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Introduction 

The purpose of this project was epic in scope. As a singer with a background in literature and an 

increasing appetite for song, I was curious to investigate the repertoire of the Italian 19th-20th 

ŎŜƴǘǳǊȅΦ ¢ƘŜ ǎƛƴƎŜǊΩǎ ǊŜǇŜǊǘƻƛǊŜ ǿŀǎ ŦƭƻƻŘŜŘ ǿƛǘƘ ƛƴŎǊŜŘƛōƭŜ ǎƻƴƎǎ ōȅ CǊŜƴŎƘΣ DŜǊƳŀƴ ŀƴŘ !ǳǎǘǊƛŀƴ 

composers during this period, but what about Italy? It was an exciting ǘƛƳŜ ƛƴ LǘŀƭȅΩǎ ƘƛǎǘƻǊȅΤ ƛƴŘŜŜŘΣ 

ƛǘ ǿŀǎ ǘƘŜ ōƛǊǘƘ ƻŦ Lǘŀƭȅ ŀǎ ŀ ƴŀǘƛƻƴΣ ŀƴŘ L ǿŀƴǘŜŘ ǘƻ ǘǊŀŎŜ ǘƘŜ ǘƘǊŜŀŘ ƻŦ LǘŀƭȅΩǎ ǎƻƴƎ ǊŜpertoire 

through the first few decades of its life, from the 1880s to the Second World War. 

On applying for the month-long scholarship I refined the parameters of the research to something 

achievable - yet still ambitious, as I was to discover. I put together (and subsequently re-drew, 

several times) an itinerary that would cover the period under investigation chronologically and 

geographically, concentrating on the most interesting song composers of the time. I would visit the 

places they lived and worked and try to establish the connections between them, and between them 

and the poets whose works they set in song, as well perhaps as their connections with composers 

abroad. I would also visit some of the most important libraries and collections in Italy so as to 

research the catalogues of song, the archives of letters and the most salient works of Italian musical 

and cultural criticism of and about this period. 

 

Aims and outcomes: academic and non-academic; musical and non-musical  

The trip was conceived on various (at times conflicting) levels: there was a musicological thrust, 

which required an almost academic approach; tƘŜǊŜ ǿŀǎ ŀƭǎƻ ǘƘŜ ΨǇƛƭƎǊƛƳŀƎŜΩ ŀǎǇŜŎǘΣ ōƻǘƘ ƛƴ ǘŜǊƳǎ 

of visiting the cities where the various composers lived and in terms of reacquainting myself with 

Italy in general, and re-igniting my passion for it, with a view to producing some non-academic, 

fictional or travel writing.  

 

The limitations of the project 

The parameters originally set had to be adjusted: following initial research after funding had been 

received and an original itinerary set out, it became obvious that the plan was simply too ambitious.  

I had to take into consideration the following: 

- The amount of time it takes to get from one place to the next - exhausting in itself but 

especially with soaring temperatures of up to 40 degrees, in Bologna and Florence! 

- Summer library opening hours - not set in advance or indeed published on the website 

- An Italian propensity for changing plans / unavailability ƻŦ ǇŜƻǇƭŜ LΩŘ ǇƭŀƴƴŜŘ ǘƻ ƳŜŜǘ 



- The difficulty of going for singing lessons / coaching with people who may or may not be of 

the standard I was expecting or for whom I might not be at my best, with no place to 

practise while away for a whole month. 

Being of a somewhat controlling and over-ambitious mind, I was disappointed to see that my great 

plans had to be reduced to more modest aims. But I did remember that the Trust itself had warned 

me that the plans seemed over-ambitious - and that they had also exhorted me to enjoy myself 

while there. 

So it was that, over time, I was able to turn these limitations into advantages: allowing more time in 

each place, and not over-committing myself in terms of people to meet and sing to, I was allowing 

time and space for serendipity. This became my watch-word while there, and giving way to things as 

they happened, learning to rejoice in what was discovered rather than always sticking to the plan, 

was perhaps the most important learning outcome of the project. Indeed, it was only once I started 

ǘƻ ΨƭŜǘ ƎƻΩ ŀƴŘ ƭŜǘ ǘƘŜ ǊŜǎŜŀǊŎƘ ǘŀƪŜ ƳŜ ǿƘŜǊŜ ƛǘ ǿƻǳƭŘΣ ŜǾŜǊȅ Řŀȅ ŦƻƭƭƻǿƛƴƎ ƭƛǘǘƭŜ ǇŀǘƘǎ L ƘŀŘƴΩǘ 

expected to find myself following, that I really began to enjoy myself fully. For this was the way I 

ŜƴƧƻȅŜŘ ǿƻǊƪƛƴƎΣ ŀƴŘ ƛǘ ƘŀŘ ōŜŜƴ ŀ ƭƻƴƎ ǘƛƳŜ ǎƛƴŎŜ LΩŘ ŀƭƭƻǿŜŘ ƳȅǎŜƭŦ ǘƘŜ ǇƭŜŀǎǳǊŜ ƻŦ ƭŜŀǊƴƛƴƎ ŦƻǊ 

ƭŜŀǊƴƛƴƎΩǎ ǎŀƪŜΦ CƻǊ ǘƘƛǎ ǇƭŜŀǎǳǊŜ L ŀƳ ƛƴŘŜōǘŜŘ ǘƻ ǘƘŜ CƛƴȊƛ ¢ǊǳǎǘΣ ǿƛǘƘƻǳǘ ǿƘƻǎe generous help I 

might not so easily have re-discovered it.  

 

The limitations of the report 

It would be impossible to include here every detail of the research undertaken. What this report is 

not is an overview of the history of 19th-20th century Italian. As if it could be! (Or, as the Italians 

ǿƻǳƭŘ ǎŀȅΣ ΨŎƛ ƳŀƴŎƘŜǊŜōōŜΗΩύ wŀǘƘŜǊ ƛǘ ƛǎ ǘƘŜ ǘŜƭƭƛƴƎ ƻŦ ŀ journey of discovery, laid out as follows: a 

description of each ǇƭŀŎŜ ŀǎ ΨǇƛƭƎǊƛƳŀƎŜΩ ŘŜǎǘƛƴŀǘƛƻƴΤ ŀƴ ƻǳǘƭƛƴŜ ƻŦ ǿƘŀǘ L ƘŀŘ ƘŀŘ ƘƻǇŜŘ ǘƻ find 

there; the reality of what I found there and the highlights of my research whilst there, serendipitous 

or otherwise, and how these took me forward, sometimes requiring me to change plan while there. 

It is also intended that the spirit of discovery, including the (re-)discovery of a self, be communicated 

through anecdote. It was a wonderful, colourful month, and I hope that some of these colours and 

that sense of wonder are shared with the reader. 

