WHEN MR PARADIES PROVIDED THE SONGS;
THE LONDON OPERA ARIAS OF FITZWILLIAM MUSEUM, MU.MS.108
MICHAEL BURDEN

Collections of opera arias come in all shapes and sizes, and with many purposes and
intentions. Some appear to be collections put together by opera singers for their own
purposes, while others might be assembled by the theatre as a resource, and still others, the
result of a copyist’s activities, with each collection having its own story to tell. The present
collection, Fitzwilliam Museum MU.MS.108, is a gathering together of a group of autograph
arias which the Italian composer, Domenico Paradies (1707—1791), provided in the late 1740s
and early 1750s to London’s King’s Theatre, the elite venue for imported opera and dance.
Paradies exact role at the theatre is unclear, but he worked on the fringes of the London opera
house before being advertised as the music director for 1746-47 season. The source is all the
more interesting for being part of a group of manuscripts sold by Paradies to the museum’s
founder, Richard, 7th Viscount Fitzwilliam (1745-1816) in 1770. The attribution of the hand
and the music of the arias are not, then, in doubt, the collection passing from the composer to
the collector to the collector’s museum. While known — a description and a listing of the
contents can be found in the Catalogue of the Music in the Fitzwilliam Museum, Cambridge*
— the source has not been examined closely, nor has it been explored in relation to the opera
seasons for which its contents were composed.

The structure and contents of MU.MS.108 is laid out in the appendix to this article.
The manuscript is a compilation of one or two draft arias with corrections and awaiting
expansion [Illustration 1], one with a pasted slip with corrections [Illustration 2], and some
orchestral parts prepared for performance of two of the arias. Some of the arias are headed
with intended character and position in the opera [Illustration 3], while other have the name

of the singer [Illustration 4]. There is also an overture to an opera which is not—and may



never have been in its entirety—extant. The collection as well contains the composer’s
autographs of a number of four Italian cantatas; none of these has an established connection
with the opera house and they are without the parameters of this article. The table in the text
[insert near here] shows the previous use of the aria texts at the Italian opera in London,
followed by the place of Paradies’ settings of MU.MS.108 in the repertory. It should be
emphasised that there is no evidence in any one case that Paradies treated an earlier London
libretto as a source. Indeed, there is no evidence to show how he accessed the texts; he may
have brought them with him from the Continent, they may have been provided with them by
one of the singers, or they could have been forced on him by the impresario Francesco
Vanneschi (d. after April 1760?), the opinionated manager of the King’s Theatre.

As Tllustration 1 shows, a number of the pieces await the expansion of the doubled
parts, a not uncommon 18"-century shorthand. Conversely, two of the arias survive complete
with parts, an added bonus emphasising that at least these two had been prepared for
performance, rather than just as settings that possibly remained among the composer’s
papers. However, it is also significant that none of the arias set by Paradies appears in
Walsh’s collections of Favourite Songs that were published during these years, suggesting
that, perhaps, as extra arias, they were considered not to be part of the opera. Alternatively, it
may be that Paradies withheld them from the copyists, who appear to have been the conduit
to John Walsh, disposing of them to the publisher on ‘easy terms’.” In fact, that few of the
scores of the London versions of the operas discussed here exists in anything other than a
fragmentary form makes the manuscript even more precious.

MU.MS.108 is an assemblage, then, a collecting together of working papers that
illustrates the random outputs required of an 18"-century London opera house composer. It

also belongs to the years when there is a paucity of information on the running of the King’s



Theatre and a period in which the audience had only a limited critical engagement with the

works that were performed.

