San Salvatore, Venice’s Surrogate French Theater
While there is no shortage of factual information about the Teatro di San Salvatore as an opera house (1661-1700), there is no individual study of it independent of the generous accounts given by Nicola Mangini (1974) and the Mancini-Povoledo-Muraro collaboration (1995-96). In histories of opera it is a prominent theater in the last half of the seventeenth century, when Venetian opera reached the most energetic phase its development. In Venetian opera studies generally, it is San Giovanni Grisostomo (1678) which receives the lion’s share of individual attention. Our overall impression of Venetian opera is based on the commercial success of San Giovanni, but this is no measure of artistic success. 

San Salvatore (also known at the Teatro San Luca and the Teatro Vendramin) was the most important competitor of the two Grimani opera houses—SS. Giovanni e Paolo (1639) and, from 1678, San Giovanni Grisostomo.  The rivalry between the Vendramin and the Grimani was rooted not in opera but in commedia—that chameleon species of stage entertainment which, though repeatedly denigrated in the seicento for its lack of taste, was perennially resistant to demise. 

Among literary genres of the sixteenth century, several kinds of commedia were recognized. 

<fill in from red book> 
In Venice, commedia of a learned kind had been presented at large private gatherings (weddings, Carnival parties, state visits) throughout the sixteenth century. In many instances in all these venues, the performers were enterprising, well-heeled amateurs—that is, the young gentlemen whose troupes were differentiated by the colors and patterns of their stockings. Hence these troupes were referred to as calze. The clubs themselves can be traced back to 1400, but documentation of their dramatic presentations first become noteworthy in the 1530s. In the second third of the century there were roughly three dozen of them. 

The gradual supplanting of their kind of lavish, occasional work by the performances itinerant troupes offered seasonally is not well documented. Their offerings, commedie dell’arte featuring “masks” (the doctor, the captain, the lovers) which became staples of the genre, are generally less relevant to the content of early opera. However, their seasonal peregrinations set the basic outline of the theatrical calendar as it evolved over the next two centuries.   
Learned commedie given for weddings involved musical participation of diverse kinds, including wind and string ensembles, keyboard instruments, and madrigal singers. Among the occasions most noted for their music were the weddings of the Medici, Gonzaga, and Este princes, in Florence, Mantua, and Modena respectively, and the lavish wedding in the spring of 1568 of the Bavarian Wilhelm V to Renate of Lorraine. (There was some resonance between the Bavarian wedding of 1568 and that of Christine of Lorraine to xx Medici in 1589.) The commedia troupe, which performed Bibiena’s Calandra, was led by Jacopo da Venezia.
 
A number of noted musicians—led by Lassus but featuring several figures soon to be associated with music in Venice <xx> are shown in a painting of the event. The scene looks opulent, rather than merely respectable: the players are shown in handsome jackets and pantaloons. The instruments would not have been easily available outside the richest courts and churches. The walls of the venue are adorned with murals and tapestries. Yet Lassus’s oeuvre includes madrigals with lyrics so vulgar they could be said to suggest the quality attributed to much of the improvised comedy of northern Italy in the early seventeenth century. There is no evidence to such that these particular madrigals were given at the Bavarian wedding, but it is entirely possible that they were given for a Carnival entertainment. 
The Council of Ten authorized the performance of commedie during Carnival 1569 at a venue in the approximate location where the Teatro San Moisè was founded. Together with San Cassiano and San Salvatore, it was the third “opera” theater of Venice which was equally strongly associated with commedia. Like San Salvatore, it can be linked in the seventeenth century with French patronage.  What is perhaps most notable about the renting of “rooms” for this purpose is that it coincided with the hiring of the first regular instrumental ensemble at the ducal basilica of San Marco. We know, therefore who the players were. Some of them were also present at the Bavarian wedding. Thus must by these ensembles can be clearly linked with the performance of court commedia, and it seems very probable that theatrical commedia in the first instance also had overlapping personnel. The Dalla Casa were among the brass players hired at San Marco, while the Gabrieli, who were also present in Munich, were organists in tandem at the basilica. <Marc’Antonio Cavazzoni, a slightly earlier organist, also wrote dramas.> 
Another early instance of commedia in Venice occurred during the state visit of Henri III of France in 1574. For this visit, San Marco’s other organist, Claudio Merulo, composed music for a tragedia by Cornelio Frangipane. It can be deduced that a highly skilled keyboard player was expected to have the intellectual capital to provide music for the dramas associated with such special occasions.
Ib.

In the midst of what seems to have been a long chain of regal entertainments focusing on drama and music, traveling troupes became well defined. Though much information about them is sketchy, it is clear they depended on a few family dynasties in which members were committed from birth to a life on the stage. While it is difficult to regard these troupes as rooted in any one place, they were by the seventeenth century sponsored by specific courts. Sponsorship was essential to passage from one territory to another, since it was the sponsor who took responsibility for securing passports. It may be that diplomatic agents of the sponsor cultivated invitations for the troupes, since they also required promises of board and lodging in order to travel.

While there is no clear link between Angelo Beolco (Il Ruzzante), who formed the first professional acting troupe in Padua in 1545, with the prehistory of Venetian opera houses, there are tenuous connections between with two other companies. That of the Gelosi, active in Milan by 1568, traveled by invitation back and forth between France and Italy until 1604, when, following the death of Isabella Andreini, it was disbanded by her husband, Francesco. Another troupe that shuttled back and forth between France and Italy was that of the Accesi, which is first mentioned in 1590. Whereas the Gelosi performed at the 1589 wedding of Ferdinand I de Medici and Christine of Lorraine, it was the Accesi that that appeared in France in 1600 for the wedding of Henri IV and Maria de’ Medici. The remnants of the Gelosi were reformed by the Andreinis’ son, Giovanni Battista, as the Fedeli. Maria de’ Medici invited them to Paris in 1613, where they were to remain for a decade. The Accesi are last heard of in 1652. 
Another troupe, headed by Zan Ganassa (Alberto Naselli), was in Paris when the Gelosi were beckoned, in 1571, to perform before the duke of Nevers. Three years later the Ganassa troupe went to Madrid, where they remained until 1584. They seem to have been succeeded there by the Confidenti, a troupe established in Italy in 1570. 
All these troupes took drama very seriously. They studied constantly, wrote learned pieces of their own, and possessed an amazing working knowledge of a repertory the roots of which reached back to late Roman times.  Coincident with the rise of impresarial opera in Venice, the leaders of these troupes disappeared. Troupes were also scattered by wars and treaties. Descendants of the pre-opera generations turn up in later troupes for both acting and dancing. It is likely that the comedy troupes spawned more than their share of the minor instrumental composers of the seventeenth and eighteenth centuries, because personnel lists abound with names familiar from publications of Italian instrumental music. Since stage names were often adopted, however, it is not possible to verify these connections directly. Suffice it to say that the pseudonym Ganassa is clearly a cognate of Ganassi, the author of the earliest Italian treatise of division technique (Venice, 1535), while Naselli is a name still encountered in Venice in the merchandising of musical wares. A modern troupe performing in the commedia fashion in the San Francisco Bay Area counts among its members an eighth-generation descendant of a northern Italian troupe. 
Ic. Debts of opera to commedia
Early opera was indebted to the infrastructure of commedia in several ways. It was performed by troupes who were hired at first collectively. Troupes were accustomed to providing their own scenari (general descriptions of scenes and the main actions in them), and these migrated to opera as paratexts, complementing the scripted drama but concentrating more and more on descriptions of scenery. (For commedie, scenari were not normally printed.) 
Id. Early history of S. Salvatore