 

Background to the music-making of this period  

Before I begin the report proper, a few lines to remind the reader what the project was about: 

I wanted to investigate the repertoire of song, as opposed to the opera, in order to establish how 

composers were responding to text, i.e. the poetry and prose of the time. This seemed an under-

investigated area. An abundance of poetry had inspired the writers of mélodies in France and of 

Lieder in Germany; what was the story in Italy? 

A quotation from Stendhal in La Rivista Musicale Italiana (1942) about the relationship of text and 

music during the period of Rossini re-affirms the history in Italy of passion and generalised sentiment 

over words themselves: 



ΨƭŜ ǇŀǊƻƭŜ ƴƻƴ ŀŘƛŜƳǇƛƻƴƻ ƛƴ ƳǳǎƛŎa che funzioni secondare; servono da etichetta al sentimento (...). 

[ΩŜǎǎŜƴȊƛŀƭŜ Ŝ ŎƘŜ ǉǳŜǎǘŀ ǎƛ ŎŀƴǘŀǾŀ Ŏƻƴ ƭΩŀŎŎŜƴǘƻ ŘŜƭƭŀ Ǉŀǎǎƛƻƴe όΦΦΦύ ǳƴΩƛƳǇƻǊǘŀƴȊŀ ōŜƴ ƳŀƎƎƛƻǊŜ 

ŘŜƭƭŜ ǇŀǊƻƭŜ ǎǘŜǎǎŜΦΩ 

One of the major questions in this project was to challenge this perception, or at least to see how far 

this could be said to be true. I was interested to discover composers whose primary interest was in 

text-ǎŜǘǘƛƴƎΦ L ǿƻǳƭŘ ŦƛƴƛǎƘ ǿƛǘƘ ǘƘŜ ǇǊƻƧŜŎǘ ǿƛǘƘ ŀ ΨǎǇƭƛƴǘŜǊ ƎǊƻǳǇΩ ƻŦ ŎƻƳǇƻǎŜǊǎ ŦŀŎƛƴƎ ǘŜȄǘǳŀƭΣ 

musical and ideological crises in the face of the Second World War. I would begin the project 

however with the earliest writers of song, specifically with one of the most famous and popular of all 

Lǘŀƭƛŀƴ ŎƻƳǇƻǎŜǊǎΣ ƪƴƻǿƴ ŦƻǊ Ƙƛǎ ΨōǊƻŀŘ-ŎŀƴǾŀǎΩ ŀǇǇǊƻŀŎƘΣ DƛŀŎƻƳƻ tǳŎŎƛƴƛΦ  

 

 

 

 

 



Puccini / Lucca 

And so journey of discovery begins with Puccini. Not famed for his song, but for his operas, Puccini 

nonetheless seems the natural place to start investigating the vocale da camera repertoire. Puccini 

went to study at the Conservatorio in Milan but returned to his beloved Tuscany to set up home at 

Torre del Lago, his hunting lodge on the lakeshore. I nevertheless expected to find a bit of a song and 

dance about him in the tourist-friendly and very beautiful city of his birth, Lucca.  

I set off, my first morning, full of beans, entering the city gates to the accompaniment of delicious 

sunshine and equally delicious coffee, ready to be delighted and informŜŘ ŀǘ ǘƘŜ Ψ/ŀǎŀ Řƛ bŀǎŎƛǘŀΩΦΦΦ L 

arrive only to find a sign on a corregated iron fence where the Puccini Birthplace Museum should be: 

ΨQuesto museo e temporaneamente chiuso per lavoriΦΩ ¢ƘŜ ǎƛƎƴ ƛǎ ǊŜǇŜŀǘŜŘ ƛƴ ǎŜǾŜǊŀƭ foreign 

languages, in none of which ΨǘŜƳǇƻǊŀǊƛƭȅΩ is ǳǎŜŘ ǘƻ ǉǳŀƭƛŦȅ ǘƘŜ ƳǳǎŜǳƳΩǎ ŎƭƻǎǳǊŜΦ LǘΩǎ ŀƭƳƻǎǘ ŀǎ 

though the Italians are being ironically self-deprecatory, whilst at the same time managing to have a 

chuckle at me. It feels personal. Dispirited by want turns out to be the first of several unexpected, 

unwanted closures, I grump away in search of lunch. I find one of the restaurants recommended by 

my friend Sergio at the hotel and am soon cheered not only by a fabulous plate of papardelle with 

hare sauce but also by the arrival of a delightful couple, Carole and Christopher, at the adjoining 

table. They are curious about my pasta, complimentary about my Italian and enchanted by the 

prƻƧŜŎǘΦ .ȅ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƳŜŀƭ ǿŜΩǾŜ ƧƻƛƴŜŘ ǘŀōƭŜǎΣ ŜȄŎƘŀƴƎŜŘ ŀŘŘǊŜǎǎŜǎ ŀƴŘ ǇǊƻƳƛǎŜŘ ǘƻ ƳŜŜǘ 

here at the same time tomorrow. The day has been partially redeemed.  

 

 

 



Fuelled by this welcome serendipity, and by such delicious fare, I trundle towards the main square in 

search of bookshops. I almost fail to stop at the unlikely-ƭƻƻƪƛƴƎ ΨtǳŎŎƛƴƛ aŜƳƻǊƛŜǎΩΣ ǿƘƛŎƘ Ƙŀǎ ŀƭƭ 

the appearance of being a tourist trap run by the café next door. But I do stop, and thank goodness, 

because above the thunder of Act IV of La Bohème, booming out on the speakers above me, I 

manage to ascertain from the owner that she has several items of interest: biographies of Puccini 

from various angles and, most importantly, the most complete collection of his letters, edited by 

Eugenio Gara. When I ask about the closed museum she shakes her head ŀƴŘ ǘŜƭƭǎ ƳŜ ƛǘΩǎ ōŜŜƴ 

closed for five years. ΨTemporarilyΩ, I ask? Eh behΦ {ƘŜΩǎ ƪƛƴŘ ŜƴƻǳƎƘ ǘƻ ŎƘŜŎƪ ǘƘŀǘ ǘƘŜ ƳǳǎŜǳƳ ŀǘ 

Torre del Lago is indeed open, and gives me some advice about the other bookshops in town, which 

turn out to be pleasant enough, sometimes with very attractive window displays, albeit not terribly 

useful to my research.   

 

 

The day ends with me in a hammock ƛƴ ǘƘŜ ƘƻǘŜƭΩǎ giardino, leafing through the wonderful collection 

of letters, where I discover before dinner that Puccini, when first away from home, missed not only 

his mother but her Tuscan white beans, which he and his fellow Lucchese friends failed to find 

anywhere in Milan except occasionally ƛƴ ŜŀŎƘ ƻǘƘŜǊΩǎ ƘƻƳŜǎΦ The day has not gone as I would have 

ŜƴǾƛǎŀƎŜŘΣ ōǳǘΣ ǎƻƳŜƘƻǿΣ ǘƘŀǘΩǎ hYΦ LǘΩǎ ƻƴƭȅ Řŀȅ ƻƴŜΦ tƭǳǎΣ L ƪƴƻǿ ǿƘŜǊŜ LΩƳ ƘŀǾƛƴƎ ƭǳƴŎƘ 

ǘƻƳƻǊǊƻǿΣ ŀƴŘ L ƪƴƻǿ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ōŜ ƎƻƻŘΦ 

 

 



In Torre del Lago, however, things are different: here is his famous house by the lake, full of 

memorabilia concerning his opera works and an annual festival celebrating the same. Here also the 

streets are all named after his operas.  

