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about Anna Maria Strada’s singing as a curiosity got me 

Liszt Academy Budapest, the TÁMOP Project

apacities of Hungary (Zoltán 

Kodály Scholarship 2015) and the Handel Institute (London), which have been 

Edőcs for the last couple of years: not only for the rehearsals and recording sessions of the 

thesis’s 





Čapek’s ‒

likewise in Leoš Janaček’s opera of the same title (world première in Brno, 1926) ‒ Vítek, 

ò, 

Vítek

: Have you heard Strada sing? Let me tell you that Strada had no voice―she 

Vítek

Ví : I’m sorry, madam, but I―I―of course, I’ve never heard her. Only according to 

what the history books say―

books are full of lies. I’ll tell you something: 

Emilia denigrates Strada’s voice, together that of two other singers in Janaček’s opera

and of three exceptional ones in Čapek’s original play: Corona Schröter, a 

Kammersängerin

extraordinary agility and a range of three and a half octaves up to c‴′

Emilia’s mockeries address these singers’ main vocal 

Karel Ča
Janaček the same passage is as follows: ‘
– –

’ Leoš Janaček Libretto (1923‒1925).
‘Aguiari [Agujari] Lucrezia [‘La Bastardina’, ‘La Bastardella’]’

‘Schröter, Corona Elisabeth 
Wilhelmine’ A French traveller’s letter to Mr 



Handel’s leading singers, Strada was the soprano with whom 

(1729‒37) as well as the one who 

ʻ him most’.

– –

‘Das Verhältnis von Lautstärke und Stimmlage 

im Barockgesang’, In: Aufführungspraxis der Händel , 1988/1989; ‘Singing’, 

; ‘Vivaldi’s career 

as an opera producer’, in: 

Handel’s Operas, 1726‒1741

Flavio, rè de’ Longobardi, 1993), Panja Mücke 

‘Zur Entstehung und den ersten Aufführungen von Alexander’s Feast’, in: 

Musik: Interdisziplinäre Studien zu Georg Friedrich Händels Alexander’s Feast

, 2012; ‘Handels oratorio performances’, in: 

with a strong voice production. That Čapek as playwright of the 

chose Strada’s art to make a compliment to a 337

‘ ’, meaning that 

‒ Cuzzoni’s expressiveness and 

Collected Documents Volume 2, 1725‒1734

‒
f Grove’s 

‘Marshall, Florence Ashton’, 



i’s dramatism and vocal agility ‒

‒

Strada’s comprehensive range and flexibility, as well as her twofold, lyric

‒ ‒

contrary to the general practice of the era and to Handel’s way of

Cuzzoni and La Francesina (Élisabeth Duparc), the sopranos 

My conclusions about Strada’s singing and sound features rest on 

without the opinions of listeners who heard her voice back then, verifying that Strada’s 

‒

‒

‘sound recordings’, preserving traces of her vocal personality. This is the method used by 

‒

Rolliʼs l
2, 331‒ 2 and 316‒

‘Nelle Femmine, che cantano il Soprano sentesi qualche volta una voce tutta di petto’. Pier Francesco Tosi,
oni de’ cantori antichi e moderni

assume that Strada’s upper vocal range naturally tended to have a solid and bright sound from the very 

‘Das Verhältnis von Lautstärke und Stimmlage im Barockgesang’, in: Aufführungspraxis 
der Händel ‒ ‒ ‘Singing’, 



Mirtillo’s first aria, 

attention. […] Valeriano was only of second class;

Since Strada’

‒

her ‘frightful mouths’ and unfavourable looks ‒

dimensional reconstruction of Strada’s vocal art and 

of musicians’ biographies, especially of singers, that I have encountered 

personal stages of Strada’s life. In so doing, I aimed to show the whole person as far 

with Fanni Edőcs 

Valeriano Pellegrini sang Nero in Handel’s 
–

Winton Dean and John Rosselli, ‘Pellegrini, Valeriano’, 

Mrs Pendarvesʼs letter 



result of my research over the last four years, not least because Strada’s singing has not yet 

The recorded portfolio consists of Strada’s thirteen arias, a 

end of her London period (1720‒37). There is no recording of mine, however, from her last 

professional years in Italy (1739‒41). There are two reasons for that: as her vocal abilities 

balance of the repertory presented here follows the course of Strada’s career as well as that 

–

to those arias, and do not attempt to reconstruct Strada’s own embellishments (all the more 

. Through Strada’s example I also hope to promote my conviction that a 

centuries. Strada’s way of ‒

proportion of high and low notes are concerned―is one of the best proofs that artists wit

Two recordings dedicated to Strada’s repertoire were released in the last few years: Karina Gauvin’s 
Anna Maria Strada: La favorita di Händel by María 

Espada (Musiepoca, 1 July 2015). Apart from the latter’s silvery ringing vocal substance and darker colour, 
ada’s vocal art and 





Benjamin de la Borde, in his list of the ‘celebrated female singers for the theatre’, 

Pagliardi’s 

1704), Verona (Francesco Pollarolo’s 

by Antonio Caldara 1709), Novara (1711) and Brescia (Tomaso Albinoni’s 

‒

‒

fulfilling one of a ‘Singer’s Principal Qualifications’, as set by Pier Francesco Tosi.

Pistocchi, the ‘father of modern good taste’ ‒

ò

Lib. 19° Def. ‘A dì 20 —
Strada, d’anni 72. Vedova, ricevuti li SS.mi Sacram: morì a dì detto in Com.ne di S. Chiesa, fu sepellita alla 

.’

of him being Anna Maria’s father. J. Kutsch, Leo Riemens, Hansjörg Rost, Grosses Sängerlexikon

‒
Opinioni de’ cantori antichi e moderni 

§ .§
ne Schnoebelen, ‘ [‘Il Pistocchino’]’, 

John H. Roberts, ‘Handel and the Shepherds of Ansbach’, i



be that one of Pistocchi’s 

Strada’s teacher either in B

master’s connections 

Antonio Vivaldi, who engaged her for the 1720/21 season at the Teatro Sant’Angelo in 

The Bolognese contralto Antonia Merighi, one of Strada’s regular fellow singers, 

del’s Second Academy in London, also 

being Pistocchi’s pupil, carried on to teach h

ernacchi himself might have been Strada’s teacher for 

Strada’s ass ‒

in the production of Pollarolo’s 

‒

da’s possible training years (c. ‒

Adele André, 

Reinhard Strohm, ‘Vivaldi’s career as an opera producer’, in: 
‒ ‘Il novello Orfeo’. 

‒

‒

http://theses.gla.ac.uk/5743/


in Northern Italy (for example, in Milan in 1719, in Reggio nell’Emilia in 1718‒19 and in 

Spanish Succession (1701‒14), its negative impact reached 

Field remarks, ‘a generation of Europeans, impeded by 

symbols’.

‘

’.

performances and the speed of the artists’ fluctuation was that ‘

Bernacchi was an alto and pupil of the Bologna schoolʼs famous master, Antonio Pistocchi who introduced 

complained about him: ‘Tristo a me, io tʼho insegnato a cantare, e tu vuoi suonare!’ / ‘Poor me! I taught 
you to sing and you want to play (i.e. like one plays an instrument)!’ ‘Bernacchi, Antonio 
Mariaʼ,

Julianne Baird, ‘An Eighteenth
Controversy About the Trill: Mancini v. Manfredini,’ 1987), 36‒45: 39.

‒



six Theatres at the same time’.

‘A chaque théatre on exécute deux opéras par hive
environ huit pendant notre séjour. Ce sont chaque année des opéras
ne veut revoir, ni une pièce, ni une ballet, ni une décorations, ni un acteur, ue l’on a déja
année, à moins que se quelque excellent opéra de Vinci, ou quelque voix bien fameuse.’

Lettre sur le mecanisme de l’opé



he interior of Teatro Sant’Angelo 

Bruno Forment’s 

‒

‒

arlo Francesco Pollarolo’s 
pastore d’Anfriso

formance of Gaspariniʼs imperatore d’ Venice, 1702) at SantʼAngel
Bruno Forment, ʻAn enigmatic souvenir of Venetian operaʼ, ‒

ʻSociology of Opera’, 



shouting like Madmen. I won’

the audience’s habits

will buy their tickets “on approval”

g a few bars of the prima donna’

‘Benedetto Marcello’s Satire ‒
Opera’, ‒
‘ ò

à

’ Benedetto Marcello, (Venice: 1720), Agl’Impresari; 
‘ – Part II’, translat

35/1 (Jan., 1949), 85‒105: 86.
‘Anderanno all’Opera col Pegno, posponendo ogni sera un quarto d’ora, e così vedranno tutta l’Opera in 

aderanno all’Opera ne pu
mezz’Aria della Prima Donna, alla Scena dell’Orso, ai Lampi, alle Saette, etc. 

Faranno la Corte a’ dell’uno e dell’altro sesso, per entrar seco loro senza Biglietto, etc. etc. etc. 
’ Marcello, 



“Is it surprising” Tartini said to me one day, “

works only in a hurry on the declamation?”

‒

‒

‒

‒

è, of 

and Teatro Sant’Angelo, owned by 

è gave the most, followed closely by Sant’Angelo and S. G. Grisostomo.

‘

‘“ il s’étonner” me disait un jour Tartini, “si la plupart du temps le récitatif de nos opéras ne vaut rien, 
lorsque le musicien donne tout son soin à la composition des airs, et broche à la hâte 
déclamation?” d’ spectateurs ont si bien pris l’
écouter le récitatif.’

Lettre sur le mecanisme de l’opéra italien

‘

ourteen hundred Persons in all.’

), xli‒xlvii.

, ‘A Ven ct of 1714’, i
‒ ‒

, ‘A Venetian Operatic Contract of 1714’, 39.



to go to Sant’Angelo because it is cheap, but the operas are decadent’

Michael Talbot states that Sant’Angelo actually presented a high artistic 

as Reinhard Strohm observes, ‘Sant’Angelo specialised in discovering, nurturing and 

nt and inaugurating new trends’

‒

of the best examples, besides Merighi, Anna Girò or Margherita Giacomazzi ‒

S. G. Grisostomo with its classical themes and Sant’Angelo and è, 

e of the ‘Ancients’ and 

‘Moderns’.

‘Al Sant’Angelo si va volentieri perché costa poco l’entrarvi ma si fa l’opera scadente...’: Remo Giazotto, 
–

‘In the period of the contract [i.e., late in 1714] Sant’Angelo was still charging only 

Giovanni Grisostomo...’ Ibid., 1; ‘A Venetian Operatic Contract of 1714’, 26‒
‘A Venetian Operatic Contract of 1714’, 26‒

–
‒



perform’

presum’

‒ relying on Giulio Caccini’s testimonial treatise and 

‒

‘Il gusto de’ chiamati Antichi era un misto di gajo, e di cantabilela di cui varietà non potea far di meno di 
dilettare; L’odierno è tanto preoccupato del suo, che purchè s’allontano dall’altro si contenta di perdere la 

ella sua vaghezza; Lo studio del Patetico era la più cara occupazione de’ primi; E 
l’applicazione de’ Passaggi più difficili è l’unica meta de’ secondi. Quegli operavano con più fondamento; 
E questi eseguiscono con più bravura. Ma giacchè il mio ardire è giunto fino alla comparazione de’ 
Cantanti più celebri dell’uno, e dell’altro stile, gli si perdoni anche la temerità di conchiuderla dicendo, Che 
i Moderni sono inarrivabili per cantare all’udito, e che gli Antichi erano inimitabili per cantare al cuore.’

, VII.§22; ‒
–

‒1
‒7

http://neilhowlett.com/articles/baroque-authenticity-and-the-modern-singer/


‘head voice’ and 

‒

‒

vocal range. ‘The falsetto voice cannot give rise to the nobility of good singing’, Caccini 

(1602). He said: ‘Let him choose a p

to “cheat” or at least use force.’

…

‒
‘ he modern definition of falsetto is a voice production in which the vocalis muscles (for simplicity’s sake 

singer’s formant. This is because the very thin edges of 

singer’s formant. In other words, it has a “ring”. […] It is possible to move gracefully between th

’

‘Reconstructing pre Romantic singing technique’, in: 
, 2000), 178‒191: 180; see Giulio 

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


befitting the young singers’ age and abilities, to strengthen the voice 

‘ n diligente Istruttore sapendo, che un Soprano senza falsetto bisogna, che canti fra l’angustie di poche 
corde non solamente proccura d’acquistarglielo, ma non lascia modo intentato acciò lo unisca alla voce di 
petto in forma, che non si distingua l’uno dall’altra, che se l’unione non è perfetta, la voce sarà di più 

erà la sua bellezza.’ , I.§21, 
‘Io fui scolare in Napoli per due anni di Leonardo Leo; ed ero in età
grand’Uomo costumava di scrivere in ogni tre giorni un nuovo solfeggio a ciascun suo scolare, ma con 
riflessione di adattarlo alle forze ed all’abilità di ciascuno.’

‒
‘Gli anzi detti Maestri hanno scritto egregiamente il recitativo, nè ò

ù è
à comparire la prima volta in Teatro quantunque giovane d’età, perfetto nel genere della 

declamazione, e se egli avrà fatt ò asserire, che reciterà anche bene. Lo studio de’ 
Madrigali è piucchè necessario alla ù dell’arte nostra, perchè un tale esercizio assoda l’intonazione, 
avvezza il petto alla fatica, e raffine l’orecchio, acciò tempo.’



‒

‒

measure of artistic quality and played a great role of the audience’

Naomi Adele André writes that the ‒

‒ ―tenors and 

women singers―

Antonio Bernacchi, Pistocchi’s 

‘

blending the registers. Mancini’s ideal 

between the break.’

Bolognese school’s novelty lay

say that Strada’s 

‘Beyond temperament: non keyboard intonation in the 17 centuries’, 
‒ ‒ ‒ ‒

Owen Jander, ‘Solf ège]’, 
omi Adele André, 

André, 

‒



larynx long before García’s anatomically

Strada’s 

of Strada’s name seems rather to be a coincidence. Besides

The 1720/21 season at Sant’Angelo 
In consideration of the above it is no surprise that Marcello’s 

Sant’Angelo and è, engaged

Its frontispiece contains Strada’s 

è, and furthermore 

’Angelo’s co

André, , 30‒31.
‘Chi sa ben res à ben cantare.’ 



the first staged opera of the season, Vivaldi’s à in cimento

è ‒

‒

Sant’Angelo.

Moisè there 

who all participated in Buini’s

(1721) at San Moisè.

Sant’Angelo cast Marcello mentioned the names of Chiara Orlandi and Antonia Laurenti, 

à in cimento è

’s 

Vivaldi and the impresario of Sant’Angelo, Modotto, and also with that of San Moisè

autumn 1720 at Sant’Angelo and San Moisè à

Vivaldi and of Buini’s 

‘Benedetto Marcello’s Satire ‒Century Opera’, 231; 
‒

‒28
‒35

Lettre sur le mecanisme de l’opéra italien

Marcello’s 

‘
donna and her admirers’

: Francesco Passarini’

‘Giuseppe Maria Buini’, in: Sammelbände der Internat
‒ ‒32

‘Giuseppe Maria Buini’, 329‒ ‒
‒



According to Strohm, Marcello’s work could have harmfully affected Vivaldi’s 

activity in Sant’Angelo as well as in Venice more generally. After his Mantuan years he 

Strada might have been some kind of protégée of him, and 

Milan, the damage that befell Vivaldi’s reputation most probably impacted her career as 

in Giuseppe Vignati’s 

Wolfenbüttel,

vica d’Ambreville, was one of Vivaldi’s 

playing princess Merope, who rejects the tyrant’s proposal because she loves the Roman 

soldier Aquilio, and does not bow to blackmail even with her brother’s execution. 

Strada’s

à è

October 1720 at Sant’Angelo.

Sant’

‒
‘Uomo di virtù, prudenza e giustizia. Signore di genio il più nobile, di sentimenti li più 

imi, et del tatto più soave’. Gianvittorio L’Italia degli Austrias. Monarchia cattolica e 
‒

‒



è in 1716, 1717/ à

freshing arias according to the singers’ wishes and revisions to gain 

the audience’s hi the première was 

à

è

Damira’s son Melindo is going to be his successor to the throne. In the midst of the 

preparations for Melindo’s marriage with princess Rosane (played by Strada), Mamud 

ctual heir is Zelim, Rustena’s son. Zelim is in love with 

at the composer’s house. Vivaldi, who until 1722 lived in a house next to Sant’Angelo, 

‒ ‒

deepen Strada’s vocal, musical and dramatic consciousness, 

Ibid., 30‒31.

‘Nella sera detto stesso sabbato andò à S. Angelo l’Opera intitolata
à in Cimento, che riesce d’universale sodisfazione continuandosi pure à recitare l’altra nel Teatro à

è.’
‒



with each other’s ‒

The creation of Rosane’s role reflects not only on Strada’s

arias―while the other soprano, Chiara Orlandi as Rustena had four, and the contralto 

dramatic versatility and ambiguity of Rosane’s 

‒

‒

Even Strada’s recitatives were set remarkably high, eʺ (Ex. 1.1) ‒

performances was higher than elsewhere, most probably a′=440 Hz.

Example 1.1: Excerpt from Act I scene 3 recitative of Vivaldi’s La verità in cimento

trada’s ère setting, 

wide range. Vivaldi’s stirring and shamelessly bold way of composing does not

aʺ –

–

The ‘Chorton’ for sacred music used to be even higher, around 445‒ a′

‒ “A”
‒



from Vivaldi’s La verità in 

, bb. 13‒34.

‒

‒ makes it clear that Strada’s strongest vocal attributes in her 

way, Strada’s singing drew the attention of V

fond of Melindo whom she thinks to be the legitimate heir of Sultan Mamud’s kingdom, 

Tu sei sol dell’alma mi

‒



was an addition on Strada’s behalf as its text does not appear in the printed libretto. The 

music is in stark contrast with the verse, indicating the uncertainty of Rosane’s fidelity 

fiancé. 

Tu sei sol dell’alma mia La verità in cimento ‒

Con più diletto 

‒

‒

‒ ‒ ‒

‒

‒

‘Une autre variété nait de la manière dont ils emploient les modulations. Ils ne composent guère dans le 
mode mineur; presque tous leurs airs sont écrits dans le mode majeur; mais ils y entremêlent, sans qu’on 
s’y attende, des phrases mineures qui surprennent et saisissent l’oreille jusqu’au point d’affecter le cœur.’ 



Con più diletto aldi’s La verità in cimento ‒

Con più diletto from Vivaldi’s La verità in cimento ‒

used in Vivaldi’s 

– –

(‘Suspicion’, RV 199

L’inquietudine (‘Anxiety’, RV 234) and 

(‘Rest’, RV 270).

