there may well have been productions of other operas for which no argomento or

libretto was prmted. Firmtno Pereira (1909) tells us that at a performance of

Semiramide m 1825 (the argomento dates from early 1826) the poet Nogueira Gandra

was so enthusiastic about Ferrero's stnging in the role of Assur, that he clapped his

hands and interrupted the performance to recite a sonnet in praise of the artist. The

^P-Lan. Ministeno do Reino. 992. 44
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sonnet was subsequen.lv published and given to General Saldanha. the then Governor

of the Arms ofOporto, rather than
to the artist49.

Followiiĸ- the productton ofRossini's
Uoså m Eg.no in February 1826. there are no

artomenu or hhrau until late Novembe'r We may assume that the theatre elosed
lor

a period ofmourning following the death of the King on 10 March and tha. the

company disbanded. Whcn performances resumed.
the impresario was Luigi Scassa**'

and the company was largely new.

The cast ibr the production ofMeyerbeefs // croaato
m Egitto on 24 November 1826

onsi.ted ofMaddalena Alasson, Giuditta Schiroli. Leonora Bigati,
Rosa Tos.m. Lu.gi

R.uola. Lu.oi Magnani and Guglielmo Gugl.elmi. Of these only Giuditta Schiroh was

reta.ned from the old companys Lu.g. Rigola had been smgmg in Tur.n m the Autumn

season of 1 825 and sang // eroctato at Genoa durmg Carnival 1 826, evidently on h.s

way to Ponugal. Ltttle or nothmg is known of the other smgers, though they appear

to have conJdirectly from Italy. Although m general the company is likely to have

been weaker than the previous one, // croaato evidently went down well tn Oporto51.

For Bramb.lla's opera bufa ent.tled Ldnparenza mgcmna
n stct Hportantmo. given on

15 December 1826. the singers also included Ch.ara Asti. Lu.gi Front.n. and Gaetano

Marconi Of these it has onlv been possible to trac^ Chiara Asti's earlier movements
-

she had been pnma donna
in a nt.mber of theatres durmg the previous twenty years

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

In 1 82^ there were performances of Rossin.s // barhiere
di Smgiia, Semtramide and

Lct aonna dci iago, Pacini's La sposafedeie and Yalentini's Ines de Castro. An ode

with words bv Stefano Ferrero and set to mus.c by a eertain Smolzi was performed on

22 January (the birthday of Princess Maria Leopoldina Josefa Carolina). Vaienuni's

opera. :o words bv Alberto Scribani. after Gomes' tragedy of the same name. was also

speciallv written for the theatre. for the Benefit of the impresano Scassa The event

vvas reported bv the new Milanese penodical / Teairi. which tells us

Oporto in Portugal. Ines de Castro has been performed there with great

success by the young maestro from Lucca Cario Valentini. who is already

known to us through the lovely music oU Jalsi gatantuomimJ1

44FirminoPereiraii909). p 91

50id ibĸl Scassa's name ís misspell as 'Scossa'.

-■'
i .// vxiX 22 col i7S. 30 Mav 1827. Bnto & Cranmer 1 1989). p. 63

"■Porio'in Poriôgallo Se eseguisce quivi con molto buon sucesso la Incs dc Casíro. spariuo dcl

movane maestro Carlo
Valent.n. di Lucca. giá autore fra noi della gradua mus.ca ae Falsi

Galantuomini
"

/ Teatri. I. 26 , i827s cued in Carvalhaes iJ.m\ pp. 45-46 Th.s is almos: ccr.ais



Exceptionally, we have an eyewitness of the theatre m 1827 from Rev. William

Morgan Kmsey, who attended a performance of // barbiere
di Sivigita:

Representations of the best Portuguese
and Italian pieces are given alternately

here.

Female performers resumed, ii 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 ís a fme handsome building, with four tiers of

boxes, the royal box occupying. as at Lisbon.
the centre of the hotise. A tew

evenings since we attended the representation of II Barbiere di Seviglia [sic];

but ít vvas wretchedly performed and the prima donna vvas a fat, vulgar woman

of fortv. without any pretensions to voice. In fact, this favourite opera was

completely burlesqued, and as the Portuguese here never dress for dramanc

performances, the assemblage of people had a slovenly appearance There

were twenty-five instrumenta! performers m the orchestra, and upon the whoie

the music was tolerably good. and m the ballet, which was remarkable m no

other respect, eight horses were introduced, whose
evolutions we found

sufficiently amusing.

What would the fashionables of our own metropohs say to the taste of the day

at Porto, where gentlemens' carnages are frequently dragged up the steep anc

almost precipitious streets by a yoke of oxen to the opera house' The custom

is sa.d to have ongmated m necessity when the french laid military requisition

upon all the fidalgos' and wealthy persons' horses. and thus reduced them to the

employment of this [practicep5.

Apart from its intrinsic interest and entertainment value, this account is important m

two respects. F.rstly. it reaffirms the position of the two companies
- on an eqtial

íbotinu. vvith performances alternatmg. Secondly. it provides clear evidence that

operas were performed for vvhich we have neither libretto nor argomenio (and which

we mav assume were never published). The fat nrnmt donna is likely to have been

Maddalena Alasson.

The company remamed. 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 Miro), and Paolina Sicard sang the role of Malcolme Groeme in Rossini's La

donna deí iago. Accordmg to Firmino Pereira ( 1 909). Paolina Sicard had been

specially contracted to give five performances at the T. de São João. at a cost oi

500SOOO reis and a Benefit free of expenses. The libretto oU.a donna dei íagu, he

ihe sourcc of ihc ncws item in AMZ. XXĨX. 52. col 887. 26 Dcccmber 1827. Bnto & Cranmer

i 1089). p. 64

î3\insev (1829). pp 207-1.1$



tells us, was prmted at the expense of the Countess of Vila Flor, wífe 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 dei iago, which the libretto indicates was performed

durina October. vvas the last opera production at the Teatro de São João until after the

Liberal War Magnani appeared in Madnd later in 1827. Schiroli and Rigola in Lisbon

ín 1828. Ferrero m Cadiz ín 1829. As for the others, nothing further is known.

54Firm:no Pereira 1 1909). p '•] . He gives i'r.e date of the Sicard catastrophe as 1 826 but all thc

evidcnce points to 1 82? Thc librctto íbr La donna dei lago (October 1827) is the only one m uiuch

Sicard's name aopcars



Chapter 6 - Opera in other Lisbon theatres

Opera producttons m pnvate theatres and homes

The extent to which opera was performed in private homes and 'theatres' (i.e.

temporary stages) durmg the period covered by this work is very unclear. The very

lact that such performances were by defmition 'pnvate' 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 oí

Quintela in the 1820s. and a very small number of performances in private homes.

Durin-i the penod between the termination of opera at the royal theatres and the

Teatro da Rua dos Condes in I 792. on the one hand, and the opening of the Teatro de

São Carlos m the middle of the followtng year, on the other, there are no known

performances of Italian opera as such. The birth of Maria Teresa. Princess of the

Beiras. to Prmcess Carlota Joaquma, wife of the de facto Prince Regent, however,

resulted m two semi-operatic occasional works bemg put on elsewhere: an oratono

entitled I.ct prcghiera esaudiia, which vvas performed at Pina Mamque's instigation, at

the Casa Pia, St George's Castle, Lisbon. on 14 May 1793, and a dramma per musica

with îhe tit,<- // natale augusio performed three days iater at the house of Anselmo

Jose da Cruz Sobral. one of the Lisbon capitalists vvho founded the Teatro de São

Carlos1. The former was written by Giovanm Cavi. at that time maestro di cappeiia at

the Church of St. Anthony of the Portuguese. in Rome. to words by Giovanm Gerardo

Rossi. director of the Portuguese Academy of Fine Arts also in Rome. // naiaie

augusío was composed by Antônio Leal Moreira to a text by Gaetano Martinelli.

respectivelv maestro dt cappcila 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 m Moreau. Vol. I ( 1981 ):

Much the most important promoter of private opera during our period vvas 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.

m his twenties he twice oversaw the management at the Teatro de São Carlos (in 1823

and from late November 1824 to April 1827). His absolute passion for music.

'T'he i.ouse was ín ihe Laroo do Calhariz i.the present-da> Caixa dc Depositos buildiny at thc bottom

of Rua da Rosa. See also Valdemar ( 199?}. which íncludes a portrail of Anselmo Jose da Crus

Cabralonp 129

:See m particular pp I 50-57 These tuo occasional vvorks have been omitted from Appendix !

•Chronology') as pre-dating the opcmng of thc T de S. Carlos. the starting point for ihis study. Thc

intcres.ed reader should consult Moreau



combined with his buoyant fínancial position, was to make him unquestionably the

most important patron of music and musicians, both professional and amateur. m

Lisbon.

The first attempt he made to promote opera was a production of Rossini's La

Cenerentoia, probably in late 1821, which he put on at his palace at Laranjeiras, then a

fevv miles from Lisbon. now vvhere the Lisbon zoo is situated, at Sete Rios. Until

recentlv this production was effectively unknown5, but there is a substantial account of

it in the Altgemeine Musikatische 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 Martms, 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 smgers mcludmg Guilherme de Roure, the Swede Leonard Fries and Caetano

da Costa Martins, brother ofthe prtma 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 São Carlos. The AMZ

correspondent was of the opinion that. apart from minor weaknesses m the recitative.

the standard of performance was on a par with the T. de São 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 Såo Carios In

another report. dated November 1824. the.4A/Z reports:

The private theatre of the Baron of Quintela at Laranjeiras (near Lisbon) is

already fmished. It ís going to be illuminated by gas. Since gas is somethmg
new here, the owner had the lamps and other equipment brought from London

together with personnel to instal them. It ís unlikely that the theatre will be

maugurated during the rest of this year: ít is very elegant. solidly built and really

quite large for a private theatre5.

'The prescnt author first drcw public attention to it in the programme notes for the 1985 São Carlos

produciion of La Cenerentola. Vieira (19001 also makcs a passing reference to ihis production

íthough not to ihcA.MZ report) ín his cntry for Francisca Romana Martins

\l.\ÍZ. XXV. 1. col 5. 1 Januarv 1823. Bnto & Cranmcr (1989). p 55

'"Das Pnvatthcater dcs Barons Quintella ín Laranjeiras (nahe bcy Lissabon) ist bereits vollendei. Es

soll durch Gas erlcuchtct vveren. Da die Gasbeleuchtung hier noch etvvas Neues ist. so licss der

Eigenthumer den Apparat und einige Personen. die zu dessen Einrichtung bcschaftigt smd. aus

England kommcn. Im Laufc dieses jahres diirfte es schwcrlich sur erslcn Vorstcllung kommen. das

Theater ist sehr zierlich. massiv gebaut imd fũr ein Privattheatcr von ziemlicher Grôssc
"

AMZ.

XXVII. 2. col. 31. 12 January 1825. Briio & Cranmer ( 1989). p. 62
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The theatre was inaugurated on 14 March 1825 with Mercadante's comic opera//

castelio dei spirm. The cast included many of those that had sung in La Ccnerentola,

whether as principals or in the chorus.

Generah'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 too6. In 1 826

there were performances of Rossini's L'occasione fa ií ladro (6 February) and

Cordella's Gli avventunen (4 December), in 1827 Mercadante's La testa 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, vvhich, however, came to include

Nicolau Klingelhoefer, another more modest patron ofmusic, Carolina O'Neill (née

Joana Carolina de Brito e Cunha), Inácio Hirsch and Costanza Banti Lodi, who had

sung at the T. de São Carlos some twenty years earlier.

Mercadante's I.a testa dt bronzo was written specially for the Baron of Quintela and

his troupe durmg 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 soinano [sicl.

composed by Mercadante, was performed on the 3rd and lOth ult. at thc

private theatre of the Baron Quintella at Laranjeiras. ín the vicinity of this city.

by a troop of amateurs, at which the composer presided. Fverybody of

distinction in this city attended, the foreign Ambassadors, Prince

Schwarzenberg, British Officers. &c. Madame Constanza Lodi was prtma

donna and the Baron Quintella buffo. It is the fashion to applaud the music of

this piece highly. but the truth is that ít is like the rest ofMercadante's

productions, full of weak imitations. and not possessing one origmal ideao

Among the 'British officers' present was a certain John Percival, who m the jottings he

wrote in the libretto he brought with him back to England described the work as a
*-_■ <c~*

'pretty little opera'*. The vocal score was published at Quintela's expense in Pans .

■

The Baron of Quintela was one of the staunchest supporters of the Liberal cause and

vvith the rise of Prince Miguel and the Absolutists was forced to flee to Bngland in

'■\l may well be that the carher production of La Cenerentota had the same purposc ín 182i

7The Harmonicon. 1828. pp 45-46 Almost identical is thc rcport given the same ycar. p. 1?1

s"This pretty little opera vvas played in the amatcur theatrc of the Quinta or Villa of the Baron dc

Quintclla ĩbyj ladies &_ gentlemen of rank when the Guards were in Lisbon in 1827." - wntten on

what was onginally the ínside of the back cover. reversed ín binding. GB-Lbl (1 1714 a.27).

9Though undated. ít scems to have been published ín 1828. Therc ís a copy at GR-Lbi (Music

E123B).
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June 1 828. 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 oî La testa

di hronzo and for the next twenty years he remained at the centre of musical

happenings10.

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 AUgemetne Musikaitsche Zettung makes a fleeting reference to a

performance of // fanaftco per ia musica at the house of 'D[om] Gastão' in the Winter

of 1820/21:

I.ast winter an aristocratic society produced S. Mayr's opera II fanatico per la

musica at D. Gastão'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 part11.

Beyond the fact that D. Gastâo refers to the poet and dramatist, D. Gastão Fausto da

Câmara Coutinho, it has been impossible to establish anything further.

By contrast. we have an excentiunally detailed account of a performance ofMayr's

L'amor conjugaic, given at the house of the Dowager 2nd Countess of Anadia m April

1822 and which is described in Marianne Baillie's letter dated 22nd of that month.

pubhshed in Lisbon m the years 1821. 1822 and 1*25. 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, Iighting, all were complete. The male characters were surprisingly well

sustained by the ladies, who were so effectively disguised that it was impossible
to recogmse their sex. The Condessinha, (i.e. young, or rather littie 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 astonishmg alteration does an animated expression of

10See Noronha (1945) for general information aboul thc Baron ofQuintela/Count of Farrobo. and

Moreau. Vol 1 (1981), for the operatic sidc. íncluding other singers ín his circlc

1

'"Vongcn Winter suwide von einer Gesellschaft Adelichcr in eincm Haus-Thcatcr dcs D. Gastão dic

Oper ii Fanatico per la \Iusica. von S. Mayer. gut und besser. als erwartet vvcrdcn konnte. gcgcbcn

Kein Musiker von Profession und nur wenige Liebhabcr aus dcm Burgerstand nahmen Anthcil."

AM'Z. XXIII. 35. col. 603. 29 August 1821; Brilo & Cranmcr (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 Condeca.

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, cpate a TAngiatse, 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 îhe 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 pan of a tyrant prince, and sang her recitative,

ana and quartetto, m perfect tune and time, assisted only be her naturally good
voice and strong memory12.

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 uood Portuuuese friend Marianne Baillie made during her stay
- she generally had

i2Baillie (1824). Vol II. pp. 87-90. There seems to he some confusion regarding thc relauonship

betwcen the mcmbers of the cast. for thc Dowager Condessa. to whom shc must have becn referring as

the Condessa. had only one daughtcr. Maria Luisa. The latter (our 'Condessinha') married her uncle.

Manuel Pais de Sá do Amaral de Almeida e Vasconcclos Quifcl Barbarino. vvho became thereby 3rd

Count of Anadia ín 1 82 1



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 m Portuguese m other public theatres

Three other public theatres functioned in Lisbon durmg 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

São Carlos or São Joâo.

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 Jarsas or entremezes. These would normally ínclude 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 m connection with both the São Carlos (in the early years and

especially during the doldrums following the lst Napoleonic invasion) and the Sâo

João (throughout the period), is generally referred to as the 'teatro de cordeT, so-called

because the printed libretti were sold by blind pedlars who tied them on strings so that

thev could not be stolen. Sadly, the perceived lack of literary merit of these comédtas,

farsas and entremezes has led to their being in large part ignored as a literary and

theatncal phenomenon. Such interesî in them as there is has come rather from other

related fíelds - the involvement of Africans in theatre, in Tinhorão's fascinating study

Os Segros em Portugal, theatrical censorship. in Carreira's 0 Teatro e a Censura em

Ponwjai na Scgunda meíade do Sccuio XVIII, and the musical aspect, to vvhich we

owe the only modern performance of a work from this repertoire13. lt is probably

musicologists, seemg in these comic works the nearest indigenous Portuguese form of

musical theatre to zarzueia, opéra comicpæ, operetta, ballad opera and Smgspiei, who

are most likely to attempt a systematic study of their many facets.

Although the libretti of the comic works in the teatro de cordei 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 Ltsboa and. between

13Thc anon\mous./flr™ entitled 0 Gatopor Lebre. vviih music by Antonio Josc do Rego. staged at the

Museu da Electricidade. Central Tejo. Lisbon. ín September 1994. m an cdition prcpared by the

present author under the auspiccs of Lisbon Europcan Cultural Capital 1 994

.03



1804 and 1814, libretti for anumber of odes and cantatas14. Among the composers

referred to in earlier chapters these announcements and libretti make mention of

Antônio José do Rego, João José Baldi and João Evangelista Pereira da Costa.

Among the Italian singers we fmd Francesco Nicolmi, Filippo Senesi, Paolo Boscoli,

Antonio Chiaveri, Giuseppa Veluti and Giuseppa Secchioni. The language in which

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

The prestige of the Teatro de São Carlos since its very inception, to the detriment of

all other Portuguese theatres where opera was staged, mcluding the Teatro de São

Joâo, has led to the mistaken belief that other Lisbon theatres confmed themselves

almost exclusively to the repertoires just described. In actual fact, there is increasmg

evidence that opera m Portuguese formed a regular part of the entertainment available

ín Lisbon, at least from the mid 1780s till the Napoleonic invasions.

Between 1786 and 1792 Marcos Portugal was maesiro of the T. do Salitre and wrote

nine operas in Portuguese for performance at the theatre15. 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

Italian operas vvere staged in Portuguese translation at the T. da Rua dos Condes in

1 794: 0 Bascuiho da Chamme (an adaptation of the Italian opera buffa entitled //

barone spazzacamino) and Rinaido d'Aste. ou oMorto Vrco (a version of the Italian

farsa of the same name). ĩn fact a libretto survives for the latter dated Camival 1795

and the opera may therefore have been performed first at the end of December 1794.

The cast consisted of:

Vitorino José Leite Clelieta

Antônio Manuel Cardoso Rinaldo

Francisco Manuel Madeira Fiorina

José dos Santos Berto

Diogo da Silva D. Onono

These are the same singers as had appeared in the earlier Salitre operas. It is worth

recallmg 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 São Carlos. It was their Benefit evening and as well as this ode, A Estáncia do

14Because of the ínformation they give about composcrs and singers of operas. this small group of

occasional works has becn included in Appendix I (Chronology).

15See Brito (1989). pp 107-08 and ihe prcsent author's Marcos Portugal article m \GO Hovv far

thesc 'opcras' vvcre really operas rathcr than comédias/farsas with music has yet to be studied.



Eado, by the Arcadian poet Bocage, Tntto's opera
Le trame sptritose was performed.

Antonio Manuel Cardoso also took part in Grétry's Zemira ed Azor at the T. de São

Carlos that year and was evidently a central fígure m Portuguese theatre at this time.

Vieira (1900) also mdicates, agam following the composer's catalogue, that a

Portuguesc/awø and two originallv Italian operas by Marcos Portugal were produced

at the T. da Rua dos Condes m 1802, namely A Casa de Campo, A Mascara (a

Portuguese version of La maschera foriunata) and 0 Sapateiro (a Portuguese version

of the very popular opera Le donnc 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 Paco Ducal

in Vila Vicosa exists a small but highly significant manuscnpt collection of theatre

music (mostiy parts rather than tull scores) from the T. da Rua dos Condes and/or T.

do Sahtre - h is not clear which if not both. Although one ís of an opera by Marcos

Portugal, the other three are by Italians and together thsy form a coherent corpus

distinct from the operas already mentioned. The operas m question are Paisiello's 0

Barbeiro de Seviiha (II barbiere di Sivigiia) and 0 Estrambo em Berlim16 (Lo

stramho in Berlma [-La iocanda}). Gazzaniga's 0 Desertor Erancês (II discnor

franceseY1 and Portugal's As Dctmas Trocadas (Le do-.rx camhiate). 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 ín the íast years of the

emhteenth centurv or the beginning of the nmeteenth, 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 0 Desertor Erancês gives a date ( 1 800). the others can be dated to

arotind 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

Arsenio Sr. Luís Inacio

Valeno Sr Gerardo1*

16Some of the parts among this matenal give thc lillc as 0 Estrambo em lierlim. othcrs as O Lanatico

em Berlim.

'oAlcgna (1989) attnbutes this matenal to Moreira. but the composcr is nowhere actually namcd My

attribution to Gazzaniga ís fully cxplained in Chapter 8

lxThe name 'Sr. Jo/c Ignacio' has bccn crossed out for the part of Arscnio and rcplaccd by 'Sr. Luiz

ígnacio' Thc lattcr's namc in turn was onginally dovvn for Valcrio but has been crosscd out and

rcplacc by 'Sr. Gcrardo'



As for 0 Barbeiro de Sevilha, Rosinha was sung by Joaquina Lapinha, Fígaro by Joâo

dos Reis Pereira and there is mention of a performance for the Benefit of Geraldo

Inácio Pereira (probably the Sr. Gerardo who sang Valério m 0 Estramho 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 São Carlos, the Paisiello works

were almost certainly also staged in about 1800, As Damas Trocadas in about 1805.



Part 2

Thc spread of the repertoire
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Introduction

In the six chapters of Part 1 vve exammed the operatic repertoire of Portuguese

theatres during the period bounded by the opening of the Teatro de São Carlos,

Lisbon, the principal theatre m question, m 1793, and the end of 1 828, 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 fítted, 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 shali focus on how this

repertoire reached and went on from Portugal.

This ís, however, a far frotn simple matîer. Contemporary documentary evidence on

the subject ís extremely sparse. Indeed, ít has only been possible to fmd two brief

explicit sources, though these do at least provide a starting pomt, to be checked and

confirmed or refuted.

Firstly, there ís a passmg reference in a report from Milan pubhshed in the Aligememe

Mustkaltsche Zeitung of 2 1 December 1814.

At present there are agents around here from Spam, 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. Artana and Ricordi. cannot fmd enough copyists to make multiple

copies of the same score quickly enough1.

This information ís. of course, extremely valuable as far as ít goes. It nevertheless

leaves many questions unanswered In the first place, it is an isolated reference from

the middle of our period. VV'hat 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 Italian cities. from elsewhere outside Italy. 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.

■"Gcgenwartig befinden sich hier zu Lande Makler aus Spanien. Portugal. England. weiche fur ihre

rcspectiven Lander Tanzcr. Sanger. Theatermaler. Compositcure engagiren; sie kaufen auch viele

Opern-Partnurcn auf. Die hiesigen Musikahenhândlcr. Artana und Ricordi. findcn nicht Schreiber

scnug. um dcrgleichen Partituren schnell mehrmals copiren zu lassen." .1A/ZXVI. 51. 21 Dec 181-

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 Canos del Peral, mentioned m two documents from 1 796 m the

Barbien 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 São Carlos, for the use of the Madrid theatre. It

mentions no titles, but given that, accordmg to the receipt, they were copies made

specifically at Lisbon for the Madnd theatre, rather than copies of operas that

Marchesi himself possessed. and smce Marchesi travelled from Lisbon to Madrid

during Lent 1 795, the only obvious candidate is Nasolini's Eugenta, performed in

Lisbon on 1 7 December 1 794 and m Madrid on 9 December 1 795. Marchesi sang the

role of Drink in both productions. Actual payment for the scores, was, as we
can see,

deîayed 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 vtttaneiia rapita, one

(presumably the last) of three operas performed at the Sâo Carlos in Sprmg 1790.

The second document ís a receipt dated 31 August, signed by Gaetauo Nen for copies

he had brought to Madnd of Dalayrac's Raoiio signore di Crecpa and Gazzamga's //

dtsenor frcmcese, likewise made at the São Carlos for use at the Canos del Peral.3

Again we are deahng with scores that the smger merely carried from one theatre to

another. not ones that he actually possessed. Nen sang the role of the Cokm-Tlo in //

disenor francese at Lisbon m Sprmg 1796 and again at Madrid in Autumn that year.

Although he probably took part m Raolio signore di Crequi at the Sâo Carlos on 1 7

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 ín our penod, and cannot be regarded as giving us more than a momentarv glance

at transmission processes involvmg just one of the Portuguese theatres
involved in this

study. Bevond 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-\In. Barbicn coiĩection. MSS 139980 document 16. I am mdebted to Michacl Robinson of the

Univcrsitv ofWales. Cardiff. for makmg the information containcd in the reccipt available to me

Marchesi rcceived 2920 reales de vellon Given what Gaetano Ner: received for purchasing two

operas (sec note 3. belovv). vve musí suppose that Marchcsi brought as many as threc or four other

operas too. which ii has not been possiblc to identify

sE-\ln. Barbicn collcction. MSS 13998*. document 25. tnformation again supplied by Prof. Michael

Robinson Ken was paid 1 187 reales de vellôn.

4Carmena y Millan ( 19P) ín the chronology (p 37) citcs the title of the opera in the ongina! shorter

form // disenor.
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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 aria 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 íts premiere. He may or may

not have seen ín advance part or all of the text or 'hbretto' he was to set. Time was

nearly always short, often owing to setbacks of one kind or another - the poet bemg

late ín handmg 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 all of these and other

eventualities, though m 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 certamly be different. One or other singer

might remam as before. ^pecially if the opera had been written specially with hin_ or

her in mmd and he or she had taken either the origmal 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

miaht compose one or more new numbers for insertion (an addition or substitution).

Equallv likely. if not more so, smgers would propose the introduction of 'trunk arias'

(arie di haule) - that is to say arias they carried with them from theatre to theatre in

their baggage. Sometimes these would have been composed origmally for the

individual(s) concerned, at other times they might merely be anas that had gone down

particularly well on previous occasions, to the extent that the singer thought ít worth

having a copy made for future use. As both opera sena and opera buffa 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.

5Mozart's La clemenza di Tito (the recitatives were not his) and Rossini's La Cenerentola (the

rccitatives. an ana and a chorus vvcrc by the Roman composer Luca Agolini) are two wcll-knovvn

examples among the repcrtoire of the present study.
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If an opera continued to spread, the same process of alteration would continue. Some

mtroduced material might persist and lead to a tradition, or 'family', of related

productions. Verv often several traditions evolved from the same origmal version of

an opera. Withm each tradition, further productions would lead to further alterations

which might in tum 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 would conttnue to be produced for

some twenty to twenty-five years, gradually evolving, with less and less of the onginal

matenal, substitutions and additions at this later stage often bemg from more recent

operas to reflect changes m audience taste. Sometimes traditions of mserted material

would become mtxed, when more than one score coming from different families were

available and vvere combined - a process, if you like. of 'cross-fertilisation'.

It is possible to follow this evolutionary process by comparmg the libretti that vvere

printed for the great majority of productions in Italy and, though not always as

regularly, in other cities outside Italy where Italian opera was performed. These

hbretti performed the function of a present-day programme, except that. since
the text

vvas printed m full. the audience cotild follow the opera throughout the performance
-

the auditorium at that tinie vvas not dimmed as nowadays. At Lisbon and. on the rare

occasions thev were prtnted, at Oporto too. the libretti were almost always bilingual.

with the Italian text on the left-hand pages, the Portuguese îranslation on the nght. At

London they vvere prmted in Italian and English.

Looking at these libretti now, as a regular primary source. they are absolutely

ínvaluable. but hke any other source they must be treated critically. There are clear

cases. for example. ofmisprmts affecting the name of the composer. the librettist or a

sinuer. In some cases the date printed can be shown from other sources to be

incorrect6. Fortunately. it ís equally clear that misprints of this kind occur ín 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 ascnbed to 'varn auton' or 'diversi auton'.

meamng that either the opera
had strayed so far from the onginal that it could no

'M havc dealt with mispnnt problems in the present study on an adhoc basis ín the relcvant placc.

Some of thc prmcipal ones are considercd more systematically ín Cranmer (1993). q.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 pomt to recogmse is that there is no absolute guarantee that the version

prmted in a libretto ís what was actually sung. For one thmg, many libretti contam

sections that were marked with inverted commas m the margin (that is 'vtrgotatf), to

indicate that they would be cut ín performance7. They were printed so that readers

could follow the plot but marked so that they could follow the actual singmg in

performance. Another feature we sometimes find in the libretti themselves ís

information about last-minute alterations. indicated by prmting the changes at the end

Equally, we mav 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 performable8.

Yet another caution: hbretti only print the words of an opera. not the music. There is

no mtrinsic reason. just because the libreoo text of one production of a given opera is

identical to that of another production of the same opera. why the music must also

have been identical In one case (Mercadante's La testa di hronzo), we can show that

the composer reset some of the same words after
the ongmal 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 vvords that

followed the same conventional rhythm and rhyme scheme. Pastiches vvere particularly

iiable to include conirafacra.

In spite of all these provisos, the overwhelmtng evidence, when it is possible to

compare a libretto edition with a score used for the same production, is that libretti

correlate closelv with the corresponding scores and may thus be regarded as normally

reflecting what vvas actually performed. They constitute a sufficiently reliable source

for us to take them as read unless we have clear evidence to the contrary.