The earliest records of the performance of comedies at San Salvatore come from 1622, when it appears that an impresario absconded with the receipts.  The troupe performing there was, in principle, that of Gio Maria (subsequently Pier Maria, Fritellino) Cecchini. It was officially engaged for two years but stayed on for a third. (The “third” may have referred to spring appearances, for there were some in 1623.
 They would have been considered to fall in the 1623-24 accounting year, since it began at the start of Lent.) The Cecchini troupe were called the Accesi.   
San Salvatore opened in a building owned since 1452 (if not earlier) by the Vendramin family.
 Although it the Vendramin family with whom the theater is always identified, the Teatro San Salvatore (or San Luca) involved investments from several other families, among them the Lippomano. It was Angelo Lippomano who wrote, on 18 November 1623, a complaint citing the debts owed by Ioannis Cioffo, said elsewhere to have been a Neapolitan currently resident in Brescia.
 The contracts had been signed long before, on 2 and 29 April 1622. The dates alone suggest the later model used by the opera houses of making theatrical agreements in the spring, but they also show some conformance to the long-standing practice of troupes to perform on Venetian campi during the weeking beginning with the feast of St. Martin (11 November). We are not informed as to Cioffo’s specific sins nor of his specific relationship to the Accesi. The owners were unrecompensed in August 1624, when another representative of Andrea Vendramin, Bartolomeo Bonhometi, pleaded the case of the theater.
 A week later two notaries wrote from Brescia on Cioffo’s behalf. 
In 1626 the troupe called the Confidenti, under Francesco Gabrielli (Scapin), were engaged. The arrangement cannot have last beyond 1631, when Gabrielli was cited for having forgotten his agreement to be prepared to perform!
 We must remember, however, that a catastrophic plague engulfed northern Italy in 1630, and many of the routines of normal times were disrupted for a time. The number of comici who perished is unknown, but as frequently travelers they must have been at least as vulnerable as the rest of the population, some 30% of whom perished. 
By 1635-36 the company engaged at San Salvatore was that of Domengo Brun (Fulvio), who was ordered in a mandate of 26 January [1635/6] not to open the theater nor to permit the performance of comedies there until further notice.
 The issue here may have been the government’s ceaseless effort to control of public behavior, in pursuit of which Carnival was not permitted in later times to open until a specific proclamation was made by the Capi of the Council of Ten. 
As a comedy house, San Salvatore had two intermittent competitors—San Cassiano and San Moisè. The Fedeli troupe, led by Gio Battista Andreini, performed from time to time at San Moisè for a decade from 1623. Although several core performers in the troupe were Bolognese, their reputation was made in France, where they were summoned several times. Under Flaminio Scala, the Confidenti had performed at San Cassiano in 1619, when they were prohibited from appearing around the feast of Ascension.
 A fire in 1629 rendered the theater useless for several years. Its reopening in 1637 was marked by the production of Andromeda given by the Roman troupe of Benedetto Ferrari. It is this work, set to music by Francesco Manelli, which is recorded as the first “public” opera. San Moisè was to mark its debut as an opera house in 1639 with Monteverdi’s settings of Rinuccini’s Arianna. 
Each of the roving troupes that provided and performed most public commedie in northern Italy through the first half of the eighteenth century came from distinct locales and their own particular modes of interpretation and presentation. While we are poorly informed as to specifics, we can easily appreciate their existence from the simple fact that most troupes drew all of their members from one or two extended families. Acting was a family affair, and the only schools of acting were the itinerant premises of families already engaged in the trade. Pride in performance was in a sense familial. The most durable troupes were usually sponsored by a court. Court affiliation was a sine qua non for travel outside any political jurisdiction.  Over time a degree of courtly pride also attached to individual troupes.

II. San Salvatore as an Opera House
It was also the need to rebuild after a fire that led San Salvatore to offer opera. Their premiere work was a revival of L’Eritrea (generally attributed to Cavalli on a text by Gio Faustini). The work had originally been produced at the ephemeral Sant’Apollinare in 1652. At San Salvatore, operas were given only in the winter, for commedia was retained in the autumn. In this respect the Vendramin remained loyal to commedia throughout the century. Commedia was their bread and butter. Opera was a luxury offering for important Carnival visitors. 
When we consider the first years of operation of San Salvatore, its political and familial allegiances are negligible. Over its first fifteen years as an opera house, San Salvatore presented works that can be associated with several courts and princely households. Chief among them are those of Lorenzo Colonna, Contestabile of Naples at Rome; Johann Friedrich, duke of Hanover; and the imperial court at Vienna, though less through patrons than through links provided by composers and librettists. During lulls in the visits of such figures, texts were dedicated to Venetian noblemen of significant rank (such as those, for example, who might have held diplomatic posts in the homeland of such a figure). 
The first whiff of French involvement comes three years after San Salvatore’s opera debut, with a restaging of the perennially popular La Dori.  The 1663 version of this work by Gio. Filippo Apolloni, set by Antonio Cesti for the Innsbruck premiere of 1657, was dedicated to Pierre de Bensy, the French ambassador to Venice. According to Apolloni’s libretto for the 1669 revival at San Salvatore of a work which has recently been reassigned from Grossi to Cesti. This was L’Argia, which had first been given in 1660 at xx. 
[Among the theater’s many box-holders, members of the Bembo family are among the most numerous. The earliest records concerning the property dated from 1447 and 1448, when two houses at San Luca were given to a Maria Bembo.
 Luca Vendramin is first mentioned in 1452. 
[The dedicatee of the second opera given there, the Cleopatra of Giacomo Dall’Angelo, set to music by Daniele di Castrovillari, was Ambrosio Bembo. Francesco Bembo (the son of Marco) was involved with the theater between 1673 and 1680, ostensibly as its manager. 
 It is not clear whether they managed the theatrical operations or the property in which the theater sat, because in the eighteenth century two Vendramin brothers (Francesco and Antonio) filed complaints against “Francesco e Fratelli Bembo” for operating a fruit store in the courtyard of the “commedia San Luca.” 
 ]
At the time San Salvatore first began to present operas, the Venetian ambassador to Paris was Alvise Mocenigo. <patron of theater?> By the end of the decade Antonio Grimani had succeeded him. Grimani’s successor (in 1670) was Marco Morosini. Diplomatic service was increasingly concerned with the representation of mercantile interests and the resolution of trade disputes. Jean Antoine de Mesmes, count of Avaux, sought glass, lace, paintings, and “books for Colbert” during his term as French ambassador to Venice (1672-74). The highpoint in diplomatic relations was reached during the ambassadorial term of  Amelot de la Houssayie, the count of Gournay (1682-85). Amelot had a voracious appetite for understanding and documenting the complex structure of the Venetian government. His exhaustive published account (xx), though sufficiently popular to merit various reprintings, landed him in the Bastille, for in diplomatic circles it was considered indiscreet. The last career diplomat of note to serve as ambassador to Paris was Nicolò Erizzo, who was appointed in 1699.   
This rise and fall of French-Venetian relations runs parallel to the rise and fall of interest in opera at San Salvatore. While the theater’s fortunes were not dictated exclusively by these or any other specific political alliances, they appear to have been influenced by French preferences in certain spheres of activity. For example, some of the dances numbers that generated significant comment seem to have been designed the appeal to the French portion of San Salvatore’s patrons. The first clear case is that of the two balli given in the 1663-64 season “with great precision and ability, following the rhythm of the orchestra, which played throughout.”
 This must have been used in the staing of the favola drammatica called Achille in Sciro. The text, attributed to Ippolito Bentivoglio, was dedicated to Philippe Julien Mazarin Mancini, the duke of Nevers, on 29 January 1664.  The music, preserved in Oxford and Naples, is attributed to Giovanni Legrenzi.

In fact, of all the works given in the 1660s at the theater only the second, Eritrea, lacked balli. It is difficult, however, to locate an exact stimulus to the use of balli in early operas. The word could be used generically for a wide range of choreographic scenes with musical accompaniment. Balli defined the substance of the performance to the same degree as the word Allegro defined the substance of a symphonic first movement. Balli involved some kind of group movement on the stage, but the group might be enacting a battle or demonstrating a skill (such as archery). It does seem, though, that at San Salvatore balli aimed for a high level of artistic skill, shunned battle scenes and military clashes onstage, and tended overall to prefer refinement in singing and playing to spectacle for its own sake.  

2b. The Mancini era

In the 1660s San Salvatore basked in the glow of French interest which followed Cavalli’s involvement in Parisian festivities to mark the wedding of Louis XIV (1660-62). Although the composer experienced numerous frustrations in satisfying his obligations, his music was eventually well received. The subsequent marriage of Maria Mancini to Lorenzo Colonna (in xx) was marked by (among other things) a long sojourn in Venice (1664-66) during which startlingly flagrant spectacle was provided, largely at San Salvatore. This was not a practice which lasted, but it undoubtedly left behind memories that conveyed a sense of awe. 
Cavalli’s Pompeo Magno (1666) brought into convergence his own reputation as the supreme composer of Venice, the presence of Minato, the ostensible manager of San Salvatore, the prominence of the work’s dedicatee, Maria Mancini Colonna, and a subject which offered great scope for spectacle—Pompey the Great. The greatest comment was caused by the four live horses and their riders as well as the three substantial balli. 7 Pompeo Magno enjoyed a production which was probably the most lavish one preceding the great spectacles at Piazzola in the 1680s. Its requirement for comics, allegorical figures, choruses, servants, slaves, prisoners, gentlewomen, gentlemen, pages, soldiers, xe "Moors" Moors, and ordinary people—as well as 15 singers in individual roles—was an extreme expression of a general tendency to stage works near the end of Carnival with a large number of costumed extras. 