 

 

 

 

 



Visiting the Puccini museum at Torre del Lago is an incredible experience. The spirit of Puccini 

exudes everywhere - ǘƘŜǊŜΩǎ Ƙƛǎ ǇƛŀƴƻΣ ƘŜǊŜ Ƙƛǎ ŦŀǾƻǳǊƛǘŜ ǎƳƻƪƛƴƎ-chair, there his hunting-hat - and I 

feel excited about the project again in a most palpable way. I am here, with the composer. He wrote 

music, music I sing, music I love and that moves half the world.  

When I recover, I ask about song recitals at the museum, and the signora in charge of the place looks 

at me blankly. No, she cannot remember any of his songs having been performed there. Opera arias, 

ȅŜǎΦ LƴŘŜŜŘΣ ǘƘŜǊŜΩǎ ŀ ǿƘƻƭŜ ŦŜǎǘƛǾŀƭ ƻŦ Ƙƛǎ ƻǇŜǊŀ ŀǘ ǘƘŜ ƭŀƪŜǎƛŘŜ όǊǳƴ ŀƭƳƻǎǘ млл҈ ōȅ WŀǇŀƴŜǎŜ 

ƻǊŎƘŜǎǘǊŀǎΣ ŎƻƴŘǳŎǘƻǊǎ ŀƴŘ ǎƛƴƎŜǊǎ ǿƘƻ ŀǊŜΣ ǇǳǘǘƛƴƎ ƛǘ ƳƛƭŘƭȅΣ ƻōǎŜǎǎŜŘ ōȅ tǳŎŎƛƴƛΩǎ ƻǇŜǊŀǘƛŎ 

repertoire - and are in large part funding these operations). Could I do a recital, I ask. You must write 

to Signora Puccini, she replies. I exhale. It seems that the bucks stops - and starts - pretty high up. 

So much for the history of performance. What of the books on sale? ThŜǊŜΩǎ ƭƛǘǘƭŜ L ŎŀƴΩǘ ƎŜǘ 

elsewhere, except for a copy of the first biography of Puccini, written by two friends from Lucca. 

¢ƘŜǊŜΩǎ ǎƻƳŜǘƘƛƴƎ ŀōƻǳǘ ǘƘŜ ŎƻƳōƛƴŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŦƛƴŘƛƴƎ ǘƘƛǎΣ ƛƴ ǘƘƛǎ ǘƛƴȅ ōƻƻƪǎƘƻǇ ƛƴ tǳŎŎƛƴƛΩǎ 

home, and really where I am and that the project has begun, that gives me the shivers. The recorded 

music selection is a little disappointing, but I avail myself of an old recording of selected Puccini arias 

complete with track of tǳŎŎƛƴƛΩǎ ǾƻƛŎŜ in New York and head for the train home clutching my goods 

and a swiftly melting gelato. 

 

 

 



Everything I read about Puccini, and everything I read in his letters, supports the claim that this 

ŎƻƳǇƻǎŜǊΩǎ ǇǊƛƴŎƛǇŀƭ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿŀǎ ǿƛǘƘ ƳŜƭƻŘƛŎ ƭƛƴŜ ŀƴŘ ǘƘŜ ǇǳǊǎǳƛǘ of what CŜŘŜƭŜ ŘΩ!ƳƛŎƻ 

Ŏŀƭƭǎ ΨŀǘƳƻǎǇƘŜǊŜΩ.  This was best achieved in his operatic works; and even here the famous critic 

ŎƭŀƛƳǎ ǘƘŀǘ ΨǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ƭƛǾŜ ƻƴƭȅ ƛƴ ǘƘŜ ǎŜƴǘƛƳŜƴǘŀƭ ŀǳǊŀ ǘƘŀǘ ŜƴǾŜƭƻǇŜǎ ǘƘŜƳΤ ƛǘ ƛǎ ƴƻǘ ǎƻ ƳǳŎƘ ŀ 

ǎǘƻǊȅ ŀǎ ŀƴ ŀǘƳƻǎǇƘŜǊŜΩΦ And so we know that we Puccini we are only expecting a general sense of 

feeling, one driven by the music and not to text. Michael Kaye, editor of the OUP published 

ŎƻƭƭŜŎǘƛƻƴ ƻŦ tǳŎŎƛƴƛΩǎ ǎƻƴƎǎ ŀƴŘ ŀǳǘƘƻǊ ƻŦ Ψ¢ƘŜ ¦ƴƪƴƻǿƴ tǳŎŎƛƴƛΩ, categorises the songs thus: 

ΨƧuvŜƴƛƭƛŀΩ ǿǊƛǘǘŜƴ ƛƴ [ǳŎŎŀ ŘǳǊƛƴƎ ǘƘŜ ǇŜǊƛƻŘ мутр-1880; student compositions written in Milan (1880-

1884) before the premiere of Le Villi ; occasional pieces dedicated to friends (1888-1899), post-

operatic success; nature works written at Torre del Lago between 1902-1919. 

Kaye ŎƭŀƛƳǎ ǘƘŀǘ ΨƳƻǎǘ ƻŦ tǳŎŎƛƴƛΩǎ ƴƻƴ-operatic vocal works are known to scholars and aficionados 

of Pucciniana, if only by title; but the existence of these potential additions to vocal repertoire may 

come as a surprise to many singersΩΦ Lndeed, I have never heard any performed in a recital. Puccini is 

reluctant, he claims, to compose anything not based in the theatre, his songs reflecting the 

compositional development but also showing him to be a composer not interested in the form of art 

ǎƻƴƎ ƛǘǎŜƭŦΤ Ψnot interested in exploring the subtleties of song composition in the manner of Faure, 

Debussy or Richard StraussΩ.  