7Note. however. that the same method was used for other functions at the S Carlos. most oftcn to

diffcrcntiatc arias. ducts. choruses and ensembles from recitauve Sometimes therc was a notc ín thc

librctto cxplaining that the virgolati sections indicated nevv words wntten by thc thcatrc's poct and/or

new music composed by the maestro

sFor rclatcd reasons. just because something vvas cut (i e. not printed) in the librctto text does not

mean that the score used for performance. or an exemplar available locally from vvhich il was copied.

did not contain the cut scction. only that ít was apparently not performed.
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By comparing libretto edĩtions 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. ĩfwe 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, vve are often able to lirik

surviving scores to particular productions, which is of particular value since the scores

themselves rarely give this information.

In embryonic form I attempted to piece together something approachmg a family tree

ín Pietro Generaít and "I haccanti di Roma" (Cranmer 1977)9. Through comparing a

small group of libretti it was possible to show connections between the productions for

which they had been printed and to relate three manuscnpt sources and a printed vocal

score to them. It also transpired that smgers played an important role in the opera's

transmission from one theatre to another. This piece of research, however. was hmited

ín íts scope, servtng merely to offer some explanation for the text of the critical edition

it was accompanying. In principle, however, the same technique could 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 cotild also be

done for others, not just one or tvvo but for a whole repertoire extendmg over a

number of years. That ís precisely what has been attempted here, with the aim of

answering the questions raised in the Introduction to Part 1. To quote, by vvay of a

reminder:

"What, for example. was the role of composers, impresarios, troupes and individual

smgers in the transmission process0 What links. if any, vvere there among theatres

within Portugal. or between those in Portugal and neighbouring Spain, or Portugal and

Brazil. for most of our period still a Portuguese dependency0 And what links were

there with Italv and leading operatic centres such as Vienna, Paris and London0 Gomg

on from there. to what extent did operas composed for Portuguese theatres travel on

elsewhere0 And a separate question but related to all of the above: what connection is

there between scores surviving in Portuguese and other libranes, on the one hand. and

performances m Portugal, on the other9"

9This Master of Music dissertation accompanies a cntical edition of parl of the Bntish Library

manuscript Additional 31.777-78 (/ baccanali di Roma). It considers four libretto editions (T Fenice

Vemcc. Carnevale 1816. T A\Aalorati. Livorno. Quarcsima 1819: T. del Corso. Bologna. Pnmavera

1819: T. alla Scala. Mnan. Carncvale 1825. three manuscript full scores (GB-Lbi Add. 16.148 í Act i

onlv) and Add. 31.777-78. GB-Lcm Parry MS 206) and a printed vocal score (Simrock c.1818). see

Appcndix 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 1 793 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,

covermg 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, in others their

absence from major libraries I had visited or enquired at made any attempt to find them

hke looking for a needle in a haystack. Fmdmg editions for Spanish productions prior

to the 1 820s. for example. proved unexpectedly difficult. In another ínstance -

Mercadante's Eiisa e Ciaudia - although it had several productions at the T. de São

Carlos and was evidently extremely popular in Lisbon. I was never able to fmd 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), mcluding

Iibretti for Lisbon. Madrid and Barcelona, but, as becane apparent. these represented

only a relatively small proportion of the surviving libretti and scores. Upon

exammation I discovered that the variants were so complex and so full of cross-

fertilisations that I had to abandon the opera
- it would have been impossible to clarif>-

the pedigree of the Lisbon version without this one opera taking over the whole

project. to the detriment of eveiything else. I found that the same composer's La

moiinara also posed comparable difficulties.

At a later stage I began mcreasingly to feel the need to be able to describe transmission

systems m general, in Italy and the rest of Europe. in order to contextualise vvhat

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. Havmg established through an examination of the processes

involved in my models, I vvould 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 balierina amante, the opera sung at the

openmg of the Teatro de São Carlos, and Generali's / baccann di Roma, the opera 1
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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 m common (of which there turned out to be many) would be true of

our period as a whole. One was an opera huffa 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

m Portuguese opera productions, since their role in the transmission process was

clearly gomg 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 nmeteenth, where I

was to a large extent dependent for information on reports in the Aligememe

Musikaltsche Zettung and theatre chronologies, mostly very incompiete ín what they

give and not necessarily reliable. The information gathered on singers appears in

tabular form in AppendLx II (Singers)

Of the three chapters that follow, then. Chapter 7 exammes the performance histories

of the two model operas, m order to establish the general transmission processes at

work both m Italy and in Europe as a whole (including Portugal); Chapter 8 considers

a series of case studies focused more specifically on the operas performed ar

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 I have raised;

and Chapter 9 seeks to clarify the conclusions reached in the two preceding chapters,

tymg up the few loose ends that remain.
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Chapter7

Two transmiss'wn models

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

Domemco Cimarosa composed La bailenna amante to a libretto by Giuseppe

Palomba for performance at the Teatro de' Fiorentmi, Naples, m 1782. Despite the

rather fantastical plot of the libretto, which offered the composer little m dramatic

terms. Cimarosa, then at the height of his fame, managed to produce music for it which

was consistently competent and sometimes mspired. From N'aples the opera spread

throughout much of Italy and beyond to St. Petersburg, Dresden, Prague, Eszterhaza.

Malta, Barcelona, Madrid and Lisbon. vvith the last recorded performance at Naples in

1811 Below are listed all known productions, with date and theatre of performance1 .

Date Theatre

1782 2ndopcra Naplcs. T. de' Fiorentini

17X3 Carnival Rome. T. Pallacorda

17X3 Spring Florence. T. Pergola

1~83 Autumn Milan. T. alla Scala

1783 Autumn Genoa. T SanfAgostmo

1784 Carnival Mai.a

I7S4 Autumn Padua. T. Obizzi

1785 Carnival Tneste. T. Cesarea Regio

1785 Spnng Prague

1785 Barcelona

1786 Canuval Vicenza. T Nuovo

1786 Drescen

178.* Es/terha/a

1787 Autumn Madrid. T. Canosdel Peral

i787 Autumn Turin. T Cangnano

1788 Vercelli. T Nuovo

1789 Spnng Brescia. T Errant;

1789 Sprmg Bologna. T Zagnoni

PS9Fair Senigallia. T Signori Condomini

\i>><9 Summer Rímini

1789 Autumn Ferrara. T ScrotTa (vvuh the lille L 'amante ridicolo)

1789 Fair Rov.go (\vith the title L'amanie ridicolo)

1790 Carmval Crema

1 790 Carnival Parma. T. Ducale

1790Summer Udme

1791 Carnival Faenza. T. Pubbhco

1791 2nd opera Naples. T N'uovo

1792Carmval Livorno. T Awalorati

1793 Summer Lisbon. T São Carlos

1 795 Carnivat Cremona

1795 Autumn Varese

1796 St Pctersburg

1797 Carnival Pisa. T. Prini

1
Appcndix 3 contams deta.ls of ihc contents of librctti and scorcs. together vviih tables of singcrs by

production. for both La hallerma amante and / baccanti/baccanaii di Roma.
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i797 Autumn Turin. T. Cangnano

1798 Autumn Milan.T. alla bcala

1798 Aulumn Reggionell'Emilia

1798 23Nov Florcnce. Cocomero

1799 Fair Aiessandria

1 804 Naples. T. de' Fiorentini

1811 Naples. T. de' Fiorentini

The premiere

In the premiere production the names of the characters
are:

Madama Rubiconda Zampetti detta Scassateatri

Ortenzia

Betta

D. Totomaglio
D Petronio Pappa e Nonna

Mazzacogna
Monsu Franchighone
II Cavalier Bireno

The role ofBetta ís consistently in Neapolitan dialect, while that of Don Totomaglio ís

a mixture ofNeapolitan. standard Italian and garbled Lattn. The origmal Don

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

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

mcluding that at Lisbon.

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

original numbers (recitatives, anas. duets, choruses ensembles)
were as follows::

Actl

li BelCav Mons.Pet: Zompa tu dall'auta banna [Introduzione
- quartet|

íi CavBeuMons. Pet. Ma Betta chi é quell'uomo ur.perr.nente'7

ni Bei l'erbograiia vede uscia

ív Mons: Se íl diavolo fa che questi scopre

2 i Tot: Eggo summo EilosôJ'us:

ii Tot/Bet: Tanto c. chi legge ogn'or libri latini

3 i Bet'Maz.MadTot: Assettatela cca.

n Tou'Mad: Addô stongo' ajemmê. ch'ê chesso? [duet]

4 i Mons/Pet Ma se dico. ho parlato
n Pet Ha uii visin si caro, e bello

ui Mons/Cav: Ed ecco íl Cavalier

:Ar;as. duets. ensembles and choruses are prmted ín italics. recitativo accompagnato in small

capitals. recitativo secco m normal lovver case.



5 Tot/Mad: In somma lei Signora

Mad/Tot/Cav/Ort: Ah mio bene di vita tni privi [quartet]
- \ía giá ognun sta qui perplesso'

Ort/Pet. 0 Che Inglese birbon'

8 í Maz.'Mad/Tot: Ma dite che diavolo vi avenne''

n Maz: Se gioco alla gran torra

9 i Tot/'Mad/Bet: Oh che forca a treangolc

u Tot: Statti adaggio...aspetta un poco.

10 i Mad/Mons/Pet: Nella rete il faggiano

ii Mons: Dal primier fatale istante

i Ort: Or si che ho fatto un coipo

n Mad 'l'u ./... restaa far l'amore

in Tot Oh Diabolorum' vi che que pro ette (jusi 2 lines]

12 Ma/. .Oibo oibô. per donne

1 3 TobCav: Oh che odorifen [Finale I begins hcrcl

1 4 Mad/M az/Tot/Cav Ma dimmi poitrone

1 5 OrlCav/Mad/Mons/Tot: Cavalier mio bene amaio

Scena Ultima |16]
Maz/.'Pe./Be./Mad/Tot/Cav/Ort: Dammi Petromo

Actll

1 MadoMaz/Bet. Gli amici ba:ierm:

2i TotMad.Bet II mio babbo tenea no gran naso [tno]

n Mad Signor D. Totomaglio. chc': In vederci

11! Bet/Tot/Mad. .M'anno ditto ca l'ammore [tno|

OroTot/Cav.'Mons/Pet. Signor D Totomagíĩo. pcr carita salvaicmi.

Cav Piacido. e lento il no

j \

n

m Mons Non far ch'esci di ia la Canterina [just 3 lines]

4 í Ort/Tot/Pei. Signor D Totomaglio Tot: Signor fistolo.

n Toi Di questi Ciarieri

5 i Mons/Mad: Dov'e íl galesso'
ii Mons Mentre adaggio alla torbida sponda
ui Mad Se morto e il caro ben. numi tiranni [just 2 iinesj

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

u Pet/Ort: \lonsieur ie îempeston |duet)

ui Pet/Ort/Cav (Ortcnzia sappi fingere
iv Pet/Maz/Bet/Tot/Ort: Ecco vedete .Madama Cocola Iquintet]

v Ort/Pet/Tot: Si. son partiti

7 Tot/Mad/'Maz Tutte sti guaje le passo

8



8 1 Maz/Mad: Madama cosa fũ? chi vi trapazza

11 Mad \Ientre soia a passo a passo

9 i Maz/Tot/Mons/Bet: Dimmi bestia Birbona.

ii Tot: Nel secolo in cta siamo

in Tot: lo ti lascio, ôjiglia amata

1 0 Cav/Ort/Mons/Tot: Soddisfatto g;a son delle lue scuse

1 1 ?ct/Ma//Coro/Tol/Mons/Cav: Or che risuonano iiå sû nelt'etere [Finale II begins

herej

1 2 Mad/Tot/Pct/Maz: Ecco scherzosa, e placida

1 3 Ort/BetTot/Mad/Pet/Maz/Mons/Cav Ah meschino, che diamine haij'atto

ActlII

1 i Cav.Ort.Mons/Pet: Si can. vi promctto

ii Ort. Se a mejido il caro bene

ScenaUltima |2|

i Tot/Mad Giacche lo vetturmo m'ha lassato

li Mad/Tot Cara sposa a primma doglia

The mainly autograph manuscript sc-ore Ran I-I-l 8/1 9 at I-Nc follows this version

closelv, though Totomaglio's recitative and aria in Act II scene 9 and Ortenzia's aria m

Act III scene 1 are missmg. The manuscript score in B-Br (Inv. II 401 1/Catalogue n':

F 2583. Format C) and two of those m E-Pn (Vm 4.628 and D 2074/2075) also follow

this version closely, though only E-Pn (Vm 4.628) includes the recitatives.

Productions durmg 1 783

Already m 1 783, the following year, there were four new productions of the opera:

durtng the Carnival season at the Teatro Pallacorda. Rome, during the Sprmg season at

the Teatro Pergola, Florence, and durmg the Autumn season at the Teatro alla Scala.

Milan. and the Teatro Sant'Agostino, Genoa, The libretti prmted for the last two are

identical. Otherwise all differ from each other and from the Neapolitan origmal.

The libretto for the Rome production was substantially revised by the theatre's poet.

Abbe Cesare Augusto Casini. He slightly altered the names of the characters, Betta

becommg Bettina and Don Petronio becoming Pappennonna instead of Pappa e

Nonna.

As for the text itself, the Introduztone begms with the words Presto corn tn c/uelta

parte instead oîZompa tu dail'auta banna and the aria for Betta (now called 'Betttna'),

is replaced by another, Se si mira in sul teatro. The third scene opens with

m



Appoggiateia quã and the following duet with Dove son? Aimé. che caso. At the

beginning of Scene 5 there is a change of scenery, missing at Naples. Don

Totomaglio's aria in Scene 9 begins here Non partirc.aspetta unpoco instead of Sicuti

adaggio...aspetta un poco. In Act II the trio // mio babbo tenea no gran naso now

has the opening words // mio babbo avea un grosso barbozzo. In Scene 9, although

the recttativo accompagnato beginning Nel seculo m cut siamo is retamed, Don

Totomaglio's aria properly speaking is Ounê...la morte di gia s'affretta instead oflo n

iascio o figlia amata. Act III remains as in the original.

Expressed m tabular form the principal differences are:

Naples. Eiorentini: 2nd opera 1782 Rome, Pallacorda: Carnival 1783

Oi

Act

9 n

Y.ompa tu dall'auta banna

Betta: l'erbograzia vede uscia

Assettatela ccå

Addo stongo' ajemmê' ch'e chesso9

Statti adaggio...aspeíta un poco

Presto corri m quella parle (tr. v.*)

Bettina Se si mira in sut teatro ( subsutution

Appogiatela quaítr. v.)

Dove son? Aimê, che caso. ítr. v .)

íScene change)

S'on partire...aspetta un poco (tr. v.)

Act II

2 i // mio babbo tenea no gran naso

9 ni lo ti lascio ojiglia amata

II mio babbo avea un grosso barbozzo (tr. v .)

Oimê...la morte di gia s'aijretîa í.substiumon i

*tr v
= translation variant

The manuscripts scores at D-Dib (Mus. 3556-F-6 and Mus. 3556-F-504) and P-l.a

(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, includmg the Lisbon production. sang the role ofMonsu

Franchiglione for the first time at Rome. All of the female roles were sung by castraii,

women at îhis period being prohibited from singing at theatres m the Papal States

Comparable alterations were made anonymously for the Florence production Don

Petromo is re-nicknamed "Mangia. e dormi", Mazzacogna is now Masaccio, Ortenzia

ís given the vanant spelling Ortensia and Monsú Franchiglione is Gallicised as

"Monsieur", albeit misspelt "Mosieur". As at Rome, the Neapolitan dialect ís

translated, but differently.
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Scene

heiio
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(origT.

theíîrí

precu;

■\:q '.'.'.

10 i.cr

adc:::s

thirc a

•o-i alterations to the text of this version occur in Act I. Scene 1 begins Corri tu

\: banda ínstead oîZompa tu dail'auta banna, and Betta's aria Verbograzia

::a is replaced bv Aura soave rende. Scene 3 begms Fa/e/fl seder quá and in

- Don Petronio sings Vederete che gran Jigiia instead oîHa un vism si caro. e

The origtnal quartet in Scene 6 is cut. Here, Scene 6 (origmally Scene 7) begins

K'iiese voíubile instead of 0 che inglese birbon and Masaccio's aria in Scene 7

-l Scene 8) begins Se giuoco aíia bambara in place of Se gioco alía gran torra.

: oí a bewildering range of variants to the opemng words of this aria m different

v.ons. In Scene 8 (origmal Scene 9) Don Totomaglio's aria no longer opens

;sa?g<o...aspettci un poco but rather Stá cptt ferma...aspe((a un poco. In Scene

,-xal scene 1 1 ) Madama Rubiconda's aria ís replaced. In Act II. Scene 5 is an

o. and there are important changes to the recitatives m Scenes 7 to 11. The

:: of the original version is cut completely. Expressed in tabular form:

Sjples, Eiorentini: 2nd opera I~82

Aei I

>ĩipa tu daii'auta banna

'''-(-igraz'.a vede uscia

-.ísettateia cca

/..; un visin si caro. e bello

;__i.-íel

? :he mgiese birbon

/s zioco alla gran îmra

. :o.í:i adagzio...aspetta un poco
'

. r.\ii resta a l'ar l'amore

Elorence, Pergola: Spring 1 783

Corri tu datl'altra banda (tr. v )

Aura soave rende (substitution.)

Fatela seder qua (tr \r)

l'ederete che granjiglia (substitution)

6 0 che mgiese volubile

7 n Se gioco alla bambara

8 ii Sia qui ferma...aspetta un poco

10 ii Donna sono. e invan si crede

isubstuution

Act II

5 Additional scene

7-1 1 Recitatives substantially modificd

Act III

Cut completeiy

The T.ir.uscript score m I-Ec (FPT 71) follows this version. The libretto for the

Y'.c_:í-.:í production does not name the cast, but the company is given in Formenti's

'.p.dic-c :er 1783.84. It mcluded, among others, Gennaro Luzio (the original D.

ToioT^lio). Serafino Blasi and Orsola Mattei.
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These same three smgers sang the roles ofD. 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 m 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 ts

already suggestive that we are dealing with an amalgam of the Florentine and origmal

Neapolitan versions.

This picture ís confirmed systematically in the course of the libretto text. The words

that open Act I are as at Florence. as ís the substitution in Act I Scene 4. (The other

tvvo substituted Act I arias at Florence have been cut here. so we can conclude nothing

beyond the fact that these continued to be pomts of 'instability' in the text.) On the

other hand. the translation of the secttons m Neapolitan dialect ís so close to the

origmal that a copy of the Naples version must also have been to hand. Cimarosa vvas

in Milan durmg the Carnival season 1783 for the premiere of La Circe at La Scala. so

ít is conceivable that he had also brought a score oî La balierma amante with him

The Milan version. then. is clearly a hybrid composed from two separate sources. one

from Florence. ihe other of Neapolitan origin.

There are. however, other new changes to the text. Betta has the additional aria Mio

si°nor se ve ne andate m Act I Scene 9, there is an additional scene at Act II Scene 5.

mcludmg an ana for D. Petronio. Eavonsca. mio padrone, and there is a substituted

aria for D. Totomaglio m Act II Scene 10, Per amor io vado a morte. Again the third

act is cut. In tabular form:

Naples, Eiorentini: 2nd opera I~82 Milan, Scala: Autumn 1?83

Act I

1 í Zompa tu dali'auta banna Corri tu dail'altra banda* ilr. v )

1 iii Verbograzia vede uscia

3 í Asseitateia cca Adagiatela qui** i'tr. v.)

ii Addô stongo' ajemmé' ch'ê chesso? Dove sono? Otiime ch'ê questo?** i.tr. v :

4 n Ha un visin si caro. e bello l'ederete che granjiglia* (substitution)

o :tn the middle of i) - Betta: \Iio signor, se ve ne andaíe (addition)

*Asat Florence

**As at Napies but m a nevv Italian version

tll



Naples, Eiorentini: 2nd opera 1782

Act II

9 11 N'KL SEC0I.O IN Cfl SIAMO

ni lo u lascio. o /igtia amata

Milan, Scala: Autumn 1783

5 Additional scene (bul dilTerent from Florence

Andar a morte'' ísubstitution)

Per amor io vado a morte. (substitution)

Act III

Cut completely

The manuscnpt E-Pn 10325 (1-4), a much thumbed and altered manuscript, must

origmally have been used at Milan. It contams the addition ín Act II Scene 5,

apparentlv autograph and attributed to one Isidoro Piantanida3, and there are

indications that there was an ana for Betta in Act I Scene 9. now missmg, as is the ana

for D. Totomagho 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 m common. These laiter two

can be shown to be connected through smgers. but for the remainder
we can oniy

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 thus4:

Naples. Fiorcntinr 1782 2nd oper.

Rome. Dallacorda 1783 Carnival

Florence. Pergola: 17X3 Spring

Milan. Scala 17X3 Autumn

I
Genoa. S Agostino !7<S3 Autumn

It is agamst 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 chronologically within each. In this vvay we will be able to follow the

systematic vanants through time and place, suggesting, where possible, explanations

for similanties

■'Possibly a brother of the pianist and composer Gactano B. Piantamda (Bologna 176X-Milan IS351

son ofthe violinist and composer Giovanni Piantanida (Florence 1705-Bologna 1782).

4The full stemma denved from all of the libretto sources cxamincd appcars on p. 136



Productions that hroadiy follow the origtnai Neapoittan version

The libretti of onlv two of the later productions broadly follow the Neapolitan ongmal,

namely those for 1791 Naples, T. Nuovo and 1804 Naples, Teatro de' Fiorentmi. The

changes for the 1791 production are mostly in the form of cuts. The additions and

substitutions are all idosyncratic. Act III ís a substitution, indicated, in any case, ín 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 ís translated mto Italian.

while that of D. Totomaglio, sung by the famous Neapolitan bujfo Carlo Casaccia,

remains ín Neapohtan dialect. Act III, reduced to just its second (flnal) scene, replaces

the original second act finale. (There is therefore no Act III.)

Since the autograph manuscnpt also makes reference to an 1811 Naples, Teatro de'

Fiorentini production. for which we have no Iibretto, we may reasonably suppose ít

vvas used for this production too. Whatever changes may have been made. ít 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

/
Naples. Nuovo: 1792 2nc opera

N

«.

Naples. Fiorenuni" 1804 N

Naples. Fiorentini 1811

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 foilow ihe 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 ftrst at Bologna in 1789.

i The Rome famtly proper

Three productions fall into this group: those at Prague in 1785, Dresden the following

vear and the Teatro de los Cahos del Peral, Madrid in Autumn 1787.



The Prague and Dresden productions form a pair, the Dresden libretto differing from

that at Prague only in bemg bilingual Italian-German and in cutting Act III, which is

present at Prague m 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,

Ouet no dal mar si parte, in Act I Scene 7, Sgranerino has one, Non son cosi stolto, m

Act I Scene 12 and Ortenzia has a further one, InJ'eltce sventurata, m Act II Scene 4

(the last of these repeated subsequently at Crema in a different position, apparently by

comcidence). 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 ofMazzacogna bemg

partially reallocated to other characters, particularly Betta, and partially cut. A note

on page 9 of the bilmgual Italian-Spamsh libretto apologises for the poor translation,

puttmg it down to a combmation of haste and "the many variations that appeared in the

original"-'. The available manuscript evideotly had alternative texts m 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 I Scene 4 the substituted

aria Vederete che gran fgiia 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 îhe whole score. There are no singer connections between the

Madrid production and any other we know of.

ii The Boiogna sub-group

While the underlying version remained that of the Rome production, a new series oî

variants, principally affecting the second act, was established at the Teatro Zagnoni.

Bologna, ín the Spring season of 1789. Of these the most important are in Act I Scene

4. where D. Petronio's aria Ha un vism si caro e belio is replaced by one begmnmg

Entra tn scena la mia Jigiia, Act II Scene 2, which is an addition, Act II Scene 3.

where D. Totomaglio's Naples ariaD/ questi ciarlen is replaced by one for D. Petronio

beginning Capitan di due sciabecchi (at Rome there was no aria in this position), in

Act II Scene 4, where Monsû Franchiglione's aiia.Mentre adaggio alla torbida sponda

-"
,.las muchas varîaciones que han ocurndo ín cl onginal..."



is replaced by one beginning Pcnsa che son tradito and in Act II Scene 8 where D.

Totomaglio's recitativo accompagnato and aria Nel secoio m cui siamo...Io ti iasao. 6

figiia amata are replaced by the aria Lascio in pnmis & anie omnia with the preceding

recitative lengthened. Expressed in tabular form:

1 i

I íii

3 í

li

4 n

5

9 n

Naples, Eiorentini: 2nd opera 1782

Act I

Zompa tu dail'auta banna

Betta: Verbograzia vede usaa

Asscttatela cca

Addô stongo' ajemmê' ch'e chesso'?

tla un visin si caro e bello

Slaiu adaggio...aspetta un poco

Bologna, Zagnoni: Spring 1~89

Preslo corri in queiia pane*

Beltina. Se si mira m sul lealro*

Presto. acqua. aceto (=Rome but bcginnmg 1.2]*

Dove son'? Aime. che caso*

Eníra in scena la mia Jiglia (substitution i

(Scenechange)*

Xon parlire...aspetla un poco*

Act II

4 u Tot: Di questi ciarlen

5 n \Ientre adaggio alla íorbida spondn

9 u Nri. sĸcoi.0 îx cu siamo

iii lo ti lascio ojigha amata

(onginai scenes 1 & 2 are cut)

2 Additional scenc

3 u Pet: Capiian di due sciabecchi (subslitution

4 íi Pensa che son tradito (substitution )

8 Lascio in priims <{• ante omnia ( substitulion.

*Dra\vn from the Rome 1783 vcrsion

The Act I Scene 4 substitution also appears m the Turin 1 787 production, though m

Act II Scene 3 This difference of position would normally lead me to dismiss this

shared variant as probably coincidence, but m 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 vanants ín common with

Bologna: the Teatro Condomint, 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 Carmval 1792 and the inaugural production at the Teatro de São Carlos,

I.isbon, on 30th June 1793

The Senigallia and Rimmi librettL from the Summer of 1 789, are ídentical. Underlying

the version ís the Rome text sometimes exactly, sometimes as vaned at Bologna. The

Bologna variants in Act I Scene 4 and Act II Scenes 2 to 4 recur, but Act II Scene 8

has the idiosyncratic substitution S'é hella ia mogite, found uniquely at Senigallia and

Rimmi. The impresano for both productions was Giovanni Janni and the casts were

identical, íncludmg Cioffi and Bonfanti, who provide a direct link with Bologna. As

well as the idiosvncratic substitution in Act II Scene 8, D. Totomaglio has the

substituted aria Ho girato mezzo Mondo in Act I Scene 9, thus establishing an

important precedent. The singer of this roie here was
Francesco Marchesi, who, as we

have seen, had sung D. Petromo m the Neapolitan premiere.

The Ferrara and Rovigo libretti. both from the Autumn of 1789. likewise form a pair.

with the alternative title L'amante ndicolo. Agam the underlying version is a

Rome/Bologna mi.x. with the Bologna anas from Act I Scene 4, here m Scene 6

(owmg to different scene divisions and an addition) and from Act II Scene 4, ín the

same position here. The Senigallia/Rimim Act I Scene 9 ana recurs. here ín Scene 11.

We do not know who the impresario was for these two productions but the singers

were ídentical. four of them also being the same as at Semgalha and Rimmi: Cleotilde

Cioffi (M Rubiconda). .Antonma (the more familiar "Tonina" at Ferrara and Rovigo)

Mei (Betta), Francesco Marchesi (D. Totomaglio) and Luigi Bonfanti (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 hailenna amante, made
ín

Bologna, and that the transnussion of the Bologna vanants are best explamed in this

way. Pietro Guanglia. who had sung the role ofMonsu Franchiglione at Rome and

went on to smg ít m Lisbon, also sang it in these two productions.

The production at the Teatro Ducale, Parma the followmg Carmval season again

broadly follows Bologna. Of the Bologna substitute anas. that from Act II Scene 4

appears in a comparable position ín Act II Scene 3. However, Petronio's aria Capitan

dt due sciabecchi (Act II Scene 3 at Bologna) appears here ín Act I Scene 4. that is to

say m a new position, substituting what at Bologna was already a substitution There

is also an important Iink with Rimini and Senigalha ín that the ana Ho girato mezzo

mondo, sung by Francesco Marchesi as D. Totomaglio ín those two productions in

Act I Scene 9, reappears here as an aria for D. Petromo in Act II Scene 2. Marchesi

(



sang D. Totomaglio again at Parma and this was presumably an ana di haule that he

carried with him.

The version preserved m the Livorno hbretto is a complex hybrid of material best

thought of as originating from Rome (including original Neapolitan material), Bologna

and Milan/Genoa (íncĩuding the Florence Act I Scene 4). A number of Rome vanants

found here that do not actually appear ín the Bologna iibretto, could easiiy have been

present m 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 idiosvncratic added anas, there is an important substitution in Act I

Scene 10, the aria for M. Franchillon Sono alfiere. son soidato. Pietro Guariglia was

the smger 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 m

and which, presumably, had gone down well - ít ís taken from Act II of Anfossi's

L'avaro, which Guanglia had sung at the T. Balbi. Venice, the previous Autumn.

The Lisbon 1793 libretto compounds the complexitv ofLivorno 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 vvas

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 Livorno versions. being at

all pomts 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 sciabeccht (Act II Scene 3 at Bologna, but missing

at Livorno) appears here m Act II Scene 5 (the equivalent position) and ín Act I Scene

10 we fmd the otherwise idiosyncratic aria from Livorno, Sono aifiere. son soldaio.