The cast of Pompeo Magno is known to have included Francesco xe "Galli, Francesco"Galli, the castrato Antonio xe "Fontana, Antonio"Fontana (xe "“Formenti”\: cf. Fontana, Antonio"“Formenti”), Alessandro xe "da Livorno, Alessandro"da Livorno (a 15-year-old soprano), Stefano di xe "di Bentivoglio, Stefano"Bentivoglio, Paolo xe "da Rivani, Paolo"da Rivani (“who played the old woman”), and “the blind singer from Milan.”

<Cavalli…bruni>
<personnel>

III. Operational problems

3a. The Minato thread

Nicolò Minato, the putative manager of San Salvatore in the late 1660s and early 1670s, may have been instrumental in arranging for the 1669 revival of Argia. Minato had, according to his own account, been “summoned by the emperor in October 1667”.
 Although he claimed to have left the theater in the charge of a certain Abbot Lorenzo Pic[c]oli,
 Minato’s faith in him seems to have been misplaced, for Piccoli neglected his duties.  In March 1669 he and Marco Monte Albano were cited by Sebastiano Soranzo, Giudice dei Esaminadori, for debts to a long list of box-holders.
 According to information provided by Andrea Vendramin, Minato and Monte Albano had not yet paid the rent for the 1668-69 cycle of productions. 
It was on this account that Francesco Santurini made an inventory of property within the theater. 
 It included 108 large scenes, three “perspective” sets each consisting of six panels, and 32 beds [perhaps for visiting performers
]. A follow-up inventory of 22 April 1670 reported the total value of other property in the theater at 3,145 ducats.
 Some 222 canvas panels to represent skies and ceilings were mentioned. They were numerous because in any given scene the view had to match in perspective and distance, as well as coloration, the scenery representing walls, fields, forests, seas, and the like. There were twelve beds to be used onstage, as well as ten torches, 70 oil lamps, two statues, one bridge, fourteen curtains, miscellaneous ladders and staircases, a large number of ropes and pulleys, “streets” for the stage proper as well as streets to be used on machines, and two trumpets. 
The low ebb to which San Salvatore descended during Minato’s absence, which extended to 1672, would easily have led to its demise as an opera house, but interest in it was heartily revived in 1675. 

<divisione>

Almost no documentation survives for the remained of the 1670s and the 1680s, but in general San Salvatore thrived. The absence of documents may reflect a period of relative contentment, for most privately preserved documentation for Venetian theaters relates to disputes of the rental and usage of boxes. 
3b. The Hanoverian thread
In the 1660s Johann Friedrich, the duke of Brunswick, was a generous patron of San Salvatore. With its several branches, the House of Hanover was a generous patron of Venetian opera in general, up to (and perhaps continuing into) the start of the reign of George I in England (1714). The dukes brought brothers, mistresses, and large entourages. They gave parties which were notorious for their opulence, expense, and bountiful provisions for sexual favors, which even the profligate dukes of Mantua and princes of Parma must have found difficult to surpass. <document 1685> 
By comparison, a work performed for four hours on a stage, with or without music, must have seemed incredibly dull. Nonetheless, the theaters tried to appeal to the intellectual faculties of the Hanoverians with curious chapters from ancient history. 
Georg Wilhelm of Brunswick had been the dedicatee of Le fatiche d’Ercole e Dejanira (text by Aureli, music by PA Ziani) in the winter of 1662. Hercules was a frequent stand-in for a real-life hero of noted sexual prowess. He was depicted in lithographs accompanying libretti as a savage with a Charles Atlas physique. The rise and fall of Helvius Sejanus, the subject of paired operas performed at San Salvatore in 1667, projected a less awe-inspiring image. Focused on strategies for succession, they were dedicated to Johann Friedrich and his sister (?) Amalia, the queen of Norway and Denmark. It seems unlikely that Amalia was considered an analogue to Agrippina, who features in both plots, for it would not have been a flattering allusion. Yet in their pro-occupation with the frustrations of attempts to dictate marriage choices, both works may allude to affairs in the House of Hanover. Both works were set by Antonio Sartorio, who was in the service of Johann Friedrich, on texts by Minato. 
<Seleuco> 1666/4, 1668/1 from same team.
IV. Critical Reputation

The bulk eye-witness accounts of performances at San Salvatore are relatively uniform in their view that artistically San Salvatore strove for an unparalleled standard of performance. Where the Grimani theaters cultivated imposing sets and stupendous machines, projecting an image of unrivaled political power, San Salvatore aimed for beautiful sets, enchanting voices, and varied effects in instrumentation. 
4b. Balli
San Salvatore had certain specialty balli that recurred. Dances that related in some way to elements of time were among them. P. A. Ziani’s Antigona delusa d’Alceste, for example, featured a coro of The Twelve Hours of the Day. The work (PA Ziani; Aureli) was revived from 1660-61. Abbot Domenico Federici reported to the empress that “nothing [in it] is beautiful except the music, in which Ziani has captured all the good practices [he has learned] in Vienna. It is not so much a drama as an Iliad set to music.”

4c. Instrumentation 
Surviving opera scores from seventeenth-century Venice are invariably scored for string ensembles, with three, four, or five independent parts depending mainly, it seems, on the theater and the time of year. Eye-witness accounts and libretti may mention other instruments. Woodwinds, which seem not to have been used in opera until the eighteenth century, were hired independently from house orchestras. Trumpets, which might play fanfares and a few ritornelli in operas depicting great battles, were sometimes provided (at least in part) by the figure to whom a work was dedicated. 
What was variable and cannot be fully determined from scores was how the accompaniment was provided. Here practices could vary according to the composers, the impresario, the theater’s budget, the available talent, and a host of other considerations. What makes this question an interesting one at San Salvatore is the occasional hint of practices for which there is no evidence from other theaters—particularly in the use of such instruments as theorbo and harp.  
The Orfeo of Sartorio and Aureli, for example, may have involved the playing of a harp. An agent for the duke of Brunswick had one commissioned in November 1672, a month before the work premiered. A harpist, Benedetto de Carli, had been hired at San Marco three years earlier. A volume of trio sonatas [by Agostino Guerrieri] in which the harp was mentioned as an alternative to the theorbo was published in Venice in 1673. We might suppose, from this information, that such a substitution would have been most likely to occur in a passage suggestive of theorbo. The suggestive passage in Orfeo is xx

<music for Orfeo>

Verisimilitude was a much pursued goal in Venetian opera. 

