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Introduction

Theatres and the management of opera in Istria and Dalmatia:
the project

The present research intends to trace the presence of opera and reconstruct the organisa-
tional system in the theatres situated along the coastline of present-day Croatia in the period
immediately following the constitution of the first Diet of Dalmatia (1861) until the end
of the First World War. The period is sufficiently broad to permit us to understand and
define the workings of both the impresario system and the opera circuits operating in the
area. The study aims, therefore, to provide notes for a history that is at present lacking. In
the process it will contextualise the historical documentation discovered, so that it can be
correctly assessed and interpreted. With the benefit of the material hitherto collected in the
archives, museums and libraries of the area, we can reconstruct — not always, unfortunately,
in a complete form — the relationships between impresarios and theatre managements, map
the movements of the impresarios and agents, and identify the contacts between the pub-
lishers (and their representatives) and the coastal area.

In the sixty-year period under consideration, we encounter theatres of different types
and sizes along the Adriatic coast. Starting from the north, the first to be taken into con-
sideration is the Politeama Ciscutti of Pula (Pola), named after Pietro Ciscutti, a man
viewed as a benefactor of the city, who built the new theatre in 1881 after demolishing
the old one he himself had erected in 1854." On the seating capacity of the Politeama the
sources disagree. It is likely to have had around 800 seats when the town had around
30,000 inhabitants, in spite of claims published in the Gazzetta Musicale di Milano that
the theatre could hold as many as 2,800, or according to other sources, 2,200 or 1,800.
Further down the coast we come across the Teatro Adamich of Rijeka (Fiume), with seat-
ing for about 1,000 (built when the town had a population of about 10,000)? and, later,

1 The theatre built in 1854 suffered losses for around twenty years and made a heavy dent in the found-
er'’s estate; “Quanto Pola deve a Pietro Ciscutti”; see L'’Eco di Pola, 26.1.1890. In actual fact the new
Politeama had opened, semi-unofficially, in 1880 with the equestrian company of Alexandro Stekel. It
officially opened, however, with a performance of Ruy Blas on 24 September 1881.

2 “The theatre is very fine. It holds 2,800 people and closely resembles the Teatro Dal Verme” (“II teatro
¢ molto bello, pud contenere 2800 persone e ricorda assai il Dal Verme”); “Teatri — Pola”, Gazzetta
Musicale di Milano, anno XXXVI, no. 40, 2.10.1881, p. 358.

3 On the Teatro Adamich, see the section devoted to it in Giovanni Kobler, Memorie per la storia della
liburnica citta di Fiume, Mohovich, Rijeka 1896, p. 34.
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20 Introduction

the Teatro Comunale, inaugurated in 1885 and with a seating capacity of 1,240.* South
of Rijeka, Zadar (Zara) founded its Teatro Nuovo in 1864, following the demise of the
Teatro Nobile; it had a slightly greater seating capacity of around 1,500.% Further south
still, the smaller town of Sibenik (Sebenico), with its 7,000 inhabitants, had a theatre
with limited operatic activity, also judging from what was written in the guidebooks of
the period: “Teatro Mazzoleni. Open very rarely” (Aperto assai di rado).7 At the time the
theatre was the property of the Mazzoleni family and had been founded by the tenor
Francesco Mazzoleni,® a singer who was in direct contact with Giuseppe Verdi and was
also an uncle of the famous soprano Ester. It was later run by various distinguished mem-
bers of the family, among whom the lawyer Enrico, Paolo (Francesco’s brother),? and the

4 On the Teatro Comunale of Rijeka a good source is Nana Palinié, Rijecka kazalista, Drzavni arhiv u
Rijeci, Gradevinski fakultet Sveucilista u Rijeci, 2016, or the previous article Nana Palini¢, “Rijecka
kazali$ta”, Vjesnik DrZavnog arhiva u Rijeci, XXXIX (1997), p. 169—240. Ruck Lovorka, “Operni
zivot u Rijeci u razdoblju od 1870. do 1930. godine”, in Antonio Smareglia i njegovo doba, edited
by Ivana Paula Gortan Carlin, Polivalentni kulturni centar Istarske Zupanije, GroZnjan 2000,
pp. 167—212, also provides a list of the opera performances given in Rijeka from 1870 to 1930 at
the Teatro Civico, the Anfiteatro Fenice and the Teatro Comunale. On the activities of the theatre
in Rijeka, see also Radmila Matej¢i¢, “Opéinsko kazaliste od osnutka do Drugoga svjetskog rata”,
in Narodno kazaliste Ivan Zaijc Rijeka, Narodno kazaliSte “Ivan Zaijc” i Izdavacki centar Rijeka,
Rijeka 1981, pp. 25-37.

5  The Deed certifying the foundation of the theatre (Atto di erezione del reatro), dated 16.1.1864, is pre-
served in HR-DAZD-252, folder 1.

6 The management of the theatre in Zadar defined it as being of “medium capacity like for example the
Teatro Armonia of Trieste” (“media capacitd quale per esempio 'Armonia di Trieste”); see the Letter from
the theatre management of Zadar to the theatrical agency of Sante Utili, Zadar, 6.2.1883, HR-DAZD,
folder 6.

7 Giuseppe Marcotti, L/Adriatico Orientale, Bemporad, Firenze 1899, p. 211.

8  The theatre was subsequently named after him: “Desirous of seeing his homeland and relatives again,
in July 1871 [Francesco Mazzoleni] makes his way to Dalmatia, and in Sibenik creates a splendid
academy and devotes it to three virtuous aims. His fellow citizens receive him with great displays of
affectionate esteem: and the board of the theatre, mindful that without Mazzoleni’s most generous
contribution this elegant temple of the Muses would not have arisen, and most grateful that he wanted
to honour it in this way, in its first session unanimously names the theatre, which first had been called
the Teatro Sociale, after the illustrious artist and fellow citizen.” (“Desideroso di rivedere la patria e
i congiunti, nel luglio del 1871 [Francesco Mazzoleni) si reca in Dalmazia, ¢ a Sebenico da una splen-
dida accademia e la devolve a tre scopi pii. I suoi concittadini lo accolgono con grandi dimostrazioni
di stima affettuosa: e la societa del teatro, memore che senza il generosissimo concorso del Mazzoleni
non sarebbe sorto quell’elegante tempio delle muse, e gratissima ch’egli I'abbia voluto in tal guisa
illustrare, nella prima sua tornata ad unanimita intitola il teatro, che dapprima chiamavasi sociale, dal
nome dell'illustre artista concittadino.”); Luigi Maschek, Manuale del Regno di Dalmazia, Woditzka,
Zadar 1876, vols. VI and VII, p. 240.