Given the particular combmation of vanants 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 it6, may have obtamed 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 ín ú\c Allgememe \lusikaltsche Zeitung, Vol. 2. 12 Februrary 1800. statcs that Marchesi

vvas back ín Bologna. uherc he vvas born. Baptismal records of his children (see his cntry in

Appendix 2). indicate that he vvas both born and married ín Bologna He sang therc several timcs ín

the earlv years of his career: 1 769. 1 772. 1 776. That the A\1Z should have mentioncd his visit

suggests thal he had probably been avvay for a good many ycars.
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possessed. Guanglia'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.'Bolosna family thus looks like this:

Rome. Pallacorda: 1783 Spnng

Florcnce. Pergola: 1783 Spnng)

\ Prague. 17x5 Snnng

i
\ Dresden 178'*

Madrid. Canos del rerai 1787 Autumn

(Milan. Scala. 1783 Autumn)

í'Turin. Cangnano. 1"S7 Autumn) ^

/

Bolouna. Zagnoni: 1789 Spnng

i \
Senigalha. Condomini: 17S9 Fair

Rimini: 1789 Summer

I
Ferrara: 1789 Autumn (as L'amante ridicolo)

Rovigo: 17S9 Fair (as L'amante ridicolo)

Parma. Ducale: 1790 Carnival

Livorno. Awaloratr 1792 Carnivai

/
Lisbon. S. Carlos: 1793 Summcr

Productions that hroadiy J'ollow ihe Elorence version

The libretti of five productions broadly follow the Florence version: those for the

Teatro Obizzi. Padua, ín the Autumn of 1 784, the Teatro Cesareo Regio, Tneste. ín

the Camival season oî 1 7S57, the Teatro Nuovo, Vicenza, in the Carnival season of

1786, Udine m the Summer of 1 790 and the Teatro Pnm. Pisa. in the Carnival season

of 1797.

At Vicenza. L'dine 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 family the closest to the 1 783 Florence version is the last (Pisa),

which. with one exception, differs only in idiosvncratic additions and substitutions.

The exception is the substituted aria for Madama Rubiconda in Act II Scene 8, Da

7The libretto frontispiece actually givcs thc season as Carnival 1784. but this is evidently a mispnnt

See the corresponding entry m Appendix III.



quei primtero tstaníe, which is also found in Act I Scene 12 of the Cremona

production (Carnival 1 795). We do not know who the singers at Pisa were and cannot

therefore ruie out a lmk through Teresa Lucchi, who sang this role at Cremona. The

altered position withm the opera, however, suggests that
there is no connection and

that their substitution in common is the result of coincidence. Thére ts nothing to hnk

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 m 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

ín Act I Scene 3 and the substituted aria found in Milan Act II Scene 10. Act I Scenes

5 and 6 ín both the Trieste and Vicenza libretti follow a shghtly modified wording

found at Milan, but at Padua these scenes have their ovvn idiosyncratic form.

As for the new\ shared vanants. in Act I Scene 7 there is an additional aria for

Ortensia, Nel gran mondo gia sapete, in Act I Scene 1 1 a substituted aria for Madama

Rubiconda, Come mcu sperar poss'io, and m Act II Scene 9 a sufaîituted ana with

precedmg recitative, Son quâ. son quå signora...Crudc steile e quando mat, once

again for Madama Rubiconda. All three productions also contam idiosyncratic

variants.

The cast at Padua and Tneste was identical except for Monsú Franchiglione, sung by

Vincenzo Fineschi at Padua and Vincenzo Calvesi (possibly a misprmt for Fineschi) at

Trieste. Fineschi repeated this role at Vicenza, where the cast vvas otherwise different.

Antonio Zardon was ímpresano for the Trieste and Vicenza productions and probably

also for the Padua production8. To judge from this group of productions. ít would

seem, then, that mdividual singers (Fineschi), troupes (Tneste and Padua) and

impresarios (Trieste and Vicenza, at least) might be involved m 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 vanants in common with Rome (Scenes 1, 3, 5 and 6 of Act

I) and Bologna (Act II Scene 4 and Finale). This probably has to do with the smgers

8The Tneste libretto names Zardon as ímprcsano. Rosselli (n.d.) índicates that Zardon vvas

ímprcsano at Viccnza at the timc of the production of La ballerina amante. Rosselli also cites vanous

Paduan theatres vvhere Zardon vvas impresano at vanous times.
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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 oîLa ballenna amante

belonging to the Rome/Bologna family as well as at Udine (see above and the list oî

smgers by production m Appendix III).

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

Rome. Pallacorda. 1783 Carnival

Florencc. Pergola 1783 Spnng

(Milan. Scala. 1783 Autumn) / i

\ / I
Padua. Obizzi: l78-i Autumn |

Trieste. Cesarca Rcgio 1 785 Carniv jl

I

Vicenza. Kuovo: 17SO Canoval

Boioana. Zagnoni: 1789 Sprin^:

l
Udine. 179o Summer

Pisa. Prini: 1707 Carnival

Productions •/.... broadíyfollow the Miian version

The Milanese version underlies eight productions: at Eszterháza m 1 786, the Teatro

Carignano, Turm. m the Autumn of 1787, the Teatro Erranti, Brescia, in the Sprmg

season 1 789, Crema in the Carnival season of 1 790. Cremona in the Carnival season of

1795, Varese m Autumn 1795. the Teatro Carignano, Turin, ín Autumn 1797 and the

Teatro alla Scala, Milan. in the Autumn of 1798.

In general the productions m this family have few systematic variants other than those

that all or most share, derived from Milan.

A connection between Milan and Eszterháza is scarcely surprising at this period, given

that Emperor Leopold of Austria (i.e. the Austro-Hungarian Empire) was also

Archduke ofMilan. The Eszterháza 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. T'he score and hbretto follow the Milanese version

closely with just a few minor alterations, m some cases reverting to the onginal

Neapolitan version. This is easily explamed by the fact that the score in many places

retatns the oricinal wording of the Neapolitan version, mcluding dialect, but crossed
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out with or without the Milanese rewording written above. The additional Act II

Scene 5 at Milan is cut.

The 1787 Turin production introduces three systematic variants: a new opemng

wording for Mazzacogna's Se gioco.. ana m Act I Scene 8, which here begms Se gioco

aiia pnmicra, an additional aria for Monsieur Franchiglione, Cara madamct amabiie,

in Act I Scene 1 1 (which represents a substitution when compared with the Neapolitan

version) and a substituted aria for D. Petromo in Act II Scene 3, Entra m scena ia mia

figiia, which replaces the ana ín Act II Scene 5 at Milan. All recur in the 1797 Tunn

production but not elsewhere. Presumably the same score vvas used for both

productions.

The Brescia production follows Milan closely, departmg only in three idiosyncratic

vanants and the cutting of Milan's Act II Scene 5. Tvvo of the smgers ín this

production, Francesco Bertocci (D. Totomaglio) and Paolo Mandim (M.

Franchiglione) had sung ídentical roles at Turin. It is doubtrul, however, that the score

used at Brescia came from Turin smce the ana Mandini had added there ín Act I Scene

1 1 ís missing from the Brescia libretto. We may, nevertheless, suppose that the

presence of these two singers, already familiar with La batlerma amante, mav have

encouraged the ímpresario's selection of the opera.

The Crema and Cremona productions both follow Milan in general, while each has

idiosyncratic variants. They are curious in that each contams an ana associated with

productions in the Rome family: in Act II Scene 10 at Crema the recitative and aria for

D. Totomaglio La mia fone maItgna...!,ascio m primis & ante omnia. found m the

equivalent position in the Bologna 1789 production, is introduced as a substitution for

Per amor 10 vado a morie: m Act 1 Scene 1 0 at Cremona the ana Ho gmno mezzu

mondo for D Totomaglio, first found at Senigallia m 1789 (and subsequently in this

position at Rimini. Ferrara and Rovigo) replaces Síatti adaggio...aspetta 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 svcnturata for Ortenzia in Act I Scene 7, found at Prague and Dresden in Act

II Scene 4. Unlike the two cases just mentioned. the position of the ana is different,

which suggests that this is hkelv to be a chance coincidence.

IU



At Cremona the Miîan Act II Scene 5 is retained. This version also establishes an

important variant ín Act I Scene 9, namely an additional aria for Betta, Io voglio un

sposmo, with the preceding recitative modified.

The Varese production m 1795 has a number of idiosyncratic vanants but also has two

important features in common with Cremona: the Milan Act II Scene 5 is present
- it

otherwise only appears at Milan (1783 only) and Genoa
- and the modified recitative of

Act I Scene 9 also recurs. though the ana that conditioned this modification at

Cremona is cut. There seems to be some connection. However, the productions have

no smgers in common and the impresanos (Antonio Maraffi at Cremona and Gaetano

Bellone at Varese) also differ. Although Giuseppe Naldi and Michele Vaccani, D.

Totomaglio and D Petronio respectively at Varese, repeated îhese roles at Turm two

vears later, while their commg together agam may have contributed to the selection ot

this opera there, they took no Varese variants with them.

The 1798 production at La Scala Miían differs from that of 1783 only in detail. Act II

Scene 5 is among the cuts. though the libretto ín its scene numbermg for Act II jumps

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

The stemma for the Milan familv looks like this:

s
Milan. Scala: 1783 Autumn

Genoa. S Agostmo. !783Autumn / /

/ /

Eszterna/.a. i78(*

Turin. Cangnano !7S~ Autumn

I Brescia. Erranti 1 7S9 Spr::ig

Crema l~90 Carniva

Cremona: 1795 Carnival

i
Varese: 1795 Autumn

Turm. Cangnano: 1797 Autumn

Milan. Scaia: 1798 Autumn
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2 / baccantilbaccanali di Roma
- a transmission model for the years 1816-1832

Turning to our second model, Pietro Generali composed / baccanit di Roma to a

libretto by Gaetano Rossi for performance at the Teatro La Fenice, Venice m the

Carnival season of 1816. The plot is based on the story ofthe expulsion of the

Bacchantes from Rome m 186 B.C., described m Livy Book XXXIX, chapters 8 to 17.

and dramatised by Giovanni Pindemonte ín his 5-act tragedy / baccanali di Roma (first

performance at the Teatro San Giovanni Grisostomo, Venice, m 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, íncludmg 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 Carmval Venice. T. La Fenicc

1816 Spring Tncste. T. Kuovo

1817 23 March Munich

1817Summer Vicenza. T Eretenio

1817-18 Paîermo. T Carolmo

1818 Lent Florcncc. T. Pergola

S818F:era Reggio neH'Emiha. T della Comunitá

1818 Fiera Senigallia. T. della Comumta

1818 25 August Darmstadl

:S!8 9 Sep'.cmberN'aples. T. San Carlo

1819 Carnival Florence. T. Pergola

1819 Lent Livorno. T. Avvalorat:

1819 Spnng Bologna. T del Corso

1819 Summer Modena. T. della Comunitá

1819 Aatumn Vei.ice. T. San Samuele

182o 12 :<w.c Vienna. Th an der W'icn

1820 SumiT.er Mũan. T Carcano

1820Si:mmcr Sicna. T Ravvivati

1820Autumn Lucca. T. Giglio

1822 1 Mav Cassel

iS.22 Auoumn Florcnce. T Infuocati

1822Autumn Tneste. T Grandc

!823 20Junc Budapest
1823 Autumn Florencc. T. Infuocati

1 823 December Lisbon. T. São Carlos

! 824 7 June Oporto. T. São João

1X24 'Autumn Rovigo

1 825 C-irmval Milan. T. alla Scala

: 8.25 Lent Messma. T. Munizione

1825 "Carnival Rimini

1S25 Spnng Milan. T. alla Scala

1825 Spnng Parma. T Ducale

1826Carnival Mantua. T Nuovo

1 826 Fiera Padua. T. Nuovo

1826-1Autumn Ancona

l826?Autumn Crcmona, T Concordia



1827 Carnival Corfû

1827 12July Praguc

1 827 Ficra Bergamo. T. Riccardi

1827 10 Nov Barcelona

1828 Summer Siena. T Rinnovau

|x28Autumn Fíorence. T Borgognissanti

1 829 Carnival Fuligno. T. Apollo

1 829 Carmval Piacenza. T. Comunale

1829 Lent Pisa. T Ravvivati

1829 Spring Livorno. T Avvalorati

1829 F'.era Rcggio. T. dclla Comunita

1 829 Fiera Senigallia. T. dclla Comunitâ

1 830 Carnival Pavia. T Compadroni

1 830 Spring Venice. T San Benedetto

1 830 Fiera Ceneda. T della Societa

1831 ?Carnival Venice. T San Samuele

1832 Summer Milan. T Re

1 832 Grátz

!833Carmval Pesaro

1 835 Carnival Livorno

1 836 Lent Florence. Chicsa di San Giovanni ías the oraiorio Ozia'

1840 Havana. T Itahano

The premtere

The premiere production, with the title / baccantt di Roma, consisted of tvvo acts,

divided into 10 and 13 scenes respectively. The names of the characters were:

Sp[urio] Postumio Albino

Sempromo
Minio Cermio

Pubflio] Ebuzio

Fecenia

Ippia
Lentulo

Augure Sommo1

None of the manuscripts of this opera examined m the course of this study follow the

original Venice version.

The Tneste revtsions

The second production of the opera took place at the Teatro Nuovo, Trieste, the

following Sprmg. The composer was present2 and made a number of changes: the

opera was given a revised title: I baccanait .// Roma, the character Spurio Postumio

•The onginal names as given by Livy arc Spurius Postumius Albinus. Titus Sempronius Rutilus.

Mimus Cerrinius. Pubhus Ebutius and Faecenia Hispala. Lcntulo and Ippia are addiuonal characters

created by Pindcmontc.

lA\ÍZ 23 October 1816. coîs 738-9. quoting the Milanese Corriere delle dame. describcs thc dehr:ous

recepuon of the opera and of the composcr at the end of the performance.



Albino dropped the "Spurio'* and there were alterations to text and music, particularly

in Act II The Vemce and Trieste versions are compared m the table that follows:

Actl

l i

3 i

7i

111

u:

Act II

.*■ i

n

iii

/ BACCAKTl Dl ROUÂ

l'enice, Eenice: Carnival 1816

Coro/Pos/Sem /Fec/Aug: Odi gran nume

Aug: 0 Romani, í piú ncn

Sem: Quai deui'
- qual minaccia!

Coro: Evoê' - Bacco. Evoê'

Ebu/Coro: Ove son ia?

■

Eb/Coro S'on temete: i sommi Dei

s Xume perdonami

Mm: Ite acostau

Fec: Ippia fedcl rimanti

Fec: Ei forse in questo istante!

Fec/Ebu: Io sol per te pavhnto

> Ah' S'ê ver che m'ami ancora

Sem: Fecenia' Ebuzio'

Sem: Nol so. Ricerco in vano

> Senii, gran Dio Tebano

Min: Ombra vagante alla sua tomba

mtorno

Coro Della pairia alla gloria

Sem: Qui íl console

Sem lo tremar?

■ Sem/'Pos Pensa ch'io serbo in petto

j= bejjinning of Finale 1]

Pos. S'ê Ebuzio ancor

Ebu.Fec.Pos/Len/Coro. Che veggo'

cbu.Fcc/Sem/Pos: Oh qual contrasto

Tutti: S'embo s'addensa ombile

Sem Vedesti'' Ebu: Vidi.

Ebu/Sem: Di Eecenia7 - oh dio:

E come mai potrei
> In lanti contrasn

Min: Baccanti. aí Marzio Campo

Coro S'aboiisca - si pum.sca

Pos: Si. Romani. fia questo

Pos Giå del ciel la voce udiste

I BACCASALI D! R0MA

Trieste, Nuovo: Spring 1816

1 V [i.e. as Vemce]

2 V

3 V

4 V but partially reviscd by shortening

5 Fec Oimc' sichiuso é giá l'infame tempio

6 i Ebu: Chi'il mionome'. chi vcdo?

ii V 6 ii

7 í Mm: Fecenia eH'ê...non m'ingannai

ii V 7 u

8 Min. Io non comprcndo

í V 9 í

n V 9 ii with rcvisions

ni V 9 iii \vuh minor rcvisions

i\ V 9 !\'

10 V 10

cut

cut

i V 3 í

n Pos: Romani. i sensi miei 1= V 3 n rcvisedj

2 Len: Console. í Senaton [additionj

3Thc svmbol >. here and elscuhere. índicates "leading to"



4 i Sem: Che sento? - Ah9 troppo e ver

íi Sem/Fec. Tu qui?
- Spergiura'.

> \lirah spoglia esague

3 i Fec: Ora chc induggio

ii V 7 ii but vvith chorus

3 1

10

Len. Voi. di Postumio ai ccnni

Ipp: Era queste -funeste

Ebu: Oh. quale stato é íl mio'

Min: Che fai'1 Ebu Sorte crudcl'

Fec Ecco il sen íerisci omia

Per te gradita

Sem A che .ardar? - ardente sete. íl sai

Min. Le sacre trombe? Sem: Oh ciel'

Coro S'odon voci -J'uneste.feroci...
Sem/Coro: Ouaie consigiio

I sacri acciar hrandile

Ipp Troppo. Lentulo. moltri.
- Pengliosi

questi scntier...

Ebu: Ora di morte. affrcttati

Coro I.efaci dell'Euminidi

\ Ebu Oh mostri' - Fec Ebuzio'.

> Ebu (wnh M:n Coroi: La nvtva ĩl

nostro amore

n Min Si. - cadretc E Scmpromo'

Ult í Sem Che m:ro" - e vivi ancora'

n Fec/Coro Seim Pos.Ebu/'Ipp:
Ecco il t'eiice istanie

Coro Snlia ancor sereno il cielo

4 Pos. Duci. Tnbuno. alfine

5 Ebu: Oh Cicl' qual turbamento

> OHCIELO' GENTE S'APPRESSA. ANDLWi

[This scene
= V 6 reviscd]

6 i Min: Fer.ma Scm: Insano' Con

QL'ESTOBRANDO...

ii Ebu/Fec/Sem Empio assassino. trema

> Della vendetta all'ara

7 i Ipp: Troppo. Lentulo. inoltri: questi seni.e

[not i q. V 10]
ii V 5 íi

X i Scm: II sacrifizio loro [= V 8 i reviscd'

ii Sem: Oh ciel' Le sacre trombe. . i- V 8

slightly revised]

9 í-ii V 9

íii Min: Fidi Ministn. e voi

cui

10 V 11

11 í-ii V i2i-ii

lii Min: Ministn. il sacro ferro [= V 12 ui

rcvised]

Ult í V Uĩi i \\:th minor revisions

n V Uit ii but ...

gia for ancor ín first line of chorus

As we can see above. in Act I the alterations to text indicated in the libretto only aíĩect

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

onginal Scene 10. but the addition of two new scenes - 2 (recitative) and 6 (recitative

and the trio Empto assassmo, trema)
- brought the total number of scenes up to 12

Two of the original arias were put in new positions: Fecenia's aria Ecco ii sen ferisci

omai (II 7 u in Venice) was brought forward to Scene 3 (to replace the duet in 11 4. the

ho



equivalent position in the Venice version), while Ippia's ana di sorbetto4 Era queste
-

Juneste (II 5 ín Venice) moved back to Scene 7. Most of the recitatives also

underwent revision and the first line of the fínal chorus was slightly reworded.

Although Act II was thus thoroughly overhauled, the only major new item was the tno

in Scene 6.

The Trieste production had two singers in common with the premiere, namely Marietta

Castiglione (Ippia) and Francesco Desirô (Minio at Venice, Augure Sommo at

Trieste). Both, however, occupied secondary roles, and, knowing as we do, of the

composer's presence and involvement m 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.

Producttons that broadiyfoilow the Venedan premiere version

The first production ín 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 AMZ- that Elena Harlas sang the role of Fecenia. just as she did in Venice.

where the libretto descnbes her as currently in the service ofH. M. the King of

Bavaria6. She must ceitainly 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 Latimsation 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 obtained from

Munich. The undated vocal score printed by Simrock in Bonn/Cologne, plate nurnber

1 584. 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).

4An ana di sorbetto ('shcrbcrt ana') vvas an ana for a minor character. often. as m this case. simple

and conservative m style. Traditionally the audience vvould take refreshments during u (hcnce the

nainei. Il was common simply to cut u.

5.IA/Z20 January l819.col.45.

('"ail'attuale servizio di S. \I. il Re di Baviera"
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It has proved impossible to trace the libretti of the remainmg productions given m the

German-speaking world but the productions at Vienna in 1 820, Cassel in 1822,

Budapest in 1 823 (given by a Viennese company) and possibly Prague in 1 827, all

apparentîy 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, ín the Summer

of 1817 is unique m following the Venetian version, differing only in minor cuts and a

substituted ana m Act II 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: Carmval 1816^

Tneste. N'uovo: Spnng 1816 ^\

Mumch 23 March 181" \.

vocenza. Erctenio: Summcr !8I7

Darmstadt 1818

Pattems among producuons denved from the revised Tneste version

The libretti of all other productions follow the revised Tneste 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 II Scene 7 of the Tneste version occurs as Scene 9. after Trieste II 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 ftrst of a small group at

only one remove from Trieste.

Exclusivclv idiosvncratic variants are otherwise only to be found at the Teatro

Rinnovati, Siena. m Summer 1820 and 1828 (both productions are idiosyncratic), the

Teatro Munizione. Messma, in Lent 1825 (though the positioning of the variants does

suggest a possible connection vvith 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.



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 mdirectly

with other svstematic vanants. In Act I, Scene 2 has an extended recitative with the

additional aria for Fecenia_4/7 che non serve il piangere and Scene 6 has a substituted

duet for Fecenia and Ebuzio, Ah perche serbai ftnora leadmg to Chi mai vide ptii

funesto. In Act II, the recuativo accompagnaîo opening Eccott ti sen: ti trattten?

followed by the aria for Fecema Ah se pur Tamato bene leading to Cara tmmagme

gradita replace the regular Ecco il sen fensci omai m Scene 3; there is an additional

aria for Ebuzio in Scene 10 and a substituted scene for Ebuzio and chorus in Scene 1 1

The other production at this time that establishes important precedents is that at the

Teatro della Comunitâ, Reggio, given during the May Fair of 1 818. In Act I Scene 1

lines 9-16 are cut and there ís an additional section of recitative at the scene end, whiie

Scene 2 is substituted. In Acî II the opening chorus of Scene 1 has the microvariant

wordmg "S'avilisca" mstead of "S'abolisca".

Productĸms linked 10 the ESIH Eiorence producaon

The distmctive features of the 1818 Florence production mentioned above may be

expressed in tabular form as follows:

6 n

iú n

Trieste, Nuovo: Spring 1816

Act I

V6

Act II

3 u Fec. Ecco il sen J'ensci omai

> Per le gradna (= V 7 ii)

i V 12 i

n V 12 n

iii Min Ministr: il sacro ferro

Etorence, Pergola: Lent ÍHIH

\ V 2 irecitative. ís extended

Fec Aii che non serve d piangere (addition )

Fec/Ebu . Ah perche serha i j'bĸ>ra

> Chi mai vide put funesto i substitution")

n Fec Eccon il sen: n trattíen'.'

> Ah se pur l'amalo bene

> Cara immagine gradita (substitution)

Ebu: Speranze lusinghiere (addition.i

i Coro: l'ieni Ebuzio: e sorto il di

u Ebu: II gcnitore estmto!

iii Ebu' Ombra adorata placati í.subslittited

scene.



The production at the Teatro Avvalorati, Livorno, in Lent 1819 follows the Florence

production closely. introducmg the same variants m 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 dunque il loco

leading to an aria section for Ebuzio and chorus Se cd caro hene vicmo almeno, then a

second reatattvo accompagnato opening Eecema sventurata leading to a second aria

section for Ebuzio and chorus Aila tua quesi'alma unita with the fínal section In

questo barbaro fataie 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 ínserting the new Act II Scene 10 at

Livorno.

The manuscript GB-Lbl Add. 31,777-8 ís ídentical to the Livorno production, to which

it makes reference by giving the cast list7, except only that Ippia's ana (T II 7 ii) and

the recitative T II 1 1 iii. which are cut in the Livorno libretto, are present m the

manuscript, and that II 3 begins with the words 'Tppia vien meco" tnstead of "Ora che

induggio", a difference of greater ímportance
than might at first sight appear.

The production at the Teatro della Pergola in Carnival 1819, for which we do not

possess the líbretto, also involved Bertinotti and Malanotti (as well as Vincenzo

Botticelli as Postumio, who played this role at Trieste ín 1816 and Florence in 1818

thouuh not at Livorno in 1819). The version sung was almost certainly ídentícal to the

Florence 1818 or Livorno 1819 version.

Three other productions include one or more of the variants established at Florence in

1818, namely those at the Teatro Giglio, Lucca, tn Autumn 1820. and the two at the

Teatro degrinfuocati, Florence, in Autumn 1822 and Autumn 1823, while the Teatro

d'Apollo. Fuligno, in Camival 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 sorbetto

Era queste -junesie (T II 7 ii) and the recitative T 1 1 m, both cut at Livorno, are

restored, as m the GB-I.bl manuscript In Act II Scene 1 the final six lines are cut. a

feature that will recur. Vincenzo Botticelli once again sang Postumio, thus creatmg a

^GB-Lbl.káá. 31.777. f.36r



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 degl'Infuocati, Florence, m 1822 contains the Florence

1 8 1 8 Act I Scene 2 aria for Fecenia and the shortened Act II Scene 1 as at Lucca.

There are no sm»er connections, smce all the roles were being sung for the first time

by their respective mterpreters. The only apparent Imk ís geographical.

As for the 1 823 production at the same theatre, Act 1 is identical to the version used at

Florence m 1818, containing the Scene 6 duet as well as the Scene 2 aria for Fecenia.

In Act II the shortened Lucca Scene I recurs, the missmg final 6 lmes formmg instead

the opening of Scene 2. while Scene 1 1 consists of a shortened version of the Trieste

II 1 1 íii and the Ultima Scena begins at lme 8 ofTneste II Ult i. Act II Scene 3 begins

"Ippia vien meco", as ín the GB-Lbi manuscript, a recurrmg variant in the wording that

will be discussed belows Caterina Lipparim, who sang Fecenia in this production, also

sang the role in the 1822 Florence production, while Eliodoro Bianchi had sung

Sempronio m the 1818 Florence production, thus adding further Florentine tradition to

this production. On the other hand, Ebuzio was sung by Posa Mariani, who had sung

the role in the very pure Trieste 1822 production, failing, huwever, to transmit any

purification to Florence'

The last production in the Florentine group, strictly speaking, is that at the Teatro

d'Apollo, Fu'ugno. m 1829. Although it contams none ofthe Florence 1818 variants. it

has to be considered a member of this group because of its proxtmity to the 1823

Infuocati production in Act II (Scene 1 as at Lucca. Scene 2 with the missmg 6 lines of

Scene 1 at the begmning. Scene 3 opening "Ippia vien meco", Scene 1 1 and t.'ltnna

Scena reduced, all as in the 1823 Infuocati production) and because of the inclusion of

the Livorno Act II Scene 10. divided up into two scenes as at Lucca. N'one of the

singers of this production is known to have sung ín any other production.

A further four productions include the Livomo Act II Scene 10 but without any other

connections with the previous group, namely those at the Teatro del Corso, Bologna,

in Spring 1819, the Teatro San Samuele, Venice, in Autumn 1819, the Teatro

Principal, Barcelona, ín 1827 and the Teatro Comunale, Piacenza, in Carnival 1829

The Bologna production follows Trieste closely, differing only in replacing Act II

Scenes 10 and 1 1 with the Livorno Scene 10 and cuttmg Ippia's aria dt sorbetto in Act

/45



II Scene 7, as at Livorno. 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 II

Scene 10. Also m Act II we find the first appearance of another important substitution

involving Fecenia: Scene 3 contains the aria Trema spietato. mvano with anew

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 m 1827, ín a slightív

shortened form. This production also shows a possible connection with the Bergamo

production given at the August Fair 1827 ín making minor alterations to the Finale of

Act II. These alterations may well reflect a performance practice already established

for some time. but which was only mcluded m the prmted 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 slightiy

revised form, and in a production which otherwise only preserves new variants. The

only major smger to have performed in the opera before was Gaetaro Crivelli, who

had already sung the role of Sempronio at Siena, the previous year.

Lastlv, we should at this point mention the production at the Teatro de' Ravvivati.

Pisa, tn Lent 1829, not because of any connection with the Florentine productions or

even the Livomo substitution, but because it included two substitutions otherwise

found onlv at Piacenza. Both of these involve Fecenia, namely the duet with Ebuzio in

Act I Scene 6 and the ana with chorus in Act II 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 I

Scene 1 are cuî, but as there are no other connections, this may just be coincidence.