MU.MS.108 and the London pasticcio
The material contained in MU.MS.108 shows the practice of ‘pasticcio’ at work in a London
theatrical season, with the substitution of newly composed individual arias to the text of an
opera which may—or may not—already have been a pasticcio of one kind or another.® The
term, which is 17" century in origin, was certainly in use in the 18" century to describe
operatic practice, although it was a practise well understood in London before the term came
into use: Colley Cibber, for example, commented in 1713 that an audience having paid their
money for a libretto must have been irritated to find that, having paid their money,

the Songs are so often turn’d out of their Places, to introduce some Absurd favourite

Air of the Singer, that in a few Days the first Book you have Bought is reduc’d to little

more than the Title Page of what it pretends ....*
One of the earliest London mentions of these processes being described as ‘pasticcio’ was by
Horace Walpole in 1742: ‘Our operas begin tomorrow night with a pasticcio, full of most of
my favourite songs’.® It was Edward Moore, the author of The World by Adam Fitz-Adam,
who in 1756 linked what he described as the ‘modish title’ of pasticcio to audience
satisfaction as exemplified by Walpole, a satisfaction ‘so entirely fixed upon air’ while
damning the singers at the same time.° It was the knowledgeable Charles Burney, writing in
the 1770s and 1780s, who noted that the opera ‘Il Trionfo della Continenza, [was] a pasticcio,
but chiefly by Buranello’, and that another work was ‘a pasticcio, called Lucio Vero, chiefly
from Handel’, thus showing that it took little for a work that was primarily by one composer

to become a ‘pasticcio’ when it had arias by others added.”



The practice of ‘pasticcio’ had—and has—its scholarly claims and counterclaims for
the artistic value of the result, but the extent of their variation only tends to support the notion
that ‘pasticcio’ is not a genre but is a technique, one that expanded, contracted, bent, and
exploited whatever operatic winds were blowing. After all, those winds blew primarily for
economic reasons, as Berthold Over acknowledges when writing of the Mingotti Troupe; he
puts his finger on the underlying reason for the constant adjustment of operas when she
comments that ‘the only idea which can be detected seemed to be a commercial one’, that is
‘money’.® Perhaps less vulgarly—but similarly—Betzwieser has suggested that the reason
was ‘success’.” It does not matter whether the ‘ingredients were thrown together at random’
or whether a considered structure produced a ‘noble dish’: the motivation for doing any of
the above was always commercial advantage." In fact, Berthold Over and Gesa zur Nieden’s
approach to think of pasticcio as ‘part of the practice of musical borrowings and complex
intertextual relations’ seems by far the best way of situating the process."

The numbers from MU.MS.108 discussed below all form part of this pattern of
number adjustment and replacement. Their music is usually elaborate with detailed
performance markings — dashes, staccato, and the like — added in, probably to exploit
particular skills of the singers of whom Paradies would have had a working knowledge. The
orchestration of the arias offers evidence that some were novelty pieces, with the tromba da
caccia being used in ‘Da quei begli occhi vaghi’ (In.5) and ‘Siete rozzo’ (In.13), and corni da
caccia in ‘Alma granda e nata al regno’ (In.17). Some pieces seem to show an effort to add
new types of numbers to older libretti. One — the already mentioned ‘Siete rozzo’ — is a duet,
while ‘Gia ti cede il mondo intero’ (In.19) and ‘Brilla e gode in seno’ (In.9) are choruses,
both types of pieces rare in opera serie. However novel, though, such compositions were all

in a day’s work for an 18"™-century house composer.



Domenico Paradies comes to London

Paradies started his life in obscurity in Naples, sometime around 1707. His original surname
was probably Paradisi, but for reasons that are unclear, he dropped it in favour of the
anglicised version."? He is thought to have studied with Nicola Porpora either in Naples (from
1715 to 1722) or Venice (from 1726 to 1733), with early studies in composition and
singing." He appears to have been an accomplished castrato,'* with indications that his early
years were spent in church circles, studying and performing; he has no recorded presence in
the theatre during this period and no recorded opera performances at all as a singer." The first
opera by him of which there is a recorded performance is Alessandro in Persia, staged at the
Teatro Pubblico in Lucca in 1738. If, as seems likely, this was the opera Francesco
Vanneschi used ‘to cheat’ the Englishmen ‘Lord Middle[sex] and [Lord Robert] Raymond in
their consular triumph’, then it seems that the performances were controversial.'® The earlier
‘consular triumph’ is possibly the Florence ‘masque superbe’ of Middlesex, Raymond, and
William, the 2™ Viscount Barrington, described by William Bristow on 10 March 1737, for
the action of the masque included the arrival of a Roman consul in triumph on a horse.*’