9  See the entry “Mazzoleni, Paolo”, in Daria Garbin — Renzo de Vidovich, Dalmazia Nazione. Dizion-
ario degli Uomini Illustri della componente culturale illirico-romana latina venera e italiana, Fondazione
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Theatres and the management of opera in Istria and Dalmatia: the project 21

pharmacist Giovanni (Paolo’s son and Ester’s brother), who would later succeed his father
in the management of the theatre.

Further south was the more populous city of Split (Spalato), which had 10,787 inhab-
itants in 1860,° and 15,700 in 1899, of which only 2,000 were Italian.” The first func-
tioning theatre was the Teatro Bajamonti, with a seating capacity of around 1,400-1,500,
inaugurated on 27 December 1859, followed by the Teatro Nuovo, by which time the
city had passed from an Italian administration to the Croatian government of Gajo
Filomen Bulat. The last theatre in this series is the Teatro Bonda of Dubrovnik (Ragusa),
founded just a few years after the Teatro Bajamonti by the nobleman Luca Bonda in a
town which, at the time, was not much larger than Sibenik. The theatre, which aimed
to “imitate the modern theatres of the principal cities of Italy”,” was also, in its con-
stitution, a teatro sociale like those mentioned previously, with Bonda having quarter
ownership and the remaining three-quarters in the hands of those who had bought the
boxes. We have no information on its size, but the guide-books of the period speak of a
“small but delightful theatre”.™

The principal theatres hosting the events featured in this research are here summarised
in the following table:

Scientifico Culturale Maria e Eugenio Dario Rustia Traine, Trieste 2012, p. 309.

10 The figure is taken from Mirjana Skunka, “Politische Aspekte des musikalischen Lebens von Split zur
Zeit der kroatischen Wiedergeburt (1860-1882)”, International Review of the Aesthetics and Sociology of
Music, XX/2 (1989), pp. 141-67.

11 These Italians for the most part retained the customs and traditions of the preceding Venetian domina-
tion, according to Marcotti: “While the suburbs contribute a large contingent of agricultural workers,
Croatian for the most part, the cultured bourgeoisie, which is civilised and well-off; is almost exclu-
sively Italian, and has strictly Venetian traditions and customs [...]” (“Mentre i sobborghi portano un
grosso contingente di agricoltori alla maggioranza croata, la borghesia colta, civile e facoltosa ¢ quasi
esclusivamente italiana, ha tradizioni e abitudini strettamente veneziane [...]”); Marcotti, L'Adriatico
Orientale, p. 227.

12 “It has a capacity of between 1,400 and 1500; it has four tiers of boxes: 24 on the ground floor, 25
in the first and second tiers, and 8 in the third; the rest of the third tier is devoted to the gallery for
the people.” (“E capace dalle 1400 alle 1500 persone; ha quattro ordini di palchetti: 24 palchetti nel
pepiano, 25 nel primo e secondo ordine ed 8 nel terzo; il rimanente del terzo ¢ ridotto a loggione
pel popolo.”); Illustrazione del Teatro Bajamonti in Spalato, Oliveti e Giovannizio, Split 1860, p. 9,
20.

13 “imitare i moderni Teatri delle principali Citta d’Italia”; Programme. Dubrovnik, 25. 11.1862, HR-DAD:
Op¢ina Dubrovnik, Izdvojeni spisi Kazalista, folder 1.

14 “Bonda gegriindete wohl kleine, aber nette Stadttheater”; see Reinhard E. Petermann, Fiihrer durch
Dalmatien, Holder, Wien 1899, p. 474.
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22 Introduction
City Theatre Year of Foundation Seats Inhabitants in 1899"
Pula Politeama Ciscutti 1881 800 32,000'¢
[1,800
2,800]
Rijeka Teatro Adamich 1805 1,000 10,000 (pre-1899) / 20,000
Teatro Comunale 1885 1,240"7
Zadar Teatro Nuovo 1865 1,500 12,800
Sibenik Teatro Mazzoleni 1870 1,000 7,000
Split Teatro Bajamonti 1859 1,500%° 15,700%
Teatro Comunale 1893 1,000
Dubrovnik | Teatro Bonda 1863 n.f. 7,200

All of the above theatres stood in harbour cities, situated in an area that was inhabited by

a population of mixed ethnicity, i.e. Italian and Croatian (but also German and Slovene

in the case of the Istrian peninsula),”> and had been under Austrian domination for some

15

16

17

18

19

20

21

22

The data on the number of inhabitants for each location are drawn from the guidebook Marcotti,

L’Adriatico Orientale.

According to the impresario Alberto Vernier, in the article “Per la pura veritd”, LEco di Pola, 28.11.1896,
the number of inhabitants only three years previously, in 1896, was 38,000.

The number given in a typewritten note of the theatre management of Rijeka in 1918 is 1,550: “Das
hiesige Stadt-Theater kann ein Maximum von 1550 Besucher fassen”, Rijeka, 5. 4.1918, HR-DARI-s57,
folder 562/1.

The population was between 7,000 and 10,000 in the year of the theatre’s foundation (see Katica Buri¢
Cenan, Dokumentalisticki pristup i obrada informacija o glazbenom %ivotu grada zadra od 1860. do prvoga
svjetskog rata, doctoral dissertation, University of Zadar, Zadar 2016, p. 261) and 28,230 in 1902, accord-
ing to the Guida itinerario dell'Italia e di parte dei paesi limitrofi. Parte 3. Annuario.1896—1903, Touring
club ciclistico italiano, [Milano] 1902, p. s1s.

According to a note from the artistic direction of the Teatro Mazzoleni in the early years of the 20th century,
it had 800 seats; see Sheet of paper “Teatro Mazzoleni — Sebenico (Dalmazia)”, HR-DASI-103, folder 2a.
On the other hand, the official advertisement of the theatre, again from the early years of the century,
gives the figure as “around 1,000 seats” (cirea 1000 posti), HR-DASI-103, folder 2a. Today the theatre has a
seating capacity of 500; see http://www.hnksi.hr/stranice/hrvatsko-narodno-kazaliste-u-sibeniku/3.heml.
According to an article referring to the initial project, the figure is 1,800; see “Il nuovo teatro a Spalato”,
1l Diritto Croato, 30.1.1889. The number was subsequently rectified to 1,500; see “Il teatro comunale di
Spalato”, I/ Diritto Croato, 2. 4.1890. 1,500 is the number of seats also given in Mirjana Skunca, Glazbeni
zivor Splita od 1860. do 1918, Knjizevni krug, Split 1991, p. 43 and Dusko Keckemet, Ante Bajamonti i
Split, Split 2007, p. 213.

Karl Baedeker’s guide gives the number as 22,716 in 1891; see Karl Baedeker, Southern Germany and
Austria, Including Hungary, Dalmatia and Bosnia. Handbook for Travellers, Dulau and Co., London 1891,
p- 431. The number of inhabitants is said to be 16,000 in 1900. According to Ke¢kemet, around 1860
Split had about 13,000 inhabitants; Dusko Ke¢kemet, Antonio Bajamonti e Spalato, Societa Dalmata
di Storia Patria, Venezia 2010, p. 35.