The Barcelona, Piacenza and Pisa productions all begin Act II 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:

lM-(o



Florcnce. Pergola' Lent 1818

Livorno. Awalorati: Lent 1819

Bologna. Corso: Sprtng 1S19

Venice. S. Samuele: Autuinn 1819

Lucca. Giglio: Autumn 18_

Florence. Infuocati: Autumn 1822

Florence. Infuocati: Autumn 1823

Ber^amo. Poccardr Fair 1827

Barcelona. P.oncipa! 10 Nov 1827

Piaccnza. Comunale: Carnival 1829

I

Pisa. Ravvivati Lent 1 829

Fuligno. Apollo Carnival 1829

Producitons iinked to the Reggio IMIS producíion

As vve observed above, the characteristics of the Reggio version are:

Act I

; i V i i but lines 9-16 are cut

11 V \ !

in Pos Quale m que' detti asconde orndo arcano' (addition)

2 i Scm Fec: Agii sdegnt. aii'ire insane

u Sem E pur. Fecema. ancora ( substuuted sccne)

Act II

! : Tricy.e l ; but uith the wording "s'avihsca" msteac of "-. abolisca"

Seven further productions share characteristics first encountered at Reggio, namely

those at the Teatro della Comunitá, Senigallia, for the July Fair 1818, the Teatro della

Comunitâ, Modena, m Summer 1819, the Teatro Carcano. Milano, in Summer 1820.

the Teatro alla Scala, Milan. in Camival 1825, the Teatro della Comunitâ, Reggio

nell'Emilia, for the May Fair 1 829, the Teatro della Comunita, Semgalha, for the July

Fair 1829 and the Teatro Re. Milan, in Summer 1832 (with the title / baccanalt

aboítti), 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



All of the variants introduced at Reggio are also present at Modena (though with the

Act II 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), m Act II

Scene 3, for the first time ín 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 mcreasmgly frequent in

libretti, bemg found, apparently indiscriminately, in all groups of productions derived

ultimately from the Trieste version. Particularly curious, as we have already observed,

this vanant appears in the GB-Lbl manuscript Add. 31,778, though not in the Livorno

1819 libretto, with which (and only with which) it is m all other respects compatible. It

should be added that "Ippia vien meco" is also the form of the opening of Act II Scene

3 m the manuscripts at E-Pn (Fonds du Conservatoire D 4404) and GB-Lcm (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 consistently transmitted the

words "Ippia vien meco", while, prior to the Modena production, libretti transmitted

"Ora che mduggio" and continued to do so in many cases afterwards. Clearly there

were two parallel, and partially independent. transmission systems in operation
-

through libretti and through manuscript scores8. Initially. the "Ippia vien meco" variant

was transmitted solely through the scores, gradually infiltrating the libretto

transmission system at a later stage. We should therefore regard this vvording as a free

variant, appearmg m some libretti but not in others, not as a criterion for groupmg

productions, though it is 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 m 1 820. It follows Reggio

in Act I Scene 1 and the "avilisca" wording variant of Act II Scene 1. Interestinglv,

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 ís more likely that the chance coming together of these three smgers

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, includes the Reggio Act I Scene 2.

with its substituted duet for Sempronio and Fecenia as its Act I Scene 3 - in the

8Scores rarely givc any stagc dircctions but these appear conststcntly in libretti and must have passed

directly from libretto to libretto. while the music. as is sclf-evident. passcd from scorc to score

m



T. Carcano production it was cut. It also inciudes, as a separate Scene 2, the

additional recitative section that immediately precedes it at Reggio (II 1 iii). It is

certainly significant that the Sempronio and Fecenia on this occasion were Claudio

Bonoldi and Carolma 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 II Scene 1 1 and other insignificant details, this version otherwise follows Trieste.

The productions at Reggio neH'Emilia and Senigallia for the Fiera seasons of 1829

once agam 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 onginal opening, we find the additional fmal section.

The cast was identical, including Gaetano Crivelli, who had sung Sempromo already at

Siena in 1828 and Piacenza in Carnival 1829, going on to smg it m at least three more

productions over the next two years, and Marietta Bramati as Ippia, who accompanied

him m many of these. Nicola Orsini, who signed the dedication in the Reggio libretto.

was presumably the impresario for both productions. A note m the Reggio íibretto -

and repeated in that for Senigallia
- acknowiedges that the score used had been

obtained from the Bolognese dealer Agostino Marchesi. However, there ís nothing to

connect it with the 1819 Bolouna production. Might Marchesi have obtained the scoie

directly or mdirectly from the estate of Osea Francia (the impresario of the 1818

Reggio and Senigallia productions), who had meanwhile died, leaving debts90 Or did

his copy perhaps have links with Milan0

It ís once again m Milan, at the Teatro Ré in 1832, that we find the only other

production in the present group. -\s well as idiosyncratic vanants (two additions and

three substitutions) we fmd the Reggio Act I Scenes 1 and 2, divided mto 3 scenes. the

final addition to Reggio Scene 1 (Reggio I 1 íii) forming Scene 2. Eliodoro Bianchi.

who had sung the role of Sempronio in at least seven previous productions (mcluding

those in Florence in 1818 and 1823) did not brmg any ofthe earlier variants with him.

9On Osca Francia's carccr m Central Italy. see Rosselli (1984). pp.13-15 He died at Modena m

March 1824 while prepanng the season there



'í'he connections among this grotip, then. appear as follows:

Reggio. Comunitá: Fair 1818

Senigalha. Comunitá: Fatr 1818

Modena. Comunita: Summer 1819

Milan. Rc Summer 182'.

Milan. Scala: Ca

\ Reggio. Comunita: Fair 1829

\ Senigallia. Comunna. Fair 1829

Milan. Ré: Summer 1832

The productums at Parma. Mantua. Padua, Bergamo cmd Pavĩa

This group is best understood ín 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, m Carnival

1826 and the Teatro Nuovo, Padua. in Spring 182610, all of which are in turn derived

essentially from Trieste 1816.

In the Bergamo production Act I Scene 1 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 aî Parma and Bergamo by Nicola Tacchioardi, vvho had also

sung the role at Bologna and both Trieste productions. Fecenia was sung at Parma

and Bergamo by Bngida Lorenzani, who is not otherwise known to have sung the role.

Without any such singer connection there are two new pieces in Act II which first

appear at Mantua: Fecema's great aria in Scene 3 is substituted by another vvith very

similar wording but difterent metre, Ecco il mio sen fenteu. and there is a substituted

aria for Postumio m Scene 6. replacing Ippia's ana di sorbetto - at Mantua this ana

had appeared as an addition in Scene 4, leaving Ippia's aria intact.

"'According to The Harmonicon. vvhich reviewed the Parma producuon ín its January 1826 cdition.

thc opera had been greaily improved by thc composer since its first prcsentation and had been

"augmented by seven new pieces" ícol. 19). In this production there are indeed scven new pieccs. tvvo

additions and five substitutions. but there is no reason to suppose that Generali 'nad anything to do

with thcm. As vvc saw above. the only new piece he composcd for thc rcvised Tneste version (apart

from recitatives) vvas the tno in Act II Scene 6.

1 'This aria is probably a contrafactum. Thc singer at Mantua. Mme Sedlaczek. probably wanted to

sing an ana she had with her that bctter showcd offhcr voicc. but vvhich had unsuitable words The

local theatre's poct would have takcn thc original words and rcdrafted them to fit the metncal nceds of

the 'ncw' music.

/
ivai 1825
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The production at the Teatro Cavalieri Compadroni, Pavia, in Camival 1830 brmgs

together features from a still wider range of earlier productions. There is a nevv added

aria for Postumio and chorus in Act I Scene 1 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 m Act II Scene 3 of the aria Ecco il

mio senjente, found at Mantua and Bergamo - as at Mantua, but not Bergamo, this

aria mcluded the chonis. On the other hand the duet for Fecenia and Ebuzio ín Act I

Scene 6 includes material otherwise found only at Piacenza in Camival 1829. Yet

again. Act I Scene 2 is made up of the added fmal 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 smgers 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. Carniva! 1825

Parma. Ducale Sprmg 1825

The 1*23 Lishon and 1S24 Oporío productĸms

We come fínally to the production at the Teatro de São Carlos. Lisbon, m 1823. Like

the Pavia production, this betrays multiple origins, while givmg no direct clues as to

their transmission. On the one hand, Act I Scene 2 is again the additional final

recitative ofAct I Scene l at Reggio 1818, found otherwise as Scene 2 only in

subsequent productions m Milan (La Scala 1825, Rê 1832) and Pavia(I830). On the

other, Act II Scene 3 opens as at the Teatro San Samuele. Venice (1819), with the end

cut and merging into the standard Tneste Scene 3 There are no new substitutions and

there ís only one addition. involvmg jusĩ the chorus. in the Finale of Act II. Since none

of the singers at Lisbon had sung m the opera before and stnce the text itself involves

I5i



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 São Joao, 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 vvith that in

Lisbon.12

Gaps m the model

Even more than with La balierina amante there are gaps m the distribution model of

/ baccanalt di Roma. To some extent this is a consequence of our knowledge,

through newspaper reports. of far more productions of / baccanaii di Roma than was

the case with La baiierina amante It 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 voew that m a

larger number of cases the libretto was simply not printed, particularly in the German-

speaking world and ín Italy 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. Bearmg 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 to

!2U is worth drawing attcntion to thc gcnre gi\cn ín the libretto m each case: Drama seno at Lisbon.

Drama heráico at Oporto. A glance at the frontispieccs cited in Appendix 3 shovvs that pnor to the

Portuguese productions thc work was always dcscribed as a Melodramma eroico cxcept m tvvo cascs:

the productions belongmg to the Florcnce/Livorno group. where it ís systcmatically descnbcd as

\lelodramma serio. and the 1822 Triestc production. where the latter term is also uscd. While the

Triestc 1822 ltbretto. bclonging as it docs. squarcly in the Trieste 1816 ccnual group. ís the proof that

vve cannot place too much rchance on this difference. the tendency for diffcrent genres to índicate

differcnt paths of uansmission ís. up to this stage of thc opera's history. cxtrcmely clear.



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 vve lack the libretti from Rovigo in 1824, Rimmi 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 Camival), Ancona and Cremona,

Concordia in 1826, Corfú and Prague m 1827, Florence, Borgognissanti in 1828,

Livorno, Avvalorati in 1829, Ceneda in 1830, Venice, S. Samuele in 1831, Grátz in

1832, Pesaro m 1833. Livorno m 1835, the oratorio form Ozta given m Florence in

1836 and the last known production, at Havana in 1840.

It has also been impossible to take ínto account the manuscripts m I-Ec and I-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 pattems emerge and the absence of these

links in the chain would be unlikely to alter our understandmg of the systems at work,

only the details of how it vvas realised m practice.

Conclustons regarding the transmtssion of\ baccanti/baccanali di Roma

In this instance we have dtrect 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 neil'Emilia and

Senigallia in 1818 In 1829 the cast at both cities was the same, making it likely thaî

Nicola Orsini, who vve 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 fmd 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

i



A glance at the table of singers13 by production is strikmg for the repetition of names in

the same role. Leaving apart the casesjust 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 m addition to the twice as part of a

troupe (Reggio/Senigallia 1818), Fecenia by Teresa Bertinotti 3 times, ElenaHarlas,

Catenna Lipparini, Carolma Passermi, Teresa Casanova and Siga. Sedlaczek twice.

Sempronio by Eliodoro Bianchi 9 times, NicolaTacchinardi 6 times, Gaetano Cnvelli 3

times ín addition to 4 in troupes (Reggio/ Senigallia 1829, Venice/Ceneda 1830),

Claudio Bonoldi twice m 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 vanous reasons, however, ít ís much more difficult to mterpret this information

than with La ballerma amante. While certain variants do seem to follow particular

singers around, e.g. those associated with Adelaide Malanotti, it ís also striking how

many of the singers with a history of involvement in productions of / baccanali di

Roma, particularly the leading male smgers, sang more or less mdiscriminately m

ver«;ions that not only differed but also, m some cases, included differences mvolving

their own parts. Vincenzo Botticelli, for example. though involved ín 7 productions,

seems almost certam not to have possessed a score, judging from the variety of

versions he sang m. Even in the case ofMalanotti, with a significant. if brief,

association with the opera, knowing, as we do, of the existence of an extant score that

contains the vanants she sang (GB-I.hi 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

onlv of the material she herself introduced. (With Lci balierma amante. on the other

hand, there is a greater tendency for whole versions to follow stngers around, affecting

not onlv their ovvn role but other characters.) Indeed, with the exception of Elena

Harlas, who must certainly have taken a score of the original version to Mumch, we

cannot be sure whether any smger possessed a complete manuscript. as distinct from a

series of potential inserts. AII we can say is that, just as with La baílenna amante,

certam singers seem to have had associations with the opera, making the choice of

/ baccanti baccanaii an obvious one for the impresario concerned. particularly when

two or more such smuers coincided

At the end of Appendix 3



With / baccanti/baccanaii we cannot speak of centres of distribution as we could with

La hatlerina amante. Copies seem to have had their origms 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. lrrespective of Malanotti's mvolvement, there are a

number of associated productions m 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 Senigalha.

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 Tneste productions (1816 and 1822), which are

identical, later productions at the same theatre introduce more radical changes than

was the case with La baiierina amante.

It is unclear exactly how the opera reached the Teatro de Sâo Carlos. Lisbon. and the

Teatro de São João, Oporto, or whether the material used in Lishon was subsequently

used m Oporto. There ís no connection between the Lisbon and Barcelona

productions.

The full stemma for / haccanti baccanaii di Roma follows on the next page.
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Conclustons from the transmtssion modeis

a In general terms

1 Transmission may take place through the composer, who may undertake revisions m

subsequent productions where he is present.

2 Impresarios and troupes may transmit operas, but in no case in our two modeis do

we know for certain that they did so mdependently of each other.

3 Individual singers can be shown to have been agents of transmission. This is

particularly clear ín the earlier model In the later model there ís less direct evidence

that smgers transmitted whole operas as distmct from a set of numbers for insertion.

Throughout the period, leading smgers certamly influenced the choice of opera. several

showmg association with a particuíar opera even though they were almost certamly not

responsible for actually transmittmg ít.

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 impresano running

the theatre.

5 Geographical proximity may affect transmission, theatres within the same citv and

theatres in cities close to each other m many cases preserving related versions. There

are many exceptions, however.

b Ofspecijic relevance to Porluguese producttons

7 In the models there is no incontestable evidence for transmission between theatres ín

the Iberian peninsula. There is strong evidence that Spanish theatres obtamed scores

from Italy independently of Portuguese theatres.

8 The Teatro de São Carlos. Lisbon. did not use the score oîLa bailenna amante

from the royal Iibrary- at the Ajuda Palace.

We shall now examine a series of individual cases of operas performed m Portugal

dunn.> our period, in order to confirm that the transmission processes observed above

apply to the repertoire given at Portuguese theatres and in order to seek an answer to

the questions raised in the introduction to Part 1 .

^



Chapter8

Case 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. msofar

as they are applicable to the Portuguese context, particularly that of the Teatro de S.

Carlos, Lisbon, as the principal functioning opera house in Ponugal in the period

defmed. 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 pattem

of each work throughout its history but \ofocus, 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

The early ycars ofthe Teatro de S. Carios (179S-9H)

In this section our focus ís on establishing in general the extent to which the patterns

observed in the transmission models are applicable to the eariy years of the Teatro de

S. Carlos and on the potential connections between the Teatro de S. Carlos, on x\\t 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 Palacio da Ajuda, Lisbon (P-La), are

reiated to this scheme of things.

♦ Cimarosa ( 'hi deil'altrut si veste presio si spoglia1

Tlns opera was performed at the Teatro de S. Carlos in the inaugural I 793 season.

Like a number of other operas produced at the S. Carlos during the openine years. it

had already been performed at the Teatro da Rua dos Condes (Camival 1 792). It is

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 delTaltrut st vcste presto st spogiia was first performed at the Teatro de'

Fiorentini, Naples, as the third opera of 1 783 in a 3-act version. Among the original
cast was Giovanni Morelli as Martuffo. He repeated this role at the Teatro alla Scala.

•Libretu consulted for productions at. Naplcs. Fiorcntini: 3rd opcra I7S3: Milan. Scala Autumn

1784; Gcnoa. Falcone Autumn 1785. Naples. Fiorcntini: 2nd opera 1787. Barcclona. Principal. 1789
Crcma Fair 1790. Salcrno. S. Agostino: 4th opcra 1790: Lisbon. Condes: Carnival 1792; Lisbon. S.

Carlos. Auturan 1793
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Milan. in Autumn the followmg year and there is a strong possibility that he was

responsible for transmitting it there. For this production the opera underwenî

thorough revision, íncluding reduction to two acts, simply by eliminating the original

Act III. Cimarosa vvas working at La Scala at this time - the premiére of / dite

supposii conti took place there on 10 October - so it is also possible that he was

involved in conveying Chi dell'altna si veste and was responsible for the revisions to

the opera, though we have no definite proof of this.

Of the nine hbretto editions of this opera that ít has been possible to examine, two

(Naples 1 787 and Salerno 1 790) broadly follow the onginal Neapolitan version. the

1787 Naples production havmg the role of Martuffo translated mto Neapolitan dialect

- ít was sung by Antonio Casaccia. one of a dynasty ofNeapolitan bassi buffi spanning

several generations. The remainder broadly follow the Milanese version. Of these.

however. the Lisbon productions, vvhtch preserve identical texts. are alone m being

fully compatible with the Milanese version, differmg from ít only in cuts to Act I Scene

2 and Act II Scene 7. It ís highly likely therefore that the score used at the Teatro da

Rua dos Condes ín 1 792 vvas a copy ofMilanese origin. There can be little doubt,

eíther, that the same score vvas then u^ed at the Teatro de Sâo Carlos the following

year. Although the productions had no singers in common, the unpresario at the

Teatro da Rua dos Condes was Francisco Antonio Lodi. who became joint impresario

of the Teatro de São Carlos when ít opened. The score musí have belonged to him

It should be noted that the Barcelona production, though derived from the Milanese

version. is not readily compatible vvith the Lisbon version.

The manuscript full scores preserved at the Palácio Ducal. Vila Vicosa (P-l'l') (Act I:

MS G57) and the Ajuda Palace Ltbrary. Lisbon, (P-l.a) (Act II: 47-III-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 diíîerences from the version íbund in

the Lisbon productions that make any direct connection highly unlikely. There are no

indications m the P-l'l' P-Ta scores that thev were ever used for performance.

♦ P. A. Guglielmi La virtuosa m Mergellina2

Likewise performed at the Teatro de São Carlos during the inaugural season. this

opera had already been given at the royal palace at Salvaterra dunng Camival 1 790.

:Libreiti consuited for productions at. Naples. Nuovo: 2nd opera 1785. Salvatcrra. Carnival. !79(

Livorno. Awalorati: Carnival 1793. Lisbon. S. Carlos: 17 Deccmbcr 1793



La virtuosa m Mergeltma, in two acts from the very outset, was first performed at the

T. Nuovo, Naples, as the 2nd opera of the 1 785 season. The role ofD. Mercurio,

sung by Genaro Luzio, was originally in Neapolitan dialect. Also among the onginal

cast was Francesco Marchesi as D. Ercolino.

Allowmg for translation of the dialect sections into Italian, the Salvaterra libretto

production follows the original closely. There is a manuscript score of the opera m

P-La (44-IX- 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 baiierma amante, where Francesco Marchesi sang the Pnmo buifo

toscano role in the premiére, but subsequently took on that of the Pnmo buffo

napoluano, 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. ín

Camival 1793. This production, shortly before Marchesfs 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 í Scene 6 aria. He vvas to re-

use ít in La hallenna amanie Act I Scer- 9 for the inaugural production at the Teatro

de S. Carlos.

Though the S. Carlos production oîLa anuosa in Mergellina included Marchesi and

Boscoli in the same roles as at Livomo, the version used ís incompatible with the

Livorno libretto, bemg 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. vanous features of the Salvaterra/P-/.<7 MS version

are íncompatible with the S. Carlos libretto, e.g. the omission of material in Act II

Scenes 2 and 3 in Salvaterrao^-L.7 MS. present m 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.

/.0



• Cimarosa//cørtv7tø3

This opera was performed at the Teatro de S. Carlos in 1796. Although there is a

manuscript score at P-I.a (44-V-4/5), the work was not performed at anv of the court

theatres.

The first performance took place at the T. San Samuele, Venice. ín 1782 and spread

extremely rapidly. However, of the eight subsequent libretto editions ít has been

possible to examtne. the Teatro de S. Carlos edition is alone in preserving exactly the

origmal Venice version. There are a number of variants in the P-La manuscnpt which

link it to other productions but which make ít incompatible with the S. Carlos libretto

The score used at the Teatro de S. Carlos ís almost certain to have come from Vemce

• Dalavrac Raoíio signore di CrequP

This opera was first performed at the Teatro de S. Carlos on 1 7 December 1 795. ín

celebration of Queen Mana I's birthday, and subsequently revived in 1 800 There ís no

evidence that the libretto was reprmted for the 1800 production, our source of

information being Ruders (1805-09).

Origmally a French opera comtque, Raoul Stre
de Crequi was first performed at the

Comédie Itahenne, Paris. on 31 October 1789. It was evidently a popular work,

reaching Vienna in 1 793. where it was given at the suburban Theater in der

Leopoldstadt on 10 September5. and Stockholm. where Ruders had heard ít prior to

his departure for Lisbon in 17986. It was translated mto Italian by the francophile

Giuseppe Carpam for production at the Milanese (Habsburg) court theatre at Monza in

Autumn 1791. The hbretto for the 1705 S. Carlos production states that the Itaiian

translation used vvas bv Carpani and the Monza libretto ís fully compatible with it.

Since there were apparently no other productions of this Italian version m Italy or

elsewhere. we must conclude that the score used in Lisbon came from Monza.

'Librcm consuitcd for productions at. Venice. S. Samuclc: Camival
1782: Reggio ncll Emiha.

Pubblico' Fair 1782. Botoa. Zagnoni: Carntvul 1783. Ni/./a. Maccarani: Carnival 1783. Novara.

Nuovo Carnival 1783. Pavia. Nuovo Spnng 1783. Drcsdcn: 1783. Vicen/a. Nuovo. Carnival 178y.

Lisbon. S. Carlos: Autumn 17%

4Librctti consultcd for producttons at: Monza: Aulumn 1791: Lisbon. S. Carlos 17 Decemcer 1 /96

;Kirk.l988). p.25.
6Rudcrs 1 1805-09). Letter ol"29 March 1800



Neither the S. Carlos nor Monza libretto cites the cast. There is, however, a pencil

jotting m the Monza libretto preserved m the Carvalhaes collection tn I-Rsc, indicaiing

that the role of Landri was sung by Giuseppe Tavani, who was probably present ín

Lisbon at the time of the S. Carlos production and very likely repeated the role there7

He vvas not. however, a leading singer and ís most unlikely to have possessed the score

himself More likely, an agent m nearby Milan forwarded a copy of the score.

Among the other smgers 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 copv of the

score from Lisbon to Madrid. though there ís no record oîRaolio signor di Crequi

subsequently being performed there.

. P C. Guglielmi Z)orva/ e Vtrgima

Apart from the new operas composed for the S. Carlos by its maestro. Antonio Leal

Moreira, the oniy opera to be performed there durmg this period in the composer's

presence was P. C. Guglielmi's Dorval e i'irgmia, given to celebrate the birthday ot

Prmce Joâo on 13th May 1795, durtng a brief visit by the young composer.

The opera had first been performed at the Teatro -îe Los Caiĩos del Peral m January

that year. Given that the S. Carlos production had no singers m common with the

premiere and given the extreme rapidity with vvhich 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, smce he was already back in Italy by the end oî 1 ?95 îor the

production of his new opera La Gnseida 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. (7?/

deU'aitrut st vcste presto si spogiia (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 vtriuosa m Ktergeliina is uncertam. but there is no hmt of a Milanese connection.

// convno must have come from Venice. In another mstance. Trento's La fmta

7According to S Carlos libretti. Tavani vvasprescnt in Summcr 1795 and Spnng 1796 Mostofthe

intervcning ltbrettt. hovvevcr. as in thc present casc. do not namc the cast. so vve do noi havc aosolu.e

orooî'regarding thc penod m bctwcen.



ctmmalata, there ís clear evidence that the score came from Florence8. We must

therefore at this stage state that Milan had by no means an exclusive connection vvith

Lisbon. On the contrary, Milan was evidently only one of several sources of scores.

Secondly, we should be aware that Raoiio signore di Crequi ís representative of a

group of operas, all onginally opéras comiques,
which were only (or almost only)

performed ín 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 Gretrv's Riccardo cor di I.eone, performed at Salvaterra during Carnival

1792. which. as vve saw m Chapter 1. was the last opera to be performed at a royal

theatre. Apart from Raotlo, three operas fallmg mto this category were performed at

the S. Carlos during the eighteenth century: Dalayrac's / due ragazzi savoiardi (Monza

1791. S. Pier d'Arena 1793, Lisbon 1796), Rreutzer's Lodoiska (Monza 1793. Lisbon

1796) and Dalayrac's Camilía (Monza 1794, Lisbon 1799).

The 'Goiden Age'ofthe Teatro de S. Carlos (1798-1X07)

The period bounded by the arnval ofCrescentini and the lst French Invasion was

incomparable for the cahbre ofmany of the smgers
and for the presence of two of the

reading composers of the day, Marcos Portugal and Valentino 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

Palácio da Ajuda. Lisbon. but including a small group preserved in London, principally

at the Royal College ofMusic (GB-I.cm). are reiated to performances at the Teatro de

S. Carlos.

• Salieri Axur re d'Ormus9

Salieri's Axur was performed at the Teatro de S. Carlos in Spring 1799, having already

been put on at the Ajuda Theatre in ceiebration of Queen Maria I's birthday, on 17

December 1790. There are vocal and instrumental parts, but no full score, at P-l- 1

(MS G33).

8Thcre arc onlv ihree knovvn productions
- Fîorence. Pallacorda. Spring 1793. Vemcc. San Cassano:

Carmval 1794 and thc truncated. pastichcd Lisbon. S. Carlos: 1796 production. Thc Lisbon verston

conums nonc ofthe new maienal íntroduccd at Venice. so must havc come from Florcnce.

"Librctti consultcd Ibr productions al: Vienna. Burgth.:I788.
Lisbon. Ajuda: 17 Deccmbcr I7v0.

Milan. Scala: Spring 1792: Milan. Scala Carnival 1797. Lisbon. S. Carlos. Spnng 1799. Barcclona.

Prmcipal: 4 Novcmber 1800: Rio de Janctro. S. João: 17 Deccmber 1814



Axur re d'Ormus received its first performance at the Burgtheater, Vienna tn 1788. It

was at this same theatre that Girolamo Crescentini fírst sang m the work m April/May

1 797. We cannot be certain as to whether Crescentini acquired a score and brought it

to Lisbon or whether the management of the Teatro de S. Carlos obtamed one

mdependently. Crescentmi bemg merely the catalyst for its use10. What we do know is

that the singer composed two anas for the work - "Vieni agli amplessi miei" (MS

preserved m /-.Vc»l) and "Dei pietosi" (MS in GB-Lcm Parry 2258 (6) - opening page

reproduced below). of which (only) the latter appears in the S. Carlos verston, in Act I

Scene 10. He probably wrote "Vieni agli amplessi miei",
therefore. for the 1 797

Vienna production and "Dei pietosi" either in Vienna or Lisbon. Neither "Dei pietosi"

nor other significaní variants from the S. Carlos version were reused at Barcelona m

1800orRiode Janeiro 1814

^í'^M^:
m
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Pl'itc 13 Photograph of ihe opening of Crescentini's aria "Dei pietosi" composed for tnsertion m

Sahcn's Axur re dVrmus (GB-Lcm MS Parry 2258 (6 ). f. lv i.author's photograph)

-'Rcgrcttablv. 1 havc been unable to locate a copy of thc Vienna
1797 ltbretto. vvhtch vvould cnable us

to csũblish possiblc connecttons. Probably u was not printcd.
1 ■Inibrmaiion from vsork îist in article on Cresccntini ín XGO (Nicola Lucarcllt)

(í-í



The S. Carlos libretto ís also íncompatible with that for the Ajuda 1790 production.

The latter, however, coincides precisely with the material preserved at Vila Vi^osa and

it vvill come as no surpnse. therefore, to learn that the names Sigr. Reyna. Sigr.

Schettini, Sigr. Marrocchini and Sigr. Martim appear on the Vila Vi^osa parts,

respectively, for Atar, Axur, Fiammetta and
Urson - the stngers who we know from

the 1 790 hbretto sang in the Ajuda production. The 1790 Ajuda libretto also coincides

exactly with that for the T. São João, Rio de Janeiro, m 1814 (little more than a year

after its opening). The absence of the full score from Viia Vicosa (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 fírst years ot the

S. Carlos had already been acquired by the Portuguese court prior to the cessation of

court opera m 1792. Among these case studies we have now considered three ( 'hi

deii'aitrut st veste presto si spoglia (Act I at P-VV. Act II at P-La). Ta virtuosa m

Men>ellina (at P-l.a) and Axur re d'Ormus (vocal/orchestral parts at P-VV).
Two

important conclusions emerge from these cases, and are confirmed by the many others,

too numerous to be considered here. Firstly. this repertoire as represented in the

collection at Vila Vicosa originally formed part of the royal library at Ajuda
-

part was

taken at some stage to Vila Vicosa, on an apparently mdiscriminate basis, often leaving

one ac: 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

rovai hbrary was not available for use by ihc public T de São Carlos, vvhich thus had

to obtain scores from elsewhere. This distinction of royal and pubhc was evidentlv iess

clear cut m Rio de Janeiro. where the royal family was living in 1814.