The interest for us here is that Vanneschi, who became involved in the management
of London’s King’s Theatre in about 1740, is the most likely connection that brought
Paradies to London. Vanneschi—impresario, poet, administrator—was a man with some
imagination, and by the time of the events in Lucca, he had already claimed to have written
the librettos for La commedia in commedia and La vanita delusa, both set by Giovanni
Chinzer (1698-1749) and staged in 1731. He arrived in London sometime around 1740,
possibly under the patronage of Lord Middlesex, and soon achieved an administrative and
creative role of some influence.' Quite how his career progressed is not clear, but Burney
described Vanneschi’s ascent ‘from being prime minister, upon his lordship’s abdication’, to

‘the sovereignty of the opera state’ as Middlesex moved into the background.'® Importantly, a



meeting Vanneschi and Horace Walpole’s in 1741 suggests that he was at the very least an
agent for the opera by this time, for he was on a return journey from ‘Italy to pick up dancers
and performers’. Walpole also found him arrogant, noting “What a coxomb!’; indeed,
Vanneschi would prove to be undiplomatic, self-justifying, and a grudge bearer.”” However,
none of these character flaws prevented him from rising rapidly to the management of the
seasons themselves, and by the 1746-47 season, he seems also to have been in charge of the
programme. This early part of Vanneschi’s London career seems to have been reasonably
successful. The repertory consisted of a regular diet of opera serie usually new—or newly
adapted for London—by the musical directors and house composers. Vanneschi seems to
have been responsible for Christoph Willibald Gluck’s presence in London in 1745;* and
between them they staged La caduta de’ giganti, a work deliberately designed to show that
the opera house was loyal to the monarchy during the Jacobite Rebellion.* Paradies’ own
arrival in London is not documented with any certainty. Vanessa Tonelli has suggested that
he may have arrived with Vanneschi in 1741, while Burney placed his arrival in 1742.%
There is, however, no concrete record of his presence in London until early in 1746, when he
can be found on the fringes of the 1745-46 season; this was the performance date of the first

arias written for insertion in London opera, suggesting his presence in the capital.

Working with Paradies in the opera house

Paradies’ first known work for the London theatre was the provision of extra numbers for the
‘new opera’ I trionfo della continenza, the second work in the season that opened on 28
January 1746.** It was billed as a ‘pastoral’ and was advertised ‘With DANCES and other
DECORATIONS Entirely New’.”> The opera’s story appears in one or two places—including
as a (possibly) two-part oratorio of the same name which had a text by Bernardo Sandrinelli*®

and a setting by Antonio Caldara that was performed in Venice in 1697”—before Baldassare



Galuppi set the anonymous libretto to be used for use in London in 1745.® What little we
know of the piece is summed up by Burney:

January 28th, IL TRIONFO DELLA CONTINENZA, a pasticcio, but chiefly by

Buranello, came out, and ran ten nights. The airs in this opera are admirable, and still

in good taste. Tu mai sposa, page fourteen, of the songs printed by Walsh, is a model

for aria parlante. La sorte mia tiranna, is likewise excellent, though it was afterwards