“The whole coast of Istria”, wrote Charles Yriarte in 1874, “is Venetian by tradition and origin; the whole
of the countryside is Slavic, and this latter element constitutes over two thirds of the total population.
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time. As is well known, the rule of the Serenissima Republic of Venice over this area ended
in 1797, to be followed by the Habsburg period, which lasted until 1918. Although there was
a brief Napoleonic interlude between 1806 and 1813, when Istria and Dalmatia were offi-
cially united by Napoleon to the Kingdom of Italy, after seven years the Austrians regained
control of both the Istrian peninsula and the Dalmatian coast.

These theatres have been brought together to form a common subject of discussion,
since they shared common organisational practices, procedures and customs that were
distinct from those prevailing in the inland cities of Zagreb, Osijek or Ljubljana. While
the hundreds of correspondences found in the coastal archives almost never mention the
operatic life in the inland cities, this is in strong contrast to the close attention paid to what
happened in their fellow cities, either with the purpose of imitating their good practices
or perhaps, at times, just to criticise their work. The impresarios and agents writing to
the coastal theatres were attracted by the opportunity of offering their services in one or
other of the neighbouring theatres as well. Once they had arrived in the area, they enter-
tained the idea of moving either northwards or southwards along the coast, rather than
follow other routes. What these theatres had in common, in addition to the multi-ethnic
context in which they operated, was that in the overwhelming majority of cases the opera
seasons they presented were produced by Italian companies and impresarios. For all of
these reasons, they have been grouped together and considered as a category: that of the
‘theatres of the eastern Adriatic’.

All along the coastline there were also other very small Italian theatres for which the doc-
umentation available today is very scant. Pore¢ (Parenzo), which had a municipal theatre
of 465 seats inaugurated in 1887, hosted just a few evenings of “musica ¢ canto” » The same
applied to the Teatro Bonetti of Mali Losinj (Lussinpiccolo), where opera performances are

The German element consists above all of employees and soldiers: representatives of the central power,
who come from within Austria and often consider themselves as exiles in this remote land, unhappily
comparing it to the delightful valleys of Styria and the fair provinces of the Archduchy of Austria. The
language used in the cities is Italian; great efforts are made to introduce the use of German. In the
towns of the coastline and those of the interior the small tradesmen speak Slavic owing to the need to
make themselves understood by the farmers on market days.” (“¢ veneta per tradizione e per origine;
tutta la campagna ¢ slava, e quest’ultimo elemento costituisce oltre due terzi della popolazione totale.
Lelemento tedesco si compone soprattutto di impiegati e militari, rappresentanti del potere centrale,
che, venuti dall’interno dell’Austria, si considerano spesso come esigliati in questo paese perduto, raf-
frontandolo con rammarico alle ridenti valli della Stiria e alle belle provincie dell’arciducato d’Austria.
La lingua in uso nelle citta ¢ l'italiana; si fanno grandi sforzi per introdurvi la tedesca. Nelle citta del
litorale e in quelle dell’'interno i piccoli commercianti parlano slavo per la necessitd d’intendersi coi
contadini, n¢’giorni di mercato.”); Charles Yriarte, Trieste e ['Istria, Treves, Milano 1875, pp. 46—47.
23 See Sheet of paper (untitled) in HR-DAPA-28, folder 147. On musical life in Pore¢, see Ivana Paula
Gortan Carlin, “KazaliSte Giuseppe Verdi’ u Pore¢u od 1887. do 1918.”, in Zbornik radova Ruralna i
urbana glazba istarskog poluotoka, edited by Ivana Paula Gortan-Carlin, Katedra Cakavskog sabora
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known to have been infrequent, while in the theatre of Rovinj (Rovigno), inaugurated in 1854,
operas were produced with the orchestras “positioned in the stalls in front of the stage”.>

At the Teatro Comunale of Labin (Albona), founded in 1843, there is no evidence of opera
performances. Nor is there in Pazin (Pisino). Here, with minor exceptions, the events were
mainly balls, social occasions, meetings, lectures, and demonstrations of Italian patriotism,
given first at the Teatro Lucigrai, then in the Sala Camus, and later still in the Teatro Depiera,
demolished in 1909; the new Teatro Sociale was built in 1912. In Trogir (Trat1) there was a
small venue, but it was never used for theatrical productions, only for social dances during
the Carnival season.>* Nor was there a real theatre in Kor¢ula (Curzola), but just a small
“Sala Teatrale”.>” Concerning the Teatro Dojmi of Kotor (Cattaro, today in Montenegro),
a very small number of programmes have been found that testify to performances of opera
buffa, but in general no news of other productions has been found.?® The same applies to
the Teatro Sociale of Koper (Capodistria), the Teatro Biondi of Hvar (Lesina),? and even
the theatre of Makarska (Macarsca). We can therefore assert with reasonable certainty that
even if further archival material were to emerge, any fresh information would not signifi-
cantly alter the overall picture in statistical terms.

This widespread undergrowth of small-scale theatres, in which opera was, understanda-
bly, either very rarely presented or completely absent, serves to highlight, by contrast, the
greater importance of the eight principal theatres listed in the table above, in which there
was indeed a genuine and continual passage of singers, orchestral musicians and impresa-
rios. A final note, however, must be added about the Teatro Bonda of Dubrovnik. Here,
unfortunately, the complex and incomplete documentation does not permit us to broaden

za glazbu, Novigrad 2010, pp. 45—62 and the same author’s Glazbeni Zivor Poreéa i okolice 1880.—1918,
Master’s dissertation, Filozofski fakultet, Zagreb 200s.

24 “sistemate in platea davanti al palco”; https://pour.hr/it/informacije/o-kazalistu-kinu-antonio-gandusio
[accessed 1.9.2022].

25 If we except the 1904 production of Alfredo Soffredini’s 7/ piccolo Haydn, performed by the students
of the local gymnasium, the old theatre did not host opera companies. At the new theatre, however,
there were performances in 1913 by the Castagnoli company of La Favorita, Il barbiere di Siviglia, Lelisir
d'amore and Don Pasquale. On the theatre of Pisino, see Nerina Feresini, 1/ zeatro di Pisino, Manfrini,
Trento 198s.

26 As mentioned in the Letter from the district captain of Split to the lieutenancy (/uogotenenza) of Zadar,
Split, 15.9.1881, HR-DAZD-562, folder 1.

27 On the theatrical and musical performances in Kor¢ula, see Cvito Fiskovi¢, “Kazalidne i glazbene
priredbe u Kor¢uli u XIX stolje¢u”, Dani Hvarskoga kazalista: Grada i rasprave o hrvatskoj knjizevnosti
i kazalistu, /1 (1975), pp. 123—20L.