• Cimarosa Gli Orazi e i Cunaztr-

Cimarosa's masterpiece (7// Orazi e i Curiazi holds a prime position m brmging 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 tvvo differmg

libretti were published, the first in celebration ofQueen Maria I's birthday on 1 7

■-Librctti consultcd for producttons at. Venicc. Fcnice Carnival 1707. Vcnicc. Fcnicc: Asccnston

1797. Livorno. Avvalorati: Autumn 1797. Genoa. S Agosttno Carnival 1798. Milan. Scala Carnival

1798. Vcnicc. Feniee Autumn 1798. Lisbon. S Carlos; 17 December 1798. Vcnice. Fcnicc Carnival

ixoo. Bologna. l?Zagnoni|: Spring 1800. Rcggioncll'Emilia: Fair 1800. Verona. Accademia

Filarmonica: Summer 1800: Vtccn/a. Nuovo. Summcr 1800. Tncste. Cesarea Regio: Autumn 1800:

Florcncc. Pergola Autumn. 1801 . Lisbon. S Carlos: 11 Novcmbcr 1801. Tncstc. Nuovo Spring

1805. London. King's: 2 May 1805. Pavia. Compadroni: Spring 1807; Naplcs. S. Carlo: 18 November

1807. Barcclona. Pnncipal. 1807. Florcncc. Pergola: Spnng 1808; also Marcos Porlugal's Gti Orazi e

■

Curiazi Fcrrara. Nazionale: Summer 1800.
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December 1798 and the second for the restoraîion of friendly relations between the

Portuguese crown and Napoleon. on 1 1 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 Grassmi as Orazia and Girolamo Crescentmi as Cunazio. Crescentini

repeated the role of Curiazio at the Burgtheater, Vienna, in April/May of that year, at

the Teatro Awalorati, Livorno, ín Autumn and at the Teatro alla Scala, Miian, in

Carmval 1 798, the last of these with Gustavo Lazzerini as Marco Orazio (and

Francesca Riccardi-Paer as Orazia). Crescentmi and Lazzerim repeated these roles at

the S Carlos m the 1 798 production. We may be certain that Crescentim possessed a

copy of the score. As pruno soprano, and therefore the leading member of the troupe.

the opera would have been written most of all with his voice in mmd It was entirely

usual. as we saw with Elena Harlas as primo soprano m / baccanti di Roma, and as we

shall see with other singers, for principals to possess scores of operas
written

particularly for them.

At L.isbon. as also at Livorno and Milan, a high degree of fidelity to the onginal

version ís maintamed, cuts, substitutions and additions being consistently few bv the

standards we have observed ín our models. the only consistent pomt of nstability being

a substitution in Act III Scene 2, where the original aria for Curiazio "Resta ín pace.

idolo mio", is replaced by "No, non temer mio bene" at Livorno and Milan, and bv

"Deh, cessa, mio bene" at Lisbon, an indefinition resolved in the 1801 production by

the cutting of Scenes 1-3 of Act III entirely.

Although Crescentim was still ín Lisbon for the 1801 revival ofGli Orazi e i Cunazi.

we should be aware of a number of changes in the circumstances. For one thing, the

cast, apart from Crescentini as Curiazio and Gaetano Neri as Publio Orazio, was a

different one.

Of the principal roles, Vmcenzo Praun. replacing Lazzerini as Marco Orazio. had no

previous connections with the opera, but Angelica Catalani, who sang Orazia in place

ofDomenico Caporalini, had already sung tn 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, Tneste, that Autumn.

Like Crescentini, she plaved the role of Curiazio in all of these productions. and it is

indicative on the one hand, ofCrescentini's precedence, and, on the other, of the post



she must have been contracted to fill - that ofprima donna sena
- that she had to

change roles and play Orazia.

Catalani made two substitut.ons. in Act I Scene 10 she sang the aria "A questo core

oppresso" in place of "Nacqui ê ver tra grandi eroi", and in Act II Scene 5 a reatauvo

accompagnato "L'amante forse" leading to the ana "Se la patria e mia nvale",

replacing "Se Pietanel cor serbate" (m Scene 7 at the premiere, in Scene 6 of the 1798

Lisbon production). The Act II substitution was borrowed from Nicolini's / haccanaii

di Roma Act II Scene 5, an opera wntten for performance at the Teatro alla Scala,

Mitan. in Carnival 1801, particularlv with her m mind and generally considered her first

great triumph.

In other respects the 1801 S. Carlos hbretto follows the version used at the theatre m

1798 very closely: in Act I by cuttmg the openmg of Scene 9 and substituting the last

parî of the fínale, and tn Act II by mcluding the same substitute duet for Cunazio
and

Orazia ín Scene 3, by the combmmg of the original Scenes 4 and 5 to make a single

Scene 4. by maintaming a substitute ana 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 mav be certain that the 1801 version is a direct descendent of the 1798 version.

IfCrescentmi vvas the catalyst forthe 1798 production, what then about 1801° I

would suggest that the choice of
this opera for revivaL unhke anythmg we saw m the

model operas, vvas the consequence
of a political decision taken by Pma Manique. The

plot of the opera ís centred on conflict between warrtng sides and the deaths of the

bnde and bridegroom to be. Cunazio 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 hbretto. but rather, in a specially composed ending, ir.

the prevention of the tragedy by a spirit, who then leads all present m a eulogy of the

Queen. Corresponding to this. for the performance on 1 1 November 1801, given ín

the presence of the Royal Family and following which Pina Manique had laid on a

banquet for the guests, a spirit once more íntervenes, urging Marco Orazio to put an

end to bioodshed. The scene changes magicaíly to a temple interior, with a portrait of

the Prince Regent as a backcloth. Curiazio ís restored to life and with Orazia he sings

in praise of peace and
the peace-bringer. the Prmce Regent. The symbolism in the

context nf tlie celebration of peacc between thc Portuguese nnd French is obvious"

13For a study of the role of pohucs in determimng
alterauons to librctto tcxis. specifically SogratTs

hbretto La morte di Cieopatra. sce Nocciolini (1994).



It remains to be stated that Crescentini went on to repeat Gli Orazi e i Cunazi at

Piacenza in 1804 and Vienna, in 1805, as did Lazzermi at Bologna and Reggio

nell'Emilia in 1800. and Catalani at Pans in 181614. The production at the T. Pnncipal,

Barcelona, given in 1807, did not mclude any of the Lisbon variants observed above

and is clearly unrelated.

VV'e have now seen Crescentini centrally involved in determinmg the performance oí

two operas. He may have brought the score oíAxur re d'Ormus and certamly brotight

that oi. Gli Orctzt e i Cunazi \o Lisbon. To these we must add Sarti's Giulto Sahmo

(he sang the title role at Civitå Vecchia ín 1 790, Genoa and Brescia in 1 793, Brescia

again in 1 794 and Lisbon in 1 798), Cimarosa's L'olimpiade (he sang the role oí

Megacle at Genoa ín 1791 and Lisbon in 1798), Zingarelli's Giuiieíta e Romeo

(composed for him at Milan in 1796, he sang the role of Romeo there. at Vemce,

Reggio nell'Emilia and Modena the same year, Vienna in 1 797, Lisbon ín 1 798-99,

Milan and Vienna in 1804, Paris m 1809) and Paisiello's I giuochi d'Agngenio (he sang

the role of Alceo at Venice m 1794. Verona m 1795 and Lisbon ín 1799) He certainiy

brought with him the scores of all or most of these.

As for Catalani, she brought not merely the one aria from Nicolini's / haccanai: di

Roma. She clearly possessed the score, singing Fecennia [sic] not only at the Mila-ose

premiere but also at Genoa m Sprtng 1801 and at Lisbon in 1804. She ís likely also to

have brought tvvo other operas: Curcio's Ifigenia in Aulide - she sang the role of

protagonist at both the Florence premiere in 1799 and the 1802 Lisbon production
-

and Mavr's Gii Sciti - she sang at the Venice premiere in 1800 as well as the 1803

Lisbon production'-

• Portugal Eemando nei Messico'*

Eernando nel Messico vvas performed at the T. de S. Carlos in Summer 1805 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 protagomst was played

bv the castrato Filippo Maninelli, the opera was above all composed as a display piece

1 'For case of reading. in tlits and similar lisis wiih other singers I havc omtltcd ihc namc of thc

thcairc and the season If nccdcd. thcse can be found m thc corrcsponding cntry in Appcndix 2

(Singcrs).
'-Shc originallv sang thc prnno uomo role of Altamaro but stnce Cresentini was thc primo uvmo at

thc S Carlos. she had to svvitch to the prima donna rolc of Obcida. a phenomenon wc havc aircady

obscrved vvith Gli Orazi e i Cunazt.

16Libretti consulted for productions at: Venice. S. Bencdcuo Carnival 1798. London. King's n d

|1803|. Lisbon. S. Carlos: Summcr 1805.
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for the English pnmct 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, in

Summer 1798, at the T. Cesarea Regio. Tneste, in Autumn 1799 and at íhe King's

Theaîre, London, in 1803. Mrs. Billmgton sang the role of Zulmira in all of these She

evidently possessed the autograph manuscnpt score, which now resides, in a somewhat

altered state, in GB-Lbl (Add. MS. 16,1 12).

The cast of the Lisbon production included Catalam as Zulmira, Mombelh as Zorambo

and Ludovico Olivien as Fernando. The score underwent thorough revision, the

changes to the hbretto bemg made by the theatre's poet Giuseppe Caravita and to the

music by the composer. As well as the alterations to suit Catalam's voice, the role of

Fernando had to be reconceived for a bass.

Though Mombelli may well have contnbuted to the ídea of staging Eernando nci

Messtco at the S. Carlos, it ís most improbable that he possessed a copy
- he did not

sinu 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 m Portuguese libraries
- Act I in P-La (48-11-24) and Act

II m P-VV (MS G 41 ) - though different m their paper, bindmg and copyists. probabiy

onsinally belong together. They follow the Lisbon version and were almost certainly

copies for presentation to the Prince Regent.

Eernando neiMesstco was one of three opere sene that Portugal wrote while m Italy

and revised for performance at the S. Carlos. the other two being L'Argenide o sia !■:

niomodi Serse (Florence. Pallacorda: Apnl 1797. revised Lisbon. S. Carlos: 13 Mav

1804) and Demofocmic (Milan, Scala: 8 Februar>' 1794, revised Lisbon. S. Carlos: 15

August 1808). While ín the latter case vve may again assume that the composer was

responsible for transmission, we cannot do so mth L'Argemde. Mombelh was agam

amonti the premĩere cast (as Serse) and he evidently possessed a score (quite possibly

the autograph), for he appeared again as Serse at Venice ín 1798 and Verona in I 79Q

as well as at Lisbon m 1 804. He is. m actual fact. more likely than the composer to

havc been thc transmitter.

Mombelli and/or Olivieri, with whom Mombelli and his family travelled from Naples ín

1803 and who became effectively a member of the family until 1813. was also probably

K>°\



responsibte for bringmg two other operas to Lisbon: Tritto's Gli amencani (they sang

the roles of Cabana Cacico and Arias Davila, respectiveiy, at the Naples premiere m

1802, at Lisbon in 1803 and at Padua m 1809 - the only three known productions of

the opera) and P. C. Guglielmi's La distruzione di Gerusalemme (although they were

not involved ín the premiere, at the S. Carlo. Naples, m Lent 1803, both smgers vvere

probably still in Naples at the time and may well have acquired the score then, smgmg

the roles of Sedecia and Geremia respectively at Lisbon m 1 805 and Parma m 181 0.

Mombelli going on to smg it at Milan m 1815).

• Portmial La morte di SemiramideV:

Marcos Portuual composed l.a 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 Crescentmi as Arsace.

Of the subsequent productions three ínvolved Catalani: at the King's Theatre. London,

from 1 3 December 1 806 (with the title simply as Semiramide - repeated in 1 807, 1 808,

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. Italien, Pans, from 16 September 1817. She must have possessed a score (a copy.

since the autograph, which, as we savv in Chapter 2, Crescentini had stolen and been

forced to return, still resides in Lisbon. at the Biblioteca Nacional1*), and she was

certamly the agent of transmission for these productions.

From her time m London on, Catalani often included tvvo anas from La mone di

Semtramide m concerts. The first and particularly celebrated was "Son regma".

originally the Act I finale. Portugal revised the ana for La Sojonisba m 1803 and it

was further altered m London. The other ana, "Frenar vorrei le lagrime", had a more

complex history. Originally composed by Portugal for his setting oîGli Qrazi e i

Curiazi for the inauguration of the Teatro Nazionale, Ferrara, in Summer 1798, it was

adopted, along vvith another aria. by Josephina Grassini for substitution in Cimarosa's

l7Librettt consulted for producttons at: Lisbon. S. Carlos: Winicr 1801. London. King's I8u7.

London. Ktng's 1812.
_ _

"•Call-mark: MM 4816 A 1-2 Thc score mcludes an autograph substitute aria by Portugal lor Scr.ira

in P C. Gugltclmi's La disiruzione di Gerusalemme. Ovvmg to the orthographic similanty bctwccn

this charactcr and the protagonist of Portugal's opera. the ana was erroncously
bound ínto thts

volumc The opening pagc of this ana ís reproduced tn Seabra (1993). p 74. tn the mislakcn bclief

that ít ís from La rnorte di Semiramide.
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opera. lt rapidly became a favourite among other singers. Catalani must first have met

it vvhen she sang at Verona or Vicenza tn Summer 1800 alongside Luigia Calderim,

vvho mcluded this aria as a substitution. This would have been reinforced by Anna

Morichelli Bosello who sang it at Trieste that Autumn, when Catalani was again in the

cast. Indeed. probably the onty reason the latter did not smg it in the 1801 Lisbon

production of Gii Orazi e t Cunazi was her wish to show offthe aria that Nicolini had

composed for her. Marcos Portugal did. however. include "Frenar
vorrei le lagnme" m

his revised version of La Zcara m Summer 1804. When Catalani reached London. she

introduced the aria mto Act 2 tn the 1806/07 production oîLa mortc di Semiramide.

As weil as l.a mortc di Semiramide, Catalam took at least two other scores by

Portugal on from Lisbon: L'Argemde, vvhich she sang at London in 1807. and La

morte dt Mitndaie, the last opera the composer wrote for her, premiered at Lisbon in

1806 and repeated by her at London in 1807 and Dublin in 1808.

. Portuual L'oro non compra amore and Fioravanti Camilla^

Both l.'oro non compra amore and Camilia received their premieres at the T. de S.

Carlos in 1804, being directed by their respective composers, and
both mciuded.

among others ín the cast, Elisabetta Gaffonm (:n the roles of Lisetta/Camilla) and

Giuseppe Naldi (as Giorgio/Duca Alberto).
L'oro non comprct amore was given for

Gaíĩorini's Benefit.

If we look first at subsequent productions ofL'oro non compra amore. we fmd that

Gafformi repeated the roie of Lisetta at Milan m 1808, Turin m 1809, Naples. in 1812

and Vicenza m 1815:o The proximity of the Milan libretto to the onginal version ís

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, combmed. 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 ít almost certam that she possessed the score and was the agent of the opera's

transmission.

19Librciti consultcd for productions of L'oro non compra amore at Lisbon. S Carlos: Winter 1804.

Milan Scala 'AutunI-lno, 1808: Forence. Pergola: Spring 181 1; Milan. Canobbiana Summcr 1811

Librcut consultcd for producltons of Camilla at: Lisbon. S Carlos. I8U4. Milan. Scala: Auiumn 181

Chicu. Carnival 1815. Romc. Valle: Autumn 181"

:oCarvalhacs0910).pp. 164-175



L'oro non compra ctmore vvas again performed at the S. Carlos on 5 January 1810

under the composer's direction and for the Benefít ofMarianna Scarameili. vvho must

have sung Lisetta. Th.s combmation of composer and leadmg singer was repeated at

the court theatre, Rio de Janeiro, the followmg year, on 17 December, Queen Maria I's

birthday Presumably Marcos Portugal took the score with htm to Brazil.

Turning to the subsequent productions oîCamilla,
of the four it has been possible to

trace, two involve smgers from the onginal L.sbon product.on, namely at London m

1806, where Naldi sang the roleof Cola, and at Milan m 1810. where Gafformi once

more took the title role. In the London production, the libretto is identical to the

onginal in Acts I and II. and Act III Scene 1, but there is a completely new Finale.

Given that the opera was bemg given for Josephina Grassim's Benefit and
that Naldi

was not singmg the role ongtnally composed for him (Duca Alberto). we should make

no assumptions as to his mvolvement either in the choice or transmission of the opera.

The Milan production, a smgle performance
on 7 November21, which, I would suggest.

mav well have been a Benefit performance, also followed the onginal version very

closely, differmg only m substituttng Duca Alberto's ana m Act I Scene 8 and

accommodating the preceding recitative to fit it. Gafformi may well have chosen the

opera and been the agent of its transmissjon2:.

As we have seen. Gafforini certainly took a score oîl.'oro non compra amore with her

from Lisbon and probably one of Camilla. She was also very ímportant in brmging

operas 10 Lisbon, cenamiy being responsible for transmittmg Fioravantis La

capncaosa pentna (as "L'orgogíw awiliton)2\ Giuseppe Mosca's II sedtcente fiiasofo

and La forluncna comhmazione, and Orlandi's lipodesta di Chioggia, having taken

part in the premieres ofall four at
La Scala. Milan, m 1801 or 1802 and repeating them

at Lisbon in 1803 or 1804. She probably also brought with her a score of Ponugal's

Le donne camhiate. ín which she had sung the role ofContessa Ernesta at Livorno in

1798. Tneste m 1799. Turin in 1800 and Milan in 1801. pnor to singing ít at Lisbon in

1804 on the occasion of the Benefit of Antonio Palmini24. The latter may also have

possessed a score, having previously sung the role of Biagio at Florence ín 1798 and

Genoa in 1801 While Naldi was clearly less central as an agent of transmission. he

:iaccordinu to the chronolo^v in Gatti (.1964).

::The ĩibrcut for the producttons Chteti and Rome are both very unpurc I hc tormcr gives tne

hbri-uisi as I uilwia. wluch suggests ihui Toilola niâv M some poim huvt. re. iscU thc hbrctto (ongmailv

bv Carav ua based on Carpani's text for Paer's opera oí
thc samc name..

:W morc details of this opcra. sce belovv in
the scctton rcgarding thc T. dc Sao Joao. Oporto

:-» M L isbon thc sccond arta for Contessa Ernesta and Carlotta vverc cut. and Portugal composed a nevv

duet for ihe Conte and Contessa Thts follovvs very much thc paucrn at M.lan. vvherc both the tuo

anas and thc duet vvcre cut Gaffonni must certainly have bcen ccntrally mvolvcd in thc pattern that

ihe Lisbon production took.



probably dtd acquire a score ofTrento's Gii assassuu while in Lisbon, for, havmg

played the part of Roberto at Lisbon in 1804, he repeated the role at the King's

Theatre, I.ondon. in 1807 vvhen the opera was given the revised title, focusing on his

role, Roberto l'assassino.

At the Royal College ofMusic, London. there are manuscript scores of both Camiila

(GB-Lcm MS Parrv 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, ít is copied with most exceptional care and clarity, with tempo

indications and dynamics highhghted by being in red mk. ín contrast to the black of the

rest; secondly, it mforms us of the identity of the copyist, stating on the frontispiece

"Copio dall'ongmale Joaq. Casimiro". Very clearly, this was mtended as a presentation

copy. though there ís no mdication as to who ít was intended for. In addition, the

indication of the copyist here provides us with a kev to the understandmg of a whole

senes ofmanuscripts of operas by Marcos Portugal and Fioravanti located ín hbraries

ín 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

copvists with him and therefore with the copying system 3t thc S. Carlos. We may

add, furthermore, from the enormous quantity and, ín 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

copyist2-. The CamiIIa manuscript also contains sections copied by Casimiro. thus

linkmg it too to the S. Carlos copistena.

The pair of manuscript scores oil.'oro non compra amore made up of the

Overmre Act I at P-Lan (Fundo Casa da Fronteira. MS 73) and Act II at P-VV (Mus

MS G39) was copied by four copyists, including Casimiro. This again is certainlv a

product of the S. Carlos copistena. as are the scores of Fioravanti's
Lct dama soldato

and Portugal's Argentde, Eernando nei Messico (Act II only26), La Merope, l.a morte

dt Mitndate, La morie di Semiramide and I.a Zaira, variously at P-La and P-VV. and

Dcmofoonte (Act I only) at P-Ln.

:5For a discussion of the corpus ofmanuscr.pts tnvolved. sec Cranmer (1988).

:6The P-Í.a Act I ís of less certain origin
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. Portugal Artaserse and Mozart La cíemenza dt Titov

In Autumn and Winter 1806 there were two Benefit productions which particularly

warrant our attention. respectively Artaserse, composed by Marcos Portugal for the

Benefit of Eufemia Eckan, and Mozart's La ciemenza dt Tito, for the Benefit of

Marianna Sessi.

At the premiere production ofArtascrse 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 1 8 1 0 and the T. Ducale, Parma, m Carnival 1 S 1 7.

both with Lckart::' as Arbace, and at the Coun 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 vvhole of Act II Scene 12, and in substituting the two arias for

Mandane. Although further alterations were made at Parma, the version there still

remams 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 I Scene 5 aria "Per pietå, bell'idol mio" and the followtng

recitative. As m the case of'L'oro non compra amore, ít is likely that the composer

took the score with him and was the agent of transmission.

The Roval College of Music. London, also possesses a score oíArtaserse (GB-Lcm

MS Parry 512), apparently the only extant copy. Once more it ís demonstrablv a

product of the S. Carlos copistena, containing four hands including Casimiro's. and

apart from two cuts it gives an identical version to the 1806 S. Carlos libretto.

:?Libreut consulted for productions o\~Anaser.se at: Lisbon. S Car'os: Autumn 1806. Florcnce.

Pcrgola Lent 1810. Rto de Janeiro. Court: l7Dcccmber 1S12. Parma. Ducale: Carntvai 1817

Librettt consuitcd for producttons ol'La clemenza di Tito. Prague. Nauonal: 6 Septcmbcr 1791 ;

ĩ.isbon. S Carlos. Wmter 1806; Naples. S. Carlo 14 May 1X09. London. King's: 27 March 1806.

Rclated Ubrctti also consultcd: Tortogallo' Tito l'espasiano
- Livorno. Carlo Lodovtco: Spring 180".

Poriogallo' Barsene regina di Lidia
- London. Ktng's: ? June 1815

:8Eufemia Eckart married Gaetano Nen at the Igreja dos Martires. Lisbon. on 23 Octobcr I8U6. Thc

Ltsbon libretto Ibr Artaserse has the ortgtnal form of her name. vvhilc at Florencc and Parma her

surname is givcn as EckartNcn.
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La clemenza di Tito also has a story of connection with the beneficiary, this time

principally, though not wholh. , prior to
its performance in Lisbon. Marianna Sessi first

sang in the opera (as Sesto) at the Burgtheater, Vienna,
m 1804, repeating the role m

the production at Muntch the following year, the Tito in both cases being the bantone

Antonio Brizzi. Although neither libretto seems to have been prmted, we know

something about the versions used from the Atlgememe Musikalische Zeitung29. vvhich

tells us that it vvas necessary at Vienna to make two substitutions to accommodate

Brizzt's voice. since he was not a true tenor, one being by Johann Simon Mayr, the

other specially composed by the maestro for the Vienna production, Joseph Weigl.

From the Lisbon libretto it ís plain which arias are bemg referred to. stnce Domenico

Mombelli, the Lisbon Tito. in spite of bemg a true tenor, repeated the same

substitutions. In Act I Scene 4 "Splenda di Roma il fato". the specially-composed

Weial substitution, effectively replaces "Del piú sublime soglio", in Scene 7; m Act II

Scene 6 "Non tradirmi m quest' istante", borrowed from Mayr's I misien eleusmi (first

performed at the T. alla Scala, Milan. 6 January 1802) is added at the end of Tito's

recaativo accompagnato "Che orror' che tradtmento", while the origmal Mozart ana

"Se all'impero. amici Dei!" ís cut from the end of Scene 10. At Munich, at Bnzzi's

mstigation 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. Plamiy, Sessi was not

onlv responsible for the choice of opera, but brought the score containmg the W'eigl

and Mavr substitutions with her from Vienna to Mumch ( where the score, at anv 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 Tno Vespasiano, performed at the T. Carlo Lodovico, Livorno. m Sprmg

1807. and attributed there to 'Marco Portogallo'. Marcos Portugal was, of course, at

this time ín Lisbon. but, as ít happens. the cast for the production included Martanna

Sessi. As well as the libretto itself we are singularly fortunate in possessing an almost

identical manuscnpt entitled La cíemenza di Tito, also attributed to 'Marco Portogallo',

at the Conservatono Arrigo Boito, Parma (I-PAc MS SL 256-57)30. An analysis of the

contents of libretto and score make it quickly apparent that the work is a pastiche,

29A\IZ VI. N° 30. 25 Apnl 1804. cols. 504-6; VII 46. 14 August 1805. cols 741-3.

3uThe diffcrences found in the manuscnpl are as follovvs: ín Act I Scene 2 Vitellia's aria begins "Ecco

a tc mi guida amore'. continutng from line 2 as in the libretto. in Act I Scene 7 Servilia's arta is

substituted bv one beginning "All'idea di tal periglio"; tn Act I Scene 8 the aria "Torbtdo mar che

fremc" ts assigned to*Annio tnstead of Publio; m Act II Scene 3 therc is an additional chorus "Calma

l'affanno" and ana for Tito "Sommt e clcmenti dei". in effect repiactng the corresponding chorus and

arta for Tuo in Acl II 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 Imroduztone from Farinelli's / nti d'Efeso and two arias

from Portugal's Artaserse ("Frenar non posso il pianto" from Act I Scene 6 and

"Sospirando, afflitto e mesto", a slight rewording of "Palpitando, afflitta e sola" from

Act II Scene 13), all operas associated with Sessi.31

Sessi also took part m the production ofLa clemenza di Tito at the T. S. Carlo,

Naples. on 13 May 1809. Much of the Tito Vespasiano material reappears in this

libretto (leaving little by Mozart). though not the Anaserse arias - Sessi had, after all.

already used "Sospirando, afflitto e mesto" as a substitution m Zingarelli's Giulietta e

Romeo there. one that she went on to repeat in the production of Zingarelli's opera at

theTh. de L'Impératnce, Paris, on 16 December I812?: "Sospirando, afflitto e

mesto" also found its way into Barsene regina dt Lidia, performed at the King's

Theatre, London, ín 1815, where it appears ín Act II Scene 10. This vvas 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. \ot only did she bring La

ciemenza dt Tito to Lisbon but she must also have possessed Farinelli's / ritt d'EJeso -

she had sung Aspasia at v'ienna in 1805, repeatmg the role in Lisbon m 1806, Rome.

Reggio nell'Emilia and Parma in 181 1. and Turin in 1812, also, as vve have seen.

including matena! from îhe opera in Ttto Vcspasiano. Whether she owned a score o\

the whole ofArtaser.se as distinct from her tvvo anas is far from proven. It is perhaps

significant in this respect that whenever Eufemia Eckart Neri repeated Artascrse. the

anas for Mandane (Marianna Sessi) were always replaced. Maybe they were simply

missing from her copy of the score as Sessi had taken them vvith her33.

The choice of operas we have examined for the period 1 798-1 807 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 dttrmg 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 smgers being not only less

•

'For a detailcd account of thc contcnts and ongins of the producttons of La clemenza di Tito in

London and Lisbon f 1806i. Naples (1809). Paris (1816) and Mtlan (1818). as vvell as Ttto Yespasiano

in Livorno 1 1 807). see Collins & Cranmcr (Jbrlhcomingi.

•:The manuscript uscd for ihc Naples production still exisls at the Conservatono thcrc (I-Xc Rari

5 5.33-34). thc first volumc entitlcd "II Tito Vespasiano". and attributed to Marco Portogallo. thc

second entttled "La clemenza di Ttto" and attributed to Mozart

33It is perhaps íronic that thc solc surviving autograph matertal from .Irtaserse ts the aria

"Palpitando. afflitta c sola ". prcserved tn the Bibliotcca N'acional. Lisbon (call-mark: MM 434 0

[



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 operas comtques reachmg

Lisbon from Monza, probably via Milan, have already mentioned. Among other

operas not reaching Lisbon through singers, specific reference should be made to

Gnecco's Eiiandro e Caroíma, performed at the S. Carlos in Sprmg 1807, since all the

evidence points to its havmg come from Rome, thus widening the range of Italian cities

that supplied Lisbon with scores34.

invasion and doldrums at the Teatro de S. Carlos (1X07-18)

The period bound by the Ist French Invasion (1807-8) and the resumption ofregular

seasons. really and truly only from íate 1818, may be broken down mto three distinct

phases: the invasion itself, when busmess continued as normally as possible. íts

aftermath, when opera performances seem to have been irregular, the repertoire

decidedly backward-looking and the prmting of hbretti. with only one or two

exceptions, discontmued (from late 1808), and the period of attempted re-

establishment of regular opera (from late 1812). when the repertoire was ofmostlv

recent works but libretti were stiil not. as a rule, printed.

In the first and third of these phases, we have cases of composer involvement
ín

transmission and actual composition. P. C. Guglielmi is likely have brought a score of

his opera La fiera. given with the nevv title L'amante di tutte. fedeie a nessuna at

Lisbon in late 1 807 Marcos Portugal revised his Demofooníe for a production in

celebration of Napoleon's birthday on 15 August 1808, presumably adapting a score he

had brought with lum from Italy eight years earlier Prospero Pedrazzi's new opera

Amor senza interesse was put on probably in late 1808 or early 18093-\ while Trento

composed Tutto per mganno for the Lisbon theatre in 1816.

One new opera does stand out at this time. namely Luigi Gianella's Ifigenia in Auíuie

on 16 January 1808 The composer and, possibly, his librettist Stefano Vestris, came

to I.isbon from Pans in the ímmediate wake of the French invasion. To judge from

Vestris' announcement in the printed libretto (cited in Chapter 3), this opera vvas

34Ltbrcttt consulted for producttons at: Romc. Vallc: Autumn 1804; Bologna. Comunale: Spnng

1805; Lisbon. S. Carlos Spring 1807. productions vvith thc title Carolina e Eilandro Fiumc.

Adamich: Autumn 1K05. Florencc. Pallacorda: Spring 1806; Livorno. Accadcmici Flondi: Sprtng

1 808

35Scc Chaptcr 3 and Appendix I (Chronology) Ibr my dating of this opcra.
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intended as some kind of attempt at reform, part of a programme of cultural

propaganda from the mvading power.

With the French duly removed and the British installed m their place later ín 1 808, 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 l.isbon came (in late 1812).