surpassed by Piccini.”
Thomas Harris, on seeing the work, noted that it was ‘bad as the Italian music generally is’
but reported that it ‘was a very full house both in pitt & gallery’.*® The text of Paradies’
addition ‘La sorte mia tiranna’ (In.22) which Burney found excellent was taken from Pietro
Metastasio’s Siroe, re di Persia. London had heard this number in 1728 in a setting by
Handel. Paradies’ setting was among those arias for the opera that had an afterlife as a
concert piece, for Marianna Imer (fl. 1745-1746) included it in the concert for the ‘Benefit
and Increase of a Fund establish’d for the Support of Decay’d Musicians, or their Families’ at
the King’s Theatre on 25 March 1746.%' A setting attributed to Galuppi was included in the
Favourite Songs of the opera which were published in two sets, the first appearing on
Thursday 13 February (seemingly late, if Harris is to be believed)* and the second on 1
May.* A second Paradies’ contribution to I trionfo—one not included in the Favourite
Songs—was the chorus ‘Gia ti cede il mondo intero’ (In.19), a Metastasio text from Catone
in Utica, but one not included in the version of that opera when it was performed in London
in 1732.*

The next aria is a setting by Paradies of ‘Son confusa pastorella’ (In.6), a text that had
first appeared in London in 1731 in Handel’s setting of Poro, re dell’ Indie. This was a

version of Metastasio’s Alessandro nell’Indie and the work for which the aria text was



originally intended.* It was retained in Giovanni Lampugnani’s version of the opera under its
original title Alessandro nell’Indie in 1746:*

Then, April 5th, Allessandro nell’ Indie, by Lampugnani, was revived, and had eight

representations. There is much fire and imagination in the cantilena of these airs,

which are natural and of easy execution for the voice. The composer, however, though

toujours gai and agreeable, was likely, after two or three operas, to be pronounced a

riotous trifler.”

Paradies’ setting was written for Teresa Pompeati (1723-1797) in the role of Erissena. The
soprano had previously appeared at the King’s Theatre in Gluck’s 1745 La Caduta de’
giganti and in II trionfo della continenza. Quite when the aria was introduced into Alessandro
nell’ Indie is unclear. Newspaper advertisements during the run suggest that it may have been
a late addition, for an announcement for the 7 performance on 6 May noted that it was
staged ‘with the Alterations of several Airs by the most celebrated Masters’.* If Paradies’
aria was indeed written for this slot, it was perhaps something written at the behest of
Pompeati herself to replace a possibly inadequate setting originally provided for her. After
the staging of Alessandro, she departed London for Vienna, to return in 1759 as Teresa
Cornelys, the wife of Dutch burgher, Cornelis de Rigerbos, and later a notorious London
hostess.”

Also possibly set for a particular singer, this time Domenica Casarini (fI. 1737—-1758),
was Paradies’ setting of ‘Quando sara quel di’ (In.8), with a text taken from Metastasio’s La
Clemenza di Tito. This text had been in that opera when it was performed in London in
1737.% The new setting was written for the next season, that of 1746-47, when Paradies had
moved up in the world, being advertised as the music director of the King’s Theatre. The
singer Casarini arrived in England for this season and stayed for the next, singing mostly at

the opera, but spending the 1748 oratorio season at Covent Garden, before leaving the



country; Annibale in Capua was her first London opera. Paradies noted on the top of the page
in MU.MS.108 that it was intended for the character of Emilia, a role sung in performance by
Casarini. The opera opened the season on 4 November, and by the third performance on the
18th the audience was being forewarned that ‘Some new airs will be inserted’, of which this
setting may have been one.*' This was Paradies’ only contribution of an aria this season, his
time and energy probably being consumed by his new opera, Fetonte, which would premiere
on 17 January 1747.