28 In fact Kotor’s dealings with music and Italian musicians were infrequent, as also indicated in Feri
Pauer Peretti, “La vita musicale della Dalmazia®, Rivista dalmatica, XX1I1/2 (1942), p. 12.

29 A Statute of the theatrical society of Lesina, dated 1906, with the names of 33 members is preserved at
the State Archive of Zadar in HR-DAZD-562, folder 3.
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the scope of our study, or to make meaningful comparisons between this theatre and the
state of affairs in the other cities of the Dalmatian coast.

State of the art, archival material and types of sources

The majority of the documents referred to in this research are unpublished, given that over
the years the subject has been tackled only partially. While it is true that there are studies
in Croatian on some of the coastal theatres, for the most part these works refer either to
the individual histories of the theatres or, more generally, to the musical life (not necessarily
connected to opera) in the separate cities concerned. Some of these studies focus princi-
pally on the theatre ‘building’, detailing its architectural and constructional features, and
explore neither the performance aspect nor the network with the other theatres. There are
also studies on the Balkan area more generally,*® but they concentrate on different material
from that of the archives consulted here.

As for the bibliography in Italian, it is practically non-existent and, for the most part,
unscholarly. Moreover, if we refer to the literature of a few decades ago, we find material
that has a strong political bias. Hostility towards the ‘Slavic’ element was already con-
spicuous in an anonymous report of 1932 found among the papers at the Teatro Verdi in
Zadar. In this city the Teatro Sociale Giuseppe Verdi was apparently built “in the dark
times of foreign domination” (negli oscuri tempi della dominazione straniera) as a sacred
temple to the cult of art and the fatherland, and it “struggled in their name for over a
half century against Slavic barbarity, which, after criminally allying itself with Austrian
highhandedness and burning down the theatre built by Antonio Baiamonti, set up the
Balkan Narodno Kazaliste of Split against it, with the aim of destroying it”. The theatre
of Zadar — the statement went on — continued up until 1914 in its role of “radiant beacon”
(faro irradiatore) of ltalic culture in the Slavic near-east and as a centre of attraction for
all the Italians of Dalmatia, notwithstanding all the “dirty tricks” (canagliate) allegedly
perpetrated by the enemies.

Even texts from the 1950s are profoundly biased. An example is provided by Salvatore
Samani, written at the time when the theatre in Rijeka, previously named after Verdi, was

30 Tatjana Markovi¢, for example, has for some years been working on the contextualisation of opera
and national identity in southern European countries (see the projects The Role of Opera in Construct-
ing National Identity of Southeast European Countries and Opera and the Idea of Self-Representation in
Southeast Europe, both financed by the Austrian Science Fund for scientific research FWF).

31 “lottd in loro nome per oltre mezzo secolo con la barbarie slava che, delittuosa alleata della prepo-
tenza austriaca, incendiato il teatro eretto da Antonio Baiamonti, gli oppose per abbatterlo il balca-
nico Narodno Kazaliste di Spalato”. Typewritten report without title or signature, [Sibenik], 1932,
HR-DAZD, folder 29.
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re-dedicated to the composer Ivan Zajc. Samani was the author of // teatro nella storia di
Fiume, alecture published by the Lega Fiumana of Padua in 1959: “The Yugoslavs, for whom
the name Verdi seemed not good enough,” wrote Samani, “with an execrable affront, have
dedicated it to that obscure music master already mentioned earlier, that Giovanni Zaitz,
who for some years had been orchestral conductor in Rijeka during the Croatian occupation
of 1848 and had then gone to Vienna before concluding his inglorious career in Zagreb”.
The “obscure music master” with his “inglorious career” had thus already been judged and
branded. Such material is highly prejudiced in its terminology and can be perhaps used
only to contribute to sociological studies focusing on the tensions between the Italian and
Croatian populations after the two World Wars. In general, the material in Italian, which
suffers from a desire to reassert the degree of ‘Italianness’ in Dalmatia, abandons all pretence
of detachment and objectivity. In other languages there is even less material. There is more
information, however, on the periods preceding the second half of the 19th century.” What
is still lacking is an overall vision of the region, and to date the literature, though mostly of
high quality, is partial and not focused on the subject in question. Considering, therefore,
the lack of a reference bibliography, the present research has been carried out almost entirely
on the basis of primary sources.

The observations made here are the result of examining the substantial documentary
material preserved in the State Archive of Pisino, the University Library of Pula, the State
Archive of Rijeka, the Maritime and Historical Museum of the Croatian Littoral, the State
Archive of Zadar, the State Archive of Sibenik, the City Museum of Split, the Karlo Grenc
Foundation, the State Archive of Dubrovnik and the State Archive of Trieste. The man-
uscript and printed materials were digitalised and work was carried out on over 24,000
photographs. The longest and most complex stage of the work consisted in collecting and
selecting the material and comparing the different types of sources. Given the sheer quan-
tity of materials examined, the reader of the published book may well remain unaware of
exactly how much is hidden from view.

32 “Glijugoslavi cui pareva poco il nome di Verdi, con immondo sfregio, 'hanno dedicato a quell’oscuro
maestro di musica, gia ricordato, quel Giovanni Zaitz, che durante 'occupazione croata del 1848 era
stato per alcuni anni direttore d’orchestra a Fiume e poi se n'era andato a Vienna per concludere la
sua ingloriosa carriera in Zagabria.”; Salvatore Samani, 7/ Teatro nella storia di Fiume, Lega Fiumana di
Padova, Padova 1959, p. 21.

33 See, for example, the published works of Ennio Stipcevi¢, “Diffusion de 'opéra italien sur la cote
Est de I’Adriatique aux XVIIe et XVIII siécles”, in Dune scéne a lautre, l'opéra italien en Europe: Les
pérégrinations d’un genre, edited by Damien Colas and Alessandro Di Profio, Mardaga, Wavre 2009,
pp. 53—64, or “La cultura musicale in Istria e in Dalmazia nel XVI e XVII secolo. Principali caratteri-
stiche storiche, geopolitiche e culturali”, International Review of the Aesthetics and Sociology of Music,
XXII1/2 (1992), pp. 141-52.
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The most interesting source of documentation, in terms of both quantity and novelty
interest, is very likely the fondo (or record group) of the Teatro Mazzoleni in Sibenik, with
its fifteen folders of material relating to the activities of the theatre, now preserved at the
State Archive of that city. There is today just one study documenting the activities of this
institution; it is in Croatian and by now not even recent.>* The most disappointing situ-
ation, on the other hand, concerns the documentation for Dubrovnik. The archivists do
not rule out the existence of surviving correspondences, but they would be uncatalogued
and comprised within the record group relating to the city council, which is indeed a very
sizable collection of documents. In general, we can say that there is better documentation
for the theatres that received public funding than for the private or semi-private theatres,
where preservation is patchier. This can create problems when trying to make comparisons
on various subjects connected to the management of opera, since the quantity of archival
material in the various fond; of the respective theatres is uneven. As a rule, a theatrical fondo
contains different types of document, not all relating to opera. In archives like these the
documents dealing with opera are mixed up with those concerning spoken theatre, operetta,
and also the general expenses of the theatre, not to mention correspondences not necessar-
ily connected to the organisation of opera productions. Hence the pressing need to make
a basic preliminary sort of the archival material and to work on a wide variety of sources.
— First of all, we find manuscript and typewritten correspondences between impresarios