Looking at the songs available (some are listed in the catalogue but now lost in print), I can find a 

typical Puccinian voice, but without the orchestral colour and scope that is perhaps what I personally 

find makes him so, well, Puccini. Indeed the composer himself expresses his love of the orchestra in 

ŀ ƭŜǘǘŜǊ ǘƻ DƛǳǎŜǇǇŜ !ŘŀƳƛ ƛƴ мфнлΥ ΨIf only I could be a purely symphonic writer!...But that was not 

for me...Almighty God touched me with His little finger and said: ά²ǊƛǘŜ ŦƻǊ ǘƘŜ ǘƘŜŀǘǊŜ - only for the 

ǘƘŜŀǘǊŜΦέ And I have obeyed the supreme commandΩ. 

bƻǘŀōƭŜ ŀƳƻƴƎ ǘƘŜ ǎƻƴƎǎ ƛǎ ǘƘŜ Ψ{ǘƻǊƛŜƭƭŀ ŘΩŀƳƻǊŜΩΣ which interests me chiefly for having as its 

subject the lovers Paolo and Francesca, who discover their love as they sit side by side, reading, and 

ǿƘƻǎŜ ŀŘǳƭǘŜǊȅ ŜŀǊƴǎ ǘƘŜƳ ŀ ǇƭŀŎŜ ƛƴ ǘƘŜ ƘƛƎƘŜǎǘ ŎƛǊŎƭŜ ƻŦ 5ŀƴǘŜΩǎ InfernoΦ L ŘƻƴΩǘ ƎŜǘΣ ƛƴ tǳŎŎƛƴƛΩǎ 

treatment, the sense of being condemned to fly without end or direction, nor the humanity of 

5ŀƴǘŜΩǎ ǇŀǊǘƛŀƭ ǎȅƳǇŀǘƘȅ ŦƻǊ ǘƘŜƳΤ ōǳǘ ǘƘŜƴΣ LΩƳ ōǊƛƴƎƛƴƎ ǘƻ ǘƘŜ ǘŀōƭŜ Ƴȅ ƻǿƴ ŜȄǇŜŎǘŀǘƛƻƴǎΦ LǘΩǎ ŀ 

ƎŜƴǘƭŜΣ ƭƛƭǘƛƴƎ ƳŜƭƻŘȅ ǘƘŀǘ Ƙŀǎ ŀ ǊŜŦŜǊŜƴŎŜ όƛƴǘŜƴǘƛƻƴŀƭ ƻǊ ƴƻǘύ ǘƻ ǇŀǊǘ ƻŦ aƛƳƛΩǎ !Ŏǘ L ŀǊƛŀ in La 

.ƻƘŜƳŜΥ ΨSola mi fo il pranzo da me stessa, non vado sempre a messaΩΤ ŀƴŘ ǘƘƛǎ ŜƴŘŜŀǊǎ ƳŜ ǘƻ ƛǘ 

ƳƻǊŜΦ aƛƳƛ ƛǎ Ƴȅ ŦŀǾƻǳǊƛǘŜ tǳŎŎƛƴƛŀƴ ŎƘŀǊŀŎǘŜǊΣ ŀƴŘ ǘƘƛǎ ƛǎ Ƴȅ ŦŀǾƻǳǊƛǘŜ ŀǊƛŀΣ ǎƻ LΩƳ ƭƻƻƪƛƴƎ ŦƻǊ 

something to float my boat in the same way. By the end ƻŦ Ƴȅ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ŎƻƭƭŜŎǘŜŘ ǎƻƴƎǎΣ ƛǘΩǎ 

ŎƭŜŀǊ ǘƘŀǘ ǘƘƛǎ ƛǎƴΩǘ ƎƻƛƴƎ ǘƻ ƘŀǇǇŜƴΦ ¢ƘŜǊŜΩǎ ŀ ǇŀǊǘƛŎǳƭŀǊƭȅ ǎƛƭƭȅ ǎƻƴƎ ŜƴǘƛǘƭŜŘ ΨLƴƴƻ ŀ wƻƳŀΩΣ ǿƘƛŎƘ ƛǎ 

so un-Puccini that I actually feel sad that he wrote it. tǳŎŎƛƴƛΩǎ мфмф ǎŜǘǘƛƴƎ ƻŦ Cŀǳǎǘƻ {ŀƭǾŀǘƻǊƛΩǎ 

lyriŎǎ όƛƴ ǘǳǊƴ ōŀǎŜŘ ƻƴ IƻǊŀŎŜύΣ ǘƘŜ ΨLƴƴƻ ŀ wƻƳŀΩ ǿŀǎ ΨǘŀƪŜƴ ǳǇΩ ōȅ ŦŀǎŎƛǎǘǎ ŀǎ ΨŀƴǘƘŜƳΩ όƛƴ ƳǳŎƘ 

ǘƘŜ ǿŀȅ ŀǎ ±ŜǊŘƛΩǎ Ψ/ƘƻǊǳǎ ƻŦ ǘƘŜ IŜōǊŜǿ {ƭŀǾŜǎΩ ƻƴŎŜ ǿŀǎ) and, listening to it, one can certainly see 

ǿƘȅΦ LǘΩǎ ŀll pomp and very little musical interest. AmonƎ ǘƘŜ ƻǘƘŜǊ ǎƻƴƎǎΣ Ψ! ǘŜΩΣ ŎƻƳǇƻǎŜŘ ƛƴ мутр 

at the age of 17, is pretty; ŀƴŘ ΨInno a DianaΩ is interesting because Puccini and Respighi both wrote 

a ǎƻƴƎ ƻŦ ǘƘŜ ǎŀƳŜ ǘƛǘƭŜΣ ƭƻƻƪƛƴƎ ōŀŎƪ ǘƻ ǘƘŜ ƎƭƻǊƛƻǳǎ Ǉŀǎǘ ŀǘ ǘƘŜ ǘƛƳŜ ƻŦ LǘŀƭȅΩǎ ǳƴƛŦƛŎŀǘƛƻƴ ŀƴŘ 

beyond. This indeed is a theme I will return to in the research.  



 

 

I had originally hoped to look at the works of Mascagni, tǳŎŎƛƴƛΩǎ ŎƻƴǘŜƳǇƻǊŀry and fellow operatic 

composer who also wrote songs. However the scope of the project was such that something had to 

give; and I felt that too much concentration on the earlier composers, known for their preference for 

operatic works (both Puccini and Mascagni were employed more-or-less full-time as operatic 

composers), was a red herring.  Nevertheless I was on the look-out for links between these two 

composers. Apparently Puccini and Mascagni wrote to each other όǘƘŜ ƭŀŘȅ ŀǘ ǘƘŜ ΨtǳŎŎƛƴƛ 

aŜƳƻǊƛŜǎΩ ǎƘƻǇ ǿŀǎ ŀŘŀƳŀƴǘ ŀōƻǳǘ ǘƘƛǎύ, but I have scanned the otherwise marvellous Gara 

collection of letters and found nothing.  I had hoped to find some correspondence between them 

that would reveal their feelings about the composition of song, as opposed to opera. I guess I know 

ŜƴƻǳƎƘΣ ŦǊƻƳ ǘƘŜ ƭŜǘǘŜǊǎ ǎŜƭŜŎǘŜŘΣ ǘƻ ŎƻƴŎƭǳŘŜ ǘƘŀǘ tǳŎŎƛƴƛ ŀǘ ŀƴȅ ǊŀǘŜ ǿŀǎƴΩǘ ŎƻƴŎŜǊƴŜŘ ŜƴƻǳƎƘ 

about song to write to his editor, Ricordi, about anything other than his operatic concerns. I resolve 

to put Mascagni on the back-ōǳǊƴŜǊ ŦƻǊ ƴƻǿΤ ƛŦ ƘŜ ŎǊƻǇǎ ǳǇ ƭŀǘŜǊ ƛƴ ǘƘŜ ǇǊƻƧŜŎǘΣ ƘŜΩƭƭ ŎǊƻǇ ǳǇ ŀƴŘ LΩƭƭ 

investigate him then. For now it seems that I should leave the operatic composers and move on to 

the next generation, those known for song at least in part. Tomorrow I leave for Venice, in order to 

visit perhaps the biggest collection of materials on Respighi - and indeed 19th-20th century song in 

general - at the Fondazione Giorgio Cini. 

