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ORAL CULTURE, MANUSCRIPT AND PRINT IN EARLY MODERN ITALY

SEMINAR 5
La performance dei testi letterari negli intrattenimenti di società

The performance of literary texts in social entertainments
British School at Rome (via Gramsci 61, 00197 Roma)
Friday 27 June 2014
This is one of a series of events supported by the European Union’s Seventh Framework Programme (grant agreement no. 269460), organized by the Italian Voices project in the University of Leeds, that explore oral culture, in its relation to the written word, in Italy between about 1450 and 1700.
Programme
9:30
Apertura del seminario / Welcome and introduction
9:40
Session 1. Chair: Matteo Motolese (La Sapienza, Rome)
Francesca Bortoletti (University of Leeds), La maschera del cantor a corte: Serafino Aquilano tra la scrittura e la scena
Paolo Procaccioli (Università della Tuscia), La lettura dei moderni: Aretino anfitrione e il Dialogo dell’amore di Speroni
10.50
Pausa caffè

11.30
Session 2. Chair: Raimondo Guarino (Università Roma Tre)
Paola Ventrone (Università Cattolica del Sacro Cuore, Milano), Araldi e canterini alla mensa dei Signori: farse e commedie politiche nella Firenze del primo Cinquecento

Lisa Sampson (University of Reading), Theatrical Performances within the Academies of the Veneto: Vicenza, Verona and Padua
12:40
Pausa pranzo
14:00-
Session 3. Chair: Nadia Cannata (La Sapienza, Rome)
16:30
Bonnie Blackburn (University of Oxford), Poets, Patrons, Singers and Swordsmiths: Making Music in Brescia and Piacenza
Philippe Canguilhem (Université de Toulouse), Singing Poetry in compagnia, between canto alla lira and Polyphonic Madrigal
Chriscinda Henry (McGill University), Orphic Metaphors: Performing Pastoral Comedy in Venetian Art c. 1510-20
The seminar is open to all. There is no charge for attendance but space is limited. To reserve a place or for more information, please contact italianvoices@leeds.ac.uk. To find out more about the project, visit http://arts.leeds.ac.uk/italianvoices/.

ABSTRACTS
Francesca Bortoletti: La maschera del cantor a corte: Serafino Aquilano tra la scrittura e la scena
Serafino Aquilano fu intrattenitore di mestiere dalle indubbie doti poetiche, canore e musicali, capace di praticare tutti gli stili del volgar poetare, costruendo sul canto accompagnato alla lira il suo repertorio, fatto di strambotti, barzellette, sonetti, capitoli, egloghe e brevi acti scenici. Nell’egloga e nella tradizione pastorale con cui il Ciminelli familiarizza sin dagli esordi napoletani, il poeta dell’Aquila trova una struttura lirica collaudata in cui proiettare la sua immagine di cantore alla lira, con evidenti cenni autobiografici, interpretando se stesso attraverso la maschera del pastore arcade e trovando la via di accesso nei luoghi istituzionali dei festeggiamenti ufficiali: quelli dei carnevali romani degli anni ’90. Racchiuso nella cornice letteraria dell’egloga, il canto accompagnato alla lira di Serafino/Menandro diviene momento di spettacolo nel palinsesto drammaturgico delle feste romane e di rappresentazione mitica del cantor e della poesia orale a corte. L’intervento mira a investigare attraverso la produzione testuale e i fatti di spettacolo il processo creativo attraverso cui Serafino costruisce il suo personaggio, fuori e dentro la scena, e definisce la sua riconoscibilità attorica e sociale a corte.
Paolo Procaccioli: La lettura dei moderni: Aretino anfitrione e il Dialogo dell’amore di Speroni

