Notes on spring opera from master database
2008

First spring opera was Orlandini’s (Mantua 1717) Griselda (t. Zeno 1701) with balli for George Parker, 8.v.1720. It’s rival was Buini’s L’inganni fortunati, with intermezzi, at S Moi.  Both were pastorals. 
These were unopposed:

In 1722 SSam (only) mounted a pastiche revision of Garparini’s Amor tirannico (1710), a dm, with balli, for the Bavarian duke and prince. The same formula was tried the following year for Joseph of Hesse’Darmstadt, who was presented with a rev ed of Gasp/Piovene Bajazette (1710); no incidentral. Albinoni was recruited in 1724 to revive Zeno’s Scipione nelle Spagne (prev Caldara). No ded. No incid. 1725 was a particularly unhappy affair, with Brusa’s attempt to revive another Zeno text, Amor eroico (allegedly given in Barcelona prev). Ded Edward Cary, but Owen Swiney found the work “intolerable.” 
1726: Another unknown, Gius Vignatti, reset Zeno’s I rivali generosi (MAZ 1697). This tiime it had competition: Gius Buini offered Le frenesie dell’amore at Smoi. 
[cf. French ambassador]

In 1727 Albinoni seems to have been called into service for another Bavarian delegation, this time headed by Clement Augustus, the electoral prince. The work, L’incostanza schernita, was styled a drama comico-pastorale. The text (Cassani) and music were new, for which reason arias survive in several places. The performance featured a new singer “famous for her beauty and her coquetteries,” acc Ab Conti. This appears to have been Giovann Gasparini. It was given with intermezzi from a familiar French source, Monsieur du Porsugnacco (after Moliere). Buini reappeared, though this time at San Salvatore, with Albumazar, a satirical work. It too was new. It was given with one ballo.  
In 1728 Gaetano Majorana (Cafarelli) gave his Ven dbut in A Pollarolo’s Nerina, but the text outline of the favola pastorale was well-worn from earlier productions in provincial theaters. Its ded was Ferd of Bavaria, but there is no evidence that he was in town. 
Now the imperial ambassador, 1729:

It seems likely that the reason San Samuele presented two works during the Ascension season of 1729 was so that they could honor two dedicatees, both female, both Neapolitan. They were Countess Margarita Giusti Borra (AP”s Sulpizia fedele) and the Marchioness Vidoni (Pescetti’s Dorinda). Though CFP (always a hero to the imperials) had been dead for six years, his son AP and his son-in-law, GBP, were the best available substitutes. It’s obvious that the effort was to anticipate and accommodate taste. Both works were given with the intermezzi La Cantatrice and balli, in order not the miss the mark on incidental items. Domenico Lalli (a Neapolitan) signed the dedication for the libretto of the first and was probably involved in SS’s spring season for several years. (No activity at other theaters.)
1730 may have been intended to pick up the strands of Ascension as it had been in 1727. Edward Coke was the dedicatee of a work which stands out above all other spring repertory. It was Johann Adolf Hasse’ Dalisa, featuring his fiancée, Faustina Bordoni, as well as Antonio Pasi, Vivaldi’s protégé, Anna Girò, and Angelo Amorevoli. Faustina, who was praised as “the New Siren, a Venetian mezzo soprano of noble birth, and a true virtuosa of song,” was paid more (5,625 ducats) than the rest of the cast put together (4,858 ducats). The lavish salaries, which in Bordoni’s case were set to match what she commanded elsewhere, contributed to a total shortfall for the production of 2,000 ducats. Although the work is survived by arias in many places, there is no full score. It was performed the famous intermezzi for Serpilla e Baccocco. 
Edward Coke’s presumed presence followed from the delegation of organizers of the Opera of the Nobility who had spent the past winter and Venice and had heavily patronized the Teatro di San Giovanni Grisostomo, which (like San Samuele) was owned by the Grimani family. The Hasses, who were united in matrimony in July, had passed from the scene by the winter. 