A work that opened six weeks later, Sartorio’s Massenzio, was the one said to have “brought immortal fame” to Johann Friedrich, on account of the well-received performances of singers from his court. Nicola Gratianini, who sang in the title role, appears to have been the chief object of this praise, although Antonio Rivani (Cieccolino) also won acclaim in the supporting role.  Unlike Orfeo, which is available in facsimile in the series Drammaturgia Musicale Veneta, Massenzio is not survived by a full score.
At the time Massenzio was in preparation, Sartorio was suffering ill health of an unknown description. He forewent a return trip to Hanover. It may have been continued ill health that led to the engagement of Giovanni Legrenzi the following winter. Legrenzi’s music for his debut work at San Salvatore, Eteocle e Polinice, was said in the libretto (attributed to Teobaldo Fattorini) to possess beauty [vaghezza] which was “incomparable.” Also contributing to the unprecedented success of Eteocle were unfamiliar traits—Gio. Battista Lambranzi’s “masterful” [maestoso] scenery and the singing of a certain Maddalena [probably Musi]. 
A historically significant footnote to Eteocle is that “Maddalena” was housed in the Palazzo Bragadin, which Guido Rangoni, the duke of xxModena, had rented.
 But for the success of Eteocle and Rangoni’s interest in the Teatro San Salvatore, the Vendramin probably would have rented it for the next decade to Francesco Bembo for the production of comedies.
 In short, until the arrival of Legrenzi, the fortunes of San Salvatore as an opera house did not seem to warrant a continuing commitment to the dramma per musica.
On the one hand, Fattorini was not pleased with the outcome of his efforts to dramatize for the stage. Since the theater’s managers had given up the idea of a Cavalli setting of Massenzio because Cavalli did not write “lively enough” numbers, Eteocle was crammed with scenes (78) and arias (90). In this it exceeded even Sartorio’s Massenzio, which contained 78 arias and duets. 
On the other hand, Guido Rangoni developed a sufficient interest in San Salvatore to take over its management the following season. The first fruit of this undertaking was one of the great spectacles of the Venetian musical stage—Legrenzi’s La divisione del mondo.  
One thing that seems to have been especially appealing to the leading patrons of San Salvatore was grand allegories. Little can have surpassed La divisione del mondo, at least until the collaborations of Frigimelica-Roberti and Pollarolo at San Giovanni Grisostomo in the 1690s. If the mythical man Hercules could be surpassed by anyone seeking an extreme expression of power, it was the god Jupiter. In La divisione, Jupiter, breaking free from the chains of Saturn, takes control of Heavens. The earth is left to Neptune and Pluto, who respectively took charge of the Seas and the Underworld.  The work was devised to celebrate Rangoni’s redesign of the theater.  In the wake of Cavalli’s retirement from the composition of operas, it was the first work to merit praise from a Frenchman, Alexandre Limojon de St. Didier. Although St. Didier’s account did not appear in print until 1688, we can assume that the “buzz” was present soon after the work was given. St. Didier was especially impressed by the opening scene, in which the Four Elements opened up to reveal the palaces of Love and Discord. These in turn were transformed into the Temple of Mars, which was ringed by “weapons of war.” St. Didier remembered it as “the most entertaining work I ever saw upon a stage.”
 Corradi, the librettist for La divisione, was captivated by Legrenzi’s “melody of Paradise” and praised the sweetness of the composer’s “harmonious notes.” The work was remembered by the bibliographer xxAntonio Bonlini in 1730 for “the breadth of conception of the machines and scenery.” Luigi Riccoboni recalled its spectacular staging in 1738. In line with Legrenzi’s other recent works for the theater, La divisione called for 90 arias as well as eight cori. It is noteworthy that two scores for the work survive in the Bibliotheque Nationale. 
The casting of La divisione suggests the kinds of roles to which leading singers of the time were best suited. Rivani appeared as Jupiter (Giove), with Antonio Fontana as Saturn, Alessandro Moscanera as Mars, and Ippolito Fusari as Pluto. Maddalenina del Rospigliosi sang in the role of Juno, with Caterina Angiola Botteghi as Venus. The roles of Love and Discord were taken by Francesco Lotti and Pietro Paolo [Scandalibene]. A satire on the work, given in verse in a manuscript of the period, leads to the conclusion that the singers were, in their private dealings, variously greedy, vain, and pompous.
 
La divisione del mondo cast such a long shadow on future endeavors that Legrenzi’s next few works may received less notice than they may have merited.  Adone in Cipro, derived from Ovid’s account of Venus and Adonis, also featured an impressive opening scene. A group of instrumentalists (dressed as tritons) and nymphs (described as sirens in one account) appeared in the atrium of the Palace of Love, where they graced a banquet. An instrumental sinfonia followed the song of two nymphs. The music for it can ostensibly be seen in books lying in the foreground of the frontispiece.  Like many others given at San Salvatore, this text was originally written (by Gio. Matteo Giannini) for performance in Vienna. Giannini was quite put out by the more limited means available for production in Venice and also by what he expected to be an audience of more limited intellectual faculties. He remarked in the libretto that, “operas are not composed for those who pluck feathers nor for idiots who row boats or weigh caviar.” In the Viennese tradition, the work called for numerous attendants, warriors, soldiers, hunters, and demons. No complete score survives. 

In Germanico sul Reno (1676) the Palace of Love was replaced by the Palace of Time. Time was represented by a globe of the earth, which was flanked by Military Glory (as befitted the story of the battle of Germanicus against Arminius and Segestes) and Eternity. Choruses of Hours, Days, Months, and Years were assembled in the Palace. A battle scene pitted tribal German soldiers against “gladiators.” Germanico called for eleven individual singers and a total of nine mute cori, plus a ghost of Orpheus. Giulio Cesare Corradi was given a gold medal by the dedicatee, Luigi Grimaldi of the principality of Monaco. The castrato Antonio Coresi was cast with Giovanni Morelli, a tenor. The work was very well received in Venice and had reprises in several other Italian cities over the next five years. 
In the winter of 1676 Sartorio resurfaced at San Salvatore. His return was marked by a work which has attracted some attention in the English-speaking world, for it echoed a one of the best known dramas of Shakespeare. This was his setting of Gio. Francesco Bussani’s Giulio Cesare in Egitto.  Many elements of the context were unusual. The text was dedicated to an Englishwoman, Grace Higgens, the daughter of a special enjoy to Venice named Thomas Higgins and the niece of George Monck, the duke of Albemarle, the governor of Scotland and a hero of the Restoration. Monck had, in a sense, reclaimed the same English land which Julius Caesar had conquered centuries before.  Giulio Cesare was also the first of many San Salvatore works to be praised in Le Mercure galant.  It applauded the “most excellent voices” in the performance. One of these belonged to Margherita Pia.

 Opinions were divided on the merits of this work vs. those of Antonino e Pompeiano, also set Sartorio on a text by Bussani. It followed later in the same winter. It drew a large audience and was said by the English resident to have been “applauded in every respect.”  This later work was dedicated once against of Johann Friedrich, and his wife, Benedetta Henrichetta. 
Cyprus was against the subject of Anacreonte, the next collaboration of Sartorio and Bussani. Although the official dedicatee was Pietro Ottoboni, the attendee who drew the most attention was the duke of Radzivil, who was the brother-in-law of the king of Poland the newly appointed Polish ambassador to the Holy See. Accompanied by his consort (the king’s sister), his complete entourage numbered 150 persons. They were en route to Rome.  
When Sartorio’s Ercole sul Termodonte opened late in January 1678, in encountered unexpectedly strong headwinds, for the Grimani were just opening their opulent new theater, San Giovanni Grisostomo. Ercole ran head-to-head with Pallavicino’s Vespasiano. Bussani libretto for Sartorio claimed the composer’s music to be “ever more marvelous,” but there were management problems with the production. The impresario at San Salvatore was now Iseppo Astori. A complaint against his failing to be the singer Gio. Angelo Marenghi 100 scudi on 28 February.
  
Astori was replaced by Francesco Nicolini in the 1678-79 season. The new competition posed by San Giovanni Grisostomo, compounded by any effects the opening in 1677 of Sant’Angelo may have contributed, is reflected in three ways at San Salvatore. One is that the subject matter was shifted from subjects derived from antiquity in general to plots focused on Roman history.  Camillo Badovero’s Sesto Tarquinio leads this parade; it was set by Gio. Battista Tomasi. With the same work the patronage of the Gonzaga family, who were related to the Grimani, arrives at San Salvatore. Their predilection for scenes that were titillating and subjects focused on moral lapses of ancient rulers may have been more generously accommodated at San Salvatore than as San Giovanni Grisostomo. <xx>