 



Venice / Respighi 

 

 

 

I feel incredibly fortunate that my research has brought me, even for just a few days, to the stunning 

Fondazione Giorgio Cini. This wonderful institution is based on the Isola di San Giorgio, directly 

opposite San Marco, and houses several collections (library-museums) of the life and works of 

several famous figures in modern Italian cultural history. One could spend months here looking at all 

that is on offer, but LΩƳ Ƴŀƛƴƭȅ ƘŜǊŜ to see the fantastic collection of Respighi paraphernalia donated 

to the Fondazione by his wife, Elsa, and the collection of his contemporary Alfredo Casella. 

Ottorino Respighi is arguably the most successful composer of this post-Puccini period, though it 

was not until after his death that a Respighi Society was set up to commemorate him and promote 

his worksΦ wŜǎǇƛƎƘƛΩǎ works, including his songs, are far better known that those of perhaps any 

other Italian composer of this period - with the exception perhaps of Tosti, who however spent 

much of his life in England. 

Whilst fascinated by the collection in general - a plethora of artefacts, photographs, letters - LΩƳ ƻŦ 

course most interested in what I can learn about his life as a composer of song. He is most famed for 

orchestral works such as The Pines of Rome, but in fact travelled extensively with his wife Elsa 

Olivieri-Sangiacomo (she as soprano; he as pianist), performing song repertoire - his own 

compositions and those of others.  Many of his sƻƴƎǎ ǿŜǊŜ ǿǊƛǘǘŜƴ ŦƻǊ 9ƭǎŀΩǎ ǾƻƛŎŜΣ ǿƘƛŎƘ ǿŀǎ 

apparently not large but was full of expressivity and colour (and we will look in a moment at the 

attention given in his songs to text and meaning). One book of particular value in this marvellous 

collection is 9ƭǎŀΩǎ ƻǿƴ ōƛƻƎǊŀǇƘȅ ƻŦ ƘŜǊ ƘǳǎōŀƴŘΩǎ ƭƛŦŜΣ Ottorino Respighi: una vita in musica.  Here I 

learn that a visit to Vienna in the 1920s afforded him to opportunity to meet Strauss and Alma 



aŀƘƭŜǊ ŀƴŘ CǊŀƴȊ ²ŜǊŦŜƭΦ !ǎ LΩƳ ŀ ōƛƎ Ŧŀƴ ƻŦ ōƻǘƘ {ǘǊŀǳǎǎ ŀƴŘ !ƭƳŀ aŀhler (the songs written by the 

latter having been introduced to me just this last year by a pianist friend who invited me to sing 

them with her for her Final Recital at the GuildhallύΣ LΩƳ ƪŜŜƴ ǘƻ Ŧƻƭƭƻǿ-up on this information later in 

more depth: perhaps some direct influences from these composers upon Respighi might be detected 

once I have more information on the dates of the visits and the dates of song compositions. There is 

a parallel, or, rather, a false parallel, between the lives of the Mahlers and ǘƘŜ wŜǎǇƛƎƘƛǎΥ wŜǎǇƛƎƘƛΩǎ 

wife was herself a composer who gave up composing once she married. Unlike Alma Mahler, 

however, who was forced by her husband to abandon her own music, Elsa made the decision herself 

to give up composing, preferring to dedicate hŜǊǎŜƭŦ ǘƻ ƘŜǊ ƘǳǎōŀƴŘΩǎ ŎŀǊŜŜǊ ŀƴŘ ŎŀǊŜΦ /ŜǊǘŀƛƴƭȅ ǘƘŜ 

volume I now have the luxury of reading is a touching testament to a life of dedication, from one 

artist (and human being) to another.  

9ƭǎŀΩǎ book about her husband tell us about the inspiration behind certain compositions, including 

for example an interesting insight into the writing of Nebbie, one of his most celebrated vocal works. 

Respighi had apparently (at around the age of twenty-four or twenty-five) been going through a 

period of depression. One morning he had started to write down some music and had put it aside. In 

the afternoon, a friend came to visit, bringing a collection of Ada NegriΩǎ poetry. Respighi opened 

the book, read Nebbie, and realised that this poem fitted exactly the mood of the music he had 

written. He went to his piano and, without changing one note of the already written music, he set 

the words to it and finished the song. 9ƭǎŀ ŘŜǎŎǊƛōŜǎ ǘƘƛǎ ŜǾŜƴǘ ŀǎ Ψvery strange, but trueΩΤ ŀƴŘ ŀƎŀƛƴΣ 

we have an insight into the relationship between text and music, between inspiration and result.  

LƴŘŜŜŘΣ wŜǎǇƛƎƘƛΩǎ ƳǳǎƛŎ ǎƘƻǿǎ ŀ ŘŜŜǇ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǎƻǳƴŘ-world and thought-world, as the 

varied choice of librettists and texts demonstrates. ¢ƘŜ ΨǳƴǿƻǊƭŘƭȅΩ ǎƻǳƴŘǎ ŎƻƴƧǳǊŜŘ ƛƴ La donna del 

sacrofago and La Statua όōƻǘƘ мфмфύ ŀǊŜ ŀƴ ŀǇǇǊƻǇǊƛŀǘŜ ǊŜǎǇƻƴǎŜ ǘƻ 5Ω!ƴƴǳƴȊƛƻΩǎ ǇƻŜǘǊȅΣ ǿƘƛŎƘ 

evokes a sense of the immutable past long since cast in marble, either as statue or as grave. In Il 

Tramonto Respighi makes harmonic shifts I can only describe as Debussian, unafraid to stretch the 

ƘŀǊƳƻƴƛŎ ǇŀǘǘŜǊƴ ŀǎ ŦŀǊ ŀǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ƳŜŜǘ Ŧǳƭƭȅ ǘƘŜ ǎŜƴǎŜ ƻŦ {ƘŜƭƭŜȅΩǎ ¢ǿƛƭƛƎƘǘ tale of two lovers 

agreeing to watch the sunset together, tomorrow. Looking at these works I am conscious of being in 

a very different world from the one evoked by the likes of Malipiero, at around the same time. With 

Respighi there is a natural-ness to the compositional voice that results in, to my mind and ear, more 

ΨǎǳŎŎŜǎǎŦǳƭΩ ǾƻŎŀƭ ǿƻǊƪǎΦ ¢ƘŜ ŦŀŎǘ ǘƘŀǘ wŜǎǇƛƎƘƛ ŦƻƭƭƻǿŜŘ Ƙƛǎ ŎƻƳǇƻǎƛǘƛƻƴŀl inclinations and 

transferred his attention, after the 1920s, to orchestral writing is proof of his instinctual nature. I 

make a note that a later comparison of his writing with that of the French composers of the same 

period will be valuable. 

