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'Re-imagining italianità' is an international research network financed by the 
Leverhulme Trust and based at the UCL Centre for Transnational History, with 
collaborators in Cambridge, Italy, Brown University (US) and Campinas (Brazil). Over 
a period of three years, starting in February 2016, the project will investigate nineteenth-
century Italian opera on a global scale in order to critically assess existing ideas on the 
relationship between music and national identity. Based on a cross-disciplinary 
collaboration, the network will analyse nineteenth-century discourse on music and 
national character; trace the global circulation of people, ideas and goods associated 
with the Italian opera industry; and examine particular cities and institutions as sites of 
cultural encounters. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



Thursday-11-May (Graduate WORKSHOP) (network delegates and 
graduate students only) 

9:30-10:00 Welcome (Axel Körner); Coffee  

10:00-13:00 Readings (graduate panel): Melody Chapin (Brown University); José 
Manuel Izquierdo (University of Cambridge); Alessandra Jones (UC 
Berkeley); Isaac Kerr (University of Campinas); Ditlev Rindom 
(University of Cambridge); Andrea Sartori (Brown University);  

                     Jean-Jacques Rousseau, Essay on the Origin of Languages                                                                     
DDDDDDDDDD (1754/1763); see also: https://goo.gl/tDl685 & https://goo.gl/flDHC4  

13:00-14:30 Lunch  

14:30-17:30 3 Pre-circulated readings  

Gabriela Cruz (University of Michigan): Sr. José, the Worker mélomane, 
or Opera and Democracy in Lisbon ca. 1850 (Response: Paulo 
Kühl) 

Gundula Kreuzer (Yale University)) Audiovisual technologies in 
European opera of the early 19th century: on curtain and gong 
effects (Response: Suzanne Stewart-Steinberg)  

Alessandra Campana (Tufts University) & Christopher Morris 
(Maynooth University): Puccini’s Things: Materials and Media in 
Il trittico (Response: Axel Körner) 

19:00  Dinner 

 

 

 

 

 

 

 

 

 

 

 

 

 



Friday-12-May 

09:30-10:00 Coffee  

10:00-10:30 Welcome & Introduction: Axel Körner, Suzanne Stewart-Steinberg, 
Dana Gooley 

10:30-12:15 Session one (Chair: Axel Körner)       

Silvana Patriarca (Fordham University): Identities in Transnational Frame: 
Some Reflections on the Uses of Italianness    

Response: Suzanne Stewart-Steinberg  

Francesca Vella (University of Cambridge): Radio, Opera, Geography  

Response: Emilio Sala   

12:15-13:15 Lunch 

13:15-15:30 Session 2 (Chair: Paulo Kühl) 

David Levin (University of Chicago): The Mediation is the Message: Peter 
Konwitschny Screens Verdi in Vienna  

Response: Ditlev Rindom 

Andrew Holden (Oxford Brookes University): “L’arcano incanto”: Faustian 
visions of good and evil in post-Unification Turin 

Response: Emanuele Senici 

Enza De Francisci (University of Glasgow): Adapting Ot(h)ello in New Italy: 
Verdi and the Italian grandi attori 

Response: Michael Sawyer  

 

16:30-18:00 Concert-Lecture 
Emmanuele Ferrari (Milan), Piano 
Franz Liszt, Rigoletto Paraphrase (1859) 

 
Introduction: Axel Körner 

 

18:00  Wine reception and dinner at faculty club 

 

 

 

 



Saturday-13-May 

09:00-09:15 Coffee  

09:15-11:00 Session 3 (Chair: Alexander Kolassa) 

Taryn Jackson (University of Toronto): Wrestling with Modernity: Sport, a 
Ballet of Motion and Mechanics 

Response: Dana Gooley 

Danielle Simon (UC Berkeley): “Aver toccato il Cielo col dito”: Broadcasting 
italianità from the Teatro alla Scala, 1926-1928 

Response: Francesca Vella 

11:00-11:15 Coffee  

11:15-13:00 Session 4 (Chair: Benjamin Walton)  

Isaac Kerr (University of Campinas): Italian Opera and Antônio Carlos 
Gomes: Form and Musical Discourse as Elements of Adaptation 

 Response: Laura Protano-Biggs 

Morris Karp (Brown University): The dialectic servant-mistress: brief story of 
a metaphor 