The lack of prmted hbretti for the S. Carlos at this time makes it impossible to give

properly founded statements about which operas came from where or hows However,

two operas at least are suggestive that the singers did brmg scores with them, namely

Pucitta's La caccia di Ennco 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 m at the Pantheon, London, m 1 8 1 2 before singmg it for his

Benefit at the S. Carlos also m 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 ofMozart's Cosifan tutte ano almost certainly sang it in Lisbon between late

1812 and 1814.

To itidge from the AMZ correspondent cited m the Introduction to Part 2, the new

company that began singing at the S. Carlos at some point ín 1815 had been contracted

in Milan and scores were also acquired there at that time. The S. Carlos hbretti vve

possess from 1 S 1 6 and 1817, however, are too few and limited in scope for us to

confirm the origin of the scores used then.

Re-estahtishment and contmuation at the Teatro ae S. Carlos (1S18-2S)

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

to confirm that the transmission patterns we observed prior to the French invasions

resumed in the aftermath of this trauma. It has to be stated. however, from the outset

36Wc must remcmber that thc S. Carlos throughout our period had no library or othcr repository for

scores used at thc theatre The scores vvere thc indtvidual propcrty of the impresanos. cotnposers.

singers. ctc . so that thc fact that Le donne cambiate uas by Marcos Portugal or that it had alrcady

bcen pcrformcd at the thcatre did not mcan that there vvas nccessanly a scorc availablc locally that

could bc uscd.
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that the repertoire itself shows fewer idiosyncracies than before. Relatively few operas

from the fmal ten years of our period were not also performed in Madrid and

Barcelona, for example, and the corpus of Rossini operas, m particular, formed a sine

qua non of the repertoire everywhere, a phenomenon
not observed to the same degree

previously vvith any other composer. It has also to be added that the tendency ín 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 increasmgly antiquated opere sene, made the cuts. substitutions and additions

that were part and parcel of earlier practice gradually more difficult and less desirable.

This ín turn makes the versions of the libretto for each production increasingly similar

and a stemma correspondmgly more difficult to construct For the end of this period

we shall also focus on scores ín two Lisbon libranes - the Biblioteca Nacional (P-Ln)

and the archive of the T. de São 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 Ciottlde11

Clottlde was first performed at the T. de S. Carlos in 1818, being repeated there ín

1821 and 1828. It was also given at the'f. de S. Joâo, Oporto. m 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, m 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. m Sprmg 181"

Although the cast for the 1816 S. Benedetto production was totally different from the

premiere there a year earlier, the libretto text differs m only a few instances, the

principal changes being: m Act I Scene 4 there is an additional aria for Clotilde, m Act

II Scene 1 there is a new aria for Clotilde. which also shortens the scene, in Scene 9 an

ana for Isabella replacing a chorus and in Scene 13 a revised ensemble involving

Jacopone, Emerico, Clotilde, Isabella and Tanuffo. 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 Tutti of the Scena Ulttma, which follows ít.

37Libretti consulted for productions at Venice. S. Benedeuo: Spring 1815. ibid Spnng 1816; Milan.

Rc Spnng 1817. Verona. Morando Lent 1818, Florencc. Pcrgola. Summer 1818. Lisbon. S Carlos'

1818. Florence. Spnng 1819; Barcelona. Pnncipal: 1819; Oporto. S. João: 13 May i820. Palma

iMajorca|. 1826
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The S. Carlos 1818 and S. Joâo 1820 productions share much with each other and

certain features with the Milan production:

Act I

Lisbon, S. Carlos: 1818 Oporto, S. João: 1820

Clotilde's additional ■'Milan) ana and surrounding The add.tional (Milan) aria is replaeed

rccitatives are replaced (diffcrently) but the recitauves remain

íntaci

7 Recitative begins at line 7 of the onginal

Act II

I Rcvised Vcrocc 1816 format;

Clotilde's aria replaccd by one for Agata

6 Duct for Tarfuffo and Clottlde replaced by

recitative and ar:a for Tartuffo

1 1 Opcning of Scena L'iuma as at Milan;

addmonal ana for Cloulde

Likevvise

Likewise:

Clotilde's aria replaccd by another l'or

Clotildc

Likewise - thc repiacemeni is the samc

Scena t'tiima - Opening as at Milar..

othcrwise an ídiosvncrauc ônale

In Act I Scene 4 they both replace the addition made at Milan. the S. Carlos

production also replacmg 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 ana. at the S. Carlos with une for Agata, at the S. João with

another for Clotilde: in Scene 6 both substitute the duet for Tartuffo and Clotilde,

replacing ít by an ídentical recitative and aria for Tartuffo: both use the openmg of the

Milan Scena Uiuma, at the S. Carlos in Scene 11 (in this version. the last scene before

the Scena i'inma) to precede an additional aria for Clotilde, at the S João to open the

Scena Uinma, which ís otherwise entirely new.

The versions we find in these two libretti are close and fully compatible. all differences

involving cuts or simple substitutions. We may reasonably suppose, therefore, that the

score ttsed for the Oporto production, in all probability. came from Lisbon3* The two

productions also broadly follow the Milan version and are compatible with it.

v\<\ccording to thc Oporto hbretto. Act I Sccnc 1 vvas cntirely new. having bccn recomposcd by thc

composcr. uho v\as currenth maesiro at thc T. dc S. Carlos. Lisbon The hbretto text. howcver. is

idcntical to othcr cû-tions Assuming that Coccia did indccd unte someihmg new for thc Operto

production. cither u was just thc music to ihis scene. the words rcmatntng thc saine. or. more likely in

the present author's view. the refcrence ís to some othcr sccne. e.g. one of thc substitutcd artas for

Clotilde ( Act I Scene 4 and Act II Scene i . or Isabclla (Act II Sccne 8). or. lcss likely. thc Finalc of

Act II At anv ratc. u uould add ucight to the idea of a direct link between the S. Carlos and S João

producuons



Sadly no libretto was published for the 1820 T. del Príncipe, 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 fmal scene of Act I, both having the same new opening, in Act II Scenes 1 and

what in the 1816 S. Benedetto version was Scene 13(11 and 10 at Barcelonaand

Palma. respectively), both have the Milan Act II Scene 14 and Scena Uítima opening,

though at Palma the rest of the scene is substituted. Without doubt the Palma score

came from Barcelona. Although the Barcelona production mcluded in its cast two of

the singers from the Venetian premiere. Domenico Vaccani as Tanuffo and Marianna

Rossi as Isabella. they seem not to have had any infîuence 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 cenain broad

similarities between these Spanish and Portuguese versions, pamcularly since the

patterns are different fromthose observable in other Italian hbretti (namely at Verona

in 1818 and Florence in 1818 and 1819). While the similanties are not so great as to

make direct transmission between the two countries probable
- though this cannot be

absolutelv ruled out - they are such as to make it likely that the scores tised in both

countries came from the same Milanese copisteria.

We mav propose. therefore, the following stemma for the productions oîClotiide

examined here:

Venice. S. Bcncdetto' Spnng 1815
v

Venice. S Bcncdctto: Spr:ng 1816

Milan. Re Spnno .817 / \

I \ Verona. Morando: Lent

Lisbon. S. Carlos: 1818 \ / Florence. Pergola: Summcr Ĩ8Í8

Barcelona. Princ.pal: 1819 Florencc. Pergoia. Spring !s_9

Oporto. S João. 1820

Palma 1826



• Rossini Otelioy>

Otelio 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 ín 1822 and 1827, Cadiz in 1826, Seville and Palma (Majorca) ín 1828.

for all of which libretti are available, and at Oporto m 1824 and Lisbon in 1825. for

which an argomento was printed Otelio provides us, therefore, with an unusual

opportunity to assess how operas may have spread from Lisbon to the rest of Ibena.

In general terms, the vanants depart little from the premiere production at the T. de!

Fondo, Naples, during the Winter season of 1816. It is noticeable, however, that

whereas the Spanish productions retam the original three-act format, ín all three

Portuguese productions the three acts were reduced to two, the origmal Act II Finale

being substituted to smooth the transition.

Let us consider first the two-act Portuguese versions. Although vve 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 ofjustification

of the two-act format, goes so far as to provide a footnoto -sasmg. "To understand the

development of the piece it is important to know that it was origmally written in three

acts, which were only sung intact in the early performances m Italy. and which were

afterwards reduced to the two acts m vvhich we fmd it, which is how it is performed

now everywhere..."4'1 This was not, however, true. The only precedents at this time

were Lisbon (1 820) and London (1822). That bemg so, vve must suppose, firstly. that

Carlo Coccia. the then maestro at the S Carlos, was responsible for the adaptation

and, secondlv, that the score used at Oporto came from Lisbon. As regards the

situation in Italy, it has only been possible to trace slx two-act productions during the

1820s, namelv at Parma m 1825, Turm in 1826, Milan and Brescia in 1827. Mantua in

1828 and Pavia in 1829. In four of these, Luigi Mari, the 1820 S . Carlos Oîello,

repeated this role - at Turin, Milan, Brescia and Mantua. He must have possessed a

copy of the Act II ftnale substitution if not the whole score41.

39Librctti consulted for productions at Naples. Fondo: Wintcr 1816. Lisbon. S. Carlos: 1820:

Barcciona. Pnncipal I S2 1 . Madrid. Prmcipai' 1822. Cadiz. Pnncipal: 1826; Barcclona. Principal

1827. Vladnd. Cruz 1828. Palma 1828. Seville 1828

4ll"Convcm sabcr. para íntciligencia do desenvolvimento da Peca -

que ella foi escnpta em tres Actos.

que so nas primeiras represcntacocs cm Itaha se cantou íntctra. e quc depois foi rcduzida aos dous

Actos cm que se acha. como agora em toda a parte se executa..
"

Argomento. p 14 It goes on to

recount the plot as ín the onginal. so ihat the audiencc vvould undcrstand how it had bccn altcrcd

4II am índcbted to Michacl Collins for supplying mc vvith information on thc tvvo-act producttons ifax

of 1 1 November 1996). he in turn having reccivcc much of ii from Philip Gossctt

tøi



Though great in its extent, the replacement of the origmal Act II finale should not be

regarded as any different from any other substitution, only circumstantially removing

this version from the original at this pomt, and not necessarily preventing the

transmission of the original version.

Apart from the reduction to two acts, the 1820 Lisbon version only contains tvvo

variants compared with the original: an altered wordmg 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 1S22 Madnd libretto, which, apart from the retention of the

three acts and a few msignificant 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 vvhom had sung these roles with him at Lisbon. Although

Oteilo was a generally popular opera and is likely to have reached Madnd through

other channels by 1822. given what we already know about Mari, we must suppose

that, as well as the Act II ftnale replacement, he possessed the whole score. with the

origmal Act II finale, taking it with him from Lisbon to Madrid42.

The remainmg Spanish productions may be divided mto 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 either43.

TheMadrid 182~ production ís 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

II the first three scenes are cut and what is called Scene 3 is an extension of Scene 2.

not the Lucio scene m the equivalent position in Lisbon and Madrid 1822.

At Seviíie in 1828, vvhere the Otello was once again Luigi Mari. there were a number

of cuts, including the first three scenes ofAct II, a feature also found at Cadiz, and

some substituted or variant recitatives. This version remams, however, compatible

with the others so far described, being closest to the 1822 Madrid and Cadiz

productions. Mari was probably the agent of transmission again

i2It is worth mcnuoning that Man took the rolc of Otcllo vcry much .o heart. unlike Aurcliano in

Aureliano in Palnura. whcrc hc was thc onginal protagonist. íle had. of coursc. takcn on the role of

Aurchano at a late stagc. to substitute Giovanni David It remams. however. iromc that Aurcliano

reccived its Lisbon premiere only somc iimc aftcr Mari had left.

43Thcre is a further Lisbon connection. namcly with thc latcr 1825 S Carlos production. the role of

Oicllo bcing sung at Cadiz b> Alessandro Mombelli. vvho had sung Iago at Lisbon and that oflago

bcing played at Cadrz by Paolo Lcmbt. who had playcd Rodngo at Lisbon. This. however. vvhile

íntercsting and possibly raising thc likclihood of Lisbon as the source. does not alter the options.



The 1821 Barcelona version, on the other hand, though similar to the Lisbon-Madnd-

Cadiz-Seville group, shows important differences. Among these are: in Act I the duet

for Rodrigo and Iago "No. non temer: serena" (end of Scene 3 at Lisbon) is cut and

Scene 4 opens with an additional recitative section; m Act II Scenes 1 and 2 there ís a

substitution ínvolvmg Rodrigo and Desdemona, and the original Naples Scene 4

recitative ís found here as Scene 3 The nature and scale of these differences mdicate a

different origin from the versions found ín the group we have just considered.

The TS27 Barcelona production follows that of 1 821 in all but a fevv points and this

production evidently used the same score as in 1821.

The 1828 Paima libretto shares certain features with the 1821 Barceloua 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 ongmal 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

Clotiide, the score ís likely to have come from Barcelona.

The stemma for the Iberian productions oWieiío thus looks like this:

Xaples. Fondo: w'inter 1816

Madnd. Pnncipe

L:sbon.S Carlos 1S2i

Opor'.o. S João: i 8_

Lisbon. S. Carios. 1825

Cadiz. Pnncipal. 1826

i

Madrid. Cruz 1827 .

Barcelona. Pnncipal' 1821

Barcelona. Pnnc.pai :82"

Seville 1828 -
-

- Palma. 1828

IfMan was responsible for transmitting Oteiio from Lisbon to Madrid, other singers

seem certam to have taken Coccia's Lafesta deiia rosa along the same route. The

premiere took place at the S Carlos on 1 3 August 1821 for the Benefit of Giuditta

Favini Also in the cast were Domenico Vaccani, Paolo Rosich and Giovanni Mana

De Capitani. All three of these took part in the production at the T. del Príncipe.



Madrid, on 20 December 182244. We are probably dealing here with a case

comparable to that ofGazzaniga's // disertorejrancese, 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 actmg merely as transporter.

On a different tack, ít is worth just mentioning that the only trace of Favini it has been

possible to fmd after she left Lisbon, late m 1821, is in a production oîLafesta delia

rosa at the T. Compadroni, Pavia, in Carnival 1825. Presumably she possessed the

score.

• Morlacchi Tebaido e Isolina*-

Tebaldo e Isolma vvas first performed at the T. de S. Carlos on 6 October 1824. with

Giuseppa Julien as Tebaldo. Luigia Valsovani Spada as Isolina and Alessandro

Mombelh as Boemondo. Of these, Alessandro Mombelli had already taken part in the

premiere at the T Femce. Venice, m Camival 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 neH'Emilia in the May Fair that year4* As we

shall see. there ís no reason to suppose that either was responsible for transmittmg the

opera to Lisbon, thouoh Valsovam Spada, in particular, may well have been bchind the

choice for performance

The particular mterest of Tebaldo e Isolina in the present study is the existence at the

Biblioteca Nacional. Lisbon, of a manuscript score (P-Ln MM 195) known to be a

44Although the libretto for the Madnd production has proved unpossible to locatc. u would ín any

case ac.ually bc irrelevant. suĸe the Lisbon production was thc premierc and all subscqucnt vcrsions

must stem from it.

4-Libreili consultcd for producuons at. Vcnicc. Fenice: Carnival 1822. Reggio. Comunua May 1822.

Verona. Filarmonico Autumn 1822: F'orence. Pergola: Spnng 1823. Padua. Nuovo Fair Liune)

1823; Livorno. Carlo Lodovico Summer 1823; Barccĩona. Pnncipal: 1824. Lisbon. S Carlos 1824.

Bologna. Comunaic Carnival 1825: Vcnice. S. Benedetto: Spring 1825; London. King's. 25 rebruary

1826. Ravcnna. Comunalc: May 1827. Madrid. Cruz: 182T. Scville 1828. Barcelona. Prmcipal
:829

46In both instances with Giambattista Velluti and Gaetano Cnvcllt. the original Tebaldo and

Bocmondo. respectively. both of vvhom appcared in many of the carly productions of the opera As

well as íhe Vcnetian premicre. Parma and P.csgio. the> both sang at the T. Eretenio. Viceiuoa. tn

Summcr 1 822 and thc T. Filarmonico. Vcrona that Autumn Vclluti vvcnt on to sing in thc opcra at

least at thc T Pergola. Florcnce. in Sprmg 1 823. the T. Carlo Ludovico. Livorno. in Summcr 1 823.

and thc King's Theatrc. London. in 1826. while Cnvelli took part ín the producttons at the T. Nuovo.

Padua. dunng the June Fair 1822. thc T. Comunale. Bologna. in Carnival 1825. the T. Verzaro.

Perugia. in Spnng thai ycar. thc T Comunalc. Ravenna. during thc May Fair 1827 and thc T

Rmnovati. Sicna. in Summer 1828.
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Bolognese copy made at the coptstena of Bonoris Zappi47. Ifwe 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 examme the S. Carlos version and establish the precedents for its mam features:

Vcnice, Fcnicc: 1822 Lisbon, S. Carlos: 1824 Preccdcnts íand othcr relevant productions)

Act I

(î Cut íBologna 1825)

Act II

3 Isolma's aria cut Florcncc 1823. Livorno 1823. ('Boîogna 1825}*

4 Cut Florence 1823. Livorno 1823. iBoiogna 1825:

1 1 Clemcnza's aria di cut at Verona 1822; substitutcd at Livorno 1823.

sorbetto cut (Barcelona 1824 & Bologna 1 825 share a

substilute aria di sorbetto but for Erm_.no)

12 Cut after opemng Cavatina

13 Cut Florcnce 1823. Livorno 1823. iBologna 1825-

14 Cu: Florence 1823. Livorno 1823. ■3ologna 1825-

15 Cuí (Barcelona 1824). (Bologna 1 825 -

*The Padua 1 823 edition also lacks an aria for Isolina. but in the contcxt of the prcccc.ne chorus

being substituted.

As we can see. the Lisbon production included nothmg that was not present in the

onginal, the only alterations being cuts. In its cuts there is a noticeable tendency to

íbllow traditions established at the T. Pergola, Florence, ín 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 Isolina and Berardo Winter

as Boemondo. All of these ctits, along with two others found at Lisbon, are also to be

found in the libretto edition for the production at the T. Comunale, Bologna. in

Carnival 1 825. While cuts in common cannot be regarded as such strong proofof

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 arta di sorbetto in Act II Scene 1 1 was

cut at Lisbon, for, had it not been, we miuht have had clearer evidence of connection

470n the frontispiece of the sccond volume of this two-volume manuscnpi. from the Vieira collcction.

wc rcad "Tebaldo e Isolina / Del M T° Morlacchi / Atto Secondo / Archivio di Bonoris Zappi in

BoloRna"



with one or other specific production. For the time being, we must be content with

suggestmg possible connections with any of the productions cited ín the table.

together, in theory at least, with the Venetian premiere and the production at Reggio

neH'Emilia in 1822, which leaves the origmal version intact414.

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 contam no extraneous material. but that

although it does not preserve the original version intact, the missing sections are all

among those cut m the S. Carlos production, namely Act II Scenes 3 (Isolma's ana). 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 ín the manuscript.

There are no indications in the score that this was cut ín performance. In the second

Act the original Scene 1 1 is tntact, with the Venice ana di sorbetto, and the only cut

índicated at this point is of the recitative preceding the ana. This contradicts the 1 824

S. Carlos libretto text, which, as we have seen, retains the recitative but cuts the ana.

On the other hand, the one apparently idiosyncratic feature of the Lisbon version. the

cutting of the second half of Act II Scene 12, is clearly indicated in this score. On the

page where the cut was made, there is a segno and a diagonal mark across the bottom

right-hand corner, 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 again there are

vestiges of folding to the pages, clearlv indicative that this scene was cut.

So where does this seemingly contradictory evidence leave us° The fact that

everythmg 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 agam in slightly modified form, most likely relatmg to

the 1828 S. Carlos production, for which we do not possess the libretto. Bologna,

should thus be added to the list of Italian cities from which the S. Carlos obtained

scores.

There remains one point to clarify
- the relationship between the P-I.n score. copied m

Bologna, and the 1825 Bologna prodtiction. With one exception. the Act II ana d:

48Thc 1 822 Parma production ís also likeh to follovv the ongtnal vcrsion. sincc its cast was idcntical

to thai at Reggio.
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sorbetto, they are fully compatible. Of the versions exammed, the aria found at

Bologna, which does not simply replace the origmal but alters the character smging at

this point, first appears at Barcelona m 1824, where the opera was performed on 28

September, eight days before the Lisbon openmg. Whether transmitted as a smgle aria

or mcorporated ín scores of the whole opera, ít ís doubtful if it originated in Barcelona

but more íikely 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 m P-Ln or that the Bologna theatre obtained a score already

containing the new ana. probably from a different copisiena and not necessarily in

Bolouna49.

• Meverbeer // croaato m Egitio-

H croaato m Egitto holds a position of central importance in the present study. smce it

is not onlv one of the few operas for which a fiill libretto was prmted for the

production at the T. de S. João, Oporto, but the sole one of an opera performed in

Oporto before Lisbon; furthermore, ít is one of the few operas for which a

contemporary manuscript survives in the S. Carlos archives (P-Tt).

Unfortunately, establishmg 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 // croaato is comphcated."

Or as Philip Gossett (1979) more forthrightly puts it in his íntroduction 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 confírm 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

49Thc Barcelona Hbretto also contatns other vanants vvhich separate ít clearly from thc Lisbon

version. íncluding a nevv Scena ultima ín Act II. This ncw Finale also appears at Madrid in 1827.

though not at Scvillc ín 1828 nor thc rcvival at Barcelona ín 1829 There ís nothing to hnk ihe

Spamsh productions to thosc ín Lisbon

50Librctti consukcd ibr productions at: Venice. Fenicc Carmvai 1824; Florcnce. Pergola: Spring
1824. Tricste. Grande Autumn. 1824; Parma. Ducale: Spring 1825. Padua. Nuovo. Fair 1825;

London. King's: 30 Junc 1825. Barcelona. Pnncipal 1825. Genoa. S Agostino: Carnival 1826.

Milan. Scala: Lcnt 1826. Rcggio ncll'Emilia. Comunita |Ma>i Fair 1826: Brescia. Grande: |August]

Fair 1826. Bologna. Comunalc: Autumn 1826; Naples. S Carlo Autumn 1826;Oporto. S João 24

Novcmbcr 1826. Cadiz. Pnncipal: 1826. Tunn. Rcgio Carnival 1827. Venice. Fenicc: Carmval Í827.

Lucca. Giglio: Summer 1827. Madnd. Prtncipal: 1827: Cadiz. Pnncipal: 1827; Sevillc 1828. Lisbon.

S. Carlos: 25 April 1828. The copy of the 1824 Tneste edilion at GB-Lbl (905.C.6) contams detailed

manuscnpt annotations regarding thc production vvith Giuditta Pasta at Paris on 25 Scptember 1 825.

evidentlv wnttcn bv somcone dircctlv ínvolvcd (°Meverbeer himsclf).



scores drawing from multiple sources51. Nevertheless, clear patterns do emerge,

sufficient for us to draw useful conclusions about Iberian productions and the P-Lt

manuscript.

// croaato in Egitio was fust 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 favounte ofCrivelli, who repeated the role of Adriano at the T.

Sant'Agostino, Genoa. m Carnival 1825, the T. alla Scala, Milan, m Lent 1825 and the

T. La Fenice. Venice, m Carnival 1827, as well as smgmg Osmino at the King's

Theatre. London, in June 1825. Velluti sang m two further productions: at the T.

Pergola, Florence. m Sprmg 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 m the following ways.

Beginning with the remaining 1824 performances, at the T. Pergola, Florence. where

the composer oversaw the production, there were two important alterations: the

origmal scenes 9 and 10 of Act I were partially replaced by a 5-scene complex, takmg

away, among other things, Felicia's aria "Pace io reco" and giving Armando the

additional aria "Cara mano"; and the Scena Ultima ofAct II. apart from the opening,

was recomposed. replacmg Armando's extended solo with a duet for Palmide and

Armando".

The composer was also present at the Teatro Grande. Trieste, in Autumn 1 824, where

the Armando was Carolma Bassi-Manna, the Palmide Catenna Canzi and the Adnano

Nicoía 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 includmg the aria

"Queste destre" for Adriano and the Scena Uitima was replaced by a new extended

solo for Armando Furthermore, there is an additional scene (Act II Scene 6) and a

substitution in Act II Scene 1 7 where Armando sings the aria "Oh come rapida fuggi la

speme" in place of "II di nnascerâ", found in the middle of Scene 21 m the origmal

Venice version.

5lFor exampie. ín íhe case of thc 1825 Pans vcrsion. to judgc from the annotations in ihe GB-Lbl

1 824 Tncste libretto. three sourccs vvcre used: a score brought by Pasta. one from Florence and a third

unidenuficd score. vvhich served as the poini of departure into vvhich sections from the other tvvo vverc

introduced.

52With the opcnmg words "Ravvisa qual alma". a substitution which Steven Huebncr in NGO

describcs as having occurred "earlv on".
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Of the early Italian productions that at the T. Ducale, Parma, m Spring 1825 seems to

have been particulariy ínfluential. 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. Ils 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 íthough 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 ís

the inclusion of the Florence Scena Ultimct, though with a slight change to the wording

of the final chorus53. This hybrid version, with chunks taken from both the Trieste and

Florence versions, as vvell as small changes introduced here for the first time,

occurrmg, as ít does, at such an earlv stage of the opera's history, not only contnbutes

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,

uoin« well beyond anything we found in our transmission models. other than at Lisbon!

It is auamst the background of the following broad stemma for these early productions

that we shouki view subsequent productions:

•Venice. Fenicc Carnival 1824

*Florcncc. Pergola Spring 1824

*Triestc. Grande: Autumn 1824

/
Parma. Ducale: Spring 1 82o>

*versions overseen by ihe composer

For the present purpose. suffice ít to say that the production at the King's Theatre,

London, in 1825 is a direct descendent of the Florence version, and certainly taken

there by Velluti. Also deriving from the Florence production are those at the T.

Grande, Brescia. m the August Fair of 1826, the T. San Carlo, Naples. in Autumn

1826 and those in 1826 and 1827 at Cadiz, even íf these last two producíions

(especially m 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

aaain involved), the oníy subsequent versions examined that are descended directiy

"Thc apparcnth random distnbution of thc Florence and Parma versions of the final chorus suggcsts

ihat this should 'be regarded as a frcc vanant. rather than an indication of connection vvith onc

production or the other



from the Trieste production, that ís to say, not via Parma, are those at the T. alla Scala,

Milan, in Lent 1826 and the T. Regio, Turin, m Carnival 1827, which also possesses

variants first mtroduced at Milan. It is undoubtedly significant that m all of these

productions (Padua, Milan and Turm) 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 remainmg productions examined all show signs of stemming ultimately and

principally from the Parma production. Some, such as those at the T. Comunaie,

Reggio nell'Fmilia. ín 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 in

the cuts made - in some cases these version themselves make further cuts. ín 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.

Barceíona, which opened on 22 December 1825, the T. Sant'Agostino. Genoa. ín

Carnival 1826 and the T. São João, Oporto, which began on 24 November 1826.

The Barcelona version has one idiosyncracy which reduces the likelihood of its bemg

connected with the Genoa and Oporto productions. In Act II it combines the original

Scenes 4 and 5 to make a smgle scene and inserts this as 'Scene 2' after Scene 1, before

the onginal Scene 2. which thus becomes Scene 3. At Genoa and Oporto there ís no

such reordering and these two productions share a very similar overall pattern of cuts,

especially in Act I. It is significant that the same singer, Luigi Rigola. sang the role of

Osmmo in both productions, for although this is not a major role and although 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 smger. It is the present author's view that he did so.

The production at the T. del Principe, Madnd, from 20 December 1 827 raises two

important questions. In the first place, while in general terms it agam follows the

Parma version, Act I Scene 5 contains a scene for Armando which. of the versions

exammed is otherwise only found at the T. Giglio, Lucca, m 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 ofAct II, the onginal

Scene 4 (Scene 5 being cut) appearmg immediately after Scene 1, and being followed

'ii



by the original Scene 2 as Scene 3;4. The origms of this version are thus apparently

contradictory, appearmg, 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 Sevitie production. though once more ultimately descended from Parma has

a number of idiosyncratic variants: two substitutions (Act I Scene 6, which replaces the

origmal Act I Scene 7. and the main body of the Scena Uitima) and an addition (an

aria for Palmide at the end ofAct 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 X Carios libretto and the score preserved m its archives, there

can be no doubt that this manuscript vvas actually used for the Apnl 1828 Lisbon

production, for while there are cuts in the libretto not made in 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 Uitima from Florence. On the

other hand, the end of the Scena Ultima is slightly different. as found in the T. San

Carlo, Naples, production of 1826. Highly idiosyncratic ts a substitution for Palmide m

Act II Scene 4 of the libretto, where the ana "Gioia per me svani" replaces the original

Act I Scene 7 ana The P-Lt score identifies the aria as coming from Meyerbeer's

Marghenta d'Anjou (premiere: T alla Scala, Milan. 14 November 1820) and it ís,

indeed, to be found as an aria for Margherita m Act II Scene 5 of the premiere libretto.

Uniquely among the libretti exammed, this aria is followed (in Act II Scene 5) by the

Trieste Act II Scene 6. a variant aîso to be found m the P-I.t score.

The presence of the Naples endmg and the Trieste Act II Scene 6 in both libretto and

score, which otherwise, apan from theMarghehta d'Anjou replacement aria, follow a

reasonably standard Parma version, is thoroughly confusing. Clearly, the S. 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 imponant, however, it clearly has nothing to

do with the production at Oporto, even though Luigi Rigola agam sang the role of

Osmino. or with any other known Iberian production.

54The production at Barcelona ín 1829 also follovvs this pattern. likewise cutting the onginal Scene 5.