The third reflection of increased competition is in the newly competitive market for singers, who became more insistent on particular depends, primarily monetary ones.  Singers also expected to be provided with lodgings as they traveled from engagement to engagement not only for themselves but also for their personal assistants and close family members.
 For the 1678-79 season at San Salvatore Domenico Cecchi (Il Cortona) and Margherita Pio each received 400 gold pistoles, while Giulia Romana received 250. <Mercure> Pio accompanied the duke of Mantua (Ferdinando Carlo Gonzaga) upon his return to his seat on 5 January,
 a fact which indicates that the production of Sesto Tarquinio had ceased. Tomasi was the duke’s organist. Badovero, a Roman, was engaged in Mantua. According to a letter from Legrenzi to Ippolito Bentivoglio, the work had not been well received.
 In fact, at the time of his writing only 30 or 40 tickets had been sold. These negatives suggest that the production was staged at the behest of the duke, who, although the single most frequent dedicatee of operas given in Venice in the late decades of the seventeenth century, was a mercurial figure who traveled perpetually and usually on short notice.
I due tiranni al soglio, the work which succeeded Sesto Tarquinio, was in contrast dedicate to the emperor, Leopold I.  Sartorio set the music. The text was by Matteo Norris.  The performers (Cecchi and Pio) were said to be “the best one could find anywhere.” The audience was entranced by the “stars” of the firmament onto which they could look from balconies. The machine that portrayed the firmament (as it might be seen from “a palace of the gods”) was estimated by Le Mercure galant to have cost not less than 2,000 ecus. 
San Salvatore responded to another new form of competition in 1679-80. The Contarini family, which now held the dogeship, opened a private but ambitious, well promoted theater in its country palace at Piazzola. The nobility from far and wide came to witness its premiere work, Freschi’s Berenice, in November 1679. Rave reviews of the grand, well-appointed facilities at Piazzola, and of the lavish performances presented there soon appeared in the Mercure. San Salvatore flattered the image of the Contarini enterprise by presenting a work by Pallavicino. As in Piazzola, it was on a text by the Vicentine dramatist Francesco Maria Piccioli. <xx> The text was dedicated to Isabella Clara Gonzaga, the first wife of the duke of Mantua. As at Piazzola, the heroine was a figure from the first century A.D., but whereas Berenice fought for her people, Messalina wiled away her time in sexual involvements with subjects of her husband, the emperor Claudius. Although Messalina was the only work given as San Salvatore in the winter of 1679, it did not enjoy the signal success of Berenice. Although its production underwent continuous revision,
 the work was never revived. 
In fact, the next few years brought many struggles to San Salvatore. We see them in Antonio Giannettini’s fledgling work, Irene e Costantino (1680, text by Andrea Rossini). A ballo performed with its first act depicted “women at their bath,” continuing to exploit the interest in the female body introduced in Messalina, although in contrast to Messlina, it was now the male figure, Constantine, who was depicted as having a dissolute life. Irene e Costantino was the sole work given in the winter of 1680-81 at the theater.
The gathering momentum of Venetian affairs may account for the audacious appeal to power that informs the frontispiece of Legrenzi’s Pausania <ill>, which opened the 1681-82 season. Its text was by Girolamo Frisari. The production was ill-fated: the prima donna (Margaritina) developed a case of laryngitis which caused performances to be cancelled for a week after Christmas. (At the time, these were prime nights for attracting an audience.) 
Legrenzi’s next work, I due Cesari, which followed a year later, proved to be a stellar production. The roles of Bassanius and Geta were taken by Clement Hader (Clementino) and Gio. Battista Mutti (Speroncino). Francesco de Castris and Rosanna Tarquini also appeared in the work. In the libretto the singers were described collectively as “the swans of our time.”) The weekly Mercurio found it “absolutely marvelous.” Le Mercure galant commented enthusiastically on its “beautiful voices” and elaborate staging. <MG> In the opening scene a mock bucintoro (the doge’s ceremonial galley) sailed in the Tiber. Legrenzi himself commented that the house was full for the first three nights [19-21 December 1682].  After that, productions were terminated until the 26th so that the singers could rest their voices, for it was becoming the custom for the greatest stars of the opera stage to sing in the “midnight” mass at San Marco on the night of the 24th/25th.  <On this practice, see Termini….> Despite all this praise, I due cesari was also castigated for “improprieties,” one of which was its overall length (“which is not considered pleasant here”).
 

Despite its success, I due cesari was eclipsed in public reputation by its immediate successor, Legrenzi’s Giustino. Giustino ran late in Carnival, which called for a particularly exuberant style of staging. This time the text was by Nicolò Beregan, who dedicated his text to an appreciate patron, Alessandro Farnese, the prince of Parma. The work provided battles on both land and sea as the hero attempted to vanquish the Goths. However, the ghost of one general stalked Justin. A “giant of extraordinary appearance” made a considerable impression on all commentators. In another scene, 20 people rode on an elephant. Two live horses figured in another scene, probably that in which Vitaliano was taken captive. The Florentine resident, Matteo di Teglia, found the production nothing short of “majestic” in its use of machines. On one of these cherubs were seen to be flying. Although from a commercial standpoint Giustino was Legrenzi’s greatest success, the public response to it was unexpectedly great. As Giustino’s reputation grew, scagni (stools) for the parterre had to be reserved two days in advance.  (This was unusual; scagni were for those who drifted in and did not have access to regular boxes.) The text inspired later operatic treatments set by Domenico Scarlatti, Albinoni, Vivaldi, and Handel. Alessandro Scarlatti revived Legrenzi’s work in Naples in 1684. Excerpts from the work may have been performed for the dedicatee at the palace he rented in Venice during Lent of 1683. <xx>
Once again box-office business caused the singer to hold out for higher fees in the following (1683-84) season. It was Legrenzi himself who tried to recruit singers in the spring of 1683. (It was customary to write libretti and plan productions, as well as write contracts for the coming year, during Lent.) Giuseppe Maria Donati, Francesco de Castris, Vicenzo Olivicciani (Vicenzino) and Giuseppe Venturino were among those contact to seem to have consented. Giovanni Buzzoleni, on the other hand, wished to take no further part in Venetian opera productions.
 Although Legrenzi’s correspondence does not detail all the anticipated expenditures for L’anarchia dell’imperio and Publio Elio Pertinace (the two works given in the coming season), we know that the performers were reluctant to given the premiere of the first on the opening date and apparently with good cause: within two weeks the audience had dwindled to 40 persons a night.
 The subject (dramatized by Tomaso Stanzani), which treated the succession of Ludwig the Pious, was considered “a joke,” one which “excellent voices” were unable to levitate. The second work, on d’Averara’s text, was in the more standard mold of Roman antiquity and fared better critically. Its production in January 1684 was, however, disrupted by rites for  the death of the doge, Alvise Contarini, and festivities for the inauguration of a new one, Marc’Antonio Giustiniani.  
During this period at San Salvatore Gasparo Torelli was the impresario. That the receipts for 1683-84 were significantly reduced is suggested by a complaint by Carlo Fedeli,
 the concertmaster of San Marco and a likely continuo player at San Salvatore (Fedeli played the violoncino and violone). The comparative pay rates in the two venues is notable. The ordinary rate for string players at San Marco was 15 ducats a year. Fedeli was paid 100 ducats a year because, as maestro de’ concerti, he was responsible for providing and directing music for instrumental ensembles on a long list of feast days.  The pay he was due at San Salvatore for having played throughout the 1683-84 season (which last only two months, minus several feast days) was 100 ducats. It is probable that the pay rate was based were similar because the number of days of engagement were roughly the same. 

More or less in coincidence with the election of Giustiniani as doge, a number of things changed. Legrenzi soon ascended (April 1685) to the position of maestro di cappella at San Marco. He was on call for a great many ceremonies held under private auspices as well as being responsible for a rigorous schedule of predictable celebrations in the ducal chapel. He ran an academy of music about which we still know very little. Giustiniani, for his part, was an enlightened doge who presided over a Venice that enjoyed modest successes in battle. His four-year rule was possible the last truly triumphant time in the history of the Serenissima. Venice could find self-worth in its continuing role (formed in the Crusades) in aiding the Papacy and its imperial allies. For the theater too it was to be a glorious few years. 
Since 1682, the duke of Mantua had been stripped of his honorary Venetian nobility, but he still spent an inordinate amount of time in Venice and patronized a great many operas. His lavish life-style was funded by an extremely generous pension from the king of France. Ferdinando Carlo Gonzaga had recently been the dedicatee of Publio Elio Pertinace.  The duke was not able to come to Venice in the winter of 1684-85, but xx Predieri sent him gilt-edged copies of the scores for the works performed.
 The works would have been Lonati’s Ariberto e Flavio (text by Rinaldo Cialli) and Marc’Antonio’s debut opera, Tullo Ostilio. Although dedicated to a Polish count, Stefan Adam, this latter work was linked by its authorship to the Mantuan court: Adriano Morselli, its librettist, was the court poet. Ziani, although Venetian, was also in the court’s employ and would remain officially linked to it until his appointment as vice-Kapellmeister in Vienna in 1700.   Tullo was among the most widely circulated works ever given at San Salvatore. It had revivals in seven Italian cities over the remaining years of the century. The performance of Ariberto, a work dedicated to a Dutch diplomatic official, Arnold Druyvestein, was greeted with great enthusiasm, especially for its “exquisite voices,” composition, and “perfect operation.” The sets in this season remained the creations of Gasparo Torelli. The duke of Saxony was so impressed with Domenico Cecchi (Il Cortona) that he offered him a title of honor and a huge stipend.