‒



from Vivaldi’s La verità in cimento ‒

The gʺ
♭ʺ

– at least for the text’s sake: ‘my dear beloved, you are my 

hope’ –

gʺ –

–

La verità in cimento ‒

s octave leaps regularly occur in Rosane’s part, 
♭

gʺ aʺ gʺ
♭ʺ

examples can be found in Strada’s reperto



La verità in cimento

8‒18 ‒

à

Filippo rè di Macedonia remièred at Sant’Angelo 

‒

‒

the aria’s 

same as one of the verses of Domenico Lalli’s 

(RV 663), a cantata of Vivaldi’s authorship

Sächsische Landesbibliothek ‒

tfried Grundig, the Hofkapelle’s copyist.

Arias in Strada’s early repertoire (
La verità ‒ Solo quella (6; and 2 ninth leaps), Con più 

‒
Semiramide regina dell’Assiria ‒ Se d’Aquilon (10); Sarro, ‒

‒ Vuoi ch’io parta (22), Al 
s’oscura ‒

‒
‒

‒ , 87, 91‒93;
, 108 and 111‒113.

è di Macedonia Scherza di fronda in fronda / Incerto l’augelletto / 
/ Ha sempre per timore / Perchè

è ristretto. The text of the cantata: Scherza di fronda in fronda / Incerto l’augelletto 
Tutto l’aletta e gode / Ma teme che di frode / Non resti il 

è ristretto. 



Bibliothèque 

7694) with the superscription ‘Aria del Signor Orlandini’. 

aria’s 

is Vivaldi’s composition

♭

‒

Vivaldi’s chamber concerto RV 103
♭

‒
‒



of Strada’s range downwards

vocal part reaches c′ from dʺ

an octave leap down from dʺ to d′

′

octaves, from aʺ to c′

used to Strada’s voice by the time of their third collaboration, took notice of its 

–

the role of Princess Orinda, Olimpia, Filippo’s daughter’s closest friend

Orlandini’s a setting of Benedetto Pasqualigo’s libretto with which he 

ned his first critical success in Venice, was premièred in the carnival

. At S. Cassiano, Giocasta’s c

t’

o Orlandini’s involvement in that

are identical, as far as Giocasta’s numbers are concerned, which points to the possibility 



all the more likely for at Sant’Angelo there wer

à

compositional style of Giocasta’s part is suspiciously similar to that of 

Strada’s premiè

at Sant’Angelo on 11

a’s 

aʺ 

from Pietragrua’s –

‒ ‒

‘...e ì ò à qtto di S. Angelo l’intitolato Il Pastor Fido Tragicomedia 
Pastorale, che riesce pure di sodisfazione.’ (… and Tuesday evening another one has been staged at S. 



–

‒

‒

sonnets, etc. that were given to them by noble patrons and admirers. The ‘thousands of 

scudi’ s singers’ wages 

Rosaura Mazzanti’s salary at 

Sant’Angelo in the s

composer’s fee for an opera score was usually 200 ducats; in the case of a whole season 

‒ ‒ ’s

‒

Sant’Angelo in 1720/21, I am suggesting that her wages might have been around 700 

Besides her fellow singers at the Sant’Angelo company, Strada mus

appeared together in Francesco Pollarolo’s premièred on 26

December 1720, and in Orlandini’s 

‘Servirà l’Impresario a pochissimo prezzo, riflettendo alle molte migliaia di Scudi, che gli 
dell’Opera, che però si contenterà di Paga inferiore al più infimo di quelli, purché non gli venga 

rto dall’Orso e dalle Comparse.’

‘ – Part I’, translated and annotated by Reinhard G. Pauly, 
‒

‘ etian Operatic Contract of 1714’, 60‒6
Carlo Vitali, ‘Italy – political, religious and musical contexts’, in: 

‒
‘

‒1850’, ‒
‘ etian Operatic Contract of 1714’ ‒ ‒ Robinson, ‘

Century Account Book of the San Carlo Theatre, Naples’, ‒



of Vivaldi’s earlier operas, was performed 

focuses on Numitore, King of Alba’s bloodline. Silvia, his 

‒

‒

else but Silvia’s brother believed 

The surviving part of Strada’s role has some very intriguing

Mio ben, s’io ti credessi

Vivaldi used ‘Lombardic’ rhythm in his oeuvre:

♭ʺ, gʺ, f♯ʺ

–

This was one of the two arias written entirely by Vivaldi’s own hand in the manuscript; 

La verità

‘Vivaldi’s operas Verità
arias were copied in Vivaldi’s aria repository, , Foà 28.’ 



♭

who later chose an artist like Anna Girò

‒

‒

‒

‒

d’amore

nical point of view, is when the voice imitates the nightingale’s motive (bb. 15‒

‒ ‒

these jumps occur on a′‒eʺ, then on 

dʺ‒eʺ in Teuzzone, supposedly in Strada’s case on dʺ‒aʺ, keeping 

da’s technique of high notes, since

aʺ notes must be exact, clear and ringing, sung with s

‘Nel suo carcere ristretto / non d’affetto / l’usinguol cantando va. / Col soave dolce canto / piang
à.’ Enrico Bissari, 

‒



indicates that Strada sang aʺ notes in bar 30 and 31 (at least in the 

‒

) Strada appeared as Dalinda in Sarro’s 

arranging Strada’s Tuscan contracts as well

‒ ‒
Nadia Carnevale, ‘Guicciardi, Francesco’, 

http://www.treccani.it/enciclopedia/francesco-guicciardi_%28Dizionario-Biografico%29/


Strada’s –

Première

D’Ambreville, Scalzi
La verità in Sant’Angelo, 

Filippo rè di Sant’Angelo, 

L’Antigona Sant’Angelo, 

Sant’Angelo, 

Sarro’s 

Handel’s Royal 

S’en corre l’agnelletta

‒ ‒ regularly reaches d′,

‘ ’



S’en corre l’agnelletta from Sarro’s –

‒

‒

Strada’s role, t ‒ sister of Quinto Fabio but also betrothed to Lucio’s son, 

Filippo rè di Macedonia

Vivaldi was premièred on 27 However, Strada’s Sabina

’

Sabina’s arias are always in first person:

‒

‒

‘Il novello Orfeo’. Farinelli



–



ʼ

ʼ

premièred on 1

ʻ ’

Niccolò Grimaldi detto Nicolini

premiè

ʼ

‘ ’
’

‘
’

‒

Ellen T. Harris, ‘Farinelli (Broschi, Carlo; Farinello)’, 

, probably around thirteen years Strada’s elder,
was the role of Ottone in Vivaldi’s

(1713). As a member of the King’s ‒ –
15 revival of Handel’s opera, as well as Dardano in Winton Dean, ‘Vico, Diana’, 

‘pleasant softness’ of vocal quality, too.
‘ ’

‒



ʼ (1720‒

. Further factors might have been Strada’s youth

, she was part of an excellent company again, similarly to her début years 

Gli scrittori d’Italia, cioè notizie storiche, e critiche in
‒

‒
‘Vinci, Leonardo’, 



century, Naples became the ‘capital of world’s music’ due to its ‘best 

schools of music’, as De Brosses stated.

‒ 

S. Maria di Loreto, S. Maria della Pietà dei Turchini, Poveri di Gesù Cristo 

generally with ‘two 

giving three lessons a week’.

nobleman’s stress. Scarlatti’s

ò

beginning of a new era, that of the ‘galant style’ or even ‘pre classical style’. The concept 

of a specific ‘Neapolitan school’ in musical composition, however, has been relativized 

‒ ien des frühen Settecento (1720‒
Notenbeispiele und Verzeichnisse (Köln: Volk, 1976)

Lettre sur le mecanisme de l’opé



– Opinioni de’ 

pause singers could ‘execute passages of I they’ll have 

in the throat, exactly like that of a nightingale, they’ll conclude with cadences of an equal 

length, and all this in the same breath’.

position’s succession

‘ ’, in: Strohm, 
‒

‘Die neapolitanische Tradition in der Oper ’, 
Congress Report New York 1961, 2 vols (Kassel: Bärenreiter, 1961), vol. ‒

‒ ‒
‘“ ” “opera napoletana”: Nascita, sviluppo e prospettive di 

un concetto storiografico’, in: 
‒

‘Il 
novello Orfeo’. Farinelli: Vocal Profile, Aesthetics, Rhetoric.

‒

Flöte traversière zu spielen ohann Friedrich Boß, 1752), 282‒

‒

austriaco (1707‒
‒

‒
‒



‘

’

and Aurelio del Pò (1698‒1773), 

: Nicola was the maternal uncle of Aurelio’s father, Andrea del Pò, a painter 

the first time in 1693‒

Galtieri‒Del Pò couple achieved notable results 

– ʼ –

‘ ’

Croce, Aurelio del Pò

‒ ‒

‒
‒



Strada’s career not only from an artistic and financial but from a moral aspect as well, as 

ò

‒

D’Althann’s favour ‒ of S. Bartolomeo’s performances 

Pò

over S. Bartolomeo after Easter, beginning with the run of Hasse’s 

1: Strada’s Neapolitan repertoire, 1724‒

Première
Niccolò 

dell’Assiria
―

only Leo’s 

, 106‒109.

ted that ‘the performers have been permitted
this opera diverse arias to their satisfaction’. Strada might have sung numbers new to her, or perhaps she 
repeated airs from Porpora’s and Vinci’s 



Strada’s first opera in Naples egina dell’Assiria

Se d’aquilon

one of Handel’s Italian 

Se d’Aquilon ‒

‒

nly up to aʺ, Se d’Aquilon

requires gʺ and aʺ too frequently;

e la Borde described her as an ‘

célèbre musicienne’ while he only notes Benti’s beauty and fine acting skills. 

Se d’Aquilon Strada’s vocal calibre

, syncopation, accented gʺ one times) and aʺ (six

Se d’Aquilon



’Assiria

his loss would ruin her forever: ‘Idaspe, Idaspe, you alone are a swee

’

This anomalous situation deeply effects the consideration of Zomira’s character, whom 

Se d’Aquilon

Adele André has suggested about early Romantic Italian opera, but referring to the same 

In the end, however, she falls in love with Nino, Semiramide’s son (played by Farinelli). 
Semiramide Regina dell’A

‘Idaspe, Idaspe, ah solo De l’afflitta alma mia dolce sostegno. Tù
Lunge da te, di me son priva e poco, Mi cal d’aurato soglio. Senza Idaspe mio ben, viver non voglio.’ Ibid.

‘Se d’Aquilon lo sdegno / Tronca la pianta a
tronco priva / Non hà, chi la sostenta / Il rio non la ravviva, / Non l’alimenta il sol.’ Ibid., 11.



In addition to formal teaching situations, the castrati’s presence in opera gave other 

ingers an opportunity to “learn by example” […] several of the female singers who 

onstage with, and learning formally or informally from their castrati colleagues. […] 

women had to blend their voices with the castrati’s, coordinate complementing 

‒

‒

‒

omi Adele André, 
‒

‘Il novello Orfeo’. ‒

‒12
‒



Farinelli’

♭ –

from Leo’s –

Björn Sothmann © 2008. Mutopia

Farinelli’s thoughts –

and Strada’s intelligence 

‘Il novello Orfeo’. 



, Porpora’s

Porpora’s 

Strada, at the same time, was reported in London to have a ‘good manner’

the year 1725, Domenico Sarro’s 

‘Vivaldi’s career as an opera producer’, 
‒

‘Il novello Orfeo’. Farinelli ‒ m Quantz, ʻHerrn Johann Joachim 
uf, von ihm selbst entworfenʼ, i

Beyträge zur Aufnahme der Musik vol. i (Berlin: Johann Jakob Schützens Wittwe, 1754‒ ‒



The musical material of Erminia’s role 

indicates the appearance of new features in Strada’s singing. 

ʼ

‒

♭ʺ

‒

‘languisce d’amore sospira per tè’

‘ ahre 1725. wurden, weil es ein Jubeljahr war, in Rom keine Opern aufgeführet.
Januar von Rom ab nach Neapolis; wo ich gleich eine Oper zu hören bekam, welch

n berühmten Vollkommenheiten 
immer mehr nähernde Farinello; die, nachher in England berühmter gewordene Strada; und die Tesi 

übrigen Sänger und Sängerinnen waren mittelmäßig.’ Quantz, ʻHerrn Johann 
ens Lebenslauf’ ‒ ‒

‘ ’ / Contenere forme / Languisce d’
sogno m’appresta / Quel bene che spero / Poi l’alba mi desta / E scorgo che vero è

se dorme...’ (

‒



♭ʺ

syncopated word ‘sospiraʼ (‘sigh’)

from Sarro’s –

rom Sarro’s –



Rosanno’s (
♭ ), Strada’s 

– –

‒

’ ‒

‒

‒ ‒

e′ fouteen

fortification of Strada’s 

’s run

‘ iorna / Al Lido non torna / Che schiva lasciò. 
è amore, nè stima / Più avere non può. // 

Straniera...’ (

‒



(first version) from Sarro’s 

–

As soon as 1721, c′ o rè di 

: compared to the Baroque standard of a′

– like in France, 392 Hz (modern g′ –

was around 440 Hz in Venice. Thus, there was a whole tone’s difference 

rgement of Strada’s vocal range.

Strada’s 

the best in the range between b′ and g♯ʺ, where other sopranos had their 

version) from Sarro’s 

–

♭

of Strada’s kaleidoscopic skill set



from Sarro’s –

‒

‒ Strada’s 

that the work met ‘universal satisfaction’, 

‒

‒

‒ ‒
‘Giovedì a sera si diè principio alla recita 

Sempronio Gracco, quale riuscì di universal compiacimento, sì per la Musica, ch’è del celebre Maestro di 
sì anche per li famosi Abiti de’

le quali con tutta perfezione, non risparmiano spesa questi Impresaj, e vi si portò ad 
ncipe con tutta questa Nobiltà.’



‘

costumes’ ‒ ‘ ’ ‒

Galtieri and Del Pò

It must also be noted in passing that the description of the première evening of 

’ ’

from the illustrious Niccolò Porpora, Maestro di Cappella to the Serene Highness of 

’

artistically painted, ‘well constructed stage sets’ and fair costumes instead. The focus fell 

‘Sabato a sera andò
olata Semiramide, quale riuscì di universal compiacimento così per la composizione delle parole, ch

’è del rinomato Niccolò Porpora virtuoso del 
simo Principe Darmstadt, e più d’ogn’

lo la dipintura, ma anche per l’

ra vi si portò ad ascoltarla Sua Em. il Signor Vicerè.’



lowing opera of the season 1724‒

The date of the Neapolitan première fell on 13

’

‘E la sera detto Eminentissimo Signore si portò ad ascoltare l’
Palmira, che per la prima volta si recitò nel Teatro di S. Bartolomeo, quale riuscì di universal applauso, così 

’è del celebre Maestro di Cappella Leonardo Leo, come per gli Rappresentanti, e famosi 
’

– ’

Sirotti, 1783; Mount Edgcumbe, 1800; see Don Neville, ʻMetastasio, Pietro (Antonio Domenico 
Bonaventura)ʼ, 12 March 2013; Don Neville, ʻZenobia. 
Tiridate)ʼ Reinhard Strohm, ʻDramatic 

Dualities: Metastasio and the Tradition of the Opera Pairʼ, Early Music 26/4 (Nov., 1998): 551‒5 ‒
Zenobia regina de’ Palmireni –

Edgcumbe, London, 1800. (collected from Clement’s Riemann’s

‒3

Stein and José Máximo Leza, ‘Opera, genre, and context in Spain and its American colonies’, in: 

‒2
‒

http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml
http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml
http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml


’

‒ ‒

‒

‒

federate to Odenato’s empire too.

ini, ʻMarchesini, 
Santaʼ In: 

Franco Piperno, ʻMarchesini, Santaʼ, 
‘La Fiorentina’, 

’

http://www.treccani.it/enciclopedia/santa-marchesini_(Dizionario_Biografico)/


’

’

’

L’amore eroico

: Odenato’s aria (T’adoro

of the conquest. Zenobia’s aria immediately after that begins (instead of 

Benchè lieto il cor già sia combattuta ‘

’

–

Daniel E. Freeman, ‘“La guerriera amante”
Baroque Operaʼ, ‒4
‘

.’ L’amore eroico ‒1



io’s 

(Farinelli’s) role. Qual con l’aura 

Tamerò sì ben mio

‒ possibly in the author’s own hand ‒

s’oscura ‒ in place of Zenobia’s Oh Dio perchè s’oscura

obia’s confession to Odenato about her ‘

’,

Decio’s first words are that he burns for her. In the second scene ‒

’ ‒

’

Qual con l’aura ’

Sento già che nel furore

‒

’

’

As soon as Zenobia learns the king’s love for her, she suggests him to open the golden 

‒



Odenato’

/ Dipinto un Ruscello / Non può

che sospira / Mai può

‘ ’ ’

in. Aspasia’s 

is ‘placar’

‘ ’ (also ‘placate’)

/ Destino severo; / E sempre più fiero / Tormenti il mio cor.

i, ch’io parta

Leo’s score is full of recitative corrections and aria displacements: in the case of this scene

were inserted additionally. The composer’s 

Lascia, ch’io giusti ancora
♭ a and Decio’s 

‒

’



‒

’

from Leo’s 

–

Règles de composition Méthode claire, certaine et facile
apprendre à chanter la Musique eröffnete Orchestre

Traité de l’harmonie réduite à ses principes naturels



’

or ‘placement of the voice’ was considered as a proof of an accomplished voc

to ‘real true artists’ only

li, Strada’s actual stage partner.

as Naomi Adele André maintains, ‘

soft sections and become harsh or shrill in the loud sections.’

Strada’s 

Strada’s esta

–

even when the first violins reach c‴ with a long cʺ 

–10), followed by a gʺ

to reach aʺ, dipping into an f♯ʺ ‒ ‒

‘Messa di voce chiamasi quell’atto, in cui il Professore dà a ciascuna nota di valore la sua graduazione, 
e rinforzandola sino al più forte, ritirandola 

, che adopró nel salire’; ‘

’
‒

‘Messa di voce’
‒ ‒12

André, 



r (b. 15) it changes again into fʺ

words ‘fiero tormenti’

bar dʺ

surprise jump to the sixteenth aʺ 

‒

‒ ‘tormenti’ again ‒

Strada’s

’

like aʺ with 

’s 

’s

to Aspasia’s situation a 

’

’

‒

‒

– –



’io parta? Partirò. (a ’io resti? Resterò. (a Dec.) / Ma vendetta, 

io vò da tè. / Vuoi amore? Vuoi tu affetto? / Sò, che ardir tu chiudi in petto. / Sò, che 

in sen tu vanti fé. 

ms the title of a very influential libretto, Antonio Salvi’s Amore e maestà 
’ ‘L’Amor 

destin / Combatterà per me’ nope, sung by Strada) or in Vivaldi’s Griselda: ‘
’ / Combattuto questo core’ Nicholas Till, ʻThe 

ʼ
‒



’

‒ ‘ ’ Partirò. / Vuoi ch’io resti? Resterò’ ‒

‒ ‒

‒ ‒ ‒ ‘ a vendetta, io vò da tè’

‘ ’ reaching aʺ four times within three 

Vuoi ch’io parta? from Leo’s –

Aspasia’s 

‒2



Vuoi ch’io parta? from Leo’s –

a‒ is recurrent in the soprano part on aʺ‒a′ ‒

‘ ’

frequent occurrence of aʺ

’

♭

♭′‒gʺ). 