Response:  José Manuel Izquierdo 

13:00-14:00 Lunch  
14:00-16:30 Roundtable & Final Discussion: Chair Paulo Kühl  

Dana Gooley, David Levin, Laura Protano-Biggs, Emilio Sala, Suzanne 
Stewart-Steinberg, Benjamin Walton 

 
 

 

 

 

 

 

 

 



CONCERT-LECTURE 
RESHAPING THE DRAMA: LISZT, RIGOLETTO PARAPHRASE   

 
Emanuele Ferrari (Università di Milano-Bicocca), Piano 

 
Liszt’s Rigoletto Paraphrase is more than a brilliant transcription. Using Verdi’s 
materials, and changing only a few notes, Liszt both reshapes the scene and alters the 
deep nature of the characters. Verdi’s balance between joy and despair gives way to a 
breathtaking dreamlike sequence of scenes, moving from horror to idyll, culminating in 
a final apotheosis of love. A new world is thus created, where the Duke of Mantova 
becomes a faithful lover, Maddalena is turned into a heavenly creature, Gilda sings 
happily, and Rigoletto graciously blesses the whole scene. The terse picture of Verdi’s 
scene is sucked up in a dramatic vortex that shifts the scene from Italian melodramma 
to Romantic epic of love. 
 
Emanuele Ferrari is a pianist and researcher in musicology and music history at 
Università di Milano-Bicocca (Italy). He has given concerts, concert-lessons, master 
classes, lectures and presentations at conferences, and published papers in Italy, 
Switzerland, France, Spain, Germany, the Netherlands, Sweden, Cyprus, Columbia, 
Brazil and the United States. Recordings of his concert-lectures are regularly broadcast 
on the TV Channel Sky Classica HD, and on Venice’s La Fenice web radio station. He is 
one of the founders of the Academy of Silence (Accademia del Silenzio), and his 
forthcoming book, The Use of Silence in Classical Music, will be published by Horizon 
Research by the end of 2017. For his work, Emanuele Ferrari has been awarded the Silver 
Award at the Reimagine Education Awards 2016. 
 
 

Friday 12 May,  16:30 
305 Pembroke Hall 
172 Meeting Street 

  
 
See here for Emanuele Ferrari’s Facebook page: 
https://www.facebook.com/emanueleferraripianista/ 

See here for a promotion video: https://www.youtube.com/watch?v=X43oWQdYboQ  

Footage from Emanuele Ferrari’s courses can be seen here: 
https://www.facebook.com/bicocca/videos/10156098342744778/  

 

 

 

 



Abstracts 

Silvana Patriarca 

(Fordham University) 

Reponse: Suzanne Stewart Steinberg (Brown University) 

Identities in Transnational Frame: Some Reflections on the Uses of Italianness 

While Italians have a long history of migrating all over the world, for centuries the 
Peninsula, in turn, has been the recipient of endless pilgrimages of travelers and 
tourists, not to mention that more recently it has also become the point of destination 
and transit of large numbers of migrants from the Global South.  These movements have 
produced endless streams of images and representations.  Others’ imaginings of Italy 
and the Italians have contributed to shape what Italians themselves have seen (and see) 
in themselves and their country.  Italianness, in other words, has been the product of a 
collective work that knows no borders.  Non-Italians may have been even more 
interested than Italians in making and preserving a certain notion of Italianness. 
Drawing in part on my previous work on the history of the idea of national character 
and on the relational nature of national identities, I will reflect on the uses and 
consumption of Italianness with particular reference to the late nineteenth century.   
  

Francesca Vella 

(University of Cambridge) 

Reponse: Emilio Sala (Università degli Studi di Milano) 

Radio, Opera, Geography 
 

The early radio imagination was famously crammed with images and discourses that 
celebrated the collapse of space and time brought about by the new medium. Yet, if as 
a technology—and as a sonic fantasy—radio seemed to signify the “conquest of 
ubiquity” (Valéry) and “the overleaping of frontiers” (Arnheim), as a cultural practice it 
far from bypassed the question of place, and was remarkably multisensory. In this paper, 
I start retracing the interplay between radio and geography in Italy during the late 1920s 
and early 1930s by drawing on accounts, illustrations and advertisements from the 
contemporary press. My focus is on the ambivalent spatial and sensory imaginaries with 
which early radio experiences were associated. To such imaginaries, opera—arguably 
the overriding “voice” of Italy’s radio empire, and a key topic of debate in the Italian 
radio press—brought its own political and cultural baggage. Once remediated in the 
discursive context of broadcast technologies, that baggage in turns helps to highlight 
tensions between the abstract and the material, signals and objects, auditory specificity 
and sonic mobility, that lay at the core of both opera and the radio phenomenon.  
 