 For a number of years San Salvatore was to remain oriented in a manner that showed off the skills of artists associated with Mantua. In 1685-86 Domenico Gabrielli set Morselli’s Teodora Augusta for the theater. Sartorio had been dead for almost six years when this work was dedicated to Ernst August, the son <xx> of Sartorio’s former employer Johann Friedrich of Brunswick. Its successor, Gabrielli’s setting of Cialli’s Le generose gare tra Cesare e Pompeo, was more warmly received. Gabrielli’s name, Cialli wrote, was “tied to fortune and glory” because of his “virtuous, bizarre, and spirited notes.”
Gabrielli’s greatest triumph came in the 1686-87 season, first with Maurizio (text by Morselli), then with Il Gordiano (ibid).  The text of the first was dedicated to Ranuccio Farnese, duke of Parma, while that of the second to Maximilian Wilhelm, prince of Brunswick. (He had also been the dedicatee of the previous year’s Generose gare). Maurizio was praised to the skies. Barbara Riccioni was the singer within it who received the largest number of individual complements. Il Gordiano won great praise for its staging. The Swedish architect Nicodemus Tessin wrote of the effect created by the final scene, in which, through the device of placing almond-shaped cutouts in the drapes of the background, candles were seen to flickering in the “windows” of a distant “palace.” 
It is almost certainly the case that the theater was falling on hard times by the later 1680s, for when a revival (from SS. Giovanni e Paolo??) of La fortuna tra le disgrazie was given in at the end of 1688, the setting was changed to Sicily, apparently to suit the available scenery. The music had been composed by Paolo Biego, known mainly as an organist at the church of SS. Giovanni e Paolo. Biego was also the composer of the succeeding work, Pertinace, which related an episode from Roman history immediately preceding that of Legrenzi’s earlier Publio Elio Pertinace. Pertinace is possibly the work after which the lute virtuoso Pietro Bertacchini gave a private concert. 
What brought Giacomo Ant. Perti to San Salvatore in 1690 was an invitation to set Brenno in Effeso (text by Ant. Arcoleo). The production seems to have been motivated by the election (1689) of Antonio Ottoboni, the nephew of the pope Alexander VIII, to a procuratorship.  Ottoboni was the dedicatee of Brenno, which featured three singers under the protection of the duchy of Mantua. Perti stayed on the next year (1690-91) to compose the music for Silvani’s L’inganno scoperto per la vendetta, the text of which was dedicated to another recently elected procurator, Sebastiano Soranzo.  However, in this season San Salvatore suffered the loss of Maddalena Musi, who, after rejecting an offer of 200 doppie from the Vendramin, moved to San Giovanni Grisostomo. 
One of the most exotic works to be given at San Salvatore was L’amante eroe. The music of Marc’Antonio Ziani graced a text by the Arcadian Domenico David on a tale from the life of Alexander the Great in India. Alexander’s virtues can be inferred to have flattered the image of Ranuccio II Farnese, the duke of Parma. Several Venetian operas of this immediately period were revived at his court in the coming years. David complained in his preface about the “small amount of stage time now permitted in Venice.” In combination with the need of “excessive arias,” he was forced to curtail his recitatives, thereby reducing their expressive powers. 
The 1690s 
In the early 1690s San Salvatore flourished. Among its leading patrons were members of the Lolin, Venier, Lippomano, Molin, Dolfin, Ottoboni, and Corner families. M. A. Ziani and Perti were the main composers. The first, though Venetian, was associated with Mantua, the second with Bologna. To the first belonged La Virtù trionfante tra l’amore e e l’odio, on a text by Francesco Silvani which was dedicated to Maximilian II Emanuel, the duke of Bavaria. Both in anticipation and in retrospect it was lavishly praised. At the start of October an English agent, G. Boughton, was able to send arias from the forthcoming work to the duke of Kent. The arias were to be sung by “Cortini” and “the Romanina”. The week before Christmas the dedicatee and several other ranking noblemen, including Eugene of Savoy, attended a sneak preview of La Virtù. The official premier, on 26 December, was praised for the “exquisiteness” of the voices, the “magnificence” of the scenery, and the “richness” of the costumes. Another report labeled the production “most sumptuous.” Silvani himself praised the architecture and scenery as well as the music and singing. The work seems to have run through the whole of January.
Perti’s Furio Camillo, which opened in early February of 1692, was greatly praised also, especially it its own libretto for its magnificent production—a hallmark of works which did not open until February. Yet the news-sheets that buzzed about La Virtù were silent on the subject of Furio Camillo. Noris’s text was dedicated to Ferdinando III de Medici, the grand prince of Tuscany. The score survives in Berlin (Staatsbibliothek), suggesting that one of the German princes stayed on.  
The following winter (late 1692) Noris’s Nerone fatto Cesare was set by Perti for San Salvatore. Dedicated to Ferdinando della Torre, the baron of Taxis, the work appealed to imperial interests by introducing a Spanish ambassador into the Roman plot. Its production received extraordinary praise—for its “sumptuous scenes” (M), for the participation of the “most celebrated singers of the century,” (Noris), and “music of the finest gold” (noris). It remained in production until the end of Carnival. 
Ziani’s La moglie nemica (on Silvani’s text) followed a year later. The text was dedicated to Francesco Maria Spinola, a Spanish grandee. Foreign singers arrived in Venice early in December 1693 to rehearse. Cardinal Ottoboni attended a rehearsal early in January (a week before the opening).
La moglie cannot have been well received, because it was replaced in little over two weeks by Alfonso primo. The work is usually attributed to C. F. Pollarolo but is far more likely to be by Ziani. The staging contains some of the qualities soon to be associated with Pollarolo’s great works for San Giovanni Grisostomo. The curtains are parted in the opening scene “by the Winds.” The instrumentation is sufficiently varied to suggest Pollarolo’s uncanny skills of orchestration. A second set of curtains was parted for Scene Two, which was introduced by a sinfonia for harps, violins, and theorboes. The sinfonia served as a dance for the amorini in the mists of Alfonso’s palace, which was termed the Heaven of Venus. In the following scene, a third set of curtains opened to reveal ships at sea. This (in contrast to those depicting love and amorous sin)  was intended to suggest treachery. The rest of the work was built on the basis of the conflicts between these three elements. 
Ziani was also an imaginative scorer, especially in his works of San Salvatore. Furthermore, the overall musical idiom of Alfonso seems different from Pollarolo’s. The work is more contained and slightly more modest than Pollarolo’s. The surviving score in the De Bellis Collection at Cal State San Francisco does not, as it stands, seems representative of Pollarolo, even though a verbal description might make it seem so. It is notably short for an opera of its time. It is possible that in performance it was provided with many further numbers. We know at least that in the 1710s ballerini at Sant’Angelo brought their own balli, and other supernumeraries (such as mock combatants) brought their own routines. This same modular approach to production extended to players of woodwind instruments there, although at San Giovanni Grisostomo the orchestra of the 1730s was a composite one, without supernumeraries. Since San Salvatore did not survive as an opera house into the eighteenth century, it is difficult to read these aspects of production in the 1690s. 

The dedicatee of Alfonso primo, named Giovanni Antonio in the libretto, appears to have been Juan Antonio Moles, a Spanish enjoy who had an audience with the doge on the same day as this work opened, 24 January 1694. This would explain the Spanish subject matter, which had previously been little touched in Venetian opera. It was to flourish for the next few years. 
Alfonso’s successor, Laodicea e Berenice (referring to the successive wives of the Syrian ruler Antiochus), possessed a text (by Noris) that generator revisions and imitations in the eighteenth century. It was very well received when it opened at the end of 1694, although it suffered the fate of running head to head with Pollarolo’s Irene at San Giovanni Grisostomo. Laodicea seems to have prevailed, for it ran to the end of Carnival 1695. The music was by Perti. Laodicea was dedicated to Tarquinia Colonna Ottoboni. 
No new work opened at San Salvatore until early in January 1696, when Il finto pazzia d’Ulisse, on a text by Noris, was produced. Its music is attributed to Ziani. Although it was dedicated to Dorothea, forthcoming duchess of Parma. Francesco Farnese, her betrothed, was a supporter of 
autumn comedy at San Salvatore. It ran until the end of January. One of its last performances had to be cancelled when Domenico Cecchi (Cortona) appeared “demented by a fever” on the stage before curtain time. 
San Salvatore’s more major effort in 1696 was invested in Eraclea, which was the first five-act work to be performed at the theater. Five-acts, were soon became a special predilection of San Giovanni Grisostomo, were typically tragedies. They reflecting experimentation with dramatic genera under the impetus of the Arcadian reformers, who sought to emulate classical models and observe Aristotelian unities (of time and place). What called attention to Eraclea was its dedicatee, Francesco III de’ Medici, the grand prince of Tuscany. He had arrived a week before the production opened (8 February 1696) with a retinue of 40 persons. The text of Giulio Cesare Godi was apparently written at the behest of the dedicatee. Godi took pride in saying that he had spent three months on the text and he hoped this would set it apart from the typical libretto fashioned in notorious haste. The music is attributed to Bernardo Sabadini, who was in the employ of the court at Parma. As an official guest of the Venetian Republic, the grand prince was feted repeatedly during his stay. Four boatloads of gifts were required to dispatch them to Florence. For the all the hoopla it generated, no glowing reports of performance bear witness to the production of Ereclea. A handful of arias from the work survive.