Quando irato il Ciel s’oscura 
♭

and maybe at Strada’s special request

Aspasia’s 



Quando irato il Ciel s’oscura from Leo’s –

Quando irato il Ciel s’oscura from Leo’s –

‘

even in the middle of important monologues.’ ‘Il novello Orfeo’. 



’

– as a ‘Mixture of the Lively 

delight’.

from Leo’s –

Ideen zu einer Ästhetik der 
1784‒

‘ e’ chiamati Antichi era un misto di gajo, e di cantabile la di cui varietà non
di meno di dilettare.’ Opinioni de’



‒

Ermione in Vinci’s 

èred on 2

’

‒

‒

’s appreciation that ‘he was 

n’.

’

Jean Racine’s tragédie 

‘Jeri mattina per il Compleaños de la sera detto Em. Sig. si portò
, e riuscì

soddisfazione cosí detto Eminentissimo Principe, come di tutta la Nobiltá, e
rono ad ascoltarla, cosí per la Musica, essendo del rinomato Giovanni Porta Maestro 

Veneziano, fatto quì
, e vaghi abiti.’

’

detailed description of Tesi’s abilities apropos of Sarro’
‘

with her acting’. ‒ Quantz, ʻHerrn Johann 
Quantzens Lebenslaufʼ, i Kritische Beyträ

, ʻDie klassizistische Vision der Antiche: Zur Münchner Hofoper unter den Kurfürsten 
Maximilian II. Emanuel und Karl Albrecht (Fortsetzung)ʼ, Archiv für Musikwissenschaft ‒



dénouement of the 

’ ’

’

Hector’s

late. Pyrrhus dies, though not at Orestes’

Despite Salvi’s 

♭

Racine’ ’

I drammi per musica di Antonio Salvi: Aspetti della “riforma” del 



♭

from vonci’s –

’

♭

– –

– ♭ Vinci let Strada’s vocal power show itself 

Ermione’s

’

’

‒

ʻ era consorte / In pena si avrà.’ (
‒

ʻ
sol mesta sospira / Ma d’ ’ rtà. // Tortorella se rimira...’

‒
‒



from Vinci’s –

the cʺ

‘Infelice allor si lagna / E riposo mai non ha.’ 

‒ ‒ ‒

‘riposo mai non ha’ ‒

’

http://www.istitutobellini.cl.it/file.php/1/nozioni_metrica_Cardillo_.pdf


‒

‒

‘ the Pathetic and the Expressive’

‘ he highest degree of Perfection’





the ‘Rival Queens’

The collapse of the company of Handel’s Royal Academy of Music in 1

Handel’s clash with the Academy’s 

been found, Burney’s 

: ‘For finding the theatre abandoned by the singers, and 

’

He returned in early November, after hearing Farinelli sing in Domenico Lalli’s 

chain of events: in early November 1728 ‘The man

’

Handel’s Operas 1726–

The scandal on the ninth performance of Bononcini’s 

Pietro Giuseppe Sandoni’s letter to Giuseppe Riva, 23 October
Handel: Collected Documents Volume 2, 1725‒1734

‒
Paolo Rolli’s letter to Senesino in Venice, 21 December 1728. 



‘permit Hydeger & Hendle to carry on Operas without 

instruments furniture etc.’

–

– –

…] So tell Faustina that 

her darling Handel is coming to Italy, but not for her. […] Poor dear! I am sorry for 

‒

Faustina’s art ‒

‒

‒ Metastasio’s

Reinhard Strohm, ‘Handel’s Pasticci’
Handel’s Operas 1726–

e, ‘Handel and Opera Management in 
London in the 1730s’, –
Rolli’s letter to Senesino in Venice, 25 January 1729. 

–
‘Disse esservi bisogno di varietà, rinnovò l’antico sistema di cangiare cantanti per avere occasione di 
compor cose nuove per nuovi esecutori. Trova facilità nella Corte al suo Progetto, e Lo persuade –

– – na s’ella non resta a Vienna, 
e si vuol da chi può. […] Dite dunque alla Faustina che il suo caro Handelino verrà in Italia ma non per Lei. 
[…] Poverina! Me ne dispiace. Così merita (e ciò dico per tutti) d’esser trattato chi per fare vigliacchissima 

a i nemici; sacrifica gli amici.’ Rolli’s letter to Senesino, 25 January 1729. 
, 268‒

G. F. Händel tkopf und Härtel, 1860), 224.



‒

‒ Owen Swiney, the Academy’s agent in 

forming a company, fit for London next year, yet by Bernachiʼs, Carestiniʼs & the 

Merighiʼs discharge from their engagements at Naples, he will have a good chance of 

…

ʼ castratoʼs

and remove Carestini, all three singers appeared in Hasseʼs LʼUlderica

ʼ

‘Si spacciò la volontà Regale, e disse che L’Handel partirebbe in breve per Italia in cerca di Cantanti. Per 
fu concesso l’uso degli abiti e scene dell’Accad[emi]a per cinque anni a i due 

appunto L’Handel parte e dieci giorni fa L’Haym mandò Lettere circolari in Italia per 
annunciare a’virtuosi e virtuose q[u]e[st]o nuovo Progetto, La venuta dell’Handel. rinello è di primo 

’ ‘The Royal wishes were made known, and it was

Academy’s costumes and scenery for five years. In fact Handel is leaving today, and ten days ago Haym 

is the primary consideration …’ Rolli’s letter to Senesino in Venice, 4 February 1729
–

Owen Swineyʼs letter from Bologna, to Charles Lennox, 2nd Duke
‒

‒



travelled to Naples in April, which is mentioned by Rolli together with Handel’s plan to 

Hendelʼs new company is

the Academy’s 

Aurelio del Pòʼs

Strohm, ‘Handel’s Pasticci’, 171. 
‘La Compagnia nuova Endeliana è questa –

moglie in occasione di terza donna, e un Basso italicoalemanno. L’Handel à scritto che il Cares
l’emulato di Bernacchi.’ Rolli’s letter to Senesino in Venice, 16 May 1729.

‒

They appeared together in Vivaldi’s La verità in cimento Filippo rè di Macedonia,



soprano who sang at San Bartolomeo, mostly in Hasseʼs operatic interludes, 

have applied directly to Handel’s company in 1729.

two ‘rival queens’. 

‘What a beautiful Mixture would it be, if 

e united in one single Person!’

Strada fulfilled Handel’s wishes: she was perfect raw material; her supreme versatility was 

Leo Riemens and Hansjörg Rost, Grosses Sängerlexiko

Handel’s Operas 1726–

Pergolesi 1733). Celeste’s vocal skills went beyond : in London she sang Faustinaʼs former roles 
arelliʼs virtuoso

‘
personalities as well as singing and acting styles’ between La Strada and La Celestina, re

Reinhard Strohm, ‘Comic traditions in Handel’s Orlando’, i
‒ ‒

Opinioni de’ cantori antichi e moderni 

§
Handel’s Operatic Stage

‘Vivaldi’s career as an opera producer’, in: –
earned £600 with a benefit performance, around a third or

Cuzzoniʼs annual income. See Judith Milhous and Robert D. Hume, ‘Opera Salarie
London’, ‒ ‒
Milhous and Robert D. Hume, ‘Handel’s Opera Finances in 1732‒ 3’, 



: ‘These new performers gave birth to new 

’

Strada’s 

‘rival sirens’ ‘

ice, a Person of singular Merit’.

(née Mary Delany), a loyal supporter and a long

upon the Stage. […] La Strada is the first woman, her voice is wit

‒ 9: 87 and 89; Rolliʼs le
‒

Owen Swiney’s letter from Venice, to Charles Lennox, 2

–382; ‘Mr Handel, who has lately arrived from Italy, has made contracts with 
the best artists to put on good Italian opera,’ Gio. Giacomo Zamboni to Count Ernst Christoph Manteuffel 

Lindgren, ‘Musicians and Librettists in the Correspondence of 
Gio. Giacomo Zamboni’, 

Jean Jaques Zamboniʼs letter to Count Manteuffel, 8/19 July 1729. ‘
excellente et triple voix at personne d’un merite Singulier’; ‘
a wide compass, and is a woman of unusual merit’.



about her mouth which is extream pretty, and I believe has Practis’d to sing before a 

It is notable that criticism of Strada’s voice is absent here or anywhere else. On th

Faustina’s or Cuzzoni’s. Her acting skills (‘manner’) were considered

From Mrs Pendarvesʼs descriptions of Merighi and Bernacchi, ‘person’ in this context 

Charles Burney on Carestini confirms this assumption: ‘Carestini’s person was tall, 

a very animated and intelligent actor’.

ʻStradaʼs personal charms did not assist her much in conciliating parties, or disposing the 

that she was usually called the “Pig”ʼ. Bernacchiʼs 

Friar, the role of Friar Dominic in John Drydenʼs play of 1681: tall, large and ungainly –

lover. Though ‘esteemʼd the best Singer in Italyʼ,

–

‘Bernachi the most famous of the Men is not approv’d of[;] he is certainly a good singer 

sh ears. La Strada and the rest are very well lik’dʼ.

Paolo Rolli, Handel’s former librettist, stated that ‘Strada pleases a good dealʼ.

– not an advantage among Europe’s tallest 

–

Among others as Goffredo in the revival of Handelʼs 
Mrs Pendarvesʼs letter to her sister, Ann

‒
‒



‒ – ‒ –

French traveller found that ‘her face and looks are very ordinary’)

was plainly ‘ugly and ill made’ Stradaʼs appearance is preserved in two images: 

Such a countenance allows her little dignity but probably underscores the situation’s 

‒ La verità in 

Filippo rè di 

performed at the Teatro Sant’Angelo, where Ricci worked as a set designer in those years. 

(Ricci died in 1730, excluding Strada’s Lond

21 and did not visit England during Strada’s engagement there.)

La verità in cimento

may have been behind Strada’s nickname, the ‘Pig’

rs, ‘ ere They All Shorter Back Then?’
Roger Freitas, ‘The Eroticism of Emasculation: 

Confronting the Baroque Body of the Castrato’, –
215, 220; Martin Hatzinger, Dominick Vöge, Matthias Stastny, Friedrich Moll and Michael Sohn, ‘Castrati 

—All for Fame’, 
‘… her professional perfections were enhanced by a beautiful face, a symmetric figure, though of small 
tature.’ Burney on Faustina. , vol. iv, 308; ‘sa figure et Sa beauté son 

des plus mediocres.’ 
Victor Schœlcher, (London: Trübner and Co., 1857), 77.

–

thesis (Venice: Università Ca’ Foscari, 2014), 14–



Hence ‘pig’ became a synonym for ugliness in 

ossible that Verelstʼs oil painting on canvas (1732; Fig

Pepys’s
–

–

–

Berta Joncus, ‘Editorial’, –
gh, ‘Did the perils of abdominal obesity affect depiction of 

http://en.wikipedia.org/wiki/Samuel_Pepys


Sì, caro, sì

Sì, caro, sì

: ‘That Song […] which the Faustina / Sings when she 

hangs on Senesino […] ᾽ the Boxes clatter’

might have been Stradaʼs first real popular success in London. Headed by ‘

Strada’, the sheet is an exact copy of the aria’s printed version, published by John Walsh in 

Apollo’s Feast Faustina’s 

(printed in the first edition, 1729) was replaced by Strada’s

première

, Handel’s 

’s new Excise Bill, and his first answer is ‘‒ sì, caro, sì’

Returning to the painting, the background’s simplicity in colours co

cut dress, annexed with fine lace as ornamentation. Stradaʼs large eyes rule 

link’, –

The Politics of Opera in Handelʼs Britain –



© 

‘ è



London’

popularity in London; the harpsichord might have been Handel’s personal gift to his 

protégée on that occasion.

The harpsichord in Verelst’s –

Tschudi’s instrument would not have fit

– and functions undoubtedly as a status symbol of Strada’s 

Sì, caro, sì

singer’s possible training in harpsichord playing, which would 

Concerning Strada’s ‘ ’

–

–

mentioning Gioacchino Conti’s squa ‘

Strada stands by him’

‘ s and features’

with an ‘unmeaning voice’

as a ‘ of small importance in a drama’

‒

Thomas Grayʼs letter to Horace Walpore, to Cambridge, 11 June 1736. Otto Erich Deutsch, 

Winton Dean, ‘Fabri, Annibale Pio’, 
– – – –



tolerated to some degree singersʼ distorted facial expressions in exchang

by the time of the English translated edition of Pier Francesco Tosiʼs treatise, entitled as

audience’s expectation of

orded the audience as ʻmightily satisfiedʼ, and found Strada a ‘charming voice, [we] 

way of talking of Cozzony’.

–

‒
Dean, ‘Bertolli, Francesca’, 

‒

Richard G. King ʻTwo New 
Letters from Princess Ameliaʼ, Händel ‒41 (1994‒95), 169‒

http://kimballtrombone.hubpages.com/hub/Females-in-Trombone-History-1500-1900
http://kimballtrombone.hubpages.com/hub/Females-in-Trombone-History-1500-1900


–

andel of the Second Academy’s run –

[a very loud soprano ‘voicelet’ which stimulates

very similar: ‘I ask your pardon, Sir’. Concerning my ears, you 

Rolli’s partiality contradicts the opinion of Johann Joachim Quantz, 

back in Naples as ‘brilliant’ and remarked on Cuzzoni that ‘her acting was somewhat cold, 

ter the Academy’s rearrangement in 1729 Handel did not hire him, most probably 
because of Rolli’s clo R. A. Streatfeild, ’Handel, Rolli, and Italian Opera in 
London in the Eighteenth Century’, ‒ ‒
‘

’; ‘La Strada incontra mol
che canta meglio delle due passate, perchè l’una non piacque mai, e l’altra si vuole che si scordi. il vero è 
che questa à un penetrante filetto di voce soprana che titilla le orecchie: ma oh quanto siamo lunge dalla 

! Q[ues]to è il parere ancora di Bon[oncin]o col quale sentij L’op[er]a.’

‘La Sig[nor]a Stradina à tutta La rapidità

Verità e che la d[ett]a Virtuosa è una Copia semplice della Faust[in]a con miglior voce e migliore 
Garbo di quella’. Rolliʼs letter to Riva, 6 November 1729. 

, 316‒317.
‘

quanto a gli occhiali, mio Caro Sig[no]r Giuseppe, avevate mille Torti.’ Rolliʼs letter to Riva, 12 June 1730. 



and her figure was not too favourable for the theatre’.

of Strada’s voice was reported by 

, the Second Academy’s first opera

Town had form’d so 

advantageous an Idea of the Merits of the two Singers abovemention’d, and seem 

plead in favour of my Opinion, that ‘twas not barely my own, but that of most of the 

Side, if they were distinguish’d for the beauty of their Action, or their Skill in the 

Perfection in the two last mention’d Particulars; and as for her Action, which indeed is 

be far from displeasing. […] Tho’ the rest 

, yet ‘t

register, due to Stradaʼs improving skills. He also discovered in Strada’s arias similar 

Johann Joachim Quantz, ʻHerrn Johann Joachim Quantzens Lebenslauf’, In: 
Kritische Beyträge zur Aufnahme der Musik, 197‒250: 226‒

–



patterns to Faustina’s style, especially birdsong imitations.

– c‴ –

appeared in Handel’s Italian – –

vertheless, the regular occurrence of Faustina’s arias in Strada’s Cuzzonian 

there were but some general aspects in Faustina’s style with which Strada was fam

Strada was the leading soprano of Handel’s first English oratorios, singing in English 

Strada’s London repertoire: original roles, oratorios, revivals and 

Première
―

―

―
―
―

Première

’s Feast 

Verità
―

(Kassel: Bärenreiter, 1989), ‒
Ellen T. Harris, ‘Das Verhältnis von Lautstärke und Stimmlage im Barockgesang’, In: Aufführungspraxis 

der Händel , (Karlsruhe: 1988/1989), 157‒ 71: 167‒
‘ .’



Strada’s role

Handel’s self

cribed Strada’s London period as a process of development, although he 

ggerate Handel’s role, since Strada was already an accomplished singer at the 

six, when she arrived in London. She was certainly not a ‘coarse and 

awkward singer’, as her Neapolitan repertoire (1724‒26) clearly proves:

[…] 



Strada was Handelʼ

Strada’s ‘great vocal powers of execution and expression’ and portrays her as a singer 

‘possessed of science and feeling’ for interpreting truly pathetic arias. ‘Extremely spirited’ 

‘

of fine colouring’.

On the basis of her contemporaries’ opinions and of th

especially for her, Strada’s vocal and artistic abilities entirely correspond to the definition 

Rossini’s wife

that Manuel García, 

–

), L’amor ed il destin, Sì, scherza, sì (

), Và, combatti ancor da forte (
–

Manuel García, 



‘ ’, Strada’s artistic quality

– –

ith that £600, w was £565

’s and Cuzzoniʼs annual income.

1726 and 1729), had overgrown her. When Merighi’s name was placed after Stradaʼ

k it so much to heart. that she could not be prevail’d with to speak to her 

had advantage. Winton Dean’s for Strada’s lower fee is 

ch could mean an amount of £250–

‘Bernacchi à 1200 guinee – –
Basso 300’. Rolliʼs letter to Riva, 6 November 1729. 

2, 316‒317.
obert D. Hume, ‘Handel’s Opera Finances in 1732‒33’, 87 and 89.

, ‘Opera Salaries ury London’, 26‒ ‒

‒

Handel’s O –



far from the £1800 

. £900 compared to Stradaʼs –

–

for a year on £8

manservant’s pay. The 

At the time of Strada’s engagement, 

essential rearrangement of Londonʼs operatic life

for £1000 

Caffarelli, Porporaʼs former 

been more than eight years before. If under £1000,

£ –

, one of the ‘the firsts in Europe’ as 

Milhous and Hume, ‘Opera Salaries in Eighteenth Century London’, 36‒37; Eleanor Selfridge

£1 was worth ar

‒ Michael Talbot, ‘A Veneti
contract of 1714’, i

‒

‒ ‒
, 60; ‘Senesino 

know ʻtwas the F laid the foundation of it.’