For the 1747-48 season, it seems that the ever-present Vanneschi was abroad, for
nothing is heard of him during the season. He left the opera house in charge of the set
designer and painter Antonio Jolli (c. 1700-1777), information which can only be gleaned
from his dedication to one of the season’s later librettos:

"TWOU’D be impossible for Words to express the deep Sense I retain, of my very

great Obligations to You (Ladies) for the Countenance you have so graciously

bestowed, on my Endeavours to entertain you this Winter, at the King’s Theatre in the

Haymarket. With infinite Pleasure wou’d I have made it more worthy of your

exquisite Taste; but this not being in my Power, I humbly beg you to accept of my

Thanks, in this public Manner, for the many Favours with which you have already

honour’d me; and to permit me to adorn SEMIRAMIS with your illustrious Names;

this being the last Opera I shall bring on this Season; and with no other Motive, than
the ardent Desire I have, to give some final Testimony of my Gratitude; and to assure
you, that no One can be with more profound Respect.*
Underneath the flummery, Jolli’s disappointment at not being able to present a more
successful season is palpable and he is not again recorded working at the opera house.
Indeed, he must soon have departed London for he is found working in Madrid in 1749. At

the start of the season, however, things must have had seemed promising. Paradies



contributed a setting for the first work, a pasticcio Lucio Vero which used a majority of arias
from Handel.” Burney remembered this pasticcio well:
In November, the Opera-house was opened with a pasticcio, called LUCIO VERO,
chiefly from Handel; and I well remember [that] the richness of the harmony and
ingenuity of the contrivance of several songs, were very striking, compared with the
light melodies and their accompaniments of what I had heard at the Opera-house
before. Ombra cara; Affanni del pensier; and the duet, Io t’abbracio, had a very fine
effect, and were extremely grateful to the remaining friends of Handel’s talents and
opera administration.*
Burney’s recognition of the weightier character of the arias by Handel shows that already the
historian was favouring these rather than the lighter melodies of composers like Paradies.
Paradies’ contribution to Lucio Vero was ‘Luci Belle, piu serene, piu tranquille’ (In.20), a
text that had not yet been heard at the King’s Theatre but was an aria by the poet Apostolo
Zeno taken from the work’s original libretto. It appears to have had some afterlife in London,
for in 1759, it was included by musical director Gioacchino Cocchi in another version of the
opera under the work’s alternative title of Vologeso. The 1747-48 season closed with the
staging of Metastasio’s Semiramide, in a setting attributed to Johann Adolf Hasse, but which
in truth had extra music added.* The libretto included the aria ‘Che quel cor, quel ciglio
altero’ (In.18), with Paradies’ setting being substituted for Hasse’s version, probably with
input of Giulia Frasi (fl. 1740—c. 1772) who was singing the role of Tamiri. Frasi had joined
the opera company in 1742 and sang regularly at the opera until the 1760s; she performed
with equal regularity outside the theatre, including in oratorio performances by Handel and
others. Paradies’ aria—and probably also Frasi’s performance—was described by Burney as

‘innocent and beautifully accompanied’.*
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Vanneschi seems then to have returned from abroad, and for the 174849 season, the
organisation of the opera house season changed radically. Burney gives us the best overview
of what took place with the arrival of the company of John Francis Crosa:

In the autumn of [1748], serious operas being discontinued, a new company of comic

fingers was brought hither from Italy, for the first time, by Signor Croza. These

performers, consisting of Pertici, Laschi, and Guadagni, then very young, for first
man; Frasi, and afterwards Mellini, for serious woman; and the comic female parts by
the wives of Pertici and Laschi, the two best buffo actors I ever saw, formed a very
good troop; and in the comic operas of La Comedia in Comedia, Orazio, Don

Calascione, Gli tre Cicilbi ridicoli, &c. composed by Latilla, Natale Resta, and

Ciampi, who came over as maestro to the company, pleased the public, and filled the

theatre, very successfully, during the whole season.”’