The year 1731 brought significant changes to the spring season. Three works were produced. Sant’Angelo offered Li sponsali d’Enea, by minor figures active in the provinces. Its dedicatee was Friedrich, prince of Wurtemmburg, which may explain its having been a drama per musica. San Samuele presented Venere placata (music by Courcelle) on a text by the papal nuncio, Claudio Nicola Stampa. Its dedicatee was Lothar Ferdinand, baron of Metternich. At Moisè Buini’s spirited by satirical Artanagamenone played. It had no dedicatee. San Samuele included balli, the other theaters comic intermezzi. Buini’s work could well have prompted Antonio Gori’s Le metamorfosi odiamorose, but it appears to have played at San Samuele tat the end of the following Carnival rather than in the spring. 
For the spring San Samuele presented Hasse’s Euristeo, a whimsical text derived by Lalli, via Zeno, from Greek mythology. It was dedicated to “the English Nation.” It is the first spring opera to be survived by a complete score. In fact, there are two of them, one preserved in Dresden and one (Warsaw, 1733) in Paris. A Belgian score lacks only the sinfonia. The work was first performed with balli. Both Euristeo and Zeno’s offering at Sant’Angelo (Chi no fa no falla) were probably terminated a week after opening by the death of the doge, Alvise Mocenigo. A new doge (Carlo Ruzzini) was elected and inaugurated within three days, after which a new work by Buini, L’Ortolana contessa, opened at Sant’Angelo. Sant’Angelo’s works were given without any incidental items. (Chi non fa originated in an old, widely circulated commedia dell’arte scenario.) 
After Hasse went to Dresden, the “English Nation” began to disappear. Galuppi’s L’ambizione depressa, dedicated to Henry, Count of Radnor, was given a bare-bones performance at Sant’Angelo in spring 1733. San Samuele offered a Ginevra set by Gius Sellitti. Its dedicatee was Giacomo Francesco Milano. A still odder choice came in 1734, when San Samuele offered Galuppi’s setting of a cross-dressing warhorse called La ninfa Apollo. It had been a staple of end-of-Carnival performances, including private ones in monasteries. Still more odd was the choice of intermezzi, Gori’s La Pelarina, the whole being dedicated to one Carlo Salvetti. 
Another of San Samuele’s relat ive successes in the spring season was Vivaldi’s setting of
Goldoni’s revision of Zeno’s Griselda. Goldoni expressed surprise that the work was treated “as though it were new” and the heroine, Anna Girò, as though she were making her debut performance. (Goldoni’s thought that Girò did not have a strong enough voice to be heard, but in the actual event the word was “universally applauded.”) Girò was a controversial figure, however, and a Florentine contingent reported that she was largely inaudible. The work ran unopposed, was given with balli, and is survived by a full score in Turin. 
Goldoni seemed to win the day. San Samuele followed in 1736 with one of the dramatist’s rare drammi per musica, La generosità politica. Two of the ballarine who appeared in it were invited to lunch by the French ambassador, much to a consternation of Venice’s Inquisitori di Stato. Its dedicatee was General Neuperg. What was most unusual about this production was that on the last night of its run (27th May) a banquet and ball were held in the theater, apparently the first to be held there, as the custom was otherwise confined to the end of Carnival (a season to San Samuele contributed musical works only slightly). 
In 1737 Galuppi’s Alvilda at San Samuele was the single work given. Its text was dedicated to Robert Lord Raymond (the first British dedicatee in several years). Its sequel the following year was Lampugnani’s Angelica, dedicated to Francesco III d’Este. In 1739 San Samuele’s token spring opera was Cardena’ Creusa, which was dedicated to Giuseppe Maria de’ Medici. 
The character of the season changed again in 1740, with the production of Gustavo primo (music by Galuppi, text by Goldoni). The work was attended by several luminaries—Friedrich Christian, prince of Saxony, Lady Mary Wortley Montagu, and very probably the dedicatee, Giovanni Giacomo Grimaldi, Marquis of Genoa. Goldoni, who now had a Genovese wife, was cultivating his connections in Genoa with a view towards improving his position in the world. (He would become Genovese consul to Venice at the start of 1741.) According to one account, the great success of the production was attributable not the work itself but to the performance of the ballerina Theresa Leconte of Turin. Herein lay a foreshadowing of future developments, when audiences would insist of separate libretti for the balli and when balli would start to have a life of their own. Goldoni was quick the sense the threat and complained bitterly in his memoirs about the expense lavished on ballli in theaters. 