Eraclea may have represented the last hurrah at San Salvatore.  The dogeship of Sebastiano Valier (1693-1700) was marked by a great increase of pomp and ostentation. The orchestra of San Marco was substantially expanded, but so too were the ranks of government posts. The number of special occasions multiplied, and the feasts that were well ingrained became far more lavish than anything that had been seen before. The treats of the theater could be found on the streets. 
The pastiche Tirsi is symptomatic of the change. No pastiche had ever before been given at San Salvatore, or in fact in any other Venetian theater. It was billed as a drama pastorale, which of course it was, but it was also a drama of five acts, in imitation of the new breed of tragedies being penned by Girolamo Frigimelica-Roberti for San Giovanni Grisostomo. Most particularly (and peculiarly for a five-act work), Tirsi opened early in November, when the bulk of the Venetian nobility were still absent from the city because of their customary retreat into villeggiatura. Thus Tirsi was for a different audience than its predecessors. It would have been an audience of foreign merchants and Venetian cittadini. Important foreign visitors, especially those with government business, came late in November at the earliest. They came in more substantial numbers in the later part of Carnival, chiefly towards February. 
Tirsi had roles for four nymphs. Two of them played harps, one a flauto, and one a lute. A news-sheet allowed that the work “may be beautiful” but noted that it was not capable of drawing people away from La costanza in trionfo at <.xx>. Of the works five acts, the last two were anonymous. The first three were by Lotti, Caldara, and Ariosti. The text by “A.Z.” is attributed to Apostolo Zeno but fails to appear in his collected works. The dedicatee of Tirsi was Ferdinand Carlo Gonzaga. 
The composer of the next work, Attilio Ariosti, was a priest from Bologna who was said to be well liked by the “most important monarchs of Europe” in the libretto by G. B. Neri. The work was Erifile. Its heavily embroidered tale of a Cypriot virgin intended for sacrifice to the gods was dedicated to Filippo Rangoni, the duke of Spilimbergo. Erifile seems not to have been well received. A license to print its successor was presented within a week of its opening, which was just after Christmas 1696. 
I rivali generosi, the third work given in 1696-97, was very well received. The Corriere ordinario said it enjoyed “extraordinary applause.” Matteo Sassani (Matteuccio) was invited by the French ambassador to give a private concert in his palace on 2 January. It could have been a rehearsal for parts of the work. The papal legate, the Receiver of Malta, and their respective courts were present. Another singer (unidentified) was present. A Bolognese priest (probably Ariosti) played the viola. Zeno’s text were extremely influential over coming decades, but Ziani’s must survives only in miscellaneous arias. 

San Salvatore did not offer any operas in 1697-98. In the autumn of 1698, however, it made up for lost time by offering early in October a sure-fire hit. This was Silvio Stampiglia’s Camilla regina de’ volsci, set by Giovanni Bononcini two years previously. It was one of the most popular works of opera’s first century. < Camilla went on to have 38 productions in all, the last one occurring in 1765.> The unusually early opening seems to have been prompted by the visit of the Russian czar Peter the Great, who arrived at the end of the July, and an early commencement of rainfall, which drove the nobility out of their villas and back into town. The czar was accompanied by enough attendants to fill two palaces, but his presence attracted a large number of other dignitaries. Among them was Marc’Antonio Borghese, the prince of Rossano and the dedicatee of this work. The common interest of them all was means of keeping the Turks out of Europe. 
San Salvatore did not fail to take advantage of this unusual opportunity. Admission to Camilla cost one-quarter ducat, an unusually high price. Camilla ran for a long time, that is until the start of Advent (if not longer). It was also revived after its successor, L’innocenza giustificata (music by Benedetto Vinccesia, text for Silvani), which received mixed reviews. Audiences liked Silvani’s complex text, which was dedicated to Ferdinand Ernst, the count of Mollarth, but were less enthusiastic about Vinaccesi’s “fertile bizzaria.” 
Despite its limitations, L’innocenza illustrates the entrenched phenomenon of suiting the work to the patron. In its quest to please its dedicatee, Silvani’s effort immersed itself in a convoluted story concerning the division of property among four grandsons of Charlemagne, but the production also catered for a Franco-German identity. The balli featured Spanish and French cavaliers in one case and portrayed German rocket-launchers in another. (The music is lost.)
Its complement during the winter season of 1699 was Silvani’s La fortezza in cimento, set by Perti’s pupil Aldrovandini. Dedicated to Eugene of Savoy, lately famous for his leadership of imperial troups in Transylvania, it was said to have enjoyed “universal applause” and to have attracted “a great concourse,” but the music is lost and no colorful descriptions survive. 
The gradual infiltration of Bolognese performers (some by way of Mantua) becomes more notable in the theater’s final year of operation as a regular venue for opera. Cupeda’s L’amar per virtù (setting by Antonio Draghi with contributions by Leopold I) opened ahead of the feast of St. Martin (11 November) in the autumn of 1699. For Camilla an early opening accommodated an important patron, but in ordinary years an opening before St. Martin’s pointed to a work’s being pitched to a non-noble audience. Sure enough, L’amar per virtù is dedicated collectively to “the ladies of Venice.”  Its cast members came most immediately from Mantua, Verona, Milan, and Rome. One had a Slavic surname (Theodorovich). We are not informed as to its reception. Expectations were not high in the autumn, but it was a good season for experimentation and for training new talent. 
Silvani’s Il duello d’amore e di vendetta opened just after Christmas. Its musical setting is attributed to Ziani. Nicola Grimaldi, from the vice-regal court in Naples where the composer’s uncle Pietro Andrea had served with distinction (1676-84), made his Venetian debut as the Visigothic king Rodrigo. He may have come in the enrourage of the viceroy, Luis della Cerda y Aragona (the duke of Medinaceli), who was the dedicatee of the libretto. The casting was otherwise similar to that of L’amar. Curiously, none of the singers in L’amar per virtù appeared in again on a Venetian stage. Margherita Raimondi (Merisbe in L’amar; Florinda in Il duello) later became the wife of Tomaso Albinoni. The role of Rodrigo had now figured in three Venetian operas of the 1690s. Its popularity attests to the growing influence of Naples. 
The last work to be given in this succession at San Salvatore completed the 1699-1700 season. It was Silvani’s La pace generosa, again set by Ziani. Its dedicatee was Charles-Henri of Lorraine-Vaudemont, the governor general of Spanish Lombardy. The story was a somewhat fanciful based on the Roman occupation of the Rhineland. Subsequent to his negotiations for the wedding of Ferdinand Carlo of Mantua to Suzanne Henriette d’Elbeuf (1704), Charles-Henri acquired control of the lands around Casale Monferrato, which had previously belonged to groom, for Lorraine. 
V. Comedy again
Agents for Charles-Henri were undoubtedly involved in negotiating for appearances by Mantuan singers. The affairs of the duke of Mantua had been going from bad to worse from the time of his accession to the dukedom. He was a reckless spender and a profligate womanizer with a passion for horses (bred by the thousands in his lands around Casale Monferrato) and spectacle. Although in terms of both musical careers and royal lineages there had been close ties between Mantua and Vienna over the later decades of the seventeenth century, Ferdinand Carlo’s debts were such that in 1682 he accepted a generous life-time pension from Louis XIV. His acceptance resulted in his immediate dismissal from the honorary Venetian nobility and several other honorary positions. 
Ferdinand’s forced allegiance to the French crown became an awkward issue when the War of the Spanish Succession broke out late in the year 1700. It was a long war, in which the Empire and the French court contested the succession to the Spanish throne, to which both claimed title through complex family trees. The war was not entirely resolved until the peace of Utrecht (1714), but much of the early fighting took place in northern Italy, where duchies were beginning to collapse. The duchy of Mantua was threatened by lack of issue, which was to account for the duke’s pursuit of a second wife. The exiled court took up residence in Casale Monferrato in 1703. This had profound repercussions for performers of many kinds, for Mantua had cultivated   
Ferdinand’s allegiance to the French cause coincided, more or less, with the departure of Marc’Antonio Ziani for Vienna. It may be Ziani who kept opera going there in the 1690s. When he was affiliated with the Mantuan court, it would have served his purposes well to expose its myriad talents in Venice (his native city). San Salvatore was a clear victim of the outbreak of war, but it was not alone. Many singers were frozen in whatever place they happened to be in when the war began. 
<In a curious sense San Salvatore’s successor as an opera house may have been the struggling San Fantin, which operated from 1700 to 1720.>
There were no opera productions at San Salvatore after the 1699-1700 season closed. There may have been no autumn comedies either until 1703, when the troupe initially run by Teresa Costantini (detta Diana) was engaged. The blockade of Mantua at the end of 1701 had, according to Teresa, deprived her of many players. It was now a small troupe. The troupe had played instead in Lucca and Genoa. Although Teresa’s own career was already long, the troupe remained at San Salvatore until 1715.
Teresa’s primo inamorato was Luigi Riccoboni, who was soon committed to the restoration of classical models in historically authentic representations. His goal was to return the stage to its sixteenth-century virtues of excellent performance. He believed that a classical foundation should support the commedia. (Comedies were not necessarily humorous works. Many of Riccoboni’s were tragic.)  The house of Gonzaga was anathema to Riccoboni, who had resisted numerous invitations from it. Here he was on a collision course with Teresa, who was seeking Gonzaga protection early in 1703. The offer from San Salvatore spared her further negotiations. Riccoboni appeared in Venice soon after the collapse of the duchy of Modena, where he had most recently lived. 
Teresa was saddled with several problems. In her desperation for new comici, she hoped out loud for the break-up of other troupes troubled by the difficulties of travel and the uncertainties of having their contracts honored. It seems that she had depended on the good graces of “Marchese Beretti” [Lorenzo Versuzio Beretti Landi] to secure new players for her. He was a colorful figure who engaged in a whole series of unlikely activities as the War unfolded. Some of his ties were Swiss. He served briefly in the Swiss Guards, started a music festival in Berne, and eventually served as imperial ambassador to the Netherlands. He largely disappeared from Venetian life (and from Mantuan life as well) with the outbreak of war. 
Teresa particularly disliked the Andreucci sisters—Lavinia and Anna (Diamantina)—who, she held, despite their popularity on stage were disliked in public. Because of them, she said, Sig.r Vendramin had agreed to let the theater to a different troupe [that of Aurelia Coppa, previously on an exclusive contract at San Samuele] in order to raise the standards of the theater. Having been relieved of their positions at San Salvatore, she indicated, Lavinia had decided her best hope for the future was to fall in love with “our primo inamorato [apparently Riccoboni]. It was now the talk of the town.
 Teresa was keen to bring into her troupe Guido Ricchiari, the new Ottavio of Aurelia’s troupe,
 in lieu of Riccoboni. Ricchiari refused to work in a troupe under Mantuan sponsorship, however. By January 1703 she agreed to accept Angiola Grilli (against her earlier judgment) and soon thereafter she admitted Anna (?)Andreucci. Teresa had long refused to serve the duke of Mantua in his exile in Casale. 