As this suggests, Vanneschi had outsourced the whole operation to a visiting company with
whom he had contracted the season, and arriving at the end of September 1748, they brought
with them an assembled cast plus their music director, Vincenzo Ciampi (?1719-1762), and a
new repertory.*

Yet despite Ciampi’s presence, Paradies, as the resident house composer, was again
set to work. The first opera in the season, which opened on 8 November 1748 was La
comedia in comedia which was billed as:

a Burletta, or Comic Opera ... Being the first of this Species of Musical Drama ever

exhibited in England.®
The opera was one of those that Vanneschi and Chinzer had staged at the Cocomero Theatre
in Florence in 1731, but the work that arrived in London with the Crosa company had music
by Rinaldo da Capua (c. 1705—c. 1780). This was the setting that the company had been

singing on tour in Italy, starting with performances in Parma in 1747. The duet ‘Siete rozzo’
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(In.13) set by Paradies was for Fiorlindo and Pandolfo to close the second act, a lively comic
piece in which the first line of text is rendered in English as “‘Why, you’re a rude unmanner’d
clown’.”® Another Paradies piece, the aria ‘Se provera d’amore’ (In.21), was first set by
Chinzer, presumably for the 1731 performances; the text seems to be absent from the da
Capua setting and was presumably reintroduced for the London version. The status of
Paradies’ setting is complicated by the fact that the manuscript copy carries the artist’s name
‘Sig. Paganini’, a name unknown to the King’s Theatre at this time; by 1760 when the only
recorded Paganini singers, Angiola and Carlo, arrived in London, Paradies was no longer
connected with the opera house.

The second Crosa opera to which Paradies contributed was Gennaro Antonio
Federico’s Don Calascione, a work titled Il Gismondo (Naples 1737) and then—in a setting
by Gaetano Latilla (1711-1788)—La finta cameriera (Rome 1738). When it reached London
—and then Brussels—the title took the name of the comic lead character, Don Calascione,
and it was described as ‘Full of drollery’ with ‘the Music here & there well adapted to the
words’.”! Paradies provided three settings for this opera: ‘Speme gradita all’alma’ (In.4), ‘Da
quei begli occhi vaghi’ (In.5), and ‘Se pur di un’infelice’ (In.10), all three of which appear in
the 1749 libretto.>> Two of the settings— ‘Speme gradita all’alma’ and ‘Da quei begli occhi
vaghi’—were written for the first London appearances of the castrato Gaetano Guadagni
(1728-1792), who had only just made his debut in Venice in the 1746-47 season.” An
excellent actor, he not only sang in the Company’s comedies as the primo uomo serio,> but
also performed in the serious occasional serenata La pace in Europa in the 1748-49 season,
and then in the opere serie Adriano in Siria and Il trionfo di Camilla in 1749-50. When
Crosa’s company failed, Guadagni stayed on in London, eventually making a career in
oratorio and opera seria. The setting of ‘Se pur di un’infelice’ was for the soprano Angelica

Sayz (fl. 1743-1769), who sang in London for 1748-49. Sayz, who through her career sang
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consistently in houses in Italy, Belgium, and Spain, disappeared from the opera house
between 1749 and her reappearance in Genoa in 1752. The Favourite Songs in Don
Calascione appeared from Walsh around 2 February and were marketed with those from
Orazio and La comedia in comedia.”

Orazio gives us some window onto the sort of comedy the London audience
experienced. George Harris, attending a performance in June 1749, reported that there was ‘a
diverting trio’ in which ‘one [singer] imitates bowling, one a bird in a snare, the 3", a bucket
carrying to the well’ and he remarked it was ‘Excellent of it’s [sic] kind’.>® But an unrelenting
diet of this type of comic opera did not please the audience, who clearly enjoyed some
comedy, but not nearly as much as was being served up by Crosa. When this became
obvious, Crosa did make attempts to retrieve the situation:

To endeavour to please the Quality, that the Encouragers to the Performances at this

Theatre, on the 20" of February next, will be performed a New Serious Opera, called

L’ADRIANO in SIRIA, the Musick entirely New, composed by Sig. CIAMPI, with a

Dance at the End of the Opera, there being two New Dancers just arrived from

Abroad.”