 

 

 



David Levin 

(University of Chicago) 

Reponse: Ditlev Rindom (University of Cambridge) 

The Mediation is the Message: Peter Konwitschny Screens Verdi in Vienna 

This paper seeks to situate Italian opera in the contemporary medial landscape, focusing 
on Peter Konwitschny’s production of Don Carlos, originally prepared for the Hamburg 
State Opera and subsequently presented by the Vienna State Opera in 2004.  The Vienna 
Don Carlos, which represents the first video recording of the unabridged 1867 version, 
was recorded for television broadcast by ORF and 3sat in 2004 and released on DVD by 
TDK in 2005.  It features Ramón Vargas as Carlos, Iano Tamar as Elisabeth, Nadja 
Michael as Eboli, and Bo Skovhus as Rodrigue along with the chorus and orchestra of 
the Vienna State Opera conducted by Bertrand de Billy. Konwitschny’s production 
serves as an especially interesting instantiation of opera’s mediatization because 
mediation plays such an important role in the production’s diegetic world.  By inflecting 
the Oedipal dynamics of Verdi's piece as a scene of (and struggle over) mediation, the 
production crystallizes some of the problems and possibilities of mediatized opera in a 
contemporary and transnational context.  

Andrew Holden 

(Oxford Brookes) 

Response: Emanuele Senici (Sapienza - Università di Roma) 

“L’arcano incanto”: Faustian Visions of Good and Evil in Post-Unification Turin 

Operatic reworking of the Faust legend formed one of the most significant fields of 
cultural translation and adaptation in the last third of the nineteenth century in Italy. 
The transnational scope of their cultural connections spanned repeated revivals of 
Meyerbeer's Roberto Il Diavolo, adaptations of the first part of Goethe's Faust by Berlioz 
and Gounod, Boito's abridgment of both parts of Goethe, and Franchetti's Asrael. In 
Turin, there were nineteen productions of Gounod's opera alone between 1864 and the 
First World War. At the Teatro Regio fifteen productions of 'faustian' operas were 
performed in the same period. 
  
This paper will consider how operatic depictions of the occult, the satanic and the 
heavenly, principally through the enduring popularity of the Faust legend, could be read 
as another field of negotiation of the modern Italian condition. Such artistic expressions 
of italianità in the decades after Unification were coloured by the implications of the 
confrontation between the new State and the Catholic Church. During the same period 
Turin's reputation as a centre of anticlericalism was reinforced by the prevalence of 
positivism and the emerging social sciences. Yet many positivists like Cesare Lombroso 
became enthralled by supernatural phenomena, particularly the spectacle of magnetism 
and hypnotism which had also thrived in Turin.  
  
Scholars have considered the influence of Lombrosian social science on opera, 
particularly depictions of crime, race and the South among the giovane scuola. Through 
analysis of each work and the cultural contexts of their receptions, I will explore the 



meaning of this enduring appeal of operatic incarnations of Faustian archetypes and 
depictions of the supernatural within the context of the project to forge a new Italian 
national character and the continuing influence of Catholic belief. 
 

Enza De Francisci  

(University of Glasgow) 

Response: Michael Sawyer (Colorado College) 