More marquises of Genoa (G. B. Negroni and Pier Fr. Grimaldi) were patrons of the San Samuele spring opera (Statira by Goldoni and Chiarini) in 1741. It was an unusually serious work and ran unopposed. Instead of being performed with balli, it was given with Pergolesi’s La serva padrona. The following year Gluck made his Venetian debut with a setting of Metastasio’s Demetrio, a text long popular in Hasse’s setting. It was given with balli and had a Venetian dedicatee. It played opposite Buini’s La Zanina, maga per amore, a comic work first given for the Accademici Candidi Uniti in Bologna in 1737. It played at San Moisè. San Salvatore staged Paganelli’s setting of Artaserse (on Metastasio’s well known text). Benedetto Marcello’s widow, Rosanna Scalfi, appeared in it. 
The year 1743 was a pivotal one for Venetian opera. Giovanni Carestini, a soprano much admired by Hasse and Quantz, excelled in the title role of Lampugnani’s setting of Metastasio’s Ezio in San Samuele’s spring production. Anna Girò appeared for the only time after Vivaldi’s death in it. However, the show-stopper of the season was Latilla’s La finta cameriera at Sant’Angelo. It was the first Neapolitan-style comic opera to be given in Venice. The Neapolitan variety was considered to be completely absurb by Venetian purists, who termed it opera bernesca. That did not stop audiences from roaring at the Francesco Baglione’s portrayal of Don Colascione. The style of presentation, more than the structure and the content of the work, were clearly new to most viewers. La finta cameriera changed the course of theatrical history in Venice. There was never the same enthusiasm for the drama per musica after its run. Neither work had a dedicatee. La finta cameriera required no comic intermezzi, but Ezio was produced with balli. 
That did not stop San Samuele from offering Goldoni’s reworking of Bussani’s Cesare in Egitto in Antonio Colombo’s setting for spring 1744. It was grandly dedicated to “le dame,” probably referring to three noblewomen whose gambling parlors were about to be closed by the government. In 1745 San Samuele scheduled a Neapolitan serious opera, Fiorillo’s setting of Metastasio’s Olimpiade. (It is survived by a score in D-W.) Sant’Angelo offered Nicoraste, re di Tracia in a setting by G. B. Pattoni. The sequel to that season was San Cassiano’s staging in October 1745 of Orlandini’s Lo scialaquatore alla fiera, a satire on the Ascension season and its fair. It had first been given in Florence in 1744 but was so popular in Venice that it was brought back into production after Christmas 1745 and appears to have continued into 1746. San Samuele persisted with another serious work in the spring of 1746. It was Bertoni’s setting of Sografi’s [Gli] Oriazi e Curiazi. It was dedicated to “Le Dame.” Sant’Angelo ran a pastiche of Armida al campo and San Moisè produced an anonymous work called La Faceniera. A separate libretto was produced with its also untitled balli, suggesting that its main attraction consisted of the balli rather than the drama. The practice of treating balli separate from the works with which they were given soon became a regular practice at San Moisè. 
The year 1747 brought another milestone in the shift of emphasis from serious works in the winter to comic ones in the spring. After signing a three-year contract with Pietro Mingotti and his troupe, San Moisè produced an anonymous Finta pazza. It was presented with a popular intermezzo, Il Marchese del Bosco, and balli described in a separate libretto. The intermezzo was better received than the drama. Meanwhile, Lampugnani’s setting of Tigrane ran at Sant’Angelo, while San Samuele presented Runcher’s account of Achille in Sciro. A separate libretto for the balli at Sant’Angelo was published. Bertoni’s Ipermestra was San Samuele’s choice for spring 1748. Sant’Angelo opened with Li tre cicisbei ridicoli. It seems to have been poorly received and was soon succeeded by an Orazio credited to Pietro Auletta, but its fate was even worse, so Li tre cicisbei (set by Natale Resta) was revived within a few days.
For the spring of 1749 San Samuele staged the 