‘Met Mr Smith the Opera Copyest in the Park, who told me the Performers Mr Handel Engagʼd were very 
ood and cheap.’ 6 July 1729. Cited in Handelʼs

– G. F. Händel



–

– all with Handelʼs support. Princess Anne, the second child and eldest 

–

–

as stating that when Princess Anne is sitting at the harpsichord, she has the ʻopera folksʼ by 

sang with the Princess’s orchestra at private concerts in Holland. The loyalty of this royal 

Richard G. King, ‘A –59) as patron and practitioner of the arts’, in: 
Queenship in Britain 1660‒1837

–
nthony Hicks, ‘Handel, George Frideric’, 

King, ‘A –59) as patron and practitioner of the arts’

… in Commemoration of Handel (London, 1785), 100; Anthony Hicks, ‘Handel and the idea of an 
oratorio’, in: 

–

G. F. Händel
King, ‘A –

practitioner of the arts’



Ernst Graf, Gaetano Guadagni and Franx Xaver Richter, had a talent ‘throughout her reign 

destinations’.

In this light, Strada’s second visit in 

societies and gentlemen’s clubs in the 1720s. 

Last night the famous Signora Strada arriv’d from Holland, who is come on purpose to 

rmore, Mrs Pendarves often gave an account of Handelʼs private performances at 

her home or at some other friend’s house.

friends present, seems to have been particularly special, for she claimed that she ‘never 

Hume, ʻHandel and Opera Management in London in the 1730s’, 357–
–

King, ‘A –59) as patron and practitioner of the arts’
(Leiden, New York, Köln: Brill, 

toric London: An Explorer’s Companion

Robert Manson Myers, ‘Mrs Delany: An Eighteenth entury Handelian’, 
‒ ‒

Mrs Pendarvesʼs letter to her mother, Mary Granville, 12 April 1735. Deutsch, 



was so well entertained at an opera’: ‘

ord, she shall be of the party.’ She reported Handelʼs very good mood and 

– even one of the highest. Strada’s visit here was not one of those 

By the time of this meeting at Mary Delany’s in 1734, Strada’s illustriou

Londonʼs operatic life had become famous. officially and exclusively Handelʼs 

opera company, the Opera of the Nobility led by Niccolò Porpora, in J

the King for a fellow countryman, Anthony lʼAnglodge (alias lʼAnglois or Porta Anthony) 

Stradaʼs insistenc

precedent. In 1732, Giovanni Bononcini attempted to hire Handelʼs singers for his 

to be performed at the Opera. Strada, together with her husband, Aurelio del Pò –

worked as his wife’s manager during their English sojourn and afterwards –

‘I must tell you of a little entertainm k I had last week, I never wish’

ofess’d friend o
; I never was so entertain’

dies that sung from seven o’th’clock till 

mull’ seem’d pleas’ .’ Mrs Pendarvesʼs letter to her 

Mrs Pendarvesʼs letter to her sister, Ann ‒
He had stolen 15 guineas. Strada’s petition was granted, although too late. The 



compliance with Signor Bononciniʼs Desire; and likewise judge it to be a 

meld English and Italian operatic conventions), who describes how ‘it fell out chiefly by 

Strada’s Husband Wife to sing in it’.

after the revival of Handelʼs 

–

–required Handel’s singers to take part in it, a demand which was turned down 

iniʼs patroness, ‘has advancʼd 

very largely towards a new Subscription for Italian Operaʼs, to be there under the direction 

purpose’.

‒

dgren, ‘The Three Great Noises “ l to the Interests of Bononcini”’, 
‒ ‒

Lowell Lingren, ʻBononcini, Giovanniʼ, 

Handel’s Operas 1726–
Aaron Hill: The Muses’ Projector, 1685‒1750



Nobility Opera ‘

t with any Singer Except Strada’

aware of the situation of London’s operatic li

the Nobilityʼs (1733–

e them part ways in June 1733. Carestini became Stradaʼs next stage 

–

Stradaʼs colle –

chose to sponsor the Nobilityʼs company.

where Strada’s name represented 

Strada may also have opposed Senesino, a great supporter of Bononcini. Earl of Delawarr’s letter to the 
Graydon Beeks, ‘Anna Strada del Pò: Handel’s “New” Soprano’

‒
The Politics of Opera in Handelʼs 

Handel’s Operas 1726–



, Handel’s supposed protector

ò’s former declaration about Bononcini’s

Gentlemen’

Del Pò’s letter published in the

Strada’s husband, and no libel, I warrant you; no attempt against the government! ‘Ay,

to be sure’, replied an old lady, ‘everybody knows whose name begins with a P, and 

that it is pronounced in the beginning like those two letters P O.’ The fat gentleman 

seemed to frown at this. ‘Madam’, said he, … ‘I will undertake to pr

himself.’ … ‘Ay, ’tis plain,’ cried a 

sober fellow … ‘Aurelio stands for the 

… Is not this the style of a kin

woman’s husband presume to offer terms in this manner to the nobility and gentry of 

of Music.’

coln’s Inn Fields Theatre on 29 December 1733 with Porpora’s 

at the King’s Theatre 

: Vinci’s 

October, Hasse’s December 1733 and Vinci’s 

January 1734. As Reinhard Strohm has observed, ‘he wanted to confront 

Porpora with superior examples of Porpora’s own kind of music’.

–
Aurelio’s public notice was reprinted in –

Politics of Opera in Handelʼs Britain ‒
Cited in Schœlcher, 

The Politics of Opera in Handelʼs Britain
Strohm, ‘Handel’s pasticci’, 183.



to the King’s Theatre, while Ha

the King’s Theatre, 

sacrificing Strada’s engagement for the for the 1737‒38 season.

Burney reports that by 1737 ‘Handel had been so great a loser by striving against the 

being arrested by the husband of Strada for the arrears of his salary.’ l Pò

wifeʼs 

that he made a public statement on Handelʼs side in 1732 when he had not 

it is very important to see that Del Pò acted on Stradaʼs behalf like a

– gentʼs pragmatism and not with the

husbandʼs partiality. 

Stradaʼs salary. Del Pòʼs reactions

l state of Londonʼs operatic life as well as the political 

es Stradaʼs generosity when he records that in 1737 ‘S

and left the kingdom upon Mr. Handelʼs assurances that they should be discharged; and he 

paid a due regard to his engagement by remitting them the moneyʼ.

Shaftesburyʼs account connects it to Handelʼs benefit concert: ‘It was in this Season 

[1737‒3

Discharge his Debtsʼ.

Opera in Handelʼs Britain, –
Hume, ʻHandel and Opera Management in London in the 1730s’, 



rch 1738, attended by ‘near

1,300 persons besides the gallery and upper galleryʼ

ved £1,000 for that night;

said £1 500, Burney recorded £800.

Burrowsʼs assumption is that Hande

– –

–

: ‘Fly Heidegg

once more. / For Handel may study, and study in vain / While Stradaʼs expellʼd, and my 

Broschiʼs in Spain.’

by twenty Ladies of the first Distinction … As ‘tis said the Ladies who take upon them 

Hume, ʻHandel and Opera Management i the 1730s’, 360;
‒ ‒ ‒

‒

Hume, ʻHandel and Opera Management in London in the 1730s’, 357‒
From Henry Careyʼs Song ‘The Beauʼs Lamentations for the Loss of Farinelli’, 1737‒



vanished with Caffarelli’s departure (c. 15–

Whereas the Opera’s for King’s Theatre

and that I could not agree with the Singers tho’ I offer’d 

–

–

ora Strada del Pò, to which Place she 

for performing Operaʼs next Winter in the Haymarket, under the Direction of Mr. 

whether a decay of Stradaʼs vocal state 

Ilias Chrissochoidis, ‘Handel at a 
Crossroads: His 1737‒1738 and 1738‒1739 Seasons Re‒Examined’, 

‒
, ‘Handel at a Crossroads’, 599‒604; Robert D. Hume, ʻLondon (i), §V: 

‒1800, 1. The Stageʼ, 
–

cited in Chrissochoidis, ‘Handel at a Crossroads’, 604.
Farewell notice, written by Aurelio del Pò, Stradaʼs husband. 

‒



–

June 1737, asserted Strada’s 

unbrokenly excellent vocal quality: ‘I was at the opera of Alcina last night[:] was 

d. There is hopes that of the undertaker’s hiring Strada for next 

year’.

–

—

’d for a 

Stage; […] H

, that will play the Devil with us before he quits us, and leagu’d 

composer reached its culmination in the moving musical description of Alcina’s fallen 

Music and Theatre in Handel’s World: The Family Papers of 
James Harris, 1732‒1780 

Mrs Pendarvesʼs letter to her sister, Ann
– – – –

‒



Handel, to wax the charm as strong, / Temperʼd Alcinaʼs [Strada’s] 

Later reception also noticed Strada and Handel’s special relationship. Among Handel’s 

century biographers, Chrysander commented: ‘he made his 

ʼ ndelʼs favourite singer; ‘Surely, it 

. Having a voice similar to Cuzzoniʼs, she learned 

proved itself to be enduring even in uncertain timesʼ.

‘Signora Anna 

ʼ Dictionary of National Biography 1885‒1900

Strada, Handel found ‘a staunch and much needed friend’.

overcome the audience’s preconceptions and gain their appreciation; moreover, to compete 

‘On Mr Handelʼs performance on the Organ, and his Opera of Alcina’, By a 

‘Den besten Fund machte er aber an Signora Strada, einer wahren Perle des Gesanges.ʼ; ‘Es gewährte ihm 
sicherlich eine große Genugthuung, sich mit einer Sängerin durchzubringen, bei welcher der F
Kultus von vornherein unmöglich war. An Stimme der Cuzzoni ähnlich, lernte sie sich viel besser auf der 
Bühne bewegen, und scheint keine Spur von der Falschheit ihrer berühmten Vorsängerin besessen zu 

Tonmeister ein herzliches Freundschaftsverhältnis, das sich 
n Zeiten als dauernd bewährte.’ G. F. Händel

–
Ashton Marshall was an English writer, composer and conductor, contributor of the first edition of Grove’s 

‘Marshall, Florence Ashton’, 

Dictionary of National Biography 1885‒1900



audience’s preconceptions and gain their appreciation; moreover, to compete with a rival 

– –



enriched with Faustina’s arias; while in the third

requirements of Cuzzoni’s material fell short of Strada’s capabili

’

‒

In Strada’s role of Seleuce, two arias and her two duets 

Io vò di duolo in duolo , Faustina’s favourite insertion 

‒

‒

Io t’abbraccio ♯

T’amo, sì 

– ‒
♯′

Bernacchi’s behalf

Io vò di duolo in duolo

which served as Strada’s signature 

Handel’s Operas ‒
Georg Friedrich Händel Gesellschaft, Hallische Händel
d’Egitto: dramma per musica in tre atti (Kassel: Bärenreiter, 2000), 



nnected to Strada’s name as her benefit aria in 

‒

‒

with Strada’s

Io vò di duolo in duolo, Strada’s benefit aria in –

♭

n Cuzzoni’s reperto

, originally Faustina’s insertion aria, bb. 56–

–



Strada’s own substitute aria from

Io vò di duolo in duolo

s significant in Stradaʼs repertoire. trada’s 

original soprano version of Faustina’s, but not her 

Io vò di duolo 

‘ ter than the two previous ones’, 

Antigona, Cuzzoni’s former role,

, and Strada’s ♭

with Cuzzoni’s 

Rolliʼs ments Volume 2, 1725‒

‒
Paolo Rolli’s letter to , 331‒332.

The Librettos of Handel’s Operas: A Collection of Seventy
Handel’s Operatic Career

Faustina’s additional aria for the same opera, 



–

Faustina’s 

fitting perfectly into Strada’s vocal profile by representing the ongoing tradition 

in Faustina’s arias in general there are 

–

Cuzzoni’s beautiful 

♭



itivity matched one of Handel’s

or élan

aria was also taken from Alceste’s character 

Là dove gl’occhi

Strada’s style: 

Là dove gl’occhi giro –

’s

’s best,

Là dove gl’occhi

ustina’s role, which was a further 

Lusinghe più care C, Allegro, mà non troppo

‒

‒



aʺ

Lusinghe più care –

‒

, originally Morgana’s aria but 

‒

meant to reflect the anxiety caused by Alessandro’s 

e′ or d′ 

. The second act opens with Rossane’s soliloquy, 

–

Handel’s Operas 1726‒



–

sua gabbia d’oro

whole, Strada’s rol

Indeed, besides Faustina’s Strada’s original 

Vola l’augello

Lassa! ch’io t’ho 

(Kassel: Bärenreiter, 1989), ‒



Alla sua gabbia d’oro –

Although Faustina had a ‘charming voice with quite a big sound, though a little rough’,

Lusinghe più care Brilla nell’alma

Brilla nell’alma

or Strada’s sake there was never a need to 

clear than penetrating. […] She 

‘ mais un peu rude’. A French traveller’s letter to 

Handel’s Operas 1726‒
Vivaldi’s 

verità in cimento and in Sarro’s 
in Handel’s oratorio, ’s revival in 1735 was probably Carestini’s 

he took over other character’s numbers, probably on Handel’s demand, at the revivals 



that the unclear factor in Faustina’s singing took something away from 

Strada, in contrast, had a ‘better voice and 

better intonation’ than Faustina together with 

na’s arias in general have the trend of repeating the 

Rolliʼs 
‒ ‒

nd as Milizia remarked: ‘The ingredients of every 
overture are a pair of allegros, a slow section, and a deafening noise’. Francesco Milizia, ‘

Treatise on the Theater (1794)’, in:
‒



‒

other singer’s role

ing Cuzzoni’s arias; 

numbers in Cuzzoni’s roles, Handel imported Faustina’s songs for her. In this 

way, Strada’s aptness to adjust her vocal apparatus to a brand new combination and 

wearing Cuzzoni’s dresses. 

. Lady Sarah Cowper’s surviving letter

version of the work. In Strada’s part the 
Tutto può donna Piangerò

Handel’s Operas, 1704‒



Rolli’s sarcastic words), but also that Strada started to conquer the

you hear every night is despis’d as an old fashion’d Singer, & such staff 

admir’d as was never heard before with approbation of an English Ear.

Strada’s 

proclaimed that ‘The Scenes and 

Dresses are all intirely new’. Firstly, both the repetition of Strada’s b

success (not excluding the possibility that as a ‘second benefit’, she also gained a part of 

Strada’s 

circumstance sheds a clear light on Strada’s growing reputation. 

Io vò Piangerò

Piangerò ‒ ‒

performance was Strada’s benefit, she 

Handel’s Operas, 1704‒1726, 503‒505.

http://ichriss.ccarh.org/HRD/1730.htm


Io vò

highlight Strada’s 

‒ Tutto può donna 

, Bellezza’s aria from 

tà

provides an example of Strada’s presumably 

suggests that Strada had the same ability of a ‘

’ that Faustina possessed.

in Vivaldi’s one of Strada’s early productions in Milan, she had

given the fact that she sang in English in Handel’s oratorios while for her fellow singers 

’s main ideas are based on borrowings from Pistocchi’s second setting of 

with elements from Telemann’s . John H. Roberts, ‘Handel and the Shepherds 
of Ansbach’, in: 

‒ ‒

or Faustina’s 



, Strada’s benefit aria from –



Strada’s powerful voice projection and unusual 

in this number: eʺ and aʺ

Handel’s use of vocal range: below and above eʺ, most probably 

indicating the axis of Strada’s registers. Her most sonorous notes might have fallen 

eʺ and aʺ later concentrated on the fʺ‒ ♯ʺ‒gʺ

her in 1735‒

in the head range (bb. 17‒22);

h the two are mingled in bb. 33‒

on aʺ

‒

‒ ♯

Tutto può donna vezzosa

’s arias

words ‘son di donna i forti dardi’ in ’s

but they regularly occur in Strada’s repertoire. 



lightness. Cuzzoniʼs voice, in spite of the fact that sustained notes occur regularly in her 

a ‘nest of nightingales in her belly’, a description 

Stradaʼs might have had a slower motion with longer ones.

, automatically. Furthermore, Strada’s wide 

c‴ but also down to b (and she 

and tinkling resonance below e′

’s arias manifested themselves in Strada’s voice (and 

Com’onda incalza Già cessata

♭

‒

Frederick Neumann, ‘The Vibrato Controversy’, 
‒ Ellen T. Harris, ‘Voices’, In: 

‒
Handel’s Operas, 1704‒ ‒



–

Com’onda incalza
♯ , Costanza’s (Cuzzoni)

–

Scoglio d’immota fronte

Strada’s 



Scoglio d’immota fronte –





♭ , Faustina’s 

Già ce

Faustina’s mezzo

–

tly to Cuzzoni’s arias 

‒ ‒

‒

might have been inspired by Strada’s triumph 

I would like to thank Reinhard Strohm for drawing my attention to the similarities between Rodelinda’s 
and Cleofide’s music.



‒ Hò perduto il caro sposo

Ahi perchè, giusto ciel

‒ Rodelinda’s role does contain 

L’empio rigor del fa Morrai, sì
♭

virtuosity. Johann Joachim Quantz’s description Handel’s 

‒ together with Handel’s 

‒

Ahi perchè, giusto ciel

Cuzzoni’s substitution of Se’l mio duol the 1725‒ ‒

‒

‘ ’, i
kritische Beyträge zur Aufnahme der Musik

‒
‘Handel and the Aria’, in: 

‒
Handel’s Operas, 1704‒ ‒



Ahi, perchè –

Ahi perchè e pietà

similar to Strada’s 

Io t’abbraccio

ritten. In Strada’s case

changes than usual: Almira’s first air, 

’s most 

‒

Lascia ch’io pianga

‒

‒

♭

contralto Francesca Bertolli. Almirena’s last aria, was replaced by Faustina’s 

Sì, caro, sì

‘Girardeau, Isabella’, 



Sì, caro, sì –

‘made the boxes clatter’ in 

Faustina’s time and long thereafter: Burney did not fail to remark that it was ‘pleasing 

every class of hearers; […] this song was the delight of all lovers of Music throughout the 

kingdom many years after the opera was laid aside’.

‘ ’ for

has a fine passage on the words ‘ch’il mio dulolo’ in t

section, very similar to that ominous phrase in Strada’s 

aʺ, but with no bass accompaniment, indicating Cuzzoni’s light voice 

–



, Attilio Ariosto’s ‒

‒

was premièred and 

time that year (8‒19 May) and Giovanni Bononcini’s May‒27

evived (3‒13

likewise suddenly, due to Strada’s illness.

any case, it would explain Handel’s improvisatory revivals and the cancellation of 

would have been for Strada’s benefit, 

March‒17 April Strada was ‘very ill’ 

’s spring run of five performances could 

April‒5

return for the Oxford ‘Act’.

‘
.’ 1800. Part 3: 1729‒1747

‘“The Divided Heart of the Actress”: Late Eighteenth
Century Actresses and the “Cult of Maternity”’, in: Stage Mothers: Women, Work, and the Theatre, 1660‒

‒ ‒
‘Staged as Ideal Mother in Two Operas of the 1720s’, 

‒ ‒



opposition to Senesino and Handel’s rivals such as Bononcini). Handel became

event, Princess Anne’s wedding 

Teofane’s 

music is not among Cuzzoni’s

–

Earl of Delawarr’s letter to the Duk Graydon Beeks, ‘Anna Strada del Pò: 
Handel’s “New” Soprano’

Handel’s Operas, 1704‒
LaRue, ‘Handel and the Aria’, in: ‒

‘Durastanti, Margherita’, 



zzoni’s ♭

Gode l’alma consola

display Strada’s ringing 

Benchè mi sia crudele

Benchè mi sia crudele –

–

the ‘fine masque’

, according to the singers’ nationalities. 