Adapting Ot(h)ello in New Italy: Verdi and the Italian grandi attori 

Focussing on Verdi’s Otello (1887) and finding my theoretical approach in the field of 
transnational history, I offer new perspectives on the intercultural exchange between 
Shakespeare and nineteenth-century Italy. If, according to the Trecani, Italianità may 
be construed as “conforming to something which is considered peculiarly Italian or as 
belonging to the Italians in terms of language, character, custom, culture and 
civilization” (my translation), then what is to be said about Shakespeare’s influence on 
Italian artistic culture? In order to address this, my paper retraces Verdi’s Otello to the 
great mattatore actors Ernesto Rossi (1827–1896), and Tommaso Salvini (1829–1915), 
whose ground-breaking performances of Shakespeare’s Moor of Venice, in a translation 
by Giulio Carcano, coincided with the time when Verdi and his librettist Boito were 
collaborating on their Otello project. The Italian grandi attori enjoyed a reputation for 
realistic immediacy and impulsiveness readily associated with cultural stereotypes 
about Italy’s perceived “otherness”. In the ethnographic context of nineteenth-century 
Italy, I argue that the actors’ interpretation of Shakespeare’s Moor not only synthesized 
the multilateral cultural threads of the Jacobean Othello, but also partnered this racial 
alterity with a new dramatic language, which went on to influence foremost composers 
like Verdi, and to perpetuate an exoticized ‘brand’ of Italianità on stage.   
 

Taryn Jackson 

(University of Toronto) 

Response: Dana Gooley (Brown University) 

Wrestling with Modernity: Sport, a Ballet of Motion and Mechanics 

The ballet Sport (La Scala, 1897), by Luigi Manzotti and Romualdo Marenco, follows its 
characters through a series of international sporting events: Alpine skiing, a Venetian 
regatta, horseracing, Canadian ice-skating, and more. It is the last in a trilogy, which 
peaked in popularity with the better-known Excelsior (1881). Robert Letellier (2014) 
describes Sport as a response to the Athens Olympics (1896); however, I consider the 
work as an engagement with the broader controversies surrounding Italian physical 
culture in the late nineteenth century, in particular the debates about physical 
education in the 1880s and the use of gymnastic troupes in theatrical ballets (Stewart-
Steinberg 2007; Poesio and Brierly 1990).  
 
Marenco and Manzotti’s collaborations are often dismissed as baroque and elephantine. 
The music is considered merely a collection of military marches and polkas, and the 



choreography as the final flourishing of outdated nineteenth-century pantomime 
dramaturgy (Letellier 2014; Hansell 2002). I instead present Sport as a work that 
embraces the mechanized and automated modern world through its portrayal of motion 
of individuals, crowds, and objects. Marenco’s music exemplifies this engagement with 
modernity through a principle of movement made audible, which I read in the context 
of Jacques Dalcroze's philosophy of eurhythmics, or "music made visible" (Schwartz 
1992). Rhythm was central to Dalcroze’s system as arm movements kept time and the 
feet and body indicated note durations (Schwartz 1992), whereas Marenco’s system uses 
rhythm as speed, and range as an indicator of distance and direction. These 
characteristics are evident in scene six, featuring a troupe of cyclists and a bocce game. 
In this scene, Marenco matches the choreography to the extent that his music does not 
merely represent the movement of people and objects, but is the movement in sound. 
Manzotti’s choreography for large crowds, meanwhile, evokes geometric stage 
mechanisms or semi-animated human architecture, rather than characters with human 
movements. Through the interplay of its mechanized musical and choreographic 
structures, I suggest that Sport prefigured better-known avant-garde ballets 
representing athletic culture and the pursuit of leisure. 
  

Danielle Simone 

(UC Berkeley) 

Response: Francesca Vella (University of Cambridge) 

“Aver toccato il Cielo col dito”: Broadcasting italianità from the Teatro alla Scala, 
1926-1928 

From the early years of radio broadcasting in Italy, transmissions of nineteenth-century 
Italian opera aimed at disseminating a cohesive national identity to the populace. As 
one listener put it in 1931, “We must not forget that in the field of [broadcasting opera] 
EIAR performs the most important work of italianità and culture.” But while these 
broadcasts offered listeners “the best seats in the opera house,” critics highlighted poor 
sound quality, lack of subscription in rural areas, and the network’s tendency to 
transmit performances only from the nation’s most important opera houses as 
roadblocks to achieving the desired impact. 