and theatre managements, or between agents and theatre managements. Mostly it is a
matter of impresarios presenting their repertoire operas and their lists of singers: this is
the commonest and most plentiful type of correspondence found. The names of many
impresarios working in the area are still today unknown; the majority appear neither in
the list deposited by John Rosselli at the present-day Department of the Arts of the Uni-
versity of Bologna in the 1980s% nor in the bio-bibliographic dictionary of the theatrical
agents working in 19th-century Milan drawn up by Livia Cavaglieri.*

— We also have the reverse type of correspondence; in other words, letters from theatre
managements dictating their conditions to impresarios: the number of repeats for each
opera performed; the number of orchestral players and chorus singers they could guar-
antee; the division of the proceeds and expenses;?” and all the clauses relating to the
organisation of a season. These, however, survive in distinctly lower quantities than the

34 Ivo Livakovi¢, Kazalisni Zivor Sibenika, Muzej Grada Sibenika, Sibenik 1984.

35 John Rosselli, Elenco provvisorio degli impresari e agenti teatrali italiani dal 1770 al 1890, printout pre-
served at the Dipartimento delle Arti, University of Bologna, 1982.

36 “Dizionario bio-bibliografico degli agenti teatrali attivi a Milano nell’Ottocento”, in Livia Cavaglieri,
Tra arte e mercato. Agenti e agenzie teatrali nel XIX secolo, Bulzoni, Roma 2006, pp. 303—402.

37 For example, the proceeds from the entrance tickets (which went to the impresario), the rental of the
boxes (from which the management profited), the money offered by the management to the impresa-

rio per evening, etc.
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previous category. Given that we are here dealing with outgoing correspondence (from
theatre management to impresario), the material either survives in copies or is collected
in letter books. Not everything, however, is to be found in the letter books. What is
missing would need to be hunted down principally in the archives of the Italian theatres,
at least the most important ones, or in the archives of impresarios. We know that the
latter option is the less likely, given that today there are very few surviving collections
of an impresario’s papers. Unfortunately the letter books relating to the Teatro Nuovo
of Zadar are for the most part illegible, since the ink has faded. In this type of corre-
spondence we may discover, for example, if the theatre owners (or, more generally, their
managers) exerted any artistic influence on the actions of the impresarios who organised
the seasons, or if there were artistic preferences that distinguished the programming of
one theatre from that of others.

Occasionally there are correspondences between theatre managements and the artists
themselves (singers or orchestral musicians). These are infrequent, however, since they
would normally be conducted with the person contracting the theatre. Any letters would
therefore need to be sought directly in the archives of the impresario (hence with the
problems mentioned above).

There are also the correspondences between theatre managements and the box-own-
ing families or shareholders, for in most cases the theatres concerned were “teasri
sociali”, i.e. theatres that were the property of the box-owning sharcholders. These
documents can help us to identify the local bourgeoisie and the remnants of the old
nobility that went to the opera. The lists of the shareholders convened for periodic
meetings also offer us a clear cross-section of the community that attended the the-
atre seasons, thereby also providing material useful for those wishing to engage in
sociological investigations.

The official documentation relating to meetings, where available, can tell us about the
contents of the meetings held either among members of the management or between
the management and the sharcholders. This type of document gives us an idea of the
proposals made for an opera season and of how they were managed.

Then there are the statutes of the theatre — i. e. the type of document that attempts to define
how the theatre functions and is organised — and the tender specifications (or capitolati
d appalro). Either could be in manuscript or printed. Unfortunately, in the archives the
capitolati have not survived for all the opera seasons of the historical period concerned.
If they had, it would have been possible to analyse more precisely how the needs of the
theatre managements and the preferred types of opera production evolved over the years.
One of the more interesting types of surviving document is that of the Austrian police
records concerning operations of censorship on opera texts. Their incomplete distribu-
tion over the whole area, however, makes it difficult to make a thoroughgoing exami-
nation of the subject.
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— Of great use are the documents relating to expenditure, in particular the so-called “small
expenses’ (piccole spese), which also recorded all of the theatre’s outgoing correspondence,
with the aim of keeping note of the costs. In this way we learn who the correspondents
of the various theatres were.

— We also have engagement contracts with artists and impresarios, both in manuscript
and — later — printed form. Though preserved in very small numbers over the area (com-
pared to the number of contracts actually signed in that period), they nonetheless clarify
the terms of engagement and define the obligations of each party. The contracts could
be concluded either between the theatre management and the impresario, or between
impresario and artist, perhaps with the intermediation of a theatrical agency.

— 'The bordero for individual evenings,® recording all the data concerning the number of
tickets sold for the respective stools (scanni), boxes and seats in the parterre and gallery,
as well as the expenses for the orchestra, theatre staff, guards and police, etc., give us a
good idea not only of the size and type of audience present at each performance, but
also of the takings and expenses for each evening.

— Also to be found in these archives are scores, librettos, small notices and posters (these
last mainly at Sibenik), and occasionally photos of artists. In this regard (even if this is
not the main concern of the present research), it is worth drawing attention to the need
to digitise and preserve this material, in the hope that specific projects will be dedicated
to them in the near future.

Unfortunately we have no documentation on the stagings themselves; in other words, on
the actual opera productions. We can therefore agree with what has already been noted by
Jutta Toelle with reference to certain Italian theatre archives. The fondi examined here rarely
include documents that concern opera as an art form. For the most part they are technical

documents whose main subject is money or purely and strictly organisational matters.?

38 An carly definition of the bordero is given to us by Consiglio Rispoli: “The accounts are done almost
always between the impresario and the company at the end of the run of performances, based on the
evenings bordero, that is on the lists of the takings and common expenditures that are drawn up evening
by evening by the ticket clerk and by the secretaries of both the impresa and the company” (“I conti
si fanno quasi sempre tra impresario ¢ compagnia al termine del corso delle rappresentazioni, sui bor-
dero serali, cio¢ su’ listini degli incassi e delle spese comuni, compilati sera per sera dal bigliettinaio e
da’ segretari dell'impresa e della compagnia”); Consiglio Rispoli, La vita pratica del teatro, Bemporad,
Firenze 1903, p. 149.