This gave Crosa 20 days in which to get the opera ready, and in the end, and with the
attraction of new dancers, the piece managed eight performances and although a number of
those were Benefits, this was a reasonable showing for an opera seria. However, it was too
little, too late. and the last performance of the season, a staging of Madama Ciana on 28
April 1750, saw the collapse and bankruptcy of Corsa and the temporary closure of the
King’s as an opera venue.”®

It was during this hiatus that Paradies composed an entirely new opera, La forza
d’amore, which, with a libretto attributed to Metastasio and Vanneschi, was first staged in

1751 at the Little Theatre in the Haymarket, opposite the King’s.®® Among the Fitzwilliam
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arias for the work is ‘Rendi la calma al ciglio’ (In.14), employed in Act III, scene 3, and the
collector of the pages of MU.MS.108 included the parts copied for the performance. The aria
carries the name of Giuseppe Manfredini (fI. 1750-1770), a castrato whose only recorded
opera performance in London is this staging of La forza d’amore; his last recorded
appearance was at his own Benefit concert in Hickford’s Room in Brewer Street on 5 March
1754.% This aria is probably the last in the collection to have been written, and in fact, La
forza d’amore, is the last stage work with which Paradies can be associated; although the
composer was still involved with the lease of the King’s Theatre when the opera company
reopened there in November 1753, there is no evidence that he ever again acted as musical

director or house composer, or indeed, completed any more music for the stage.

Loose arias, other ideas

For the rest of the numbers in Fitzwilliam MU.MS.108, we have what might be described as
‘loose arias’, settings included in the manuscript which are not recorded as making it into the
librettos of London stage shows, and their context is—at this moment at least—
undetermined. One of these is ‘Dice che t’é fedele’ (In.3), a text from Metastasio’s Demetrio
but one not included in the London performances of that opera in 1737. This was a setting
intended to be sung by Sibilla Gronaman (fl. 1742-48, d. before 1766), a soprano who sang at
the King’s Theatre for the 1747-48 season. Gronaman, who performed as ‘Mrs Sibilla’, had
made her first appearance in London in January 1745; her career through the 1740s was at the
playhouses, where she sang a variety of roles, including Ceres in the masque added to
Shakespeare’s Tempest. Her appearance at the opera house for this single season suggests that
the theatre was short of Italian performers. She is also listed in the librettos of Lucio Vero
(1747), La ingratitudine punita (1748), Enrico (1748), Didone (1748), and Semiramide

riconosciuta (1748), but the aria itself does not appear in any of the published texts.®'
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While there seems to be nothing to indicate that Didone or Semiramide were in
contention, there is some evidence that points to two of the season’s other works as possible
recipients of the Paradies’ setting. The first of these is the ‘New Pastoral Opera’ La
ingratitudine punita, which opened on 12 January 1748,% but which by the fourth (and last)
performance on 1 March was being advertised as ‘With Alterations’.*® These alterations may
have included the addition of Gronaman’s aria, although the fact that the performance was for
the Benefit of Marianne Pirker (fl. 1736—1756) suggests that such interventions would have
been on Pirker’s behalf. Indeed, an unspecified Paradies contribution may well have been the
advertised ‘New Song [that] will be sung by Signora Pirker’.** Pirker herself spent the
seasons 1746—47 and 1747-48 in London, where she performed in the operas and sung in a
number of Benefit concerts before returning to the Continent.

The second possibility is a work of which it was reported that ‘a practice of the Opera
Enrico’ had taken place, a piece ‘compos’d by the celebrated Galuppi, when in England, and
exhibited among us a few years since’, that is in 1742. The version for 1748, which
premiered on 16 January, was noted as having ‘Great improvements, from the Works of that
Composer’, but while some of Galuppi’s music may have been used, it cannot have been
tailor-made for this staging.®® Another opera for which Paradies’ setting may have been
intended is Lucio Vero. This opera, which opened the season on 14 November 1747, was
advertised for the fourth performance on 5 December as having ‘several airs ... that will be
changed for others, all compos’d by Mr. HANDEL’.*® ‘Dice che t’é fedele’ is obviously not a
setting by Handel, but there are other signs of tinkering with the libretto, for there is a
pasteover of ‘L.’empio rigor de’l fato’, replacing ‘Quel torrente che cade dal monte’—a single
alteration to be sure, but one that suggests there may have been further changes to the