9ƭǎŀΩǎ ǎƻƴƎǎ ŀǊŜ ǘƘŜƳǎŜƭǾŜǎ ǿƻǊǘƘ ƳŜƴǘƛƻƴƛƴƎΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ƘŜǊ ΨvǳŀǘǘǊƻ [ƛǊƛŎƘŜΩ ƻŦ мфнл ǎŜǘǘƛƴƎ ǘŜȄǘǎ 

from the Rubaiyat of Omar Kayam. Each song has very individual character and there is cohesive 

identity within each song - which might be another way of saying that she has one accompanimental 

or harmonic idea which she then expounds for the duration. I find this ǇƭŜŀǎƛƴƎΥ ǘƘŜǊŜΩǎ ŀ ǎŜƴǎŜ ǘƘŀǘ 

ǎƘŜ Ƙŀǎ ƳŀŘŜ ŀ ǾŜǊȅ ŘŜŦƛƴƛǘŜ ΨŘŜŎƛǎƛƻƴΩ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ǘŜȄǘ ŀƴŘ ƛǎ ŎƻƳƳƛǘǘŜŘ ǘƻ ŎǊŜŀǘƛƴƎ ŀƴŘ 

maintaining a specific atmosphere. Although she does not have the harmonic palette of Alma 

Mahler (or indeed that of her husband; comparisons are odious, yes, but I make this one all the 

same), the second of these four songs in particular makes a real impression on the mind from the 

ƻǳǘǎŜǘΦ ¢ƘŜ ƴƻǘƛƻƴ ǘƘŀǘ Ψ¦ƴŀ Ŏƻǎŀ è ŎŜǊǘŀΥ ŎƘŜ ƭŀ Ǿƛǘŀ ŦǳƎƎŜΩ όΨhƴŜ ǘƘƛƴƎ ƛǎ ŎŜǊǘŀƛƴΥ ƭƛŦŜ ŜǎŎŀǇŜǎ ǳǎΩύ ƛǎ 

simply, hypnotically rendered by a series of fourths and fifths repeated in the piano underneath the 



languid vocal line, increasing in pitch and with added splashes of harmonic tension as the voice 

ǊŜŀƭƛǎŜǎ ǘƘŀǘ ǘƘŜ ŦƭƻǿŜǊ ƻŦ ƭƛŦŜ ƛǎ ΨōƻǊƴ ƻƴŎŜΣ ǘƘŜƴ ŘƛŜǎΩΦ LΩƳ ŀŦŦŜŎǘŜŘ ōȅ ǘƘŜǎŜ ǎƻƴƎǎΣ ŀƴŘ ǘƘŜǊŜΩǎ 

ŘŜŦƛƴƛǘŜƭȅ ǊƻƻƳ ŦƻǊ ǘƘŜƳ ƻƴ Ƴȅ ƭƛǎǘΣ ƻƴ ǘƘŜƛǊ ƻǿƴ ƳŜǊƛǘ ŀƴŘ ƴƻǘ Ƨǳǎǘ ōŜŎŀǳǎŜ ǘƘŜȅΩǊŜ ōȅ aǊǎ wŜǎǇƛƎƘƛ 

(for, ŀǎ ǿŜΩǊŜ ŜǎǘŀōƭƛǎƘŜŘΣ ǘƘŜȅΩǊŜ ƴƻǘΤ ǘƘŜȅ ǿŜǊŜ ǿǊƛǘǘŜƴ ōŜŦƻǊŜ ǘƘŜƛǊ ƳŀǊǊƛŀƎŜύΦ A pairing with Alma 

Mahler and perhaps Iditta Parpigliola would be interesting - I must investigate further women 

composers of this period. 

Besides the Respighi collection, the library offers me an opportunity to see several important 

volumes concerning the activity of some of his friends and contemporaries, notable among which is 

½ŀƴŜǘǘƛΩǎ La Musica Italiana nel Novecento. Here is a very detailed (c.2,500 pages) and clearly 

structured overview of the passage of time, from the DŜƴŜǊŀȊƛƻƴŜ ŘŜƭƭΩhǘǘŀƴǘŀ of Respighi and his 

contemporaries, to the post-war period. I learn here that many composers also worked as 

performers (as pianists, organist and/or conductors) and as writers and critics, in the latter capacity 

ƻŦǘŜƴ ŎƻƳƳŜƴǘƛƴƎ ƻƴ ŜŀŎƘ ƻǘƘŜǊΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎΦ !ǎ ŀƴ ŜȄŀƳǇƭŜΣ L ƭŜŀǊƴ ƻŦ CasellaΩǎ ƻǊƎŀƴƛǎŀtion of 

the Festival in Venice and his playing at the piano to accompany the singer in a first performance of 

his colleague MalipieroΩǎ ǎƻƴƎǎΦ  A timeline showing the composers known as the Ψ/ƛƴǉǳŜ DǊŀƴŘƛΩ of 

ǘƘƛǎ ΨƎŜƴŜǊŀǘƛƻƴ ƻŦ ǘƘŜ муулǎΩ (Alfano, Pizzetti, Respighi, Malipiero, Casella) and their pupils, shows 

the lineage as it were of composers and teachers, which can help in tracing stylistic traits. Also 

interesting is the ŎƘŀǇǘŜǊ ƻƴ ǘƘŜ ΨaƛƴƻǊƛ ŘŜƭƭŀ ΣDŜƴŜǊŀȊƛƻƴŜ ŘŜƭƭΩhǘǘŀƴǘŀΩΩ - look at works of Bossi, 

who wrote liriche da camera Ψin forte numeroΩΣ ōǳǘ ǿƘƛŎƘ LΩŘ ƴŜǾŜǊ ŎƻƳŜ ŀŎǊƻǎǎΣ ŀƴŘ Vittorio  Gui, 

who ŀƭǎƻ ǿǊƻǘŜ Ψnotevoli liricheΩΦ ΨbƻǘŀōƭŜΩ ŀƴŘ ΨƳŀƴȅΩ ǘƘŜƛǊ ǎƻƴƎǎ Ƴŀȅ ōŜΣ ōǳǘ L ƘŀǾŜ ƴŜǾŜǊ ƘŜŀǊŘ ƻŦ 

them, and so they go on the list of things to follow-up later - thought the statement that both 

composers are considered to ōŜ ŀƳƻƴƎ ǘƘŜ ΨǘǊŀŘƛȊƛƻƴŀƭƛǎǘƛΩ ŘƻŜǎƴΩǘ Ŧƛƭƭ ƳŜ ǿƛǘƘ ŀ ǎŜƴǎŀǘƛƻƴ ǘƘŀǘ LΩƳ 

going to find anything earth-shattering there. 