39 “Most of the documents consulted are about money, many about technical procedures, disputes over
competence or political discord. Hardly once is opera addressed as an art form, and rarely are artistically
or even musically based choices discussed.” (“In den meisten der eingeschenen Dokumente geht es um
Geld, in vielen um technische Abliufe, Kompetenzstreitigkeiten oder politischen Zwist. Kaum einmal
wird die Oper als Kunstform thematisiert, selten werden kiinstlerisch oder gar musikalisch begriindete
Entscheidungen diskutiert.”); Jutta Toelle, Oper als Geschiift. Impresari an italienischen Opernhiusern
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Even though certain printed documents found among the archival material are even tri-
lingual (Italian, German and Croatian), such as the receipt slips used for sending telegrams
and the correspondence cards widely used by the impresarios for communicating with the-
atre managements,* most of the manuscript documents are in Italian. In fact, ever since
the beginning of Napoleonic rule, Italian had been adopted as the official language for the
area in consideration. Moreover, the use of Italian has its own logic if we also bear in mind
that most of the people corresponding with the theatres were indeed Italian. Over the years,
however, the presence of Italian was to decline, also due to the policy of ‘de-Italianising’
Istria and Dalmatia encouraged by the Emperor Franz Joseph from 1866 onwards.# This
phenomenon was more pronounced in the cities of Sibenik and Split: in Sibenik Italian and
Croatian mayors alternated in power from the year 1872, whereas in Split the administration
of the city shifted from Italian to Croatian in 1882. Towards the end of the 19th century the
Austro-Hungarian empire retained the use of Italian in the public administration of the
coastal areas while trying to replace it gradually with German: a development that in fact
never took place. The Croatian spoken by the wider population was officially introduced
into the schools and government offices of Dalmatia only after 1912, in spite of fierce resist-
ance from the Italian community.#

1860—1900, Birenreiter, Kassel 2007, p. 13. Although Toelle refers to what she found in the archives of
the Teatro alla Scala in Milan, the Teatro La Fenice in Venice and the Teatro Regio in Parma, the sit-
uation concerning the archival material of the coastal theatres is no different.

40 The telegrams carried the trilingual heading “Aufgabeschein / Primka / Certificato di impostazione”,
while that for the postcards was “Correspondenz-Karte / Dopisnica / Cartolina di corrispondenza”.

41 On 12 November 1866 Franz Joseph had ordered the Crown Council to resist the influence of the
Italian community resolutely: “His Majesty has ordered that the influence of the Italian elements still
present in certain Lands of the Crown be contrasted in the most resolute way with the appropriate
appointment of political and court officials and teachers, and with the influence of the press in South
Tyrol, Dalmatia and the coastal regions, and that the Germanisation or Slavicisation of the relevant
parts of the Country be pursued with all the energy possible and without any hesitation, depending
on circumstances. His Majesty imposes an obligation on all central offices to act in this manner as
planned”. (“Se. Majestit sprach den bestimmten Befehl aus, dass auf die entschiedenste Art dem Ein-
fliisse des in einigen Kronlindern noch vorhandenen italienischen Elementen entgegentreten durch
geeinignete Besetzung der Stellen von politischen, Gerichtsbeamten, Lehrern sowie durch den Einfluss
der Presse in Siidtirol, Dalmatien und dem Kiistenlande auf die Germanisierung oder Slawisierung der
betreffenden Landesteile je nach Umstinden mit aller Energie und ohne alle Riicksicht hingearbei-
tet werde. Se. Majestiit legt es allen Zentralstellen als strenge Plifcht auf, in diesem Sinne planmifig
vorzugehen.”); see the text of the session of 12 November 1866 in Die Protokolle des Osterreichischen
Ministerrates 1848/1867. V Abteilung: Die Ministerien Rainer und Mensdorff. VI Abteilung: Das Minis-
terium Belcredi, Osterreichischer Bundesverlag fiir Unterricht, Wissenschaft und Kunst, Wien 1971,
p. 297.

42 See Ivan Pederin, “La Dalmazia nelle relazioni di viaggio austriache e tedesche”, Aevum, XLIX/s/6
(1975), p. 505.
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Checking the truth of historical data is sometimes a complex process, requiring research on
more than one level. One cannot, for example, always give credit to a theatre bill announc-
ing an opera, since the work in question could have been cancelled at the last minute or
replaced by another. Nor can one rely solely on an article in the newspaper advertising a
season. One must necessarily also take into account any letters to the theatre management
from the impresario, who would clarify how events had really taken place and disclose any
last-minute changes to the programme. The same is true for the opera librettos. Their pres-
ence in the archive has no direct connection with the fact that the opera was actually per-
formed. The libretto may well be there merely because the opera had been proposed, with-
out the matter being followed up. Besides, if a libretto failed to pass censorship, the opera
was simply not staged. The same also applies to the names of the singers. It could happen
that the impresario would leave the names of renowned artists on the bill, only to replace
them with ones that were much less distinguished. In some cases, even the identification of
the impresario is a complex matter, given that contradictory information is found. While a
given impresario may be announced as having won the contract for a given theatre in the
newspapers, another impresario’s name may be found for the very same season in the man-
uscript documentation. In the absence of further documentation with which to cross-check,
one cannot be certain who had really been responsible for that season. In the reconstructions
proposed in the present study, where the name of the impresario is lacking, this means that it
was impossible, on the strength of the documentation collected, to trace the identity of the
person who had contracted the theatre. In such cases the abbreviation “n.f.” (i. e. not found)
is used in the tables. The same applies to the maestro concertatore (conductor) and direttore
dei cori (chorus master). Their names were not always reported in the newspapers. Nor did
the newspapers always review all the performances of a specific opera. While one is likely to
find an article for the first night, for the following nights what is very often printed is only
a mention of the date and starting time. In cases where an opera was merely announced in
the newspapers before the beginning of the season, without there being any confirmation
of a performance on subsequent days, the indication “[announced)” is given in the table.