Viscount Percival’s Diary, 20 June 1732. 



Brockes’ Passion 

Galatea’s first aria, 

È un fuoco quell d’amore

up to bʺ. Similarly, Se m’ami, o caro

Del mar fra l’onde, Strada could show her ‘claws’ as far as 

(Strada’s benefit)

première of ’s cast

who joined Handel’s 

of Handel’s own works arias of Strada’s 

and Prince William of Orange’s 

‒ ‒

‘Acis and Galatea’,
‘ be reviv’ call’

Rocks, Grotto’
dispos’

Subject’. 

Winton Dean, ‘Waltz, Gustavus’,

Non potrò mai il cor Quanto breve è il godimento



by the soloists themselves, similarly to Handel’s oratorio performances. The 

Muses, assisted with other proper Characters, emblematically dress’d, th

contriv’d with so great a Variety, that all sorts of Musick are properly introduc’d in 

single Songs, Duetto’s, &c. intermix’d with Chorus’s, something in the Sti

Oratorio’s. People have been waiting with Impatience fo

‒ ‒

by Marie Sallé

D’amor a fier contrasti, Scherza in mar la navicella) (Finchè 

play of the best of Strada’s technical and musical skill

D’amor a fier contrasti

Finchè un zeffiro 

‒

with Amarilli’s loving ‒

The last patchwork of Handel’s own ari

in the presence of the Royal Family and ‘with a great 

Applause’. According to Bernd Baselt, its ‘libretto is one of the strongest that Handel 

Editorial Board of the Hallische Händel
Händel scher Verlag für Musik, 



one of the most credible’.

, showing a colossal picture of Strada’s 

♭

l’augello Cuzzoni’s 
♯

♭

‘ decade’ (see Table 4.2)

in eight of the composer’s nine patchwork operas consisting of Italian arias: 

This involved singing arias by Johann Adolph Hasse, Niccolò Porpor

Supplement/I (Kassel: Bärenreiter, 1991)
‘Handel offered his prima donna a chance to express herself in brilliant virtuoso passages that evoke the 

as her heroic mastery of the blows of fate.’ Both Strada and 
– – had five arias each, ‘a sign that Handel considered 

highly’. 
‘ texts’, 

‒

call’d Ormisda

Mayer Brown. Italian Opera 1640‒1770, vol. xxix  (New York, London: Garland Publishing, 1977). 



‒

Handel’s with Strada’s participation

Première

―

―
―
―

―
―
―

, including Strada’s benefit night

Therefore, three versions of Artenice’s role might have existed: 

Strada’s benefit and 

Strada’s 

– Strada’s benefit
―??

Se d’Aquilon (Porpora) Se d’Aquilon

♭ ♭

― ―

Strada’s arias among the 

for the sake of coloratura display for Strada’s benefit, 

‘12 songs changed’. 
d Strohm, ‘Handel’s Pasticci’, i ‒ ‒

‒ Händels Direktionspartituren (“Handexemplare”) ger Beiträge 
‒



♭

singer’s 

and attacks aʺ
♭

♭

whole note higher for Strada’s benefit, and restored for the autumn revival. It is a

ming bass and a relatively wide range (from d′ to a♭ʺ

–

d’Aquilon in Porpora’s 

dell’Assiria



One of Strada’ arias, ♭

Hasse’s 

from Vinci’s 

who received two additional arias from Lotti’s 

‘La Strada, too, had already sung Erenice in Porta’s setting 

included by Handel.’

) was taken from Giacomelli’s 

Handel’s next Italian 

‒

, at least from Strada’s p

‒ Faustina’s role as Papiria with arias transposed a

♭

number, Farinelli’s aria from Porpora’s 

regina dell’Assiria

to Handel back in 1725‒26, as Faustina’s 
. Elizabeth Gibson, ‘

(1719‒28) and its Directors’, in
‒

Strohm, ‘Handel’s Pasticci’
‒

Händels Direktionspartituren ‒
Strohm, ‘Handel’s Pasticci’,



Farinelli’s partner in 

ange of two octaves, from b to bʺ, and a 

–

–



elli’s 

♭

m’involo

Ti lascio m’involo – –

–

Leo’s opera, Strada

‘Comic traditions in Handel’s Orlando’, i
– ‒



‒

―the very last aria of the opera, position

and an emblematic one: Carestini’s Vò solcando un mar crudele

’s 

However, the first idea for Strada to sing was Domenico Gizzi’s aria from Leo’s 

‒

‒

– –

Lord Hervey’s letter to 

Strohm, ‘Handel’s Pasticci’, ‒
. Mancini defined it as follows: ‘

lt styles is the “Martellato” (hammered)... This is very difficult to render perfectly, as it 

otherwise, if they exceed the rules of art, the “Cantabile” would resemble the cackling of a hen, when she 

of Antonio Pasi, and the Viscontina of Milan.’; ‘Questo genere di agilità è difficilissimo ad eseguirs
perfezione, poiché per ben riuscirvi fa d’

’intraprendere questo studio, egli è 
’ ’

ere una purgatissima intonazione, acciò ogni nota martellata sia distimamente intonata. 

richiede poiché se eccedono nella caricatura, rendono la Can ’
Questo genere d’agilità si può dire in oggi fuor d’



Vò solcando

itself starts on a d′

to the aria’s character and finish the lon

by Gismondi in Caffarelli’s 

jump from c′ to c‴. Nevertheless, 

Vò solcando in mar crudele –

Gli ultimi Professori, che con tanta facilità, e maestrìa si 
’ agilità Martellata, furono Àgostino Fontana scolare di Antonio Pasi, e la Viscontina di Milano’.

‒ ‒

ʼs account: ‘Sie ist unstreitig die erste, 
esten Erfolge, angebracht hat’. Quantz, ʻHerrn 

Johann Joachim Quantzens Lebenslaufʼ, in: Kritische Beyträge

‘ ft repetition of the same tone.’
nzo Bianconi, ʻ“Il trionfo dell’onore”

ion for theatrical personnelʼ, i » « Die Oper des 18. und frühen 19. 
wischen Komponisten und Sängern

52‒61; Susanne Aspden, 
ʼ

Press, 2013), 30‒31; Saskia Maria Woyke, – –
(Frankfurt am Main: Peter Lang, 2010), 124‒125; Antonio Pasi was a student of Francesco Antonio 



Vò solcando

– –

ng Cuzzoni’s role

her impresario husband, Aurelio del Pò

Only Strada’s first aria as Tamiri was from Vinci’s ♭

from Hasse’s 

Sarro’s Strada’s fi

Strohm, ‘Handel’s Pasticci’, ‒



–

–

from gʺ to b.

–

adaptation of Hasse’s 

opera, premièred in Rome 



voice as ‘clear, sweet, and free from defects of 

every kind’. with regular aʺ notes;

♭ʺ

–

, as a Handelian version of Vinci’s famous 

January 1734. Mrs Pendarves judged it ‘pretty enough, but not to 

compare to Handel’s compositions’.

Vò solcando

. He sang one of Farinelli’s symbols instead: Son qual nave ch’agita

asse’s setting of the same subject

there were two additional numbers from Hasse’s 

Parto se vuoi così 

of Lucia Facchinelli occur frequently in Strada’s 

orities. It is similar to her attraction to Faustina’s songs, 

Parto se vuoi così

in the legato of which is combined with rhythmically rich melismas. Strada’s 

Strohm, ‘Handel’s Pasticci’, 209; Händels Direktionspa ‒



passionate piece, and through its attacked bʺ, aʺ and g♯ʺ notes it was especially 

– –

Margherita Giacomazzi for instance, Vivaldi’s virtuoso soprano

problem was found only in the early 1800s, mostly in connection with Rossini’s works and 

the title role, that of the Carthaginian Queen of tragic fate. Vinci’s

– ’ – – –
– – – ’ –

– ’ – – ’
– – – – –

– Le nozze d’ ’ –
’



in this role―a 

♭ʺ ♭

Margherita Giacomazzi from Vivaldi’s 

–

‘Fontana, Giacinto [‘Farfallino’]’, 
Reinhard Strohm, ‘Vivaldi’s career as an opera producer’, in: 



Già si desta ♭

Mancano più nemici? –

Vado, mà dove, oh Dio Didone’s ag

ts what made this production the ‘Alcina of the pasticci’, 

so to speak. Its lurching chromatics, sighs and exclamations on aʺ notes, 

Se vuoi ch’io mora

recomposed by Handel, not only because of Strada’s need of 

line in the second octave reaching gʺ 

‒84 in Vinci’s 

setting) on the word ‘tormento’ was also cut, because Handel had already applied that too, 

Example 4.24: Vocal part (excerpt) of Handel’s setting of Se vuoi ch’io mora –

‒

‒

January 1743, that ‘Handel has borrow’d a dozen of the Pieces and I dare say I shall catch 

e formerly, both from Scarlatti & Vinci.’

Markstrom, in his book about Vinci’s oeuvre, makes a crucial statement: 

great importance to Handel’s artistic developmen

factor in the stylistic changes in his music during the decade 1725‒1735, changes that 

John H. Roberts, ‘Handel and Vinci’s “Didone abbandonata”: Revisions and Borrowings’, 
‒ ‒



gnated with Vivaldi’s élan and then with the sophisticated 



Chapter Five: Strada’s F

audience with Strada’s best features, such as her wi ‒c‴, 

‒c‴), virtuosity, and the singer’s famously 

gain the audience’s favour

’s worthiness

‘Rival Queens’, Handel 

about new ideas and new divisions, meaning a fresh inspiration of Handel’s inven

Strada’s roles certainly show a greater 

in the last years of the First Academy (1726‒28), when Handel

Academy period, noted that changes in Handel’s compositional approach were 

to singers of his cast, especially to leading ones: ‘the

is closely associated with the relation between arias and the drama as a whole.’ He 

Strada’s arias show a 

uzzoni’s and are more individual than those of Faustina.

‘Handel and the Aria’, in: 
– –



Strada’s original Handelian roles

Première Date
King’s ―

King’s 

King’s 

King’s ―

King’s 

King’s 

King’s 

―

―

―

Strada’s London debut role, i.e. Adelaide in 

intonation. The role requires high notes like aʺ, b♭ʺ and bʺ,

‘á la 

Strada’. 

two leading ladies’ rivalry 726‒



, in order to make evident Strada’s 

♭

d its rhythmic variety goes beyond that of Cuzzoni’s arias 

word ‘combatti’ end 
♭ʺ

Burney rightly recorded that ‘it seems chiefly calculated to display her [Strada’s] 

brilliant shake, for which there are more than thirty occasions in the course of the song’.

–

Faustina’s 

‘ e Trill: Mancini v. Manfredini,’
– –



Burney calls it an ‘aria di bravura […] in which 

orchestra, has much to do.’

–







–

Adelaide’s character ‒ es Strada’s 

‒
♭

♭

‘

feeling’ The climax falls on the phrase ‘volgete grato un sguardo a’ voti miei’

e′ to gʺ and a four

on fʺ progressing into a g♭ʺ

fʺ

Handel’s Operas, 1726‒1741



♭ʺ

: fʺ ♭ʺ

by dragging fʺ audibly to g♭ʺ

–

divas’ style are fading away, and through that blurring a Strada’s 

D’una torbida sorgente

) recall Faustina’s style, the aria’s unique, hybrid 



‘ ù chiaro figlio’

‒
♭

something of Strada’s ability to portray 

, and ‘affords opportunities for good action as well as singing; while 

the orchestra supports the situation of the performer with great force and effect.’

especially recalls Aspasia’s musical portrait from Leo’s 

Vuoi ch’io parta

D’una trobida sorgente –

–

premiè

December at the King’s Theatre ‘with great Magnificence, the Cloaths for the Singers, 

all embroider’d with S

ntirely new’.

‘

(Kassel: Bärenreiter, 1989),

1725‒



[…] 

penetrating soprano voice which charms the ear [i. e., a very loud soprano “voicelet” which 

]’ ‘was the Cheife & best the rest little esteem’d’; ‘her 

erfection’; ‘La Strada and the rest are 

well lik’d’.

[a very loud soprano ‘voicelet’ which stimulates

than anything else. […] Heydegger has had much praise for the costumes, 

‘ che canta meglio delle due passate, [...] il vero è che questa a 
un penetrante filetto di voce soprana che titilla le orecchie’. In my opinion, the expression ‘filetto di voce’ 

e, caricaturising Strada’s powerful, clear and not at all little voice. Paolo 
–

Colman’s Opera Register



] it is condemn’d never more to 

singers and those that perform’d 

Opera is dislik’

Handel’s self

‘Nove giorni fa si cominciò l’Opera intitolata Lotario. Io non vi fui se non Martedì passato, cioè alla terza 
recita. L’Opera è universalmente stimata pessima. Bernacchi non piaque La prima sera, ma cangiò metodo 
La seconda, e piaque; di persona e di voce non incontra come il Senesino, ma il rinome dell’arte ch’egli à; 

i non vuole o non sa fargli plauso […] Il libro fu recitato anno passato dalla 

dice che canta meglio delle due passate, perchè l’una non piacque mai, e l’altra si vuole che si scordi. il 
vero è che questa à un penetrante 
dalla Cuzzona! Q[ues]to è il parere ancora di Bon[oncin]o col quale sentij L’op[er]a. Il Fabri incontra 

è veramente p[er]feta attrice, e tale è general[men]te stimata. V’è una Bertolli ragazza romana, che recita da 
sotto L’elmetto; son certo che La desiderarete 

modenesissimamente,oh che bel B[ellis]s[im]a! V’è poi un Basso d’Amburgo che à voce più da contralto 
natural che da basso, canta dolcemente nella gola e nel naso, pronuncia l’italiano alla cimbrica, atteggia 
ome un pargoletto Cinghiale, ed à più faccia da valet de chambre che d’altro. Bello! [...] L’Heydeger s’è 

fatto grand’onore negli Abiti e bastante nelle scene ove è almeno La Santa Mediocrità. e pure il concorso 
’

Handel’s Operas, 1726–



Io vedo, sì, più non torbida la face

Sì, scherza, sì

’s reception was 

connected to Faustina’s arrival in London, there were negotiations with the Royal 

production, most probably on Faustina’s behalf, who gained 

great success as Rosmira in Leonardo Vinci’s Venetian setting of carnival 1725.

Academy’s ex

t 1726, arguing: ‘Then thereʼs the part of Parthenope (I suppose for Cuzzoni) 

thing or other.’

Arsace in Sarro’s

Rosmira who disguises herself as a man. In Vinci’s 

took over Partenope’s role, whereas Faustina kept that of Rosmira, which became the 

Von Neapel nach Hamburg: Die europäischen Reisen der Partenope.
–

–

, ‘Die Reisen von Rosmira’
ropäischen Reisen der Partenope ‘

’, in: Strohm, 
‒ ‒



necessary to do justice to the queen’s music. The role o

milestone in Strada’s career, since all kinds of arias, the virtuoso, energetic and sensible 

ones, fit to the amazon Queen’s figure, and Handel indeed enlarged Strada’s vocal spheres 

The opera’s

L’amor ed il destin

c‴ –

, in the case of Caffarelli’s aria 

L’amor ed il destin when wrote that it ‘abounds with 

’.

Partenope’s aʺ and ♭ʺ

, and ‘met with an uncommon Reception; and in Justice both as to Voice and Judgement, he may 
truly be esteem’d one of the best Performers in this Kingdom.’ 



L’amor ed il destin –

considered the singer’s vocal features. There are, however, some examples of singers’, 

’s, own ornaments of arias, for instance by Farinelli and Luigi Marchesi, 

–



Selection from Marchesi’s fourteen c

Selection from Marchesi’s fourteen variations

Farinelli’s ornaments on the aria Quell’usignolo from Geminiano Giacomelli’s 

Aufführunspraxis der Musik

‒



female singers sang castrato arias, with which Strada also appeared in Handel’s Italian 

–

–

eighteenth century; today’s performers therefore cannot be blamed for 

has been going to singers’ 

more meaningless desire, to sing up to f‴ and g‴.

‒ ‒

‒

t to violate the aria’s main character, but rather intensify it in accordance 

1780), V/§3; English text from Johann Adam Hiller, 



beat, but have to be executed within a strict tempo (although “rubato”, freely), as Johann 

… and as Mancini testified about Cuzzoni:

varied “gruppettos” an

vibrated with trills and mordentes, now “staccato” then sustained, and then loose runs 

In Strada’s case it is probable that the highest note she ever sang in cadenzas too, was c‴, 

(below the staff). Handel’s application of the high C as 

‘Unter anderen habe ich in Venedig, am [Theater] San Giovanni Grisostomo, die gefeierte Faustina gehört, 

mindesten die Richtigkeit der Begleitung zu beeinträchtigen; so dass der Komponist selbst manchmal seine 
Arien in der Kehle dieser Sängerin schöner und angenehmer fand a ’

‘Se cantava un aria cantabile, non trascurava ne’ siti 

produceva ammirazione, e diletto.’ 
–



… and described Carestini’s creative abilities and chest

tenor that has perhaps ever been heard. … having a 

, whom he considered as ‘the most perfect singer it ever fell to my 

lot to hear’:

concept focused the listener’s perception on the live performance, which drew attention to 

–

–

–



written for one’s own individual voice

personal, besides being ‘historically informed’ as far as style is concerned. Singer

deliver their message most effectively. I do not believe in copying either somebody else’s 

ly as musicians in the Baroque era did, because one has to address today’s 

’s battle

(‘ ’amor ed il destin combatterà per me’)

the Queen’s

♭

Handel’s inspired ideas of musical representation.

seventh bar the melody breaks by two seventh leaps at ‘mia speranza’ ‒

‒

‒ ♭ʺ

each other: the rolling ease of ‘sei mia gioia, 

bene’ is weak in comparison with iolin idioms and arpeggiations of ‘mia speranza’.