On the more possibly interesting composers list goes: Davidico (again, previously unknown to me) 

apparently wrote many songs, including, during the period 1920-1925, many settings are to French 

ǘŜȄǘǎΦ Lǘ ǎŜŜƳǎ ƘŜ ŘƛŘƴΩǘ ǿǊƛǘŜ ƳǳŎƘ ŀŦǘŜǊ мфнр ŀƴŘ considered himself to be behind the times - 

ΨŀǘǘŀǊŘŀǘƻ ǊƛǎǇŜǘǘƻ ŀƭ ƳƻǾƛƳŜƴǘƻ ƳǳǎƛŎŀƭŜ ƛƴǘŜǊƴŀȊƛƻƴŀƭŜ Ŝ ǇŜǊǎƛƴƻ ŀƎƭƛ ƛƴŘƛǊƛȊȊƛ ŎƘŜ ǎƛ ŀƴŘŀǾŀƴƻ 

ǎǾƛƭǳǇǇŀƴŘƻ ƛƴ LǘŀƭƛŀΦΩ όǇΦунтύ The fact that he is self-critical and internationally-focused makes him 

ǎƻƳŜƻƴŜ LΩƳ ƪŜŜƴ ǘƻ Ŧƻƭlow-up on later. 

I also learn from this volume that Maria Castelnuovo-Tedesco (whom Giordano Montecchi later 

recommends to me) wrote a number of vocal works for chamber ensemble or orchestra and voice, 

again in the 1920s.  He was noted for this form, which he cultivated from c.1925 - about the same 

time that Respighi was doing the same. Indeed, it seems to me that this was a very creatively 

interesting period, with composers thinking outside tƘŜ ΨōƻȄΩ ƻŦ ΨǾƻƛŎŜ Ǉƭǳǎ ǇƛŀƴƻΩ ǘƘŀǘ ƘŀŘ ǊǳƭŜŘ ƛƴ 

the salon, for example (though in many cases, voice / piano reductions are also available).  I make a 

note to do further research into the Shakespeare Songs and the Tre fioretti di San Francesco, the 

latter ōŜƛƴƎ ŘŜǎŎǊƛōŜŘ ƘŜǊŜ ŀǎ ƘŀǾƛƴƎ ŀ Ψfresco sentimento naturalisticoΩΦ ¢ƘŜ ΨƴŀǘǳǊŀƭΩΣ ƻǊ 

ΨƴŀǘǳǊŀƭƛǎǘόƛŎύΩ ŜƭŜƳŜƴǘ ǎŜŜƳƛƴƎƭȅ ŜƳǇƘŀǎƛǎŜŘ ƛƴ ǘƘŜǎŜ ǿƻǊƪǎ ŘǊŀǿǎ ƳŜΤ ƛǘ ǎŜŜƳǎ ǘƘŀǘ ǘƘƛǎ ƛǎ ǘƘŜ 

period that might explain what could, or does, happen subsequently, in the generation of composers 

that follows.  

Alfredo Casella made a prediction, at the end of the period under my scrutiny, of the victory of the 

ΨƳƛƴƻǊƛΩ - ǘƘƻǎŜ ǿƘƻ Řƻ ƴƻǘ ǎǘƛƭƭ ǿǊƛǘŜ ƛƴ ǘƘŜ ǎǘȅƭŜ ƻŦ aŀǎŎŀƎƴƛΥ ΨTroviamo oggi in Italia un buon 



numero di compositori che scrivono ancora alla maniera di Mascagni, accanto ad altri, in numero 

minore, i quali hanno adottato le serie dodecafoniche. Non e difficile prevedere la vittoria del gruppo 

di minoranza (come sempre accade nella Storia)..ΩΦ  

This article was published in London, ƛƴ Ψ¢ƘŜ /ƘŜǎǘŜǊƛŀƴΩΣ ŀǎ ǿŜƭƭ ŀǎ ƛƴ LǘŀƭȅΣ ƛƴ ΨaǳǎƛŎŀΩΣ ƛƴ мфптΣ 

showing Casella to be a writer and critic of international importance, as I discover in the collection of 

his writings here at the Fondazione Cini.  

Among his other writings, Casella produced an essay, Saggio, in 1930, in which he declared that it 

ǿŀǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ŀǊǊƛǾŜ ŀǘ ŀ ŘŜŦƛƴƛǘŜ ƛƴǾŜƴǘƻǊȅ ƻŦ LǘŀƭȅΩǎ ƴŜǿ riches acquired from European 

influenceΣ ŀƴŘ ǘƻ ŘŜǾŜƭƻǇ ǘƘŜƳ ǿƛǘƘ ΨƻǳǊΩ Lǘŀƭƛŀƴ ŦƭŀǾƻǳǊ :  

ΨtǊƻŎŜŘŜŜ ŀŘ ǳƴ ǎŜǊŜƴƻ ŜŘ obiettivo e definitive inventario delle nuove ricchezze oltrape acquisite, e 

Řƛ ŘŀǊŜ ŀ ǘŀƭǳƴŜ Řƛ ŜǎǎŜ ƛƭ ǎǳƻƴƻ ΨƴƻǎǘǊƻΩΦ  

/ŀǎŜƭƭŀΩǎ ǎƻƴƎǎ ǘƘŜƳǎŜƭǾŜǎ show great imagination, especially his neo-modal Tre Canzonette 

Trecentesche, which show harmonic, melodic and rhythmic character in keeping with the text. There 

is dissonance, there is a metric complexity (bars of alternating 2/4/, 3/4, 4/4/, 5/4 and 7/4) and 

ǘƘŜǊŜ ƛǎ ƘǳƳƻǳǊΦ hƴŜ ŦŜŜƭǎ ǘƘŀǘ /ŀǎŜƭƭŀ ǊŜŀƭƭȅ ǿŀǎ ōǊŜŀƪƛƴƎ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ǊƻƳŀƴǘƛŎΣ ΨōŜƭ ŎŀƴǘƻΩ Ǉŀǎǘ 

- and yet, here at least, he does so with recourse to the ancient past, in his choice of text and modal 

approach.  