While such cross-checking of the sources on different levels certainly complicates and
slows down the work of research, it is nonetheless an essential basis for a correct interpre-
tation of what actually happened. Only by mapping the overall opera programming in the
coastal region and making comparisons among the similar theatres is it possible not only
to outline the individual micro-histories of each theatre, but also to delineate the trends,
the broader lines of development over the course of time and the macro-histories. In gen-
eral the seasons have been reconstructed with the assistance of the bordero (where availa-
ble), documents that are useful also for understanding the takings and expenses, the corre-
spondence between impresarios and theatre management, and the newspaper articles that
advertised or reviewed performances. Theatre bills (again where available) were also taken

into account in certain cases.
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Unfortunately documents such as the “Prospetto del movimento musicale nei teatri
d’Tralia” (Summary of musical activity in the theatres of Italy), published by the Gazzetta
Mousicale di Milano are available for the coastal theatres only for a very short period of time.#
Here, for example, we would have found news of what was produced in the theatres of
Rijeka, Split and Zadar (at the time considered as “theatres of Italy”), with complete lists of
the singers engaged, along the lines of the Gazzerta Teatrale Italiana, which reported on the
movements of both individual singers and whole companies. Certain short notices can be
extracted from 1/ Teatro Illustrato, which included some scant information on Pula, Rijeka
and Zadar. Among the printed sources, also referred to were various issues of journals such
as Euterpe, L'Arte Melodrammatica, La Scena, or Il Teatro. The ANNO online database was
also consulted as a means of accessing journals such as La Fama, Agramer Zeitung or Signale
Siir die musikalische Welr, among the various.

We may read the musical chronicles in Italian in 7/ Nazionale up until 1872, after which
the newspaper was printed in Croatian (and changed its name to Narodni List), but in any
case it did not provide regular reports of operatic events, especially since it was not obliged
to do so.# There were also other periodicals specific to the area, such as I/ Giornaletto di Pola,
LEco di Pola, Il Dalmata, La Rassegna Dalmata, or La Bilancia of Rijeka and the Gazzerta di
Fiume. Il Piccolo of Trieste was also consulted, as a means of making comparisons with the
Teatro Comunale of Trieste and in the hope of finding, every now and then, some infor-
mation on the coastal theatres. Specifically musical journals printed in the area could not
be consulted because they did not as yet exist.#

These periodicals are therefore one of the sources used to recover data on opera produc-
tions. Unfortunately, in most cases what one succeeds in learning is just the bare information
on the place, the date and the name of the opera performed, along with a few names from
the cast engaged. Rarely is one given any news of special interest, such as on the interpreta-
tions of the singers (which would have allowed us to say more about the quality and type of
artists engaged). In most cases the reviews in the newspapers are very general and, besides,
written by journalists who were not necessarily specialists. To say that a singer has a “buona
scuola di canto”, or that he or she has an “ottima e simpatica voce”, or to use expressions such
as “grande sentire drammatico”, tells us little about the real merits of an artist. Moreover,
there were no correspondents who could forward their reports to non-local newspapers,

43 See, just as an example, the “Prospetto del movimento musicale nei teatri d'Ttalia”, Gazzerta Musicale di
Milano, anno XX, no. 21, 25.5.1862, pp- 84-8s.

44 1In spite of the change of name, for a time the newspaper retained the Italian subtitle // Nazionale. Then
from 1885 it was called just Narodni List and as such was published until 19205 see Ezio Giuricin — Luciano
Giuricin, 1/ percorso di uneredita. La stampa della comunitis nazionale nel solco della storia dell’editoria
italiana nell’Adriatico orientale, Unione Italiana-Fiume, Universita Popolare-Trieste, Rovigno 2017, p. 29.

45 For an overview of the first music journals in Croatia, see Zdravko Blazekovi¢, “The First Music Jour-
nals in Croatia”, Periodica Musica, IV (1986), p. 12.
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which explains why news about the coastal theatres is so rare in the foreign press. Indeed,
if anything is to be found there — at most a short notice — it will be in their “foreign news”
section. In short, we have either periodicals that print just short items about a work hav-
ing been petformed, without any additional comment or appraisal, or other journals that
provide complete reviews along the lines of the Gazzetta Musicale di Milano, though the
latter case is much less frequent.

Generic and dry though it may be, all of this information was put together with the
remaining archival data and subsequently organised and elaborated in accordance with
certain important directives of research.

Directives of research

This research attempts to give an answer to a series of questions concerning the entire process
of staging operas. It was a process that started with the recovery of funds: in other words,
the money needed to set the wheels of the operatic organisation in motion.

— First of all, where did this money come from and how did it get into the hands of an
impresario working in this particular geographical area? Are we speaking of “producing
theatres” or of theatres where operas were brought after being staged in other theatres of
greater importance? How were the theatres subsidised, if indeed they were?

— Who were the impresarios working in these theatres? Were they locals or impresarios
from other geographical areas, who moved to the Istrian and Dalmatian region solely
to supervise the opera seasons they were engaged to run? And in the event of both types
being around, in what proportion were they represented? One important result of this
inquiry has already been anticipated: that the impresarios working in the area were spe-
cifically Italian in identity.

— By what processes did the impresarios apply to run an opera season? An attempt is there-
fore made to understand what the theatres required of the impresarios and what infor-
mation the impresarios needed to provide when submitting their project of an opera
season. Also investigated is the role of the agent and the strategies they adopted, taking
into account such variables as the competition of their fellow agents or the different
types of impresario client. How then did one arrive at the conclusion of the contrace?

— An attempt is made to get a close understanding of the repertoire proposed. What operas
were staged in each of these theatres? This is an enquiry that inevitably leads to further
questions. Was there a significant turnover in the staff running the theatres? And what
did these changes entail? Although an apparently innocuous matter, it is important in so
far as it concerns the decisions made on programming. For example, could the national
identity of the management, Italian or Croatian, make a difference in the types of operas
offered? Moreover, far from the eyes of composers and publishers, for whom reaching
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the coastal areas was surely no easy matter, were the scores performed complete or were
cuts and changes made before they were staged? And, leaving aside the repertoire operas,
how might the new operas of local composers have circulated?

— Also important is to understand how opera companies and their materials actually
moved around. How were the singers and orchestral players recruited in the area and
what were their conditions of work? Who — in a hypothetical ‘board” made up of the
theatre management, impresario, publisher, maestro concertatore and conductor — were

the ones actually choosing them?

Considering the multi-cultural and multi-ethnic diversity of the area in question, there is
another matter that is totally distinct from the issues listed above, and that is whether the
desire to organise seasons of Italian opera could be seen as a reassertion of ‘Iralianness’ in
the area. Or did opera perhaps belong to a category of its own, obeying its own laws and
practices? Though Italian opera had long been a transnational phenomenon, here perhaps
it represented something more than the mere replication of a standard genre. The question
remains open and lends itself to a wide-ranging and interesting discussion. It will not, how-
ever, be tackled within this study, given that it is not directly connected to the organisational
processes that I wish to focus on. It is worth remembering only that at the beginning of this
historical period an independent Italian state was established (1861) and that at the same
time the Balkan societies were also spreading their nationalistic ideologies. Increasingly vast
swathes of the resident Italian, Slovenian and Croatian populations were becoming aware
of the problem of ‘the nation’. While the Italian nationalists were clamouring to hold onto
the territories in which Venetian-language populations had lived for centuries, their aspi-
rations were destined to clash with similar claims from the Slavic camp. 1861 was also the
year in which, by command of the Emperor, elections were held for the Provincial Diet
of Dalmatia, resulting in a victory for the Autonomist Party, which was accused of being
pro-Venetian and which, at least in the early stages, controlled most of the coastal districts.
As for the Habsburg government, which was already long used to struggling with the irre-
dentist movement (now reinvigorated by the repercussions of the newly proclaimed King-
dom of Italy), it would seem to have changed its policy towards the different nationalities
and created friction between the Italian, Croatian and Slovenian ethnic groups which had
previously lived together in the region more or less peacefully.