It aiso introduces minor vanants of its ovvn.
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To recapitulate, below is a.stcmma for the Iberian productions. additionally

incorporating those from which they are derived:

Vcnicc. Fcnice: Carmval 1824

Ltsbon. S Carlos 25 Apni 1828 Scvillc: 1828

• Mercadante Gabneiia di Vergy'-

Gabnelta di Vergy, which received its world premiere at the T de São 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 inherent dangers in trymg to

construct a performance history for an opera solely on the basis of comparing libretto

editions.

The 1828 S. Carlos hbretto tells us that "The Music (except the DUET. and the

RONDO FINALE of the Second Act which are by Maestro CARAF.A) was expressiy

composed by the Maestro Composer. and Director ofMusic of this Roval Theatre

SAVERIO MERCADAXTE"56. The cast íncluded Josephine Glossop de Merv as

Gabriella. and Giovanni Orazio Cartagenova as Fayel.

The next production was at the T. Carlo Felice, Genoa, in Sprmg 1S32 with changes

made by the composer and with Cartagenova again amongst the cast. According to

Michael Rose ín his NGO article on Mercadante, the libretto was revised for the

occasion bv Giovanni Emmanuele Bidera, the Lisbon version bemg by Profumo, based

55Librcui consultcd for productions at: Lisbon. S Carlos 1828. Genoa. Carlo Felice: Spring 182>2.

Lisbon. S Carlos: 1841. librctu of Carafa's Gabriella di l'ergy for productions at. Naplcs. Fondo:

Summer 1816. Lucca. GigUo: Spring 1820

56"A Musica (esccpto o DUETO. c o RONDO FINAL do Scgundo Acto que saô [sic] compostos pelo

Mestre C ARAFA) foi cxpressamenle composta pclo Mestrc Compositor. e Director de Musica dcste

Real Theatro XAVIER MERCADAXTE
"

librclto. p.|5|.
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on an earlier text by Tottola. If we compare the Genoa version with that at Lisbon, vve

fmd 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

Rondô) are replaced. That this ís 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.-7"

To judge from these two libretti the transmission process was simple. The composer

prepared the score in Lisbon. Probably because of shonage 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. returnmg to Lisbon in 1841 m

a version which, if we examtne the 1841 libretto edition, was based firmly on the

Genoese production.

And we would go on thmkmg 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

thmgs rather differently
- because, on the one hand, it is largely autograph and because,

on the other, it contams much that was supposed to have been introduced at Genoa.

The P-I.t manuscript ís, unfortunately, incomplete m Act I, lacking the equivalent of

Scenes 4 to 7 of ĩhe 1828 S. Carlos libretto (Scenes 8 to 10 ofthe Genoa edition) and

what we do possess (the overture and about two-thirds of Act I and all ofAct II) is

decidedly complex, containing multiple hands. We can. however, assert a number of

imponant facts. Ftrstly, the 1828 S. Carlos libretto differs substantially from the word

text of the manuscript. What was printed at Lisbon was a version ofCarafa's libretto.

not the text that Mercadante was settmg, vvhich was already close to the 1832 Genoa

edition. Secondly. contrary to what the libretto tells us. Mercadante dtd compose the

Act II duet (see Plate 14 on the next page) and the whole Act II Finale, mcluding the

Rondo, while in Lisbon. Thirdly. there are two features that suggest the composer was

indeed under serious time pressure: three recitative sections (m Act I, what at Genoa

formed the fmal section of Scene 1, plus Scenes 2 and 3, the opening of Scene 7 and.

57"Gabriclla di Vergy. einc von Hrn. Mcrcadante in Spanien componirtc und hicr von ihm sclbst

umgearbeitete Oper. vvelche Furore und Billets machte." AMZ XXXIV. 34. 22 August 1832.



in Act II, the opening of Scene 1), though apparently in an autograph hand, are m

ditĩerent writmg from the bulk of the manuscript, presumably being the work of a local

composer, conceivably Mercadante's assistant, João 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 pomts 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 mstances be very

different from what the corresponding libretto printed58.

Plate 15 Photograph of the frontispiece of the Act II duet. "Recttativo e duetto / Traditor. paventa...

from the largely autograph manuscnpi oiGabriella di l'ergy by Mercadantc. P-Lt ino caii mark).

p 327. Note the composer's 'doodles' on the theme "matrimonio" in thc top nght-hand corner

(author's photograph)

5xAccording to XG and XGO. thc [reviscdj autograph manuscnpt of Gabnetta di Vergy is to bc found

at thc Ricordi Archivcs. Milan. Regrettably. vvhen the present author visited there in early July 1990.

hc vvas unable to gatn admittancc Thc opera thus nceds further ínvcstigation
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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 ( 'iotiide, and

which other operas not included among these case studies bear out59. At the same

time. with Tebaido e Isoitna, 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. Ciotiide

provides evidence for a connection, as does Otello. II croaato m 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 vvith Madrid (nor with Seville and Cadiz), we do again have

grounds for supposing that Madrid occasionally received scores from Lisbon through

smgers. Oteiío is the only case we can probably put down to a smger actually

possessing a score. but Lafesta deiia rosa provides a parallel with // disertor frcmcese,

at the beginnmg of our period. in that it was probably carried by a smger, the singer

bemg merely the means by which the score travelled fo.m the one theatre to the other.

Though not, stnctly speaking, withm 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 Madnd, Seville and Cadiz. Evidence for links between these two groups is

sparse.

The Teatro de Sclo João. Oporto

As already observed, we are extremely limited in our ability to identiíy how operas

reached Oporto because libretti were printed for so few productions at the Teatro de

São João. 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 ís ambiguous, with two

operas suggestmg a link and another an independent source To clarify the situation

we shall examine four further cases, three mvolving libretto texts. the other brmging in

other evidence.

59Rossini"s La Cenerentoia and Pacmi's Temistocle are among them.
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• Fioravanti 'L 'orgoglio avvilno
'

(Ta caj?ricciosa pentita)60

The libretto editions entitled L'orgogiio avviltto published in Lisbon m 1803 for the

Summer production at the T. de São Carlos and in Oporto m 1806 for the production

at the T. de São João are not ín fact of Fioravanti's opera of that name, first performed

at the T. alla Scala, Milan, m January 1803, but actually oîLa capncaosa pentita,

premiered at the same theatre on 2 October 1802. Among the singers m the onginal

cast was Elisabetta Gaffonm as Lindora.

The opera reached Lisbon with unusual rapidity, brought, no doubt, by Gafformi. vvho

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 I.'orgoglio avvilno 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 m the title

and in cutting a number of recitative sections along with Lmdora's ana "Forse per me

giâ spirano" ín Act II Scene 6.

As for the production at the T. de São João three years later, we find important

chanaes. To begm vvith, the role of Nespola is suppressed. a phenomenon we also

f-vá. rbr example. at the T. Carignano, Turin, in Autumn 1804. Nor ís there a chorus,

as also occurs at the Th. de l'Impératrice, Paris, in early September 1805. Both of

these reductions were, no doubt. the consequence of limited resources at Oporto.

In Act II 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, m Summer 180o and in îhe very late

production at the T. Ducale. Parma. in Summer 1821, ít was suffictently unusual that

we should be alert to the possibility of connection. The original Act II Scene 3 thus

consîitutes Act II Scene 1 at Paris and Oporto. This is followed m both productions

bv a recitative and duet for Lindora and Barone Castagna. which ís 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 m these two productions that this particular

substitution is to be found, though the recitative also appears at the King's Theatre,

60Libretti consulted for producnons of La capricciosa pentita. vvith the onginal title. Nî.ian. Scala:

Autumn 18u2; Turin. Cangnano Autumn 1S04: Pans. Impcratnce. 18 Fructidor an 13 [Septcmbcr

18051; Crcmona. Associazionc Carnival 1806; Milan. Carcano: Sprmg 1806; Florcnce. Risoluti:

Summcr 1806; Milan. Scala. Autumn 1800. Bologna. Marsigli Rossi: Carntval 1807; Livorno.

Avvalorati. Carnival 1808; Rome. Valle Sprmg 1808. London. King's: 1809. Vicen/a. Eretemo

Summer 1815: Parma. Ducale Summer 1821. under the tille L'orgoglio avvilito. Lisbon. S Carlos

Summer 1803: Oporto. S João l S06 . London. King's 1815; also for L'orgogíio awilito properly

spcaking Milan. Scala: Carnival 1803
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London, in 1815 (followed by a different substitute duet), where the title L'orgoglio

avvihto was once again used. All the remainmg variants at Oporto are idiosyncratic

among the editions examined.

We see, therefore, that though the title used at Oporto was T'orgogiio avviiito, 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 Lisbon and Paris

necessitated a French invasion and an Italian composer physically travelling there from

the French capital So how might we explam a connection ín 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

\hc pnma donna role of Lindora. According to the libretto. this role was sung at Paris

by "Signora Ferlendis", who we also fmd singing in La capncaosa pentita at Vienna in

January 1811 and the King's Theatre, London, in February 1815. 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/. 'orgoglto avviiito,

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 ín 1801-02 and vvho. as we noted in Chapter 2, married the oboist

Alessandro Ferlendis. It happens that among the smgers in the Oporto cast, in the

mmor role of Giannina. vvas Alessandro Ferlendis' sister, Giuseppa Zanfardini

("Gianfardini" in the libretto), who vvas married to one Francesco Zanfardini6*. Given

the specifíc connection of the Paris/Oporto variant with Camilla Ferlendis and the close

family ties between her and Giuseppa (Ferlendis) Zanfardini. ít seems likely that the

score was sent by Camilla from Paris to her sister-in-law ín Oporto.

Lnusual though this form of transmission would appear, iĩ is not altogether surprising.

The T. de São João. unlike its Lisbon counterpart, was never a major opera house,

never among the leading theatres that top smgers might leave Italy, or centres such as

Pans. London or Vienna for. Its links with major theatres and mainstream distribution

svstems show every sign of having been decidedly more tenuous than was the case

with the São Carlos. The Opono management must have had to use every connection

at its disposal to obtain scores. We have already seen, though twenty years later, with

// croaato tn Egiito. hovv a relatively minor singer was almost certainly responsible for

6lNothing ts knovvn of Franccsco Zanfardmi except that he vvas an ínstrumentalist cnroilcd as a

mcmber of thc Lisbon musicians' guild. the irmandade de Santa Cecilia. his cntry bcing dated 22

March 1803. vvith a notc that he vvas struck offon 23 Novcmber 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 Sâo João. her

sister-in-law actmg as an intermediary.

• Paer La virtu al cimento o sia La Griselda62

Known bv both its first title La vtrtũ al cimenlo and its alternative (La) Gnselda, 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 onlv m

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

hbretti 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 JJorgoglio awiiito'. 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 proposmg 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 Níichele Vaccani sang Giannuccola at

Barcelona m 1804 as well as at Rio m 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 ín both cases down to chance.

Gnselda is the last case we shall consider involving Rio de Janeiro. As we have

observed, operas vvere performed at court there to celebrate Queen Maria's birthday in

181 1 and 1812. m both ínstances the operagiven being by Marcos Portugal (L'oro non

compra amore and Artaserse, respectively), the composer doubtless being responsible

for their transmission. For the corresponding occasion in 1814 Salieri's Axur re

a'Ormus was performed at the Teatro de S. João, inaugurated the previous year, the

score for this opera being obtained from the royal library m Lisbon. All three thus

indicate that Lisbon was the source of scores used at Rio, Axur specifícally implying a

lmk between court and (public) theatre completely absent at Lisbon63. Gnscida,

h:Librctli consulted for productions at. Barcclona: 1804 {I.a virtũ al cimento). Oporto. S João 1 3

May 1806 [La Griselda). Lisbon. S Carlos: Summcr 1808; Rio de Janetro. S João: 1815

6?In ihe absence of a comprchensivc study of ihe T. de São João. Rio de Janeiro. it would be foolish to

lump to conclusions about thc rclationship betvvecn court and theatre. Hovvever. this stnking
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however, indicates a different, independent source of supplys 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 ís reinforced if we examine the repertoire of operas performed at Rio up

to 1830. Both at the S. João until March 1824, when it was destroyed by íire, and

from December that year at the T. de Såo Pedro, the vast majonty received

performances only after production at Lisbon, thus, in principle at least, makmg a

Lisbon-Rio route feasible. In one mstance. "0 Grâo Duque de Granada"
- Rossini's

Adtna with an alternative Portuguese title - performed at the S. Pedro, on 14 February

1828. we may be sure ít reached there from Lisbon, given that its premiere vvas at the

S. Carlos and that there are no other known performances prior to revivals in the

twentieth century.

Aeainst these, however, we have to put a small number of operas that
were performed

at Rio before Lisbon (including Mozart's Don Giovanm given m 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 Rosquelias' II gran califfo di Bagdad (1819)64.

which was a world premiere, Mavr's // segreto ( 1 82 1 ), Basilij's // califfo e ia schiava

(1827) and an opera entitled Le due gemeiíe (1828), perhaps P. A.. Guglielmi'*

• Mozart Cosifan tutte

Cosi í'an tutte, premiered at the Burgtheater, Vienna, on 26 January 1790, like the rest

ofMozart's operas had a very chequered early history outside the German-speakmg

world With the possible exception ofl.a clemenza di Tito, which we have already

considered. (and, later, Don Giovcmn:,) Cosifan tutie faired perhaps best. with an

ísolated production at the T. Principal, Barcelona, in 1798 and performances at the T

Sociale, Varese, in Autumn 1805. the T. alla Scala, Milan, m 1807 and 1814. the

Ring's Theatre, London. ín May 1811, Crow Street Theatre, Dttblin, that August and

the T. de São Joâo. Oporto, probably m 1816.

conncction m thc casc o\'Axur suggcsts that thc S. João may havc functioncd more as a court thcatre

open to a morc generai public. perhaps something aktn to such Italian royal thcatrcs as ihc T. Rcgio.

Turin. or ihe S Carlo. Naples. unhkc Lisbon's S Carlos. vvhich vvas essentiallv a public thcatrc vvhere

thc roval family might occasionally appear

',4Thc librctto is to bc found m the Carvalhacs collcction. I-Rsc. The remaining informauon is drav.n

from Andradc ( 1 967). vvho addmonally mentions Pavcsi's Corradino on 1 0 February 1 82s> Howevcr.

he also citcs Rossinfs \latilde di Shabran as having bcen performed that day. Sincc Corradmo vvas

an altcrnalive lille for \Iatilde di Shabran. n was doubtless Rossim's opera that was stagcd. Andrade

simplv being unavvarc of the alícrnativc tulc and íngcnuously assuming u rcfcrrcd to Pavcsi's opera.
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Unusually, we have a reference to a score in use at the Kmg'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 Vestns65. Among the cast at London were Radicati's vvife,

Teresa Bertinotti as Fiordiligi, Carlo 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 m 1816 they should have had recourse to Cosifcm tutte. It is also hard to

imagine that when they were ín Lisbon with Radicati and Bertinotti, from late 1 8 1 2 to

1814. there would not also have been a production of the opera at the S. Carlos Very

likelv 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 Oporto66.

• Rossini Mosê m Egitto67

To conclude the case studies involving Oporto and to reinforce patterns already

observed, let us consider another opera from the end of our period. Originally

composed íbr the T. San Carlo, Naples, and premiered there in Lent 1818. Mose m

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 mcludes 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 São Carlos, Lisbon, took place in Lent 1 823. The

corresponding libretto edition differs from the 1819 Naples version only in makmg

minor cuts to Act I Scene 5, where, to judge from other editions, this vvas customary,

and in substitutmg the opening recitative and aria for Amaltea in Act II Scene 2.

Although there are precedents for cuttmg 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 examined.

Importantly for the present study, the substitution made at Lisbon in 1823 is not

present m the libretti published for the production at the T. de São João, Oporto.

"'p ]07

6<There arc no knovvn pcrformance.s of Cosi fan tuite involving Radicati and/or Bertinotti after ihey

wcrc in Lisbon. thus makmg u quile possible that Cauvini had bought Radicati's copy

'>7Librctti consultcd for productions at: Naplcs. S. Carlo: Lent 1818. Naples. S. Carlo Lent 1819.

Florcnce. Pcrgola: Lcnt 1821. Vcnice. S. Benedetto: Spring 1821; Fermo. Aquila 3 September 1821.

Bologna. Comunale: Spnng 1822; Bergamo. Riccardi: Summcr 1822; Milan. Rc: Autumn 1N22;

Lisbon. S Carlos Lent 1823: Romc. Accademia IV: Spring 1824; Barcclona. Pnncipal. 1825. Lisbon.

S Carlos Lcnt 1826. Opono. S. João: 22 Fcbruary 1826. Palma: 1828; Madrid. Principc: 1S21)
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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 missine sections, which were cut locallv.

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. Wlnle 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. Re, 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 openmg of Scene 4 The same occurs in the Spanish editions: at

the T. Principal. Barcelona, ín 1 825, at Palma in 1 828 and at the T. del Principe,

Madrid. in 1829, where. as at Oporto, the immediately precedmg 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 Milan6S

To summarise, then, although the very limited range of libretti printed for productions

at the T. de São João. Oporto. seriously hampers an assessment of the sources of

supply for operas there, a picture does emerge with reasonable ctarity. 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 vve have

identified of a score presumably owned by a singer and thus brought by him is Cosifan

tutte, 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 Camiila (Berberis) Ferlendis' having sent a copy oíl.a

caprtcciosa pentiia from Paris to her sister-m-law Giuseppa (Ferlendis) Zanfardini at

Oporto. This rather unorthodox transmission system would appear to be indicative of

a greater difficulty m 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 him -

68or. in theory ai lcast. Barcclona To judge from other cascs. howcver. it is almost ccrtain thai the

scorcs would havc bcen acquircd indcpendentiy from Milan. The Madrid production was latcr than

that at Oporto. so that tf there vvas any direct conncction. vvhich there may or may not have bccn. it

was ín the direction Oporto-Madrid. not Madrid-Oporto.
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// croaato in Egitto brought from Genoa by Luigi Rigola. He had probably been

instructed to brmg it by his ftiture employer at the S. João69, who would have kept ít
-

this vvould explain why the smger did not then take this score with him on to Lisbon.

As for lmks that can be established between Lisbon and Oporto, they were clearly

present m some instances. Clotiide certainly came from Lisbon. The unusual same

two-act format oWtelto at both theatres would lead us to the same conclusion ín

respect of that opera. However, if we take other examples, such as Gnseida and Mosê

m Egitto, scores were evidently supplied from other cities too. In the case oîMose

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 prmted for all of the few productions there during this period. The other mstance

relates to the small group of four manuscripts and vocal/instrumental parts of Italian

operas in Portuguese translation, evidently originating from the Teatro da Rua dos

Condes or Teatro do Salitre or boîh and datmg from around 1800. In spite of the

verv small samples available in both cases, it is both important and possibie to establish

whether there were connections between productions at these theatres and those at the

S Carlos or eisewhere.

The Teatro das Laranjetras. Lishon

• Rossini L'occasione fa ti iadro ■'■■

First performed at the T San Moisé, Venice. on 24 November 1814, its Lisbon

premiere took place at the S. Carlos on 13 May 1824. m celebration of the birthday of

Kmg João VI, with the title // cambiamento deila vaiigia. The production at the T.

das Laranjeiras took place on 6 February 1826,

r,l'Thc instruction is morc likcly lo have been m terms of brmging scorcs of rcccni succcsscs. raihcr

ihan spccifically of // crociato in Egnto.
70Libretti consultcd for productions at. Venice. S. Moise. Autumn 1812. Parma. Ducale. Spnng ÍS21;

Milan. Scala: Spring 1822. Tunn. Sutera Spring 1823; Florencc. Infuocati: Autumn 1825. Lisbon.

Laranieiras; 6 February 182tv with thc title // cambiamento della valigia Lisbon. S Carlos 13 May

1824
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The hbretto for the Laranjeiras production is identical to that printed for the Venice

premiere and for the T. alla Scala, Milan, production in Spring 1822. All other editions

examined, however. differ to some degree albeit smail, including that
for the 1 824 S.

Carlos production, which has an idiosyncratic substitution m Scene 1 1. In all other

respects, however, the S. Carlos hbretto ís fully compatible with the Vcnice/Milan

version and the substitution could well have been mtroduced locally into a score with

the same readmg as that used at the T das Laranjeiras. It would be a mistake,

therefore. to rule out a connection.

In another ínstance. Mercadante's // castelio dei spmti, the ínaugural 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 ana is cut at

Laranieiras, the hbretto text is identical to that for the S. Carlos production later that

vear However, smce the Laranjeiras production took place first, we are more justified

ín supposing that the S. Carlos was supplied bv the Laranjeiras than the reverse Smce

the Baron of Quintela was overseeing the management of the S. Carlos at this time. he

may well have been obtaming scores personally from Italy simultaneously for the use

of his own theatre and the S. Carlos

This hypothesis ís supported by Generalts Chtara dt Rosemberg,
where again the

Laranjeiras production (6 December 1825) preceded that at the S. Carlos (undated

1826) and the texts, though not ídentical, 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.

• C oqz\í\ Arnghetto11

Two operas performed at the Laranjeiras vvere seemingly never performed at the S.

Carlos: Cordella's Gh avventurien, staged there on 4 December 1826 and Coccia's

Arnghetto, given on 7 February 1 828. In the case oîGli avventunen, prenuered at

the T. Canobbiana on 6 September 1825. the speed with which ít reached Lisbon

makes ít virtually certain that the opera came directly from Milan. In the case of

Arnohetto, which received its first performance at the T. San Moisé, Venice. in

Camival 1813 much longer had elapsed and only a stemmatic study can tell us whence

it came.

"'Librctn consulied for produciions at: Vcnice. S. Moise: Carnival 1813; Verona. Ftiaimomco Spriny

1SÍ6 Milan Rc Carmval 1817; Vcnicc. S. Bencdctto. Spring 1818; Naples. Fondo. Summcr 1818;

Padua. Nuovo: Autumn 1820; Barcclona. Pnncipal: 1820; Milan. Scaia. Spnng 1822; Palcrmo.

Carolina: 1823. Lisbon. Laranjciras 7 Fcbruary 1828.
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At its premiere Amghetto included among the cast Nicola de Grecis as Corrado. as did

many subsequent productions, includtng
those at Verona m 1816, at the T. San

Benedetto, Venice, in 1818, at Padua in 1820 and theT. alla Scala, Milan, in 1822.

Among the libretto editions for these and those of other productions exammed, the

svstematic vanants are few but significant, enabltng us to identify related performances

with unusual ease. In particular, the Barcelona version
stems from one at the T. Ré,

Milan, m 1817, both including the additional duet "Senti?...Tu piangi . figli?" 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 1 1

At the level of variants in the wordmg, Scene 1 provides two slightly amusing

alternatives. The opening lme "In Cicilia gran fracasso" seems to have touched local

sensibilities in the Kingdom of the Two Sicihes, for at Naples m 1818 it reads instead

"Quí sette as.ni", an openmg repeated at Palermo m 1823. At the T. alla Scala. Milan,

in 1 822 vve find the more spec.fic "In Catania gran fracasso" and it is this opening that

appears at the T. das Laranjeiras. Smce the remaining variants found m the

Laranjeiras hbretto (in Scenes 3, 6 and 1 1 ) are id.osyncratic, presumably changes made

locally, we must conclude that the score used is likely to have come from Milan. from

a copistena connected with the T. alla Scala.

The stemma îoi Arnghetto, then. ís plainly:

Vemce. S Moise. Carnival 1813

/

Verona. Filarmonico. Spring 181o /

/

Vcnice. S. Bcnedetto Spnng ;Si8 /

Padua. Nuovo: Autumn 1820

/
Níilan. Scala. Sprmg 1822

Lisbon. Laranieiras 7 February 1828

Milan. Re Carnival 181"

\
Napies. Fondo: Summcr 1818

Barcelona. Principal: 182;

Palcrmo. Carohno 1823
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• Mercadante I.a testa di bronzo

La testa di hronzo differs from the other operas performed at the Laranjeiras up to

1828 m that iî 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,

ít ís the subsequent productions and related scores that are of interest.

There were two particularly noteworthy subsequent productions; at the T. Regio.

Turin. as earlv as Autumn 1 831 (Mercadante was m Spain until early 1 83 1 ) 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.

Takmg the latter production first. the text is identical to that of 1 827, the cast also

beinsí largelv the same. At Turin, the libretto differs in only two details in the second

act: ToIIo's ana ín Scene 13 ís cut and the scene division between Scene 15 and the

Scena Uhtma occurs at a different point, the text ítself bemg the same. As with

Gabrielia di Vergy, however, we should be wary of taking this at face value.

The cutting of Tollo's ana may not be quite so straightforward as at first appears. In

the vocal score that the Baron of Quintela had printed m Paris, shortly after the

premiere, Tollo's aria ís also cut. This is odd for two reasons. In the first place. the

score uives details of the premiere production
- not only the date and place but also the

cast and others ínvolved. By implication. ít contains precisely what was sung at

Laranjeiras in 1 827, yet the cutting of this aria constitutes a discrepancy between the

libretto and the supposedlv corresponding score. Secondly, it was the Baron himself.

the opera's sponsor, who played the role of Tollo. Politically, therefore, if there was

one ana that absolutely could not be cut. it was Tollo's. It is the present author's belief

that. as índicated in the libretto, ít was indeed sung both ín 1827 and again in 1833. but

that the Baron chose not to publish it, preferring instead to retain ít for his own use.

and his alone. Hence, no other edition. whether libretto or score includes the aria.

With this in mind, it ís not surprismg íhat the manuscript score of the opera preserved

at the Bntish Library, London, (GB-Lbl Add. 30,909/30,910) also
lacks Tollo's aria

The importance of this source, however,
resides in the fact that though it is basicalíy a

copy, it also ineorporates autograph alterations and was evidently used for actual

performance. As well as clarifying embellishments to the vocal line, ít provides

indications regardmg cuts, short, recomposed sections and, m one mstance, altemative

music for an entire aria, inserted in the score immediately before the original aria,
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which is ín 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

Turm 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-Lbí 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 modiíying a score for a new production, not only made cuts and

recomposed passages, like any other composer, but rather than substituîing an aria,

might compose an entirely new setting of the sarne 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 thmg

when he revised Gabrtelia di Vergy for Genoa in 1832°

The Teatro das Laranjeiras, then, contrary to what might be expected of a small private

theatre. was not dependent on the Teatro de S. Carlos. Its owner, the Baron of

Qumtela, obtamed scores himself from Italy. With the excepr.Of. c:' I.a testa di hnmzo.

which he commtssioned, the cases whose ongin 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 m

that light. l.a testa di hronzo raises questions regarding the extent to which

Mercadante reset texts vvhen modifying his scores for subsequent performance.

Productions at the Salitre and or Rua dos Condes theatres. Lisbon

Our knowledge of productions of Italian opera at the Salitre and Rua dos Condes

theatres is extremely iimited. It is not even clear whether both theatres were involved.

though it is quite possible Seemingly, no libretto editions were prmted, so that the

only evidence we have is a small group ofmanuscripts of four operas preserved at the

Ducal Palace, Vila Vicosa (P-W), which have somehow escaped the ravages of time

In no ca.se daes this material p\z a placc of performance;. and in onlv one instance a

date (1800) but from the fact that the word texts are written by and large in

Porttmuese rather than Italian and the namine, in some instances, of the sinsers



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 m Berlma

First performed at the Pantheon, London, on 16June 1791, with the title La locanda,

ít was revised by the composer the following year for production at the T. de'

Fiorentim, Naples, and given the new title // fananco m Berlma. ít was first

performed at the T de São Carlos on 6 Apnl 1795 with a further production there m

Sprmg 1 798, ín both cases under the title l.o strambo m Berima. At the T. de São

João. Oporto. ít was given as II fanatico m Beriina m Carnival 1799.

The material at Vila Vicosa (P-VV G 34) consists of a score of Act I and parts. The

score has the title II fananco m Berima, ;s m Italian and. to judge from the watermarks

in the paper and copyists' hands (including Joaquim Casimiro's), was evidently copied

at the S. Carlos coptstena. 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 roval library but a workmg 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 Ponuguese though the title sometimes appears as //

fanatico m Bcrlma and sometimes as T'Estrambo m Beriina (neither Itahan nor fully

Portuuuese). Since the title Lo strambo m Berlina was peculiar to the S. Carlos and

smce the material in Portuguese is consistently compatible with the version staged

there. vve must suppose that this Portuguese version stems from the S. Carlos. Among

the stngers whose names appear on the parts are [Joaquina] Lapinha. which both

places and dates the Portuguese production as bemg in the first decade of the

nmeteenth centurv at one or other of the T. da Rua dos Condes or T do Salitre.

Ifwe take the case of Portugal's I.e donne cambiaic, we find a similar pattern.

According to the composer's catalogue of his own works73, he produced a separate

Portuguese version of the opera, with the title 0 Sapateiro, for performance at the T.

da Rua dos Condes. The set of manuscript parts at Vila Vi^osa (P-VV G 46).

hovvever. gives the title consistently as As Damas Trocadas, a direct translation of the

2N'otc too that thc Act I of the opera at P-I.a prescrves a ditTercnt version.

3Cned by Vieira (19(ĸn. p 216



original title, retained for the 1804 S. Carlos production71. Furthermore, the duet for

the Conte and Contessa found in this material is a substitution. one which the

composer wrote specially for Gafforim and Naldi at the S. Carlos. The score for the

Portuguese production to which the Vila Vicosa manuscripts relate must again have

come from the S. Carlos75.

• 'M o re ira' // dtsertor francese

Everything about Moreira's opera // diserlor francese seems enigmatic. To begin with.

as NG, NGO and other reference works tell us, its premiere took place at the T.