Indeed, the recourse the ancient literary past, as well as the ancient musical traditions, is a common 

theme among several composers of the period, Respighi, Malipiero and Pizzetti included. And this 

answers, in part, my question about the link between text and music; in the post-Unification era, 

Lǘŀƭȅ ǊŜŀŎƘŜŘ ōŀŎƪ ǘƻ ǘƘŜ ΨƎƭƻǊƛƻǳǎ ǇŀǎǘΩ ƛƴ ƻǊŘŜǊ ǘƻ ŜǎǘŀōƭƛǎƘ ǎƻƳŜ ǎŜƴǎŜ ƻŦ ƛŘŜƴǘƛǘȅ - and it woulŘƴΩǘ 

be the first or last time in history that this happened. Meanwhile, as we have already seen, there are 

composers who were looking externally geographically-speaking, to the poetry of their European 

neighbours in France, Germany and England. Some composers, Respighi and Casella among them, 

ŘƛŘ ōƻǘƘΤ ŀƴŘ L ǿƻǳƭŘ ŀǊƎǳŜ ǘƘŀǘ ǘƘƛǎ ƛǎ ǿƘŀǘ ƳŀƪŜǎ ǘƘŜƳ ǇŜǊƘŀǇǎ ǘƘŜ Ƴƻǎǘ ǊƻǳƴŘŜŘ ƻǊ ΨŎƻƳǇƭŜǘŜΩ 

song-writers of their time. 

It is important to bear in mind that all these composers were operating in a kind of literary vacuum, 

which made the task of writing songs in their own musical (and spoken) language all the more 

interesting-slash-difficult, as Zanetti points out: 

Ψ[ŀ ƳŀƴŎŀƴȊŀ Řǳ ǳƴŀ ŦƻǊǘŜ ǎƻƭƭŜŎƛǘŀȊƛƻƴŜ ƭŜǘǘŜǊŀǊƛŀ ƴƻƴ ŀǾŜǾŜ ŎƻƴǎŜƴǘƛǘƻ ŀƭƭΩƻǇŜǊŀ ƛǘŀƭƛŀƴŀ Řƛ 

rinnovarsi, ciƻŜ ǇǳǊŜ ƭΩŀǎǎŜƴȊŀ Řƛ ǳƴŀ ǎƻƭƛŘŀ ǘǊŀŘƛȊƛƻƴŜ ŦƛƭƻǎƻŦƛŎŀ ŎŀǊŀǘǘŜǊƛȊȊŀ ƛƴ ǎŜƴǎŜ ŜŎƭŜǘǘƛŎƻ ƛ ǇǊƛƳƛ 

ǎǘǳŘƛ ŎƘŜ ǎŜƎƴŀƴƻ ŀƴŎƘŜ ƛƴ Lǘŀƭƛŀ ƭŀ ƴŀǎŎƛǘŀ Řƛ ǳƴŀ ƳƻŘŜǊƴ ŎǳƭǘǳǊŀ ƳǳǎƛŎŀƭŜΩΦ  

¢Ƙǳǎ ǘƘŜ ƭŀŎƪ ƻŦ ŀ ǎǘǊƻƴƎ ƭƛǘŜǊŀǊȅ ƘŜǊƛǘŀƎŜ ŘƛŘ ƴƻǘ ŀƭƭƻǿ LǘŀƭȅΩǎ ŀǊǘ ŀ ǊŜŀƭ opportunity to renew itself 

(since there was none to renew); the very absence of a solid philosophical tradition itself 

characterised the first studies that signalled in Italy the birth of a modern musical culture. 

Again, suspicions (presumptions) confirmed - and more composers discovered. Alfredo Cogni, whom 

I also come across here, is also worth mentioning, having set poetry by Victor Hugo (ΨLa pauvre 

fleurΩ; Ψ[ŀ tombe dit à la roseΩ) and Maurice Maeterlinck (ΨLes paons nonchalantǎΩ). The music 

responds imaginatively to the text and whilst the harmonic language is not being particularly 



unconventional, the melodic shape follows the contours of the text and ideas so as to produce some 

captivating songs.  

While in this area I had also hoped to make a pilgrimage to the birthplace of Tirindelli, a composer 

from the Veneto whose songs I have come across relatively recently and whose style, simple but 

effective, and showing a good relation between text and music, appeals to me. There is very little in 

the catalogue in terms of recordings of his songs, but there is a society dedicated to him, headed by 

a family named Toffoli. Sadly I have no response from them and, since there is no museum in 

Conegliano, the place of his birth, there seems little reason to include a trip there. He is worth 

mentioning, though, not least because he also (like Respighi and Tosti) set some poetry by Ada Negri 

(along with other usual suspects Pagliara and Panzacchi, who wrote poesia per music). ¢ƘŜǊŜΩǎ 

ǎƻƳŜǘƘƛƴƎ ŀōƻǳǘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƭŀƴƎǳŀƎŜΣ ǎǘȅƭŜΣ ǘƘŀǘ L ƭƛƪŜΣ ƛƴǎǘŀƴǘƭȅΣ ȅŜǘ ǿƛǘƘƻǳǘ ǊŜŀƭƭȅ ōŜƛƴƎ ŀōƭŜ 

ǘƻ Ǉǳǘ Ƴȅ ŦƛƴƎŜǊ ƻƴΦ Iƛǎ ǎŜǘǘƛƴƎ ƻŦ !Řŀ bŜƎǊƛΩǎ Ψ{ǘǊŀƴŀΩ ŘŜŦƛƴƛǘŜƭȅ ƎƻŜǎ ƻƴ ǘƘŜ ƭƛǎǘΣ ŀƭƻƴƎ ǿƛǘƘ ǘƘŜ 

ǉǳŜǎǘƛƻƴƛƴƎ Ψ/Ƙƛ ǎŀΦΦΦΚΩ όΨ²Ƙƻ ƪƴƻǿǎΚΩύ.  

ΨThe Fondazione Griorgio Cini is so beautiful - the books, the building, the island location - that I 

never want to leave. But I know I can come back.  Meanwhile here in the city there is another 

pleasure that awaits after library closing time: it is the Venice Biennale. L ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ƭƻƴƎ ƛǘ 

would take to see everything in this city-wide exhibition (a week? a month? longer?), but I feel 

incredibly fortunate to have the best part of a weekend to drink in the absurd, the beautiful, the 

thought-provoking pictǳǊŜǎΣ ǇƘƻǘƻƎǊŀǇƘǎΣ ƛƴǎǘŀƭƭŀǘƛƻƴǎΦ tŜǊƘŀǇǎ Ƴȅ ŦŀǾƻǳǊƛǘŜ ƛǎ ǘƘŜ ΨwŜŀƭ ±ŜƴƛŎŜΩ 

photography exhibition housed in the building next door to the Fondazione itself, along with the 

ǘŀǇŜǎǘǊȅ ŜȄƘƛōƛǘƛƻƴ ΨtŜƴŜƭƻǇŜΩǎ [ŀōƻǳǊΩΦ LŘŜŀǎ ŀƴŘ ƛƳŀƎŜǎ ŀǊŜ ōǳȊȊƛƴƎ ŀǊƻǳƴŘ Ƴȅ ƘŜŀd as I settle for 

ŀ Ŧƛƴŀƭ ŜǎǇǊŜǎǎƻ ƻŦ ǘƘŜ ±ŜƴƛŎŜ ΨƭŜƎΩ ŀƴŘ vow that, research needs apart, LΩll come back every Biennale 

to experience this. 

 

 