–

Io ti levo l’impero dell’armi

–
♭

as an aria ‘in the style which Hasse and Vinci were now successfully cultivating, and 

and quiet than any that could be found in the songs of their predecessors’.

ested in Stradaʼs vocal art. Handelʼs self

‘ ’ ‘ ’



Io ti levo l’impero dell’armi –

‘

wrinkles that it is difficult to imagine it to be near sixty years of age’ ‒

‒

‒



–

–

‒

oscillation imitating the butterfly’s motion around the light ‒



♭

♭ʺ

words ‘e tu pena, ingannator’

♭ʺ

Sì, scherza, sì

a’s second ‒ ‒84; on the words ‘scherza ... ad un 

sol cor’

–

Sì, scherza, sì –

Besides the series of monumental airs, Handel’s other main goal was to bring Strada’s 

d lyric abilities into blossom. The singer’s secure artistic identity allowed the 

in Strada’s career 

: ‘This opera, though it contains but few airs in a great 

repetitions more.’ He also mentioned Strada’s fine voice, good shake (trill) and elegant 

ì, scherza, sì



the composer’s greatest success

Hervey wrote about a revival performance in November of the same year that ‘I thought 

the Opera to Night would never be finish’d, they encore’d so many Songs; and I have 

wanted this hour & half to come home’. Cleofide’s power as a character resides in her 

which Poro’s 

During the succession of Cleofide’s arias, none faster than 

♭

– –

–

December 1736, because Strada got ‘violently ill of a Fever and Sore Throat’. There was an influenza 
, Erissena’s Allegro aria, 

il candore d’intatta neve ’s limited 

Lord Hervey’s letter to Stephe

Singer’s Preceptor
–

‒ , 87, 91‒93;
, 108 and 111‒113.



: ‘

’

registers, as Mancini declared that a ‘

’

as a proof of a good and healthy technique: ‘conduct of the voice: the 

be good, when the voice is neither nasal nor guttural’.

enumerated it among the most important features of good singing: ‘

.’

–

–

–

–

–

‘
.’ Vincenzo Manfredini, 

Critical and Annotated Translation of Vincenzo Manfredini’s Regole Armoniche Part III (1797) with 

John Potter, ‘Beggar at the Door: The Rise and Fall of Portamento Singing’, 
‒

http://ir.uiowa.edu/etd/5066


‘By 

of the voice.’

: ‘Naturally, the low tone 

“Portamento di voce”’

‒ ‒

‘ ermar la voce s’intende sostenerla più
ciò poi ne risulta la più
sì ’ 
The Bel Canto War: A Critical and Annotated Translation of Vincenzo Manfredini’s Regole Armoniche 

‘è
eppure anche l’acuto, comunque, si adopera, convien sempre trattarlo con dolcezza, purchè fra l’uno, e 
l’altro resti sempre conservata una proporzionata corrispondenza. Necessario anch’è, che l’esecuzione 
perfetta vada unita col portamento di voce.’ 



‘ ’

‘ ’

is perform’d in such a Manner that the first Note is a Guide to all that 

John Potter, ‘Beggar at the Door: The Rise and Fall of Portamento Singing’, 

, II.§15; 

‒
‘ ’; ‘

utte quelle, che gli vengono appresso così strettamente unite di 
grado, e con tanta uguaglianza di movimento, che cantando s’imiti un certo sdrucciolo liscio, che da’ 
Professori è detto Scivolo, i di cui effetti sono veramente gustosissimi, allorché una Vo

’; ‘La giurisdizione dello Scivolo è assai limitata nel Canto, Egli talmente a poche corde ascendenti, e 
e non può passar la quarta. All’orecchio parmi più 

grato però q ’ Opinioni de’ 
–

–



la’s example of 

In a “siciliana” style, it is just as well to perform the slur and dragging,

Cleofide’s 

co’ miei martiri

’s 

example for this in Strada’s repertoire. It has an obb

er of Handel’s opera 

is absolutely appropriate, especially on words like ‘divide’ (‘ ’; b. 22),

‘dolor’ (‘ ’; bb. 51‒ or ‘moro’ (‘I die’; b. 88) 

‒ ‒

‘ , purchè siano posti 
ne’ siti convenevoli, e fatti con le dovute proporzioni. Si dovrà però sempre sostenere la voce al suo grado 
dovuto, perché abbandonandola se le toglie il maggior pregio; E perciò devesi attentamente badare alla 
proporzione dovuta, con regolare insieme gli acuti con dolcezza, e facilità, spogliando
proporzione di crudezza che offende l’udito.’ –



–

Galliard footnoted Tosi’s description ‘the Gliding notes 

are like several Notes in one Stroke of the Bow on the violin’. 

that ‘no two notes on the 

same string, in shifting, should be played with the same finger’

Tosi’s opinion is tha

Appoggiatura’s

‘ to Twentieth Centuries’, 
–



means ‘slipping through’ and refers to a fin

, however, stands for ‘dragging’

’s definition is different: ‘

.’

Example 5.21: Galliard’s example of 

According to Thomas Busby’s ‘is only 

es… is of powerful effect, especially when performed by 

a soprano voice’. As late as 1815, Jousse still adopted Tosi’s definition

(Tusnelda’s revenge aria in Handel’s 

e is an octave fall from aʺ to 

a′, eleventh leap from e′ to aʺ (bb. 40‒

‘Quando sul movimento è uguale, d’un Basso che lento cammini di croma in croma

disuguaglianza di moto, cioè fermandosi più su qualche corda di mezzo, che su quelle che principiano, o 
’ –



–

‘ called “pure” 

nineteenth centuries’.

Strada’s Andante arias with various phrases and unconventional coloraturas. 

moments: (1) on the words ‘vede partir le sponde’ a sequential violin idiom can be found; 

and fifth intervals on ‘scherza’, and (3) slow repetitions highlight the word 

‘ombra’ (shadow).

‘Francesco Rognoni’s “Selva de varii passaggi” (1602): Fresh Details concerning Earl
Baroque Vocal Ornamentation’, – –

‘Cercar della nota’, 
‘Portamento (i)’, 

Harris, ‘Portamento (i)’, i



– –

premièred on 15

of Strada’s composer’s discovery 

l’s way of composing for 

Strada’s voice expresses a deeper level: it essentially lies more 

certain features of Strada’s voice 



–

of e′ and d′

of gʺ or aʺ

‘mà in questi accenti non ritrovo il genitor’ w time switch from e′ to eʺ

from e′ to g″ re

confirming that Strada’s vocal power was on display throughout 

Strada’s chè un zeffiro ♭

‒

‒



orchestra. Handel’s markings for trills are not exclusive, and in 

Finchè un zeffiro

longer coloraturas of ‘soave’ ‒ and ‘placata’ ‒

Finchè un zeffiro save – –

‒



–

Burney’s remark on Faustina) ‒

Finchè un zeffiro’s

determined by the singer’s capacity to bind the phrase with o

of Strada’s vocal development and Handel’s understanding of it.

, chromatics, trills, accented aʺ
♯′ to aʺ nd by this time regular use of eʺ as well as aʺ

Strada’s head register must

The aria’s main difficulty

–

Versuch einer Anweisung, die Flöte traversière zu sp
ohann Friedrich Boß, 1752), 282–

–
–

‘Embellishing Eighteenth Century Arias: On Cadenzas’, in: 
–



– –

reflecting Fulvia’s feeling o

is marked by an expressive and even threatening ostinato motif in the bass: ‘the 

voice of fate’, as Strohm calls it.

Reinhard Strohm, ‘Handel’s ’, in: 
–









Strada’s voice production was of fuller v

– except for Verónica Cangemi –

wrote in his diary that it ‘takes with the town, and that justly, for it is one of the best I ever 

heard’, and according t ’s Opera Register it ‘was for many Nights 

to some peoples admiration’.

the operas of early 1732: ‘We have likewise had two Operas, 

’s which Ravish me, and indeed the whole is vastly Genteel’.

‘a most 

delightful’ work and ‘a charming one’.

Handel created a superb role for Strada. The broad spectrum of Elmira’s 

Rendi’l sereno al ciglio

) Strada ‘captivated the audience extremely, by her 

Alessandrini (Naïve:
Colman’s Opera Register, 15 February 1732. 

‒

’s Operas, 1726



or expression she delighted the public in this song’.

Rendi’l sereno

♯ Strada’s silve

Rendi’l sereno al ciglio –

Handel’s orchestration could denote Strada’s

divisions or going beyond the vocal line is a very good indicator of Strada’s vocal power. 

♭ ‒ ‒

Strada’s volume becomes 

‒ ‒

‒ ‒

–



–



(from Handel’s 

© The British Libr –

–



and on a further three occasions in Handel’s 

three times. In Burney’s opinion 

a ‘capital trada … in which her powers of voice execution 

ts and difficult divisions’.

on Strada’s talent: ‘The second act is opened with a 

those which the preceding air required’.

Strada’s not only 

valley of modulations (i.e. A ‒ C ‒ F ‒ D ‒ E



The regular appearance of arias in Strada’s original Handelian repertoire which have a 

Handel in this way displayed Strada’s 



‒

‒

tervals, which are called Comma’

‒ ♭ ‒ ♯ … 

tion’

ustom of crowding the Opera’

Jean Laurent de Bé

… er adjusts to the temperament […]  of an […]

tervals […] 

ment […]

s rendered by the instrument […] 

‘Beyond temperament: non keyboard intonation in the 17 centuries’, 
– – – –

Versuch einer Anweisung, die Flöte traversière zu spielen
Friedrich Boß, 1752), –

–
‘...comment la voix s’ elle au tempérament... d’

d’ que du mode principal, telle qu’ ’
valles…sans égard à l’altération des notes que l’

Lorsqu’un nouveau mode paroit, la voix est obligée de se conformer à la maniére dont l’
Si la voix & l’instrument forment ensemble une tenue à l'unisson ou à l’octave, la voix 

est forcée de se former à l’instrument...’ Béthizey, Exposition de la théorie et de la 



Vola l’augello

Handel’s compos

Strada’s entire repertoire, was placed in the same role 

Vola l’augello –

Further arias among Strada’s original roles which contain bird

ch’io perduta (



Burney’s observations of his majestic v

on Strada’s behalf. 

–

‘ [Bernardi, Francesco]’, 

‘ ’, In: 
kritische Beyträge zur Aufnahme der Musik –

–
–



‘

became a general favourite’

refers not only to Handel’s inspired ideas of fierce and joyful 

Strada’s role in making it 

fine trills, underlining Strada’s high 

Strada’s role 

was Handel’s first 

Ariosto’s 

Although Handel’s approach was more defined by his knowledge of diverse European 

commedia dell’arte

practices) than by Ariosto’s play directly, yet the pastoral dimensions of the Ariostian plots 

To fulfil dramatic requirements Handel allowed himself not to take singers’ dem

‒

‒

Strada’s role

‒

‘Comic traditions in Handel’s Orlando’, In: –

L’Oiseau –

Handel’s Operatic Stage –



Così fan tutte

Gidwitz noted about Ferrarese that ‘

and her performances less than inspiring. Mozart’s achievement was to transform a 

‒

‒ of his soprano.’

Così giusta

Così giusta –

described as ‘pathetic, and richly accompanied.’

gro) has a playful metric aspect: accented aʺ

Angelica’s lively and innocent character, and giving a greater emphasis on acting; 

potrà

opens and becomes abandoned in large energetic passages ‘with divisions which required 

considerable agility, compassing a wide range’.

Patricia Lewy Gidwitz, ‘Mozart’s Fiordiligi: Adriana Ferrarese del Bene’, 
‒



Non potrà dirmi ingrata –

requiring ‘greater abilities in the 

or third class.’

declared this new cast’s prominence:

’d for a 

yet; tho’ basely deserted by Mon na’.

t, that of Porpora’s 

‘The reference to La Strada in the pamphlet Harmony in
under the name of ‘Coeleste Vocale’ must be a pun on Signora Gismondi’s name’. 
‘Comic traditions in Handel’s Orlando’, i

‒
‒

– – – –
‒



Colman’s Opera Register praised the new opera as ‘very good & perform’d very 

‒ estino sang surprisingly well’. Arianna’s musical figure is sensibly 

Strada’s comprehensive skills as better than that of Maria Segatti, who 

Porpora’s production 

Besides lyric arias, this ‘favourite singer’

which is ‘extremely spirited, and of an original cast’, concluding

‒ ‒

is about Strada’s evenness of vocal power in the 

‒ ) on the words ‘chi vincerà’, which, 

– –

of the season he intended to beat Porpora’s troupe at their own kind of music: 
Reinhard Strohm, ‘Handel’s 

Pasticci’, In: ‒
man’s 





–

musical marble, is the Arianna‒Teseo duet of 

‒ ‒

intensification of each other’s 

‒



–

Strada’s 

Handel’s method of writing for 

Strada’s voice becam

reflect Strada’s full vocal 

the vocal extension of Strada’s role, that of Ginevra



was alien to Ginevra’s character. Strohm notes that since Handel 

chose the libretto of Antonio Salvi, ‘the librettist most often chosen by him –

–

called “regular drama”’.

, the latter on the grounds of Polinesso’s resemblance 

to Iago’s figure.

Handel and Strada’s collaboration unequivocally clear. 

of Strada’s vocal entity in a deeper layer

to put Strada’s 

n voices, for the same clichéd

‘Handel’s Ariodante: Scotland and Arcadia’, in: 
‒ ‒

Handel’s Operas 1726–



modern simplicity of the plotline and the driving forces of Ariosto’s drama with its deeper 

Strada’s voice

♭

rada’s brilliant trill

n her voice. Handel clearly set the fʺ–gʺ area 

Mi palpitá il cor 

5.40), Handel let Strada and Carestini’s virtuosity blow up through semiquaver triplet 

–

–



’s

‒

ing my sister and I went with Mrs. Donellan to Mr. Handel’s house to 

’tis the finest, but ’tis 

ve not words to describe it. Strada has a whole scene of charming recitative―there 

Alcina’s music ded by Burney as unfailing: ‘Upon the whole, if any one of 

Handel’s dramatic works should be brought on the stage, entire, without a change or 

revival.’ Indeed, Handel’s 

dramatic thinking, a ‘Baroque realism’ which seems to have been ahead of its time. 

Strada’s role ha ♯ gʺ

I/8; C minor, 3/4, Andante larghetto; Ex. 5.41) …

Theatre in Handel’s World: The Fami ‒

‒



… and the aria standing

by the exclamations and accented aʺ and gʺ notes as well as tenth leaps of the previous 

ess’s dramatic collapse 

Strada’s dramatic vocal weight

also of her magic power, the core of Alcina’s identity, creates a 

nation of Strada’s vocal skills

–



–

– –



‒

practice of the era and Handel’s way of composing for Cuzzoni and La Francesina, the 

that ‘Among the Women, one hears sometim

entirely di Petto’; noted: ‘

the chest voice’.

refer as the ‘chest’: ‘all kinds of agility must be supported by a 

robust chest’, including Stradaʼs specialities, the 

Bernhardʼs opinion ‒ , i.e. one has to ‘strike the trillo in the 

chest, where the best ones originate’

♯

Non è amor, ne gelosia ♭

‘Das Verhältnis von Lautstärke und Stimmlage im Barockgesang’, in: Aufführungsprax
der Händel ‒ ‒ ‘Singing’, 

‘Nelle Femmine, che cantano il Soprano sentesi qualche volta una voce tutta di petto’. Tosi, Opinioni de’ 
‘Caso raro; che 

petto in una sola persona.’ 
Ellen T. Harris, ‘Voices’, 

Sadie (New York: Norton, 1990), 97‒116: 107.

‒ ‘
Von der Singekunst’, ‒

Harris, ‘Voices’, 99; l’



Strada took Morgana’s aria, 
♭ ♭ʺ ‒

‒

Partenope, the role containing the high c‴, even in the 1737 revival.) Considering 

the peak of Strada’s whole repertoire comprising original ro

in all of these, I assume that Strada’s voice, and especially her sonorous high notes, had 

Strada’s famous colleagues ‒ ‒

out loud: ‘she has got a nest of nightingales in her belly’.

which she utilized to render coloratura passages easier to sing: ‘

.’

Mancini remarked about Faustina: ‘Her type of agility was so

because [characterised by] the right degree of vibrato’.

‘united in brio, agility of the voice, 

expression’. : ‘There is a sort of 

‘ “ rrect” pitch with a spectrum of “wrong”

“wrong”

’ Frederick Neumann, ‘The Vibrato Controversy’, ‒

‘Il suo genere d’agilità fu tanto più pregevole perché vibrato a quel giusto termine’. 
‒



wavering of the voice, very agreeable to the ear.’

– –

. Roger North’s illustrations for example 

He also commented on Nicolini’s vibrato 

ormance of an aria from Mancini’s opera : ‘And the swelling and dying 

waiving of air, and pleasant gales moving, and sinking away’.

h’s 

motion zooming of its structure, i.e. the ‘beginning finishing’ triangle, the 

During the Years c. 1695‒1728



‒

‒

the premièr the skeleton of Handel’s 

–



and Strada’s 

Atalanta’s figure, however, 

Lassa! ch’io t’ho perduta

‘ legato’ ‘ legato’



Lassa! ch’io t’ho perduta –

Atalanta’s duet with Meleagro, 

Ben ch’io non 
♭

–

Ben ch’io non s –

–

– –

–



– –

planning suicide simultaneously or else the couple’s whole life and happiness is coming to 

even to that character among Strada’s operatic roles who goes through the biggest 

f love awake and develop in Atalanta’s

According to Burney, it ‘would have but little effect from 

for a great singer that would admit of fine colouring’.

, and Senesino’s 

the ultimate proof of Strada’s

♭ʺ

a dramatic part. Tusnelda’s own father betrays her husband and 

♯ʺ, gʺ and aʺ have

‘sangue’ 



–

È 

gʺ



gʺ

falls to cʺ, ♭′ and a′. Tusnelda is articulating the words ‘debole amore’ – ‘weak love’ –

Sigismondo’s complaints 

È vil segno –

–



♭

of Atalanta’s , and creates a tradition of Strada’s last Handelian operas:
♭

– in the première. Though the situation is also intimate and lonely, here 

Arminio’s execution. Và, combatti ancor da forte ♭

Strada’s soprano 

through ‘original passages and 

peculiar difficulties of execution.’

♭

Và, combatti ancor da forte –

– Da’ tuoi begl’ occhi

–

i ch’io mora

Vinci’s 

5.56), which ‘seems written for the display of Strada’s powers of execution, with a quiet 

’

which echoes the voice’s 

scorns the rebel Vitaliano’s love for her.

where Strada’s part has a ♭ʺ

Da’ tuoi begl’



vuoi ch’io mora –

Da’ tuoi begl’occhi

replacement of Conti’s aria, 

but, after it was removed, Strada’s aria came after the B♭ Sull’altar di 
♭

, Arianna’s lament over the pains caused by her husband’s 

Reinhard Strohm, ‘Vivaldi’s and Handel’s settings of ’
‒



Burney calls it of ‘such an elegant and masterly style of composition as was but little 

known in any part of Europe at this time.’

–

Strada’s pass

was written ‘in a very uncommon style, and 

pported […] with spirit and ingenuity’. Nò, che servire altrui

display of Strada’s best sounding tones fʺ, gʺ and aʺ 

t’intende ♭ –

‒
‒



Chi t’intende ‘ ’,

Nò, che servire altrui –

–



Chi t’intende –

Berenice’s ♯

uited love by Alessandro’s side.



: ‘Mr. Honeycomb protests, that he cannot adapt one Air of your 

a’.