performed text that did not make it into the final libretto.®’
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There are no similar clues for the remaining seven arias in Fitzwilliam MU.MS.108.
The sources of the texts for some are clear—those of ‘Alma grande e nata al regno’ (In.17),
‘Amo te solo’ (In.16), ‘Non so frenare il pianto’ (In.11), and ‘Ch’io mai vi possa’ (In.12) —
for they are all from librettos by Metastasio, but it has so far not been possible to identify the
recipient musical work for Paradies’ settings. If these were indeed used in the London opera
house at all, they must have been unannounced late substitutions during the run.

The first of these, ‘Amo te solo’, appeared in La Clemenza di Tito in 1737, but also in
1760 and again in 1765.% The fact that Paradies set one of the arias from Tito for Domenica
Casarini for use in Annibale in Capua raises the possibility that this aria was also intended
specifically for her. The arias ‘Alma grande e nata al regno’ and ‘Non so frenare il pianto’
both first appeared in Giovanni Pescetti’s London setting of Metastasio’s Demetrio of 1737.
‘Alma grande e nata al regno’ then appeared in two later settings of the opera, Demetrio
(1772) and Demetrio (1785).% It was also used in Gianguir (1742), and in Il re pastore
(1765).”° The text ‘Non so frenare il pianto’ appeared in Attilio Regolo (1762), Sifare (1768)
and Demetrio (as Farnace 1757 and 1772).”" The last of the arias in the manuscript, ‘Ch’io
mai vi possa’, first appeared in Handel’s Siroe, re di Persia (1728), and then in his
Alessandro Severo (1738).”” The repeated uses of these aria texts—many after the period in
which Paradies was working—emphasises that the composer was following what had already
become a widespread habit of reusing Metastasio’s poetry—from drammi per musica,
oratorios, feste teatrali, serenate, and the like—heedless of context, even if the sentiments
were unsuitable for the new contexts in which they were employed.

Finally, there is the opera that never was. MU.MS.108 contains two numbers which
appear to be for an opera titled Antioco. There are a number of ‘Antioco’ operas, including a
lost Cavalli setting of a text by Nicolo Minato, and a libretto by poets Apostolo Zeno and

Pietro Pariati of 1705, which was set by Francesco Gasparini and performed in London in
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1712.7 The first of the numbers in MU.MS.108 is an overture. This is followed by the aria
‘Dirti vorrei qual sia’ (In.2), the text of which had first appeared in London in 1734 in
Oreste, where it had been sung by Cecilia Young in the role of Iphigenia.” The aria
previously had been included in Angelo Carasale’s 1727 pasticcio of Antoni Salvi’s
Stratonica for Naples.”
Afterword

Cambridge Fitzwilliam MU.MS.108, then, is a microcosm illustrating the type of
work required of an 18"-century composer working in an opera house. Paradies’ role
included the provision of new arias and the alteration of old ones, new overtures, and other
music required for new adaptations. We know through surviving libretti and scores that this
kind of work took place, but much of it was informal and it is not often documented as
clearly as can be seen in MU.MS.108. The pieces found there are the result of unrecorded
discussions between all the parties involved in the production of opera: managers, singers,
composers, librettists, and musical directors, and represent part of the ‘conglomeration of
voices’ encompassing authors, performers, audiences, and transmitters that Reinhard Strohm
identifies.” This is a description of opera transmission has not been bettered, and in the case
of MU.MS.108, the participant ‘voices’ can be (metaphorically) heard clearly across the
centuries, providing evidence of arias written for a resident cast and substitutions undertaken

by a house composer.”’
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