È un luogo comune, e in una certa misura anche un dato di fatto, che Pietro Aretino sia arrivato alla parola scritta quando il suo ‘mito’ era già consolidato. E le primissime testimonianze confermano che era il mito di una vox clamans, quella sferzante di un “virtutum et vitiorum demonstrator”. “Dio ne guardi ciascun dalla sua lingua” ammoniva non a caso una Farza coeva. Meno noto, e anzi del tutto sorprendente, che alla bisogna un Pasquino costantemente in servizio vestisse i panni dell’ascoltatore e si disponesse a promuovere la parola altrui e a renderne conto. È quanto succede con la lettera a Speroni Speroni del 6 giugno 1537, la 139 del primo libro, con la quale Aretino rievoca una lettura, organizzata nella sua casa, del Dialogo dell’infinità di amore dello stesso Speroni. Col risultato che mentre si produce la moltiplicazione dei generi e dei linguaggi (dalla trattatistica dialogata alla lettura alla rievocazione epistolare) l’occasione domestica diventa pubblica, e la celebrazione del destinatario e l’elogio delle sue raffinate considerazioni consentono a Aretino di associare il proprio al nome degli interlocutori colmando un gap che formazione e ruolo sociale volevano invece incolmabile.

Paola Ventrone: Araldi e canterini alla mensa dei Signori: farse e commedie politiche nella Firenze del primo Cinquecento

Oggetto dell’intervento saranno le farse e le commedie politiche e morali che venivano recitate alla mensa della Signoria fiorentina, prima dell’avvento del principato mediceo, allo scopo non solo di offrire uno svago ai suoi membri, costretti a rimanere chiusi nel palazzo per tutti i due mesi del loro mandato, ma anche di comunicare loro messaggi politici, etici e morali legati alle contingenze e alle necessità del momento. Mi soffermerò ad analizzare alcuni testi e i loro autori, con l’intento di evidenziare come questo tipo di drammaturgia fosse del tutto peculiare di Firenze, in quanto, sul piano dell’eredità strutturale e contenutistica, essa fu il frutto, da un lato della commistione fra la sacra rappresentazione e la commedia classica, e dall’altro della tradizione recitativa di canterini e araldi, di cui la Firenze repubblicana fu un’eccezionale fucina anche per il loro ruolo di ‘voci politiche’ della città.

Lisa Sampson: Theatrical Performances within the Academies of the Veneto: Vicenza, Verona and Padua

The elaborate inaugural performance of the new theatre of the Accademia Olimpica of Vicenza in 1585 has often become synonymous with theatrical activities within the Veneto academies or in academies tout court. However, this famed, public-facing event was clearly exceptional in many respects, though it exemplifies certain trends within an emerging tradition. By comparing this academy performance with other less well-documented theatrical and performative practices of the Olimpici, and alongside activities of academies in Padua and Verona, one finds a microcosm of performance contexts and audiences, reflecting the often peripatetic nature and the differing objectives and make-up of such institutions. This paper aims to identify typologies of academy theatre performances, focusing also on the significance attached to the performance-text as opposed to the other signifying elements such as the apparato, and the spaces and performers used for such events.
Bonnie Blackburn: Poets, Patrons, Singers and Swordsmiths: Making Music in Brescia and Piacenza
The early Italian career of one of the most renowned sixteenth-century composers of madrigals, Cipriano de Rore, remains mysterious. This Flemish-born composer came to Italy in the early 1540s, probably to study with Adrian Willaert, then maestro di cappella at San Marco in Venice. In 1542 Rore published his first book of madrigals, a masterful production in which he unusually set a number of sonnets by Petrarch, only then coming into favour with madrigal composers. The edition was topped and tailed with ballate by Giovanni Brevio, a poet rarely chosen for musical settings, and was the first edition to present the music arranged in order of the modes, Dorian to Mixolydian. The only references to Rore in Italy before he took up the post of maestro di cappella to Ercole II d’Este in Ferrara in 1546 are two letters written by Palazzo da Fano from Brescia, transmitting madrigals by Rore to the Florentine exile Ruberto Strozzi. A reappraisal of these letters, the identity of their writer, and a possible context for Rore’s presence in Brescia has led to new conjectures involving music-making in social circles in Brescia and Piacenza, involving some of the same musicians and the ubiquitous Antonfrancesco Doni. The key figure in Brescia is the count Fortunato Martinengo and his father-in-law Nicolò d’Arco, both accomplished poets and musicians themselves. Rore never dedicated any of his music books, but he did dedicate individual pieces, though sometimes in an obscure fashion. It has become common to speak of a composer’s ‘poetic choices’; I introduce a note of caution in Rore’s case, and suggest how it was possible for Rore to make a living in his early Italian years without having a formal occupation.
Philippe Canguilhem: Singing Poetry in compagnia, between canto alla lira and Polyphonic Madrigal
My paper will discuss the two ways of singing poetry most commonly used by Italian amateurs in the sixteenth century. When a group of friends gathered informally for pastime or dinner, they frequently recited poetry musically with the help of an instrument like the lute or the lira da braccio, but they could also sing polyphonic madrigals written down in manuscript canzonieri or in printed collections. Anton Francesco Doni’s Dialogo della musica (1544) typically exemplifies this twofold activity, distinguished from extemporised orality on the one hand and the composed written form on the other hand. Moreover, singing poetry all’improviso was an individual activity, whereas the madrigal involved a group of singers. After giving some contextualization for this social practice, I will try to show that the polyphonic madrigal may have originated from an improvisatory art that was well known and widespread among its inventors. Transferring their skill at singing extempore chansons rustiques into written compositions on Italian poems, the first madrigal composers provided amateur singers with a new way of singing poetry collectively.