This paper considers the technologies and strategies used to deal with the perceived 
defects of opera broadcasts, using as a case study EIAR Milan’s first transmission from 
the Teatro alla Scala. Foremost among the challenges during the December 13, 1928 
broadcast of Tosca was radio’s ability (or lack thereof) to adequately compensate for the 
cognitive dissonance raised by its lack of image. As technologies improved, the spaces 
and practices of listening became politically charged, highlighting the link between 
ideological and aesthetic concerns in broadcasts of Italian opera. Concerns about the 
effectiveness of opera mediated by the radio warred with listeners’ calls for more—and 
better quality—broadcasts of operas both new and old. By focusing on areas of 
dissatisfaction, inadequacy and resistance to opera broadcasts, this study illuminates 
the often-unstable relationship between recording and broadcasting technologies, 
mediation, and the project of making Italians. 



Isaac Kerr 

(University of Campinas) 

Response: Laura Protano-Biggs 

Italian Opera and Antônio Carlos Gomes: Form and Musical Discourse as 
Elements of Adaptation 

Taking as a start point the structure and the Italian music discourse in the music of the 
opera composer Antônio Carlos Gomes, this work will focus on the professional trajectory 
of the artist (Brazil – Italy – Brazil), elucidating the adaptation as the main pillar of his 
curious and successful career. As a methodological path, we will begin with a brief analysis 
of A Noite do Castello (1861), his first opera. We will demonstrate some of the traditional 
structural elements of the Italian opera (solita forma) present in this opera, which was 
composed three years before his first trip to Italy. After that, we will focus on some of his 
operas that premiered at La Scala (Milan), such as Il Guarany, Fosca and Condor, presenting 
some of the various procedures of structure and dramatic discourse of the Italian 
melodrama, as well as some modifications proposed by Gomes and aligned with the so-
called Period of Transition (1871 – 1893). According to Jay Nicolaisen, this period was a 
predecessor of the giovane scuola. Finally, We will discuss the reception and the possible 
meanings of Lo Schiavo (1889) in Rio de Janeiro, as a celebration of the abolition of Brazilian 
slavery: opera in Italian with an Italian structure, but with a Brazilian subject. 

 

Morris Karp 

(Brown University) 

The dialectic servant-mistress: brief story of a metaphor  

Response: José Manuel Izquierdo (University of Cambridge) 

When Pergolesi's "La serva padrona" debuted in Paris in 1752, the circle of 
theEncyclopedists started a press campaign in favor of the Italian style which soon became 
a case of national interest. In Rousseau's "Letter on the French Music" or in Diderot's 
"Rameau's Nephew" , Pergolesi's music is exalted as the image of a new sensibility, of a new 
and more "natural" equilibrium between word and music. This paper will stress the 
similarity between the esthetic conceptions that guides the Encyclopedists in their praise 
of Pergolesi's music and the Renaissance theories of Mei and Galilei that in the sixteenth 
century had given the foundation for the birth of musical theater, with the invention of the 
new melodic style defined by Monteverdi as "seconda prattica". Interestingly, the image 
used by Giulio Cesare Monteverdi, the brother of the famous composer, to define this new 
relationship between words and music, is that of a servantmistress dialectic, where word 
passes from the role of servant to the dignity of mistress. This image of  a revolution in the 
respective roles of word and music in the creation of the new musical theater sedimented 
in the jargon of musical theory, and as such can be found for instance in Metastasio' letters  
to Giovanni di Chastellux regarding the nature of the musical theater, written few years 
after the conclusion of the Querelle in Paris. This theoretical background can help to better 
understand why the Serva Padrona became for the encyclopedist a sort of aesthetic symbol: 
if at the musical level the intermezzo was the concrete fulfillment of the ideas of the 



Camerata and Monteverdi, followed by Rousseau's musical theory, the subject of the 
libretto brought with itself obvious political implications. Aesthetics and politics appeared 
in it admirably intertwined. The apologue of Rameu's nephew, with its continuous shifting 
from the level of morality and politics to that of music shows well that the encyclopedist 
perceived an affinity between the peaceful dialectic represented in Pergolesi's intermezzo 
and the process of transformation of society that they wanted to bring to its fulfillment. 
This process of transformation, represented in Rameau's Nephew in its moment of crisis, 
is the same that is at the stake in Jaques the Fatalist and his Master, but here it is portrayed 
-so to say - in a moment of rest. In his Phenomenology Hegel will quote the passage 
regarding Pergolesi in Rameau's Nephew directly from Goethe's translation, thus referring 
explicitly to Diderot for his interpretation of the process of the Enlightenment. 

 
 
 
 
 