Her troubles were hardly over. Taking advantage of the fluidity of affairs and the uncertainty of engagements in northern Italy, Riccoboni set about to form his own troupe. His aim was to take it to Vienna. When Diamantina set her own sights on the new troupe, Teresa sought intervention from the duke of Mantua. 
Theatrical relations between Mantua and Venice changed again in 1704, when the worst of the fighting nearby was over and when Count Lodovico Cremona was appointed the Mantua resident in Venice. Count Cremona, it turns out, was a quadruple spy, and Venice was a natural magnet, during the War of the Spanish Succession, for spies.<See Paolo Prieto.> This did not immediately benefit Teresa. In fact Rosa Grilli quit her troupe after “finding the music [!] hard to learn.” Comedy troupes had lately turned to offering musical numbers in their performances. They were not expected to be trained musicians, but increasingly they were expected to be able to be versatile enough to belt out a song, perform a dance, or play an instrument. When Goldoni began to get involved in Venetian comedy, he noted that typically comici could not read music but they were taught by rote memorization, usually by a harpsichordist or a violinist. (Small orchestras had become the norm in Venetian comedy houses by the late 1720s.) Teresa fared so poorly in relation to developing the musical skills of her troupe that her own son, Antonio Costantini, left if for the newly formed troupe of Angela Paghetti, once it had a contract in place in Verona. According to Teresa, he (now refuses to participate in any dances on the stage, at which he is very good( and said he sould ( not even make up half a part.( She had hoped he would dance at least three times a week, but she planned to (give away the [his] entire part.(  In Verona Costantini would have been in the company of Riccoboni, Rosa [Grilli?] Nobili, and other little-known players. 
In April 1704, Riccoboni wrote of his coming journey to Vienna. Teresa decided to engage the Andreucci sisters.

Riccoboni did gone back and forth to Vienna. Paghetti’s troupe played from time to time in Udine. By 1707 Riccoboni’s own troupe was settled in at San Salvatore. Its focus was on serious drama rev ived on the basis of sixteenth-century models but acted to a level not seen in Venice in recent years. His wife, Elena Baletti (the sister-in-law of Giovanni Bononcini) (Flaminia), was its biggest draw.  Some printed dramas that are associated with San Salvatore during Riccoboni’s years there include Tito Manlio (1707), Eumene (1709), Ifigenia in Tauride (1709), Le Merope (1714), Sesostri (1715), Il Solimano (1716), and L’empietà castigate nella caduta di Domitiano (1716). The last was by Gio. Battista Abbati. Some of the others were anonymous, but the Arcadian reformers Apostolo Zeno and Scipione Maffei also figure among the authors. 
Riccoboni went back and forth between Venice and Paris for the next five years, but his energies were invested mainly in the French capital. His formative Venetian experiences remained with him for the rest of his life, as his numerous theatrical reflections, penned largely in old age, show.
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Somewhat in contrast to this line of development was the early development (if one can call it that) of San Cassiano. 

==
When the first Teatro Tron was established in the parish of San Cassiano in 1568, long-term survival was neither anticipated nor encouraged. Expressions of concern that the public performance of comedies might lure the flower of Venetian nobility into the snares of those of ill-repute did not prevent the notion of public theater from flowering, but the reality was a faltering one which, even a century later, was prone to enormous vacillations between success and failure. 

Elsewhere in Italy, the sixteenth-century model of private commedia which was lavishly performed for important occasions prevailed into the seventeenth century. In fact, until the end of the seventeenth century commedia, often with a satirical twist, was a staple of Carnival entertainment in well-connected monastic institutions, such as the Seminario Romano, and in some cardinals’ courts. It was undoubtedly given by entirely male casts.  

Public comedy given by itinerant troupes was performed in every market town in northern Italy, often in association with the fair of a patron saint. Almost as peripatetic as the troupes were the profligate dukes and princes who were in thrall to particular comediennes. Yet denigration with which seicento sources speak of the vulgarity of public comedy has obscured an important point: among these ladies of questionable virtue we also find early opera performers, for, as we know from the example of Monteverdi’s Orfeo, dynamic actresses with skill at provoking emotions were in greater demand than static singers of known virtuosity. 
As a public venue for comedy, San Cassiano (a succession of two theaters which operated by fits and starts in the parish of the same name) had no competition until 1622, when San Salvatore was first established. It was not much of a competition, since the two theaters were on opposite sides of the Grand Canal, more or less equidistant from the Rialto Bridge. Public access (even for performers) was from the water only. Of the two San Salvatore was more accessible from the Grand Canal (San Cassiano was at the junction of two quite narrow canals). 
<troupes to 1661>
San Salvatore was unusual in that it hosted comedy exclusively before 1661 and after 1748. Even during its four decades as an opera house, it offered comedies in the autumn and operas in the winter. 

Source survival:

The rate of source survival is much higher for San Salvatore than for San Giovanni. This may indicate nothing more than differences of patronage. San Giovanni’s scores disappeared with regularity. Many of them seem to have been lured to Naples. There is  an unusually high concordance of common subject matter between San Giovanni Grisostomo and the repertory of Alessandro Scarlatti. Yet the limited survival of parallel scores does not attest to anything awry. 
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