Strada’s original roles certainly helped her to develop in the right direction 

learn something constructively new about one’s character through that favourable visual 

discover in Strada’s eyes n Verelst’s

Handel’s 

because of the prospects Strada’s individual skill

– – – –
‒





Strada’s privileged situation as Handel’s 

’s and Bertolli’s pronunciation 

–

–

Although during the process of Handel’s turn to

by other soloists’ arias, still called for singers with an Italian manner of training. This 

‘Senesino and Bertolli made rare work with the English Tongue you would have sworn it had been Welch; I 
would have wish’d it Italian, that they might have sung with more ease to themselves, since, but f

’; from the pamphlet 
1725‒1734

, ‘set to sing these English Words – –
’. Cited in George E. Dorris, 

the Italian Circle in London 1715‒1744

onwards. Joan C. Beal, ‘Prescriptivism and the suppression of variation’, in: 
–

iation in the Eighteenth Century. Thomas Spence’s Grand Repository of the 

Donald Burrows, ‘Handel’s oratorio performances’, 
–



as late as the 1740s and 1750s Élisabeth 

and this same reason could justify Strada’s stable

–

–

1: Strada’s oratorio performances under Handel in London

Première Strada’s 

Alexander’s Feast 

à ―

’s

–

–

performance ‘in action’ at the Crown and Anchor Tavern for 23 February, Handel’s 

that ‘Mr. Handel himself 

Anthony Hicks, ‘Handel and the idea of an oratorio’, in: –



market’.

George II and Queen Caroline’s coronation service in 1727 and

the Coronation Anthems’ 

Queen Caroline’s role as national The original text, based on Jean Racine’s 

er’s figure gained much 

Racine’s character.

Esther’s 

physical beauty in winning King Assuerus’s heart on the other –

– which is, again, closer to Racine’s drama 

part in the representation of the characters, Strada’s putative lack of physical charms was 

no obstacle in rendering Esther audibly delightful with her ‘ ’.

praises God by a ‘Hallelujah of h an hour long’
♭

An Account of the Musical Performances in Westminster Abbey … in 

Hicks, ‘Handel and the idea of an oratorio’, Handel’s Israelite Oratorio Libretti: 
–

‘His Majesty’s Choice: in May 1732’, 
–

Handel’s Israelite Oratorio Libretti
She thinks so because in I.1 Mordecai, in his aria, praises Esther’s beauty, and immediately after that the 

closes the scene, containing the line ‘The King shall have Pleasure in thy Beauty’. 
–

sther’s beauty before the king, so that he could not resist her. 

eröffnete Orchestre
Ideen zu einer Ästhetik der Tonkunst, 1784‒



– –

vowel ‘a’: it means that 

–

ords, the ‘absolute music’ – Handel’s of describing Esther’s 

linked to Strada’s vocal characteristics, especially her voice’s individua

scene is magnificently ended by Queen Caroline’s coronation anthem 

–

Strada’s skills, – there are light and unaccented aʺ notes in the 

, and the others go only up to gʺ –

the title role had to be sung by Strada, I think Handel’s possibilities were quite 

♭ʺ
♭ sical code when she praises Esther’s beauty (Heaven has lent her ev’ry 

♭

Flatt’ring tongue ♭

‘Händels lateinische Motette Silete venti (HWV 242) – Ein Auftragswerk für Paris?’
Göttinger Händel Beiträge (Göttingen: Vandenhoeck & Ruprecht, 2012) –

Handel’s Israelite

eröffnete Orchestre Versuch einer Anweisung, die Flöte traversière zu 
h Boß, 1752), 

n, ‘Robinson (i): (2) Ann Turner Robinson [née Turner]’, 



Ferma l’ali
♭

Flatt’ring tongue –

point of view, Esther is one of the most dramatic of Strada’s 

the king’s presence after three

–

–

–

Flatt’ring tongue then, Esther’s relief, and simultaneously her 





the six performances were given ‘By His Majesty’s Command’ and attended by 

– because Princess Anne ‘mi

ically to the virtuous heroine’ – ‘very full’ houses.

Han’

don’ says t’other

plac’d in Pulpit, 

’

’

perform’

, premièred at the King’s Theatre on 17

, probably being inspired by Handel’s success with 

‘His Majesty’s Choice: in May 1732’, 4; Ilias , ‘“A Fam’d 
… in old English sung”: on 16 May 1732’, ‒ Colman’s Opera 

’s Circle at the Apollo Academy: The Music and 
Abhandlungen zur Musikgeschichte 15 (Göttingen: 



Handel’s salute not only to the Hanoverian reign but also to 

applied to every action in the plot, since ‘in the early 1730s the lack of a strong national 

opposition, whereas Caroline was Walpole’s most powerful supporter’,

writings and pamphlets utilised Handel and Strada’s names as well as 

the Queen’s favour and political influence on the Prime 

Robert Walpole. Thus, as Strada’s voice represented both symbolic characters, 

’s text might also reflect

The music of Deborah’s role radiates magnificence, authority and strength. It is 

her people’s enemy were highlighted, and who was depending on the favour and decision 

–

–

Handel’s Israelite Oratorio Libretti –
Handel’s Oratorios and Eighteenth

–
– –

cs of Opera in Handelʼs Britain
–

Handel’s Israelite Oratorio Libretti



–

ng point in the nation’s history –

death penalty unless the king decides otherwise. Deborah’s first 

♭ ♭

God’s calling to in

Strada’s ♭

of which became typical in Handel’s sacred works. Here, Deborah is 

), in Strada’s role everything apart from 

–

In Jehovah’s awful sight

–

–



tyrants’ vain pursuit

In Jehovah’s awful sight

eröffnete Orchestre



The Gentleman’s Magazine

refers to them in the entertaining rhymed description about the lungs: ‘Or hear a 

Strada or Cuzzoni swell, In sweet proportion’d notes, th’ air’.

) with its two accented aʺ

–

’s success was ruined already before its first performance (17

March), the prices were ‘reduced to the common standard’.

Last week we had an Oratorio: Compos’d by Hendel out of the Story of Barak 

] encourag’

The Gentleman’s Magazine

eröffnete Orchestre
Méthode claire, certaine et facile pour apprendre à chanter la Musique

Traité de l’harmonie réduite à ses principes naturels



120 people in the House: the subscribers being refus’d unless they would pay a 

ight of their silver tickets forc’d into the House 

& carry’

première Sir Robert Walpole introduced his idea of a Tobacco Excise Bill in Parliament 

was sav’d, but poor 

with the work’s reputation

Racine’s concept, emphasising the purific –

The Politics of Opera in Handelʼs Britain –
From ‘ ’, published in 

–

From Viscount Percival’s Diary, 27 March 1733. Ibid., 606
Hicks, ‘Handel and the idea of an oratorio’, –



–

During the Oxford ‘Act’, the University’s annual

– premièred at the Sheldonian Theatre on 

–

(Strada’s benefit),

’s intention to honour Handel with a ‘Degree of Doctor of Music, at 

present on the Occasion’, Applebee’s Original Weekly Journal

is well known, in the meantime all of Handel’s Italian singers except Strada left 

ty’s company. F

was performed by ‘about 70 Voices and Instruments of Musick, and was the 

grandest [performance] ever heard at Oxford’.

–

Strada’s role this time was markedly larger than in the two previous oratorio

– –
♭

Handel’s Israelite Oratorio –
H. Diack Johnstone, ‘Handel at Oxford’, –

, 326; ‘Mr Handel has not accepted his Degree of 
r of Musick, as was reported’. Diary of Thomas Hearne, Oxford, 18‒

Cambridge in July 1730. See  Johnstone, ‘Handel at Oxford’, 251.

liam Warren’s 
Johnstone, ‘Handel at Oxford’, 253; 

– ‘reported an Audience near 4000’, 11 July 1733. Ibid., 329.



while the range of Josabeth’s part ♭ʺ

highlight Strada’s fine vocal tone. While ♭

bears the typical marks of Strada’s style: triplets, trills, 

–

♭

(A major, 3/4, Andante), after Athalia’s fall, is brief, 

–

–

–



be considered as a second première, for Handel applied

at the King’s 

second setting of Strada’s aria

(Ex. 6.9) utilised the music of Ruggiero’s air

ère of 

–

castrato’s



’s others’ musical material 

–

– rally, Joad and Josabeth’s duet

Carestini’s aria

have tried to rival Handel in the field of oratorio: Porpora’s with Rolli’s 

Lincoln’s Inn, compos’

Handel’s O

Handel set ‘to very fine music’ John Dryden’s ode, 

Alexander’s Feast, written on the celebration of St. Cecilia’s 

–

of Alexander the Great’s conquest

–

–

From the Earl of Egmont’s diary, 19 February 1736. Ibid., 399.
Hicks, ‘Handel and the idea of an oratorio’,

♭ –
Timotheus, plac’

Concerto in Alexander’s Feast –

–

– 44; John Walter Hill, ‘Arrigoni, Carlo’, 



Strada’s arias were With ravish’d ears
♭

♭

Let’s imitate her notes
♭

–

With ravish’d ear –

long phrase at the word ‘shake’, 

on eʺ, 

aʺ

sustained note on eʺ when the singer pronounces the word ‘shake’

rill is after the first trill of the violins (gʺ sharp), when they have a 

dotted crotchet b′.  I think that in the next bar

the note, and in the fourth bar of eʺ 

the play with the word and the effect of ‘shake’ would have been doubled and with a nice 

Panja Mücke, ‘Zur Entstehung und den ersten Aufführungen von Alexander’s Feast’
Interdisziplinäre Studien zu Georg Friedrich Händels Alexander’s Feast

and Dominik Höink (Göttingen: Vandenhoeck & Ruprecht Unipress, 2010), –



With ravish’d ears –

It sheds light on the proportions of Strada’s skill set, and 

similar motifs in some other Handelian sopranos’ repertoire. 



Élisabeth 

–

–

‘below criticism’ –

With ravish’d ears ) ‘shake’ has 

long aʺ notes.

With ravish’ –

The lyric side of Strada’s vocal variety

second class, but also wrote of ‘her lark like execution’, ‘a light, airy, 
pleasing movement, suited to [her] active throat’ and of her ‘natural warble’ ‘Duparc, 
Elisabeth [‘Francesina’]’, 

–
– Nasconde, l’usigno’l

from Strada’s –
– –

–
– –

–
Sì, che desio Non vuò perdere l’istante

According to Mrs Pendarves, ‘her voice is between Cuzzoni’s and Strada’s –
’

‘Monza, Maria’, 





–



’s circle

m 1711‒12, Splenda l’alba

most typical elements of Strada’s singing.

by giving Strada’s typical

reflecting the Nobility’s style

‘ ’, G minor, 3/4, Andante larghetto) to emphasise his singer’s expressive 

–

Splenda l’alba in oriente (HWV 166). Nr. 1. Splenda l’alba (B♭



the same section is repeated in A2 a fifth lower, bringing Strada’s chest register and 

– n highly atypical of Strada’s style, 

on fʺ concluding in a the word ‘maggior’ 

passing a range from f′ to b♭ʺ

Alexander’s Feast

about the première the next morning: 

e being eat least 1300 Persons present; and it is judg’d that the 

For the better Reception of the Ladies, the Pit will be floor’d over, and laid into the 

Boxes; and the Orchestre plac’d in a Manner more commodious to the Audience.

trionfo del Tempo e della Verità, premièred on 23

Il Parnasso in Festa, Alexander’s 

), was in fact the revived and extended version of Handel’s very first 

According to Burrows, ‘this gave him a 

‘We hear, since Operas have been forbidden being performed at the Theatre in Covent Garden on the 
dnesdays and Fridays in Lent, Mr. Handel is preparing Dryden’s Ode of Alexander’s Feast, the 



continuity of employment’. From Strada’s point of view, who sang Bellezza’s part, th

Se non sei più

–

–

–

Aside from Handel’s health problems, another reason for the simplification of 

oratorio’s music to the British audience’s 

–

on the Stage and varied every Week’. 

‘Considering his advanced age (fifty
“Nobility” opera, a health breakdown was likely.’ ‘Handel recovering: Fresh light on 
his affairs in 1737’, Eighteenth‒Century Music –



–

rada’s vocal excellences are concerned, the original numbers of the 1707 

chains and some aʺ 

the word ‘dorme’ (‘ ’) in the middle



–



Probably the most important outcome of Strada’s participation in Handel’s oratorios ‘on 

history’ was the participation itself and its quality.

be integrated into Handel’s world, and some of them (like Ann Turner Robinson and 





The uncertainties of London’s operatic li

in the ‘market’.

earned more than six times more than her (the others’ wages were: 

–



Strada’s appearances –
Première

― ― ―

― ― ―

―

rè di 

Niccolò Porpora

Before the first public première in the autumn, Strada sang at least two private concerts 

Berkhout (1713‒

festive soirée

Count and Countess de Milan. This time Jan’s teacher Lanzetti accompanied Strada and 

Kees Vlaardingerbroek, ‘“ ”: Jan Teding van Berkhout in Italy, 1739‒1741’, 
– – –

Vlaardingerbroek, ‘“The promised land of music”’, 116.
‘

allere etoit un tres bau concert, composé des plus grands 
x de tenor, et la Sig. Stradina’

laardingerbroek, ‘“The promised land of music”’,



the king’s name day with Sarro’s 

monarch’s power. The theatre’s vast capaci

Bartolomeo’s.

It is two o’clock in the morning. I come from the theatre of San Carlo,

–

– –

the fact at the auditor’s office, that we could not put on our box the device o

‘Nous fumes invité pour le soir 
chez la duchesse de Balena qui donnoit pour le c et c … de Milan. Il y a

res musiciens etoient tous bon’ Vlaardingerbroek, ‘“The promised land of 
music”’, 122.

–

apitals: The Galant Style, 1720‒



– –

You may ask: “How have they been able to 

construct such an immense theatre in so little time?” What can I say in reply? My 

an Berkhout, attending the performance of Sarro’s 

’s first production at the grand theatre, was embarrassed by 

–
–

‘L’orchestre etoit fort nombreux 45 

et longeur du theatre est si considerablement grand, qu’
l’autre cotè. Si tost que leurs majestés etoient venu, l’orchestre jouoi, deux enfans habillé en anges 
descenderent d’en haut, et vinrent lever et accompagner la toile du theatre jusqu’en haut. Deux autre
sortirent en meme temps, et porterent en volant du theatre les livres de l’opera a leur majesté, pour qui il 
recurent chacun une pistolle d’or d’Espagne. ils se retirerent ensuite en haut dans le 6e rang. Les 

duchesse Salandra’ Cited and translated in Vlaardingerbroek, ‘“The promised land of music”’, 118–



‘Letter to M. de Malateste (1739‒40)’, in: Enrico Fubini, 

–



Samuel Sharp, ‘Letters from Italy (1767)’, 

‘Nous vimes deux armées sur le theatre 
celle de la Reine Parthenope, et l’autre du Prince de Cumes [Principe di Cuma, KV]. Il etoit sur un tres bau 
cheval devant son armé. Ils avoient chacun leur bande d’hautbois et de trompettes. Le combat se fit 

d’armes, le Prince etant battu et pris prisonnier. Nous vimes venir la Reine dans un char de triomphe tiré 
et autres prisonniers y enchainè. C’etoit une machine d’une grandeur terrible 

tout argenté, et donnoit veritablement un tres beau spectacle. Vimes une autre decorations [ ] d’un char de 

et plusieurs tonnau l’un sur l’autre, sur le quel etoit un Bacchus vivant assis. Les ballets furent admirables 

principales, qui est qu’on va dans un spectacle et pour voir les belles dames et pour entendre les acteurs, de 
st privè par la grandeur du theatre. […] Nous etions dans la loge de la duchesse de Sallandr

allemande et belle femme. J’avois le bonheur d’etre assis au cotè d’elle’
Vlaardingerbroek, ‘“ sic”’, 119.



nd Theseus, who kill each other while dancing. In this opera of ‘Parthenope’ 

le of doubling the long harangues of the heroes in the ‘Iliad’.

sumably replacing Emilio’s aria, Forti schiere vicino è il cimento

from Handel’s 

che sò cangiarmi

ti levo l’impero dell’armi one of Handel’s most galant

‘La construction du poëme, dans les opéra italiens, est assez différente de la nôtre. […] On 
beaucoup au goût du petit peuple. Un opéra ne plairoit guères s’il n’y avoit, entre autres choses, une bataille 
figurée: deux cents galoppins, tant de part que d’autre, en font la représentation; mais on a soin de mettre en 
première ligne un certain nombre de seigneurs spadassins, qui sachent très
laisse pas que d’être assez amusant, au moins n’est
Thésée qui se tuent en dansant. Dans cet opéra
qui me plut infiniment. Les deux maître camp, avant que d’en venir aux mains, chantèrent à cheval duo 
contradictoire d’un chromatique parfait, et très harangues des héros de 
’Iliade.’ Charles Lettres familières écrites d’Italie en 1739 et 1740 –

– –
–



The next opera of the season was Giovanni Alberto Ristori’s 

1739; based on Metastasio’s libretto), in which Strada played the role of 

participated in was Baldassare Galuppi’s setting of the same subject. Additionally, she 

sang the same role in Lampugnani’s 

Strada’s 

Quell’amplesso 

goes down to c′

from Ristori’s –



from Ristori’s –

from Ristori’s –

–

in the last years of Strada’s career:

De Brosses’s note about 

ng in the third opera of the season, Porpora’s 

, premièred on 20

January that his fellow singers were ‘inferior, especially the 



women [Baratti and Maria Cattaneo] who vie with each other to sing out of tune’.

– besides Aurelio’s 

–

). Conti, whom Handel considered as a ‘rising 

star’ (according to Jennens), – –

in spite of their common unpleasant grimaces (Conti’s mouth 

ntly reaching aʺ; ♭

♭ʺ
♭

, operating from eʺ to b♭ʺ

In Leonardo Leo’s 
trouser role again, that of Ulisse. In Baldassare Galuppi’s 

‘ [‘Egizziello’, ‘Gizziello’]’, 

trionfo del Tempo e della Verità
rayʼs letter to Horace Walpole, 11 June 1736. 



–

–

4‒

from Leo’s –

Nò, ingrato from Leo’s –



from from Leo’s –

From the 1740 performance series of Davide Perez’s 

Strada’s last season (started on 4

♭

(from Leo’s Zenobia 1725): its long sustained notes, however

♭

aʺ ♭ʺ

en to Mozart’s ea

L’incerto mio pensiero

from Perez’s –



L’incerto mio pensiero from Perez’s –

Strada’s

teenager Manzuoli, the later Ascanio in Mozart’s 

1764‒

Manzoli’s voice was the most powerful and voluminous soprano that had been heard 

…

–

–

The Teatro San Carlo dedicated the Christmas production of 1740 (premièred on 19

Porpora’s setting of Metastasio’s , not without irony, to Strada’s 

‘Manzuoli, Giovanni’,

Sarro’s Aquilo in Ristori’s 
and Bireno in Latilla’s 

–



by Porpora’s music

directly to the abortion of Strada’s London engagement. Metastasio 

generator of scandals: ‘In sum, where Porpora mixes in, dis

him’.