Chriscinda Henry: Orphic Metaphors: Performing Pastoral Comedy in Venetian Art c. 1510-20
In the opening decades of the sixteenth century, Giorgione and his creati (protégés) and colleagues (Dosso Dossi, Sebastiano del Piombo, Titian, and Giovanni Cariani) adopted what I term an Orphic portrait type to figure poets, musicians, and most intriguingly, themselves. By adopting the persona of the virtuoso musician in their paintings, Venetian painters sought to appropriate the prestige of improvisatory solo musicianship as a potent metaphor for painting itself. But what texts should we associate with their paintings of ‘rustic shepherds’ performing in fanciful dress? Here I argue that in the case of Giovanni Cariani’s Concert (National Gallery, Washington, DC), we must look to the pastoral comedies enormously popular in Venice at the time. Beginning in 1505, the Venetian diarist Marin Sanudo documents the momarie, or elaborate mythological pantomimes, that took the Orpheus tale as their subject. Often sponsored by the patrician youth fraternities of the Compagnie della Calza, these momarie were performed at carnival celebrations, civic festivities, and patrician weddings and parties alongside shepherd comedies. Such ‘comedie di pastore’ might take the form of sung recitations of comic poetry (sonetti, frottole, egloghe, and barzellette), a farsa or fabula like Poliziano’s, or a full-fledged five-act comedy.
Questions to be discussed include: 

· In which places and on which occasions did social performances of texts take place?

· What were the roles of performed texts within entertainments and how did they relate to other elements of the occasion?

· What (if any) was the relationship between performed texts and the written word? How far did the texts already exist in writing? Were they circulated in manuscript or print after the event, in order to commemorate the performance? Were they improvised? Were they specific to a certain place? Were they performed on more than one occasions and, if so, were they adapted?

· Which texts were spoken, which were sung and (if so) how were they sung?

· Were the performers professionals or amateurs? Were they also the authors of the texts or only their performers? Did they perform on their own or in small or large groups? Did they belong to the same set of people as the audience or were they summoned from outside? Was the audience asked to join in the performance or only to watch and listen to it?

· In quali luoghi e in quali occasioni sociali avveniva la performance di testi?

· Quale era il ruolo dei testi recitati nell'ambito degli intrattenimenti e in che modo si combinavano con altri elementi delle occasioni sociali in cui erano inseriti?

· Qual era, se c'era, il rapporto tra performance del testo e testo scritto? Fino a che punto i testi utilizzati per la performance esistevano già in forma scritta? I testi erano diffusi in manoscritti o a stampa dopo l’evento, per commemorare la performance? Erano improvvisati? Erano legati a un luogo specifico? Se erano eseguiti in occasioni diverse, venivano modificati?

· Quali testi si recitavano o leggevano ad alta voce, quali si cantavano e, se cantati, in che modo?

· I performers erano professionisti od occasionali? Erano anche autori o solo esecutori? Singoli, piccoli gruppi o grandi ensemble? Membri dello stesso gruppo che fungeva da pubblico o chiamati appositamente dall'esterno? Il pubblico era chiamato a partecipare alla performance o solo ad assistervi?