Cangnano, Turin, during the Carnival season of 1800. This is conílrmed by the prmted

libretto edition, which tells us "La Musica e del celebre signor Maestro Leali all'attuale

servizio di S. M íl re di Portogallo" (The Music ts by the celebrated Maestro Leali,

currently in the service ofH. 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 ín

Italy at that time, but he was busy m Milan that season preparing Idcmte for La Scala.

Then there is the material (parts only, with no full score) at Vila Vicosa (P-VV G 8) ín

a Portuguese version dated 180076. Did ít. like Lo strambo in Bcrlma or ! ■ Jonne

cambiate, stem from a production at the S. Carlos? The problem is that no libretto

survives for a production ofMoreira's opera there, even though the composer vvas

maestro at the theatre for several seasons. But might it not be that it vvas 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.

74Thc pcrformtng cdition entitled .-!.* Damas Trocadas. performcd at the Teatro de S. Carlos m

Novcmber 1094 and rcpcated the samc month at the Clerkenvvell Music Festival. London. prcpared b>

thc prcsent author. vvas bascd on ihis material

?T'nc matcnal for Paisicllo's // barbiere di Siviglia i/MTG 27) conststs of tvvo bound full scorcs.

probably ofltahan origin. and paris. some m Italian. some m Portuguese. ín one instance wiih the

Italian ie\t covered by thin strips of papcr vvuh ihe Portuguese translation vvntten on thcm. The part

î'or "Rosinha" [sic in Portuguesc] is ídentified as having bcen sung by Lapmha Smcc vve havc no

iibrctto for the S. Carlos productions vve cannot verify the poteniial links betwecn the latter and this

Portuguesc version.

76Alegria(1989).



There are two ftirther 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 "II celebre Maestro Leali all'attual servizio della

Corte di Portogallo" (the celebrated Maestro Leali, currently in the service of the

Portuguese Court"; and two manuscnpt 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. Isven 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 manuscnpt tnos at the Miian

Conservatoire, only one, "A un sol moto a un gesto solo" (I-Mc (Noseda) 100-1 21 ),

appears m the libretto editions - in Act II Scene 8 of both. The other (I-Mc (Noseda)

132-147), upon closer investigation turns out to be a misattribution, belongmg instead

to Nasolmi's Eugenia. Secondly, ín both editions the word text of the Introduzumc of

Act I. of almost all the recitatives, the Quartet ín Act II and both Finales follows the

text of Gazzaniga's opera // disertor, often, as at Lisbon, given under the title //

disertor francese. Thirdly. Eugenia's ana "Quelle pupille tenere" in Act I Scene 12 at

Turin. but substituted a- Milan, ís a borrowing from Cimarosa's Gli Orazt e i Cunaz;

All of these features - the mstability of the two libretto editions, the overall structural

similarity to Gazzaniga's opera. the borrowmg of an aria from Cimarosa and the

inclusion of a trio which supports an attribution to Moreira -

point to the same

conclusion: that the opera performed at Turin and Milan was a pastiche taking

Gazzaniga's opera as íts pomt of departure and with probably no more than a single

tno bv Moreira's 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 Jrancesc at

Vila Vi^osa?

íf we Iook 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 Alegrta, whose ascriptions the present author has had

?7Comparison vvith Portugal's Tuo l'espasiano. discusscd above ín thc section conccrning Portugai's

Artaserse and fvlozart's La ciemenza di Tuo. is instructive herc. With a pastichc only a minimal

amouni bv thc composer lo vvhich ít ís attnbuted may actually be his.
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reason on another occasion to challenge78. If instead ofMoreira, 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

stramho m Berima and Le donne camhiate as stemming from the Teatro de Sâo

Carlos. leading us to the conclusion that the scores of Itahan operas performed m

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 Vicosa 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

Vicosa versions and two other substitute arias at Lisbon reappear at Turin, one bemg

retained at Milan. The missing link proves to be qtnte simpie, for Maria Panizza. the

Contessa at both Turin and Milan (probably the crucial connection between these two

productions79), 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 // dtsertor franccse with him from Lisbon to Madnd

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 São

Carles () Estramho em Beriun, given the unusual form of the title and îhe fact that

the full score of Act I was written by copyists known to have worked at the São

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 ín 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 írrefutable link with the T. de São Carlos. There can be little doubt that

had a libretto for Paisiello's // barbiere dt Sivtgiia been printed for the S. Carlos. we

"8Cranmcr (1988). In this articlc. taking the as >ct only typewritten cataloguc availablc at Vila

Vicosa. I challengcd the attnbution to Marcos Portugal of two scores: Artaserse Act III i/M'rG 4o-

Portugal's opera vvas ín tvvo acts and differs entirely from this scorc - and Demojbonte (P-l'ĩ'G 511-

among this motley assortment of incomplete scores. one section is actually the Finale o\ Act I of

Cimarosa's Li due baroni di Rocca Azzurra. vvhich has the character D. Dcmofontc lsic|.

-Filippo Senesi also sang in both productions. Two of the anas that remaincd íntact at Milan were

ihose that he sang.
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would be able to show comparable connections with the full scores at Vila Vicosa. In

short. it would seems that operas that vvere successftil at the São Carlos got borrowed.

bought or pirated and then translated mto Portuguese for use at the more downmarket

theatres.



Chapter 9

Conclusĩons

In the introduction to Part 1, re-iterated ín the mtroduction to Pan 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 vve shall answer

the questions systematically, by briefly recapituiating on conclusions alreadv reached

and adding further pomts and examples as appropriate.

To what extent were operas transmitted hy composers'*

With / baccantt bacccmah di Roma we saw how Generali took the opera from Veniee

to Tneste, where he made revisions. Several similar cases arose ín chapter 8. most

strikingly ofall m the case ofMeyerbeer's // crociato m Egitio, where the composer

oversaw productions and made revisions m 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 Sâo Carlos. Lisbon. We have seen how P. C

Guglielmi brought Dorvaí e Virgmia with him from Madrid to Lisbon and how Marcos

Portugal probably brought Eemando nei Messico and Demofoonie from Italy. I

suggested, however, that we should
not assume that this was also necessarily the case

with Portugal's // ntorno dt Serse or Le donne cambiate, because of the previous

association of cenain singers with these operas.

It is likelv that the following operas were also brought to the S Carlos by their

respective composers (listed chronologically by composer):

Fioravanti Le cantatna viítane

11 viiiano m angustie

P. C. Guulielmi I.'amanie di tutte fedele a nessuna

Coccia Lct cionna seivaggia
Eiena e Constantino

Mercadante Didone ahbandoncna

Adele ed Emerico

Ipermestra

We have also seen hovv Marcos Portugal probably took operas with him to Braz.il.

namely L'oro non compra amore and Artaserse. Similarly, Mercadante took La testa

di bronzo and Gabnetia di Vergy with him, overseeing revised verstons ín Turin and

Genoa respectively. I have found no evidence of this occurrmg in any other case.
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One opera composed for the T. de São João, Oporto, Marino's Dtdone was otherwise

only performed at the S. Carlos. but ít was the protagomst, í.e. a singer, not
the

composer who was responsible for its transmission.

To whcn extenl were operas transmiited by the imprcsario?

Whereas tn Italy, with both La baiierma amcmte and / baccantibaccanait di Roma. it

was impossible to distinguish between transmission directly through the impresano and

transmission through his troupe of singers, the situation
in Portugal was different.

With regard to impresanos. we
have seen clearly how Francesco Antonio Lodi must

have used the same score of Cimarosa's Cht dell'altru, si
veste presto si spogha at the

T da Rua dos Condes and subsequentlv at the T de Sâo Carlos. Although no libretto

was prmted we know of performances at the S. Carlos m the 1790s of a number of

other operas that had already been performed at the R. dos Condes and we mav

reasonably suppose that Lodi again
reused the same scores:

Cimarosa Gicmmna e Bernardone (Condes 1791, S. Carlos 1794)

L'impresano in angustie (Condes 1792, S. Carlos 1795)

L'ualiana m Londra (Condes 1791, S. Carlos 1795)

Paisiello // barbiere di Sivtgha (Condes 1791. S. Carlos 1796. 1797,

17981)

I zmgan mftera (Condes 1791, S. Carlos 1797)

The onlv other cases where an impresario was clearlv the transmitter involve

Crescentini. but he possessed scores as a function of his being a leadmg smger. onlv

circumstantially becoming impresario at the S. Carlos.

To what extent were operas transmitied by troupes ofsingers?

Singers tended to reach the São Carlos and São João in pairs or small groups and
the

only case we have of a troupe as such, m the sense of a group of smgers already

accustomed to working and travelling together. was that centred on Carlo Cauvim.

Angiohna Cauvini and Giuseppa Collini. AIl three had been tnvolved ín both the

London and Dublin productions of Mozart's Cosifan tuite m 181 1 and must have

brought the opera to Oporto in c.1816. Given that Teresa Bertinotti also sang in the

Dublin production and seemingly travelled wtth them to Lisbon, it is highly probable

Ihat Cnst fan tutte was also performed by them at the S Carlos between late 1812 an

1814 Also in the same troupe was Giuseppe Bertmi, who had sung mthe 1812

'Thc 1799 production at thc S Carlos was aircady during Cresccntini's management



London Pantheon production of Portugal's Le
donne cambiate, repeated at the S.

Carlos for Bertini's Benefit m 1814. The troupe probably brought this score from

London too. Likewise Pucitta's l.a cacaa di Enrico IV

It is worth drawing attention to the debuts of Domemco Mombelh's daughters Mar.a

Fster and Anna at the São 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 1 8 1 3, Ohvien as the bass. After this date the father and two

daughters continued to tour together until 1817. The troupe's main pieces were

Rossmi's Demetno e Poíihto, commiss.oned of the young composer by the Mombelh

family and written m 1808, when he was 16. and Coccia's Eveiima, both of which they

performed m a number of Italian theatres. However, they also went on to perform

P C. Gugiielmis La distruzione
di Gerusalemme, which Domenico Mombelli or

Oiivieri probably brought from Naples and first sang m at L.sbon. and the Tioravanti

pastiche. attnbuted at Lisbon to Gardi. Nardone e Nannetta.

To what extent were operas transmtlted hy indivtdual smgers?

i he role of smgers 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 somet.mes transmitted
whole operas and somet.mes only a series of numbers

that could be inserted into one or more operas. and. on
the other, that the smger nnght

actually own this material or merely be transporting it from one theatre to another.

Nor is it necessanly clear vvhich of these cases vve are dealing with m any particular

instance.

That smgers broughî scores they possessed to Lisbon is extremely plain during the

penod bound by Girolamo Crescentmis arnval m 1798 and the lst French invasion in

1807. Among our case studies we have aiready identified operas almost certamlv

transmitted m tlus way through Crescentmi himself, Angehca Catalani, Domenico

Mombelli, Elisabetta Gafforini and Mananna Sessi.

When examining our model operas we also saw how Francesco Marchesi ín the 1 790s

must have possessed and brought a score of Ctmarosa's I.a baiierma
amame, to which

we should add the double bill consisting of P. A. Gughelmi's Lo saocco poeta
d,

campagna and Palma's Gli amanti deila dote
- he sang the roles of D Properzio/

D. Favonio, respectively, at Livorno m 1793, at Lisbon m 1794 and Madr.d m 1795,

2



where the Guglielnii opera was so pastiched that it was attributed to 'Diversi' and

entitled Lo saocco presuntuoso2. Pietro Guariglia, we further noted, similarly brought

a score of La balierma amante.

To these singers we should add. at various pomts durmg our period, the following

cases of singers probably ownmg and bringing operas:

. Giuseppe Tavani: Nicolim's Le nozze campestn
- he played Albertone at the

Milanese premiere in 1794, probably repeating the role at Madrid m 1795 and

certainly at Lisbon in 1797;

. Mananna Albani: Marmo's Didone - ít was composed for her at Oporto m 1 798

and she sang the title role at Lisbon in 1799. as she must have m Opono:

. Luigi Martinelli: Paer's Agnese
- he sang Uberto at Rome ín 181 3 and Turin in

1815, and presumablv m this role at Lisbon in 1816. as he did again ín 1823.

. Paolo Rosich: Paini's La Jiglia deii'ana
- he took part in the Parma premiere m

1816, singmg Timoteo at Lisbon m 1820 and probabiy the same role at Madrid ín

1822;

. Giuseppe Lombardi: Rossinis Eduardo e Cnsiina - he sang vanous roles at Reggio

nell'Emilia, Ravenna. Verona. Rovigo and Bologna m 1820. and at Lisbon ín 1822.

There may have been other cases, for which the evidence ís less clear cut. Did Luigi

Man possess and bring scores of Nicolmi's Conoiano and Oumto Eabw, both of which

he sang m at Vicenza in 1815, repeating them at Lisbon m 1818 and 1820,

respectively9 Did Giovanni Battista Montresor acquire a score of Mercadante's Eiisa e

Cíaudio: He took part m productions at Madrid in 1826 and 1827, Lisbon m 1828,

New York in 1832 and Venice ín 1841.

As for operas acquired at and taken on from Lisbon, vve have seen clear cases

ínvolvmg Catalam, Gafforini, Naldi, Sessi. Mari and Favini. In addition to these we

shouid add:

• Crescentini: Cimador's Pimmaiione - he sang the title role at Lisbon in 1 801 ,

presumbably the same role at Piacenza m 1804 and at Pans m 1806

. Cartagenova: Rossini's Mose m Egitto - he played the part of Faraone at Lisbon m

1826. presumably repeating the role there m the 1827 revival, Madnd m 1830 and

Tunn in 18333

2Marchcst also sang D. Properzio in I.o sciocco poeta di campagna. but vvithout
Palma's opcra. at

Ancona in 1799.



As for singers as 'transporters', clear examples are not so easy to spot. On the one

hand, smgers 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 smging twice in the same opera, while sometimes suggestive,

cannot by itself be taken as evidence for being a carrier. On the other hand, there ís 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, vve 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 agent4. 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

mvolved was incidental and did not recur.

We saw in the Introduction to Part 2 that Francesco Marchesi probably took Nasohni's

Eugenia from Lisbon to Madrid and that Gaetano Neri defmitely took Dalayrac's

Raolio stgnor di Crequi and Gazzaniga's // diserior francese. We also found clear

evidence for Luigi Mari, Domenico Vaccani or Giovanni Maria De Capitani carrying

Coccia's La fcsta delia rosa from Lisbon to Madrid and for Luigi Rigola actmg as

transporter ofMeyerbeer's // crociato m Egiito to Oporto. To these we should add:

• Cimarosa // matnmonio segreto

Premiere: Vienna. Burgth., February 1792; Lisbon, S. Carlos, Lisbon, 6 August 1 794

Luigi Bruschi sang Paolino at the T. Pergola, Florence, in Spring 1 793 and repeated it

at Lisbon. Girolamo Crucciati sang the role ofConte 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 Lodotska

Premiere: Venice. Fenice. 26 January 1796, Lisbon. S. Carlos: 4 November 1798.

Pietro Bonmi sang in the premiere as Narseno. Although long enough had elapsed for

the operajust 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.\lthough he sang Favel in Mercadame's Gabriella di l'ergy at Lisbon in 1828. Gcnoa in 1832. Turin

in 1833 and Naples ín 1840. he is unlikely to havc posscssed ihe score. The composcr vvas present for

thc first two productions and the othcr two are separated by scvcn ycars.

4Operas typically took at least two to thrcc years to reach Lisbon from first pcrformance in Italy Evcn

two vcars. and certainly anything lcss. ís strongly suggcstivc of a morc pcrsonal dclivcry servicc In

thc vast maiontv of cascs. opcras vvcrc first performcd ín Oporto a year or tvvo latcr than in Lisbon



otherwise only performed in the Ibenan penmsula many years later, at the
T. Pnncipal,

Barcelona, in 1816. There ís no record ofBonini singing m the opera after he left

Lisbon.

. Gardi I.a donna vc iafa

Premiere: Venice, S. Moise: May 1800; Lisbon, S. Carlos: October 1801 Filippo

Senesi gave his Lisbon debut in this opera. His movements between the end ofJuly

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, mcludmg this

one, and brought them on to Lisbon. He was a mmor soloist, on the frmge of the São

Carlos. and unlikely, therefore. to have carried around scores of his own.

P. C Guelielmi La contcssina contrastata

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. lt is difficult to see any way the opera could have

reached Lisbon so quickly other than through Tavani. He did not, however, smg the

role subsequently.

. Gnecco Lct prova di un'opera sena

Premiere: Milan, Scala, 16 August 1805, 1.isbon. S. Carlos:
Summer 1806. These

productions, separated bv only a year, had no smgers m common. However. Marianna

Sessi was singing at La Scala immediately after the premiere and reachM Lisbon for

the Sprmg season of 1 806. Stnce La prova di un'opera sena was an opera bujfa. it

would have been of no interest to her as a performer, but she could. nevertheless,
have

been the transporter, responsible sunply for brmging the score to Lisbon.

. V ac ca í Zadig ed A s tartea

Premiere: Naples. S. Carlo: 21 February 1825; Lisbon, S. Carlos: 4 February 1827 as

Astartea regma di Babtionta. Antonio Piacenti had sung in the opera at Florence m

Autumn 1826. íust a few months before taking part ín the Lisbon production.

A number of other cases pose difficulties. A good example is Mayr's L'tntngo dciia

lettera, which was premiered at the T. San Moise, Venice, in Autunno 1797, and

performed at the T. de São Carlos, Lisbon, at some pomt in 1 798. Even íf the

production took place at the very end of the year, the transmission
was unusually

rapid. Giovanni Zampermi was the onlv singer to come to Lisbon from Italy in the

meantime. but, as a castraio. he performed largely m the Papal States and in the

relevant period seems not to have strayed further than Florence. It would, m 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 smgers at Lisbon was not as it had been pnor to

the Napoleomc 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 bv individual singers or on smgers acting as transporters. but to have worked

through a more general system of contacts between agents, copy houses and theatres.

What iinks were there among thcatres wtthtn Portugai?

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 fevv 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 pomt, therefore. ín prmting a new edition of the

libretto. This would be a continuation of the practice we observed above in the non-

printmg of íibretti 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 Gii Grazi e •

Curtazi 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 Saulie. where the 1804 hbretto includes substantial

aherations made by Giuseppe Caravita and set to music by Domenico Mombelli, while

the 1807 edition entitled simply Saitlíe, though performed for Mombelh's Benefit.

omits all this matenal 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 Xlose m

Egitto included an idiosyncratic substitution, normalised m the 1826 version. In all

three cases, however, the two editions are mutually compatible, involving

straightforward 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 overiap of repertoire were the T. de São Carlos and T. de São João,

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 ofthis overlap. As to

links between these two theatres other than through singers, we fmd defmite evidence

of connection in some cases, e.g Coccia's Clotilde and Rossini's Oíello, but in others

1S<\



we must assume different sources of supply, e.g. Paer's Gnseida and Rossmi's Mose m

Egilio.

As for the T. das Laranjeiras, it seems that its owner, the Baron ofQuintela, acquired

scores mdependentry, particulariy from M'ilan. Where lmks 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 sptnti and Generali s

Chictra di Rosemherg, the scores were probably used first at the Laranjeiras and only

subsequently at the S Carlos.

By contrast, the Vila Vicosa 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 São 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

product.on came first and secondly that the Portuguese versions were made using

scores stemming from there.

What imks were ihere with neighhourmg SpairU

Despite its geographic proxmnty, connections
with Spain have proven to be

consistently tenuous and incidental.

In the case of Barcelona. there is no proven case of ascore going to or coming from

anv Portuguese theatre and even withm Spam, Palma (Majorca) seems to have been

the onlv city to have been closely linked with it. The absence of a Barcelona-Lisbon

hnk is particularly surprising considering that both cities are ports and that anv ship

between Italv and Lisbon wouîd have to pass Barceiona, vvith or without stoppmg.

Links with Madnd. 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 defmitely camtfrom Madnd and singers in the cases of those

that went 10 Madrid.

As for the Seville and Cadiz theatres, there are no clear Imks with Portugal, though

again personnel movements, particularly from Lisbon to these cities at the end of our

penod mean that some transmission of scores cannot be ruled out. There are more

obvious connections, albeit quite loose, between these theatres and Madrid.



To underline the fundamental separateness
ofPortuguese and Span>sh theatres, let us

just add the following points. OfMarcos Portugal's Lisbon operas only l.'oro non

compra wnore
was ever performed in Spain. at the T. de la Cruz, Madrid, ,n 1 8 1 9,

fifteen years after its premiere, by which time it was a well-established, indeed already

waning, opera in Italv, from where it almost certamly came. His opera / due gobb.,

premiered at Florence in 179., was performed at theT Principal, Barcelona, in 179

bu. to this dav, as far as is known, has never been performed in Portugal General.'s

opera Gusmano
di Valore, written for Barcelona was not performed in Portugal, wh.le

his Idomeneo, premiered at L.sbon in 1819, was never performed in Spa.n. Nor was

Ross.n.'s Adina. OfMercadante's L.sbon operas only Gabnella
di Verg)- was ever

staged in Spa.n, reach.ng Barcelona only after widespread performance ... Italy, in

1337, while h,s Cadiz operas l.a rappresaglia
and Don Chisáotte alle noz:e d,

Gamacao, premiered there in 1829-30, were never given in Portugal. One could go

5
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on.

What imks were there wiih BrazVC

Just as lmks can be shown in some instances but not all between L.sbon and Oporto. so

too between Lisbon and R.o de Jane.ro. Two ofMarcos Portugal's S. Carlos operas

received performances at the c„,. t in Rio, Saheris Axur re d'Ormus
found its way

from the royal library in Lisbon to the T. de São João, R.o, and Rosstn.'s Adma.

premiered at the S Carlos in 1826. found its only other mneteenth-century product.on

at the T. de S. Pedro, Rio. On the other hand, a number of operas had
Rio de Janeiro

prem.eres pr.or
to the S. Carlos prem.ere and a number of operas performed at R.o

were not staged at alí at the S. Carlos. Scores must have reached the R.o theatres.

then. from a variety ofsources, of which Lisbon was just one. No links have been

established between Oporto and Rio de Jane.ro.

V/hat tmks were there with Italy?

In the Introduct.on to Part 2. we learnt that m 1814 agents in Milan vvere seekmg

copies of scores from the publishers (copisterie) Artaria
and Ricordi to send to

Portugal. We have further found, regularly throughout the penod, that
the versions in

whichoperas were performed at Lisbon, even when there was no smger mvolved m

transmiss.on. regularlv co.nc.de with or are compatible with earlier Milanese versions,

specif.callv in the cases of the S. Carlos productions ofCimarosa's
Chi deii'aitrut si

veste presío st spogiia (via the T. da Rua dos Condes). Coccia's Clotilde and the



Laranjeiras production of Coccia's Arrighetto. At Oporto we could add to this

Rossini's Mose in Egttto.

Equally we have found plenty of exceptions to the Milanese connection. Cimarosa's II

convito would seem to have reached the S. Carios from Venice, Trento's Laftnta

ammaiata from Florence. Gnecco's Edandro e Caroima from Rome and Morlacchi's

Tehaido e Isoima from Bologna. The small group oîopéras comtques ín Itahan

translation came systematically from Monza, albeit very likely through a Milanese

aeent Some S. Carlos productions show the availability ofmultiple versions, from

different cities. as was the case vvith Generali's / baccanaii di Roma and Meyerbeer's //

croaaio. Thus, though we might agree that Milan should be regarded as perhaps

primus mterpares, we would be quite wrong to assume that all or even most scores

came from there

What imks were there with other leadmg operatic centres such as Vienna. Pans cmd

London7

In the case of Vienna, there are no deíimte cases of connection with Portugal other

than îhrough the movements of singers. Salieri's Axur re d'Ormus may have come to

Lisbon d.rect from Vienna through Crescentini. Mozart's La ciemenza dt Tito certainly

came from there via Munich through Sessi. Other operas premiered there, however.

for example Cimarosa's // matrimonio segreto, reached Lisbon via Italy, in this

mstance probably carried by Brusch. or Crucciati.

As regards Paris, although Luigi Gianella, an Ital.an composer normally resident there

came to I.isbon to stage his Ifgenia m Auhde in the wake of the lst French mvasion.

there is only one case of a link between the French capital and Portugal that did not

involve personnel movement: Fioravanti's Ta capncaosa pentita, under the title

T'orgogiio avvilito. seems to have reached Oporto from Paris through family

connections - from [heprtma donna Camilla Berberis Ferlendis to her sister-in-law

Giuseppa Ferlendis Zanfard.ni.

The militarv and economic Imks between Portugal and Britain during the Napoleonic

period and its immediate aftermath led to operatic connections between London and

Portugal. Whiie, 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

countnes other than as a consequence of personnel movements.
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To what extent did operas composedfor 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 smgers (especially

Catalani and Gaffbrini). Apart from the singîe case of Rossmi'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.

Whcti connection is there betwcen scores surviving m Portuguese libranes. on ihe 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 ín two London libraries. The

conclusions we have reached about them are summarised below and brief reference ís

made to the few scores we have not so far considered.

Begtnnmg with the Ajuda Palace Library, part of whose original holdings are now at

Vila Vi^osa. îhe huge collection of etghteenth-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 m

the repertoire m the early years. Some can clearly be linked to productions at court

theatres up to 1 792. The full score oîAxur re d'Ormus. missing from both librar.es,

was probably sent on to Rio de Janeiro, the version performed at the T. de S. Joåo

there m 1 8 1 4 bemg identical to that at Ajuda m 1 790.

With the possible exception of Act I oîEernando nelMessico, all of the full scores of

operas bv Portugal and Fioravanti ín both librar.es. together with the Act I ofL'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

coptstena.

At Vila Vi<?osa there is a further small group of parts and ftill scores in Itahan and/or

Portuguese used for actual performance at the T. da Rua dos Condes and T. do Salitre.

This material. relating to Paisiello's To sirambo in Berlina, Gazzaniga's // cUsenor

francese and Le donne cambiate, stem from S. Carlos productions. Also at Vila

Viposa there are performance scores relating to the 1794 S. Carlos production of

Gazzaniga's II paiazzo d'Osmano, mcluding four pieces composed by Leal Moreira.

and some parts for Portugal's L'Argenide, used there for the 1804 production.



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

kmd of performance indications and it is unlikely they were ever actuaiiy used.

The Biblioteca Nacional possesses a largely autograph score of Portugal's La morte di

Semtramide, 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 íts way

into Zingarelli's Giulietta e Romeo, as well as pastiches attributed to Portugal. Also

among the library's holdings are single numbers from vanous of Portugal's Lisbon

operas. The score ofMorlacchi's Tebaido e Isolina was used at the S. Carlos.

certainly the origin also of that ofMoreira's A Vinganca da Cigana. Like Ajuda. the

library also possesses Pavesi's Un'awertimento ai gelosi, which again we cannot link

to any actual production.

The only relevant scores m the archives of the Teatro de S. Carlos itself date from the

late 1 820s. The manuscript ofMeyerbeer's // croaato m Egitto, as we have seen, was

certamly used at the theatre m 1828. Iî is less clear vvhether the score for Pacini's

Temtstocle is related to the 1827 production there. There is also a manuscript of

Vaccai's Giulietta e Romeo, the fínal scene of which was removed at an early stage and

attached to the score of Bellmi's / Capuien e i Montecchi to form the latter's so-called

'Vaccai Act III'5. Intact, the Vaccai score is fully compatible with the libretto for the

1828 S. Carlos production.

At the Biblioteca Municipal, Oporto. there are scores of three operas by Rossini, Mose

in Egitto, Riccardo e Zoratde and Armida, and of Gnecco's La p>rova di un'opera

sena. The Rossin. scores are from later in the centuiy. 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 nmeteenth century. It is compatible with the 1806 S. Carlos libretto, which does

noî, however, exclude the possibility of its connection with productions in Oporto, for

which we possess no libretti.

Turning to London. the British Lĩbrary's score of Portugal's Eernando neiMessico ís

essentially the composer's autograph. now somewhat altered It origmally belonged to

Elisabeth Billington and was taken by her to London, where it was reused for the

-^lt vvas common practice throughout the nineteenth century to rcplacc the final grave scene of Bellini's

opera by that of Vaccai's slightly earlier Giulietta e Romeo. See Cranmcr (1990) for details of hovv

this came about and the nnportance of ihe 1835 S Carlos production of I Capuleti to 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 Dragonetti 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 m Lisbon in

1805.

AIso in the British Library is a score ofMercadante's La testa di bronzo. 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 ít from Italy to London and vvas purchased from him on 13 July 18786.

To conclude, let us return to the scores of Portugal's L'oro non compra amore and

Artasersc, and Fioravanti's Camilia at the Royal College ofMusic, for they present a

last enigma. Although we know their ongin (the S. Carlos copistena), unlike the

British Librarv scores, we know nothing of the.r subsequent history. Hovv, then. did

they reach London0

At first sight there could be a link between Lisbon and London through singers. Naldi

was involved in the S. Carlos premieres oîL'oro non compra amore and Camitia

ímmediately before coming to London. Sessi though commg to London after an

interval of several years, had been involved in the Lisbon premiere ofArtaserse 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 superficiallv

attractive hypothesis. For example. Naldi never sang in L'oro non compra amore after

the premiere and when he sang Camiiia at London, the version used was significantlv

different from the Lisbon original and the Royal College manuscript, which follows it

He also sang a ditTerent role. As for Sessi and Artaserse, the score is m far too pristme

a state, given all that we know she did with the opera. In addition, the scores are far

too consistent with each other m their appearance to have reached London separatelv

through diíferent singers - they must always have formed a group. How then. as a

consistent group, could they have travelled from Lisbon to London0

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 dei teatro at the S. Carlos. Lisbon, from 1 799 to 1810, who then

moved to London to take up a similar post at the King's Theatre. Did the librettist

bring them with him17

6The flylcaf of the first volume (MS. Add. 30.909) states "Purchased of A. Mapleson / 1 3 July 1878"
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