‒

For this special occasion of Strada’s resignati

Giurleo called them ‘un’aurora e un tramonto’, a 

was the change of the opera’s title from 

(disguising herself as a man) in Sarro’s in Vinci’s Venetian 

Sarro’s work, the dramatic as well as musical significance of that 

for Faustina’s

– –

and Faustina had the score of Sarro’s 

‘Proprio per contentar lei, in gara con la Baratti (un’aurora e un tramonto), il Dramma che andò in iscena la 

, giacché la Stradina sosteneva lei quella parte di uomo.’ Ulisse Prota

‘In somma, dove si à disgrazia. Guardatevi per carità di non aver mai il 
minimo affare in sua compagnia.’ Letter of 21 June 1731, in Pietro Metastasio, Tutte le opere, ed. Bruno 

–

, 75; Reinhard Strohm’s suggested 
, ‘Die Reisen von Rosmira’

Die europäischen Reisen der Partenope. –



Metastasio’s complete story a new character, Farasmane, refers 

Siroe rè di Persia

Latilla’s 

Strada and Aurelio settled in an apartment in a palazzo of Caffarelli’s property in Via 

Vivaldi’s soprano specialized in style of singing; one of whose arias Strada performed in Handel’s 

Aurelio del Pò’s petition to the King Carlo di Borbone, 12 November 1760: ‘D. Aurelio del Po, figlio del 

artolomeo dalla Casa Santa degl’
nanti n’ Padrona, e tutte e tre le volte dai Vicerè di quei tempi ne fu spogliato e fu ad altri 

E perché sì fatte
de’ uti, ecc’. Cited in Prota

‘A dì 10 — ’
Sacr.ti morì a dì detto in Com.ne di S. Chiesa, fu sepellito alla Congr.ne di

’. Lib. 19° Def.

‘A dì 20 — La Signora Donna Anna Strada, d’anni 72. Vedova, ricevuti 
morì a dì detto in Com.ne di S. Chiesa, fu sepellita alla Congr.ne di S. Maria della Salvaz.ne

Carminiell.’. Lib. 19° Def.



ct of Strada’s

–

‘Cuzzoni, Francesca’, 



–

‘an extraordinary soprano sfogato voice, clear, supple, vibrant and extending from high 

D to B flat below the staff, uniting the whole soul in song, and gesture’.

The French writer and poet Théophile 

after a performance of Bellini’s Norma he Théâtre

that real Italian singing is ‘generous and expressive, always in tune, the song of a human 

throat and not the warbling of a flute’

chameleonic colour changes, whilst having the dramatic weight ‘to sing over an 

rged orchestra’.

‘ ’

‘The literal translation
.’

‘... la Kyntherland ad una straordinaria voce di soprano sfogato, chiara, agile, vibrata ed estesa dal re 
sovracuto al si bemolle sotto le righe, unisce tant’anima nel canto, e nel gesto’. ‘Spettacoli del Carnevale

, ‘In Search of 
the Soprano Sfogato’, –

–

http://www.readperiodicals.com/201201/2563927711.html#ixzz2jy74XMXm


–

–

: ‘

proximation’.

–

–

the e‴ the role of Konstanze in Mozart’s 

tführung aus dem Serail Zauberflöte ‴

‘Madame Malibran (née Garcia)’, –

–
‘On the Opera: Italian Opera’, Fraser’s Magazine of Town and Country –

, ‘In Search of the Soprano Sfogato’



Even Manuel García, who 

His father, Manuel García the elder

It was one of Grisi’s favourite grand dramatic parts as well, 

at the Théâ

the ‘ ’

Grisi’s voice ap

–

‘ ’

that her ‘voice was poured forth with … fullness and brilliancy’. Grisi’s

Babylonian Queen’s brilliant musical material is 

– like that of Norma (in the première of which 

Roger Freitas, ‘Towards a Verdian Ideal of Singing: Emancipation from Modern Orthodoxy’, 
–
in 1858: ‘I have never forgotten them. The purity, the 

–
ll you’. omi Adele André, 

‘The peculiarity of her rich and full tone, the decision of her manner, and the undoubted signs of her 

she remained in the full vigour of her powers.’ Cox on , 27; ‘Mme. Grisi, with whom 

brilliancy as if she wished the Amina at that moment on her former throne to hear the challenge.’ Chorley 



– –

, Verdi’s Lucrezia

–

the Théâtre

lied to Strada’s voice as well

(1811‒

’s

Grisi’s early singing characteristics here as similarly high, agile and

from Strada’s first Vivaldian role 

La verità in cimento
♭ʺ

Elvira’s in the second Act’s mad scene of Bellini’s –

Grisi’s few original roles, like –



Maria Malibran’s own letter about the decaying voice 

of Henriette Méric Lalande singing Bellini’s 

–

–

–

–

‘Memoirs of Madame Malibran, by the Countess de Merlin and Other Intimate Friends’, in: 
–

thy tone above eʺ, nor produce enough volume below c′. My throat was stuck, 

♯‴, and am applying a range from g to f ‴ in



hat an ornament is ‘something that stands out against the texture of the music […] but 

not an ongoing, abstract aspect of sound itself’ as vibrato is.

flattement, battement, balancement, pincement, étouffement, vibrato

observes, for example, that the Baroque term ‘tremolo’ might refer to 

without pitch variation that originates in the throat (originally also called ‘trillo’). She goes 

on to suggest that Zacconi’s ‘continuous vibrato’ refers to the latter one, and that 

–

–

descriptions emerged of women singers who practised pitch vibrato; Cuzzoni’s and 

Faustina’s are well

‘as singers began pulling the chest 

‘eine schöne liebliche zitternd=bebende Stimme’. (Wolfenbüttel, 
– 30; ‘Tremula voce optime canitur’, Georg Quitschreiber (1598). 

ck. Ein Handbuch zur Aufführungspraxis für Vokalisten und 

‘she has got a nest of nightingales in her belly’. ‘Il suo 
genere d’agilità fu tanto più pregevole perché vibrato a quel giusto termine.’

http://douglasniedt.com/TechTipVibratoPart3TheVibratoThingByDavidMontgomery.pdf
http://www.cantorisancarlo.it/Observation1.htm


women’s voices, it may not be coincidental that the use of chest voice throughout the range 

is first attributed by Tosi to female sopranos’.

musicians and scholars alike: one important example is Mozart’s comment on 

ornament as a ‘shaking’ of the 

‘

’. –

–

James Stark denotes that although García’s ideal was ‘steadiness of sound’ –

is ‘a firm and continuous flow of sound, free from every sort of tremor and quavering’ –

yet he authorised ‘tremolo’ at highly emotional passages. Furthermore, Stark recognises 

that the fundamental elements of García’s t

Ellen T. Harris, ‘Voices’, in: 
–

–
‘

– – –

– – –
’ W. A. Mozart’s letter to his father, 6 December 1778. 

Johann Friedrich Junius, 1780), IV/§28; Hiller, 

‘In the widely
mistranslates “zittert” (shakes) as “vibrates”. Furthermore, he simply omits the definitive part of 7 Mozart’s 

g “vibrato” with “tremolo”.’

Classical and Romantic Performance Practice 1750‒1900
–



–

– arcía, as well as other authors, commented and warned 

It is telling that the ‘descendants’ 

of the García school, mainly the ‘pupils of his protégé Mathilde Marchesi –

Emma Eames, Emma Calvé, and Blanche Marchesi, among others –

in Melba’s voice “the vibrato is constantly 

present,” “ is intermittent,”

– ’ Melba’s 

–

–

century’ leading 

–

: A Performer’s Guide ‒

–



have been much in use before García’s time.

century authors who urged singers to ‘hold back’ the breath while singing, ‘that 

, or “vocal struggle”, leading directly to the concept 

’.

control by ‘pushing the breath little by little with the voice’. Tosi also made some 

‘Minime’

position of the ‘fauces’, i.e. of the throat, which automatically includes the larynx:

‘The diaphragm should be lowered without any jerk, and the chest regularly and slowly raised. This double 

.’ Manuel García, –

Opinioni de’ cantori antichi e moderni, o sieno osservazioni sopra il canto figurato 
–

‘Ed acciochè questa regola tanto necessaria di non pigliar fiato, non riesc

due minime, dovendosi dare al tempo un moto lento, acciò la voce abbia libero campo di spandersi; e lo 
on deve pigliar fiato dalla prima alla seconda nota, ma soltanto nell’incominciamento della 

.’ 
–



‘fauces’

‘fauces’

races of what García called 

vowel ‘i’

coloraturas on ‘odious vowels, 

the “i” and “u”

les and on the other vowels, “a”, “e”

“o”’.

‘la voce […] questa non può più uscire naturale, e bella qualor ritrovi le fauci in una posizione forzata, ed 
are la fatica d’avvezzare il suo petto a dare con 

naturalezza la voce, e di servirvi semplicemente della leggerezza delle fauci. Se l’unione di queste due parti 
sarà nel dovuto punto di perfezzione, la voca non sarà che chiara, e melodiosa;’ 

–
Based on evidences of women’s skeletons from the Victorian

You Can’t Breathe in a Corset

‘
much and arching it too much in pronouncing the vowel “i” in singing, gives a dull, lifeless sound and not 

gracefulness and sweetness which are so necessary to pronounce the “i”.  Under these conditions, it 
gives delight to the hearer.’ Mancini, Julianne Baird, ‘An Eighteenth

’ –

http://lucycorsetry.com/page/4/
https://www.youtube.com/watch?time_continue=709&v=aUtIDZR129c
http://www.steamingenious.com/2013/03/corset-myth-2-you-cant-breathe-in-corset.html


’s treatise, about the 

been discussed, by the time of Mancini’s treatise

blending of the registers had a much deeper definition than in Tosi’s

–



on one’s 

–

– –

–

and since they imitated singers’ mannerisms, 

García’s method of the low

Roger Freitas, ‘Towards a Verdian Ideal of Singing: Emancipation from Modern Orthodoxy’, 
– –

García, – – –



t for a long period of time, we’

and his son, Giovanni Battista Lamperti’s 

Mandl’s L’

García’s.

training. Mancini claimed that a ‘weak voice …

ge place’.

Karyn O’Connor, 

– ‘The development of musical instruments: national 
trends and musical implications’, in:

–
–

‘Una voce, a cui manchi la robustezza chiamasi 
può farsi sentire senza sua pena, e fatica, in campo vasto.’ 

http://www.singwise.com/cgi-bin/main.pl?section=articles&doc=Vibrato
http://www.singwise.com/cgi-bin/main.pl?section=articles&doc=Vibrato


–

–

rinelli’s special abilities for which he was 

among them Jenny Lind and Maria Callas, who still possessed ‘an unconscious natural 

physiological terms’. Strada’s case 

Above all, that Strada’s way of singing with her louder, accented and 

‘Fra questi l’esperienza Maestra Fedele me ne ha fatto credere uno per il migliore, che quì vi propongo: 
ttevi … una voce , sia di Soprano, sia di Contralto, ne proverà goivamento non 

mediocre, se nello studio giornale verrà coltivata con un solfeggio composto con note di valore; [...] Si deve 
a poco il corpo di queste voci, regolandole coll’ ajuto dell’ 

arte, e continuo esercizio; acciò arrivi a farle robuste, e sonore. [...] e siccome questa seconda porzione di 
voce appartiene al registro di testa, come altrove ho provato, dirò nell’ Articolo seguente come unirle:’ 

–

–



–

arded as no less authentic than others, the conclusion presents itself that the ‘tailoring of 

the dress’, if made ideally, by strengthening the one who wears it, enhances its (the dress’s) 

former’s vocal 





List of Musical Examples From Chrysander’s Complete Handel Edition

Deutsche Händelgesellschaft, Georg Friedrich Händels Werke,
(Leipzig: Breitkopf & Härtel, 1858–

–
d’oro –

–

– Scoglio d’immota 
–

Riccardo Primo, rè d’Inghilterra –

rè di Germania –

– – –
–

L’amor ed il destin –
–

– Finchè un zeffiro save
– –

Vola l’augello
–

– –

–

–

–
–

–

In Jehovah’s awful sight

Alexander’ With ravish’d ears –
–

Il trionfo del Tempo e della Verità
–

–





La verità in cimento –

–

–

– Quando irato il Ciel s’oscura (II/11, Aspasia)   

– Io ti levo l’impero dell’armi (I/11, Partenope)           

–

–

–

–

–

–

–

–

–

– Nò, che servire altrui (I/2, Berenice)                                  

Judit Zsovár –

Fanni Edőcs –

https://soundcloud.com/user-512442604/sets/la-strada-recorded-portfolio




ʼ –









Vuoi ch’io parta (I/8 Aspasia) –





Quando irato il Ciel s’o –









Appendix C: Strada’s London Season Schedules

1729/30 King’s Theatre

Strada’s benefit

1730/31 King’s Theatre

1731/32 King’s Theatre

1732/33 King’s Theatre



Alexander’s Feast 

―

exander’s Feast
Il trionfo del Tempo e della Verità

Alexander’s Feas



The Favourite Songs in the Opera (Pasticcio) call’d Ormisda

Siroe, rè di Persia



Mayer Brown. Italian Opera 1640‒1770 Vol. 29 (New York, London: Garland 

La verità in cimento

’

Semiramide Regina dell’assiria. 



–

l’

–
‘ Von der Singekunst’, 

Béthizey, Jean Laurent Exposition de la théorie et de la pratique de la musique

–

Singer’s Preceptor

García, Manuel



eröffnete Orchestre

Gli scrittori d’Italia, cioè notizie storiche, e critiche in

‘Memoirs of Madame Malibran, by the Countess de Merlin and Other Intimate Friends’, 

–

Lib. 19° Def. ‒

(Wolfenbüttel, 1619).

‘ ’, in: 
–

449‒

m, ʻHerrn Johann Joachim 
entworfenʼ, i Kritische Beyträge zur 

, vol. i (Berlin: Johann Jakob Schützen ‒
‒

Versuch einer Anweisung, die Flöte traversière zu spielen
in: Johann Friedrich Boß, 1752)

Traité de l’harmonie réduite à ses principes naturels

Méthode claire, certaine et facile pour apprendre à chanter la Musique



Ideen zu einer Ästhetik der Tonkunst. 1784‒1785 

Opinioni de’ cantori antichi e moderni 
‒

The Gentleman’s Magazine

Lettre sur le mecanisme de l’opera italien

André, 

The Rival Sirens: Performance and Identity on Handel’s Operatic Stage

Baird, Julianne, ‘An Eighteenth
’ ‒

York, Köln: Brill, 1995).

‘The development of musical instruments: national trends and musical 
implications’, in: 

–

Baselt, Bernd, ‘Preface to ’, in: 
Supplement/I (Kassel: Bärenreiter, 1991)

English Pronunciation in the Eighteenth Century. Thomas Spence’s Grand 

, Joan C., ‘Prescriptivism and the suppression of variation’, in: 

‒



‘Anna Strada del Pò: Handel’s “New” Soprano”, 

Bianconi, Lorenzo, ʻ“Il trionfo dell’onore”
personnelʼ, i “ ” Die Oper des 18. und frühen 19. 

wischen Komponisten und Sängern

‒

Graduation thesis (Venice: Università Ca’ Foscari, 2014).

‘“ he Divided Heart of the Actress”
Actresses and the “Cult of Maternity”’, in: 
Theatre, 1660‒1830

‒

ctice 1750‒1900

Burrows, Donald, ‘Handel’s oratorio performances’, in: 

‒

Frideric Handel: Collected Documents Volume 2, 1725‒1734 

Music and Theatre in Handel’s World: The 
Family Papers of James Harris, 1732‒1780 

Burton, Nigel, ‘Marshall, Florence Ashton’, 



Čapek, 

‘Guicciardi, Francesco’, 

‘Francesco Rognoni’s “Selva de varii passaggi” (1602): Fresh Details 
e Vocal Ornamentation’, 

‒

(Kassel: Bärenreiter, 

‒

, Ilias, ‘“A Fam’d … in old English sung”: 
1732’, ‒

‘Handel at a Crossroads: His 1737‒1738 and 1738‒1739 Seasons 
Re‒Examined’, ‒

‘Handel recovering: Fresh light on his affairs in 1737’, Eighteenth‒

‘His Majesty’s Choice: in May 1732’, 
‒

G. F. Händel, (Leipzig: Breitkopf und Härtel, 1860)

Händels Direktionspartituren (“Handexemplare”)
Beiträge zur Musikwissenschaft 7 

il Viceregno austriaco (1707‒1734): materiali inediti sulla Real Cappella ed il 

http://www.istitutobellini.cl.it/file.php/1/nozioni_metrica_Cardillo_.pdf
http://www.treccani.it/enciclopedia/francesco-guicciardi_%28Dizionario-Biografico%29/
http://www.treccani.it/enciclopedia/francesco-guicciardi_%28Dizionario-Biografico%29/
http://ichriss.ccarh.org/HRD/


‘ ’

Manfredini’s Regole Armoniche Part III (1797) with Relevant Essay. 

Winton, ‘Bernacchi, Antonio Mariaʼ,

Dean, Winton, ‘Bertolli, Francesca’, 

‘ [‘Egizziello’, ‘Gizziello’]’, 

Dean, Winton, ‘Dotti, Anna Vicenza’, 

‘Duparc, Elisabeth [‘Francesina’]’, 

‘Durastanti, Margherita’, 

Dean, Winton, ‘Fabri, Annibale Pio’, 

‘Girardeau, Isabella’, 

Handel’s Operas 1726–

‘Monza, Maria’, 

‘Robinson (i): (2) Ann Turner Robinson [née Turner]’, 

Dean, Winton, ‘Senesino [Bernardi, Francesco]’, 

‘Vico, Diana’, 

Dean, Winton, ‘Waltz, Gustavus’,

http://ir.uiowa.edu/etd/5066


‘Cuzzoni, Francesca’, 

Handel’s Operas, 1704‒1726

‘ Buini’, i Sammelbände der Internationalen 
‒ ‒

‘“Scuola napoletana” e “opera napoletana”: Nascita, sviluppo e 
prospettive di un concetto storiografico’, in: 

‒

‘Il novello Orfeo’. Farinelli

Händelgesellschaft, Georg Friedrich Händels Werke,
Leipzig: Breitkopf & Härtel, 1858–

Paolo Rolli and the Italian Circle in London 1715‒1744

Editorial Board of the Hallische Händel
Händel

Verlag für Musik, 

‒



Forment, Bruno, ʻAn enigmatic souvenir of Venetian operaʼ, 
‒

aniel E., ʻ“La guerriera amante”. 
Queens in Venetian Baroque Operaʼ, 

‒

‘ ere They All Shorter Back Then?’

‘The Eroticism of Emasculation: Confronting the Baroque Body of the 
Castrato’, ‒
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