When Giuseppe Verdi died in 1901, various coastal theatres adopted his name (Verdi
being the national symbol par excellence). It would be interesting to know if there is another
geographical area in Europe with a similar concentration of theatres named after a single
composet. In the table below the theatres of Gorizia and Trieste have also been added, given
that in certain respects the circulation of opera towards Dalmatia also included these two
theatres. It is also worth noting that Gorizia and Trieste were still under Austrian rule until
1921 and 1918 respectively:
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City and name of theatre

Inaugural opera at the
foundation or reopening

Change of name

Name post 1945

Gorizia — Teatro Sociale

Aida (reopening 1899)

Teatro Verdi, 1901

Trieste — Teatro Comunale

Teatro Verdi, 1901

Pore¢ — Teatro Comunale

Teatro Verdi, 1901

Pula — Politeama Ciscutti Ruy Blas — Narodno kazaliste u Puli,
1948
Rijeka — Teatro Comunale | Aida Teatro Verdi, 1913 Hrvatsko narodno kazaliste

“Ivan Zaic”, 1953
[closed in 1936]

Hrvatsko narodno kazaliste

u Sibeniku, 1945

Hrvatsko narodno kazaliste

Teatro Verdi, 1901

[spoken theatre] —

Zadar — Teatro Nuovo Un ballo in maschera

Sibenik — Teatro
Mazzoleni

Split — Teatro Bajamonti 1l Trovatore Obcinsko kazaliste,

1 lombard; alla prima 1893 u Splitu, 1971
crociata®’
Dubrovnik — Teatro Bonda | Ernani — Kazali$te Marina Drziéa,

ca. 1945

Even without counting the fact that various coastal theatres were inaugurated with Verdi
operas (Aida in Rijeka, Un ballo in Maschera in Zadar, 1/ trovatore or I lombardi alla prima
crociata in Split, Ernani in Dubrovnik, etc.) and the objection that Verdi was in any case
the most frequently performed composer in that period, it is surely significant that the the-
atres of Gorizia, Trieste, Pore¢ and Zadar all immediately changed their name in 1901. In
the case of Zadar the change of name was proposed by the councillor Giambattista Filippi
at a meeting of the theatre’s members and shareholders.# In Trieste, on the other hand, it
appears that an assembly was held on the very night the composer died, and on 29 Janu-
ary 1901 (just two days later) it was decided, with a resolution of the city’s deputation, to
name the theatre after Verdi.# The Teatro Comunale of Rijeka became the Teatro Verdi only
later, in 1913, to mark the centenary of the composer’s birth. As for Sibenik, the theatre

46 According to Mirjana Skunca, Glazbeni #ivot Splita od 1860. do 1918, Knjizevni krug, Split 1991, p. 44.

47 According to Dusko Keckemet, Ante Bajamonti, p. 213.

48 At Zadar, the minutes of the meeting in question recorded the event as follows: “The councillor Giam-
battista Filippi takes the floor and proposes that in memory of the grand old man, of the master whom
the whole world without distinction honours and whose death it laments, the name of “Verdi’ should
be given to the theatre and the title ‘Societa del Teatro Nuovo’ be changed to ‘Societa del Teatro Verdi’.”
(“Il sig. Consigliere Giambattista Filippi prende la parola e propone che in ricordanza del grande vec-
chio, del maestro che tutto il mondo indistintamente onora piangendone la morte, al teatro sia dato
il nome di “Verdi’ e che quindi la dizione ‘Societa del Teatro Nuovo’ sia mutata in ‘Societa del Teatro
Verdi’.”); Minutes of the meeting of the Committee, Zadar, 18. 2. 1901, HR-DAZD, folder 10.

49  Giuseppe Caprin, I/ Téatro Nuovo: XXI aprile 1801, Schimpff, Trieste 1901, p. 14.

50 The mayor or podestss communicated the decision to the theatre management of Rijeka as follows: “I
have the honour to inform you that the Illustrious Municipal Council in its session of 14 April of the
current year, as a corollary to its proposals concerning the commemoration of Giuseppe Verdi, has
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named after Mazzoleni never made any changes. It merely sent the following telegram to the
mayor of Milan at the death of Verdi: “In consternation the Teatro Mazzoleni participates
with its soul in the intense grief of Italy and of the civilised people for the irreparable loss
of Giuseppe Verdi, bright star, who with his sublime harmonies moved the world for over
fifty years. Model of austere, untarnished, munificent citizen”.s" The theatre perhaps had
no interest in changing its name most likely for a very simple reason: in the management
and among the shareholders there were still descendants of the tenor Francesco Mazzoleni,
to whom the theatre was dedicated. Nonetheless, the interior of the building, which has
survived as it was then, stood as an effective reflection of the Italian community that had
created it. It is enough to consider the eleven tondos embellishing the boxes, each bearing
the profile of an Italian musician or writer.”

Nor did the Politeama of Pula change its name. In this case, the telegram was sent to the
mayor of Milan by the Bolzicco impresa, which ran the theatre in 1901: “Impresa Politeama
Ciscutti declares itself afflicted in the general mourning for the death of the supreme Verdi.
Impresa Bolzicco”. Even though there was no change in the name of the theatre, the Italian
orientation in Pula was nonetheless manifest. In the same year Ernani was performed for
the first time, and the widespread irredentist demonstrations in the hall obliged the Aus-
trian police to cut scenes from Act Two of the opera from the following nights.5* In Split,

decreed, again with a unanimous vote, that the name of the supreme Italian master be given to our
Teatro Comunale. Henceforth the official title will therefore be: Teatro Comunale Giuseppe Verdi.
Abbreviations of the title are not to be admitted, and much less so is it permitted that the adjective
‘comunale’ be omitted.” (“Mi pregio di comunicarLe che I'Inclito Consiglio municipale nella sua seduta
del 14 aprile a. c. a corollario delle Sue proposte circa la commemorazione di Giuseppe Verdi ha deli-
berato ancora con unanime votazione che al nostro Teatro comunale venga dato il nome del sommo
Maestro italiano. Il titolo ufficiale sard quindi innanzi: Teatro Comunale Giuseppe Verdi. Abbreviazioni
del titolo non sono da ammettersi e tanto meno sard da permettersi che 'aggettivo ‘comunale’ venga
omesso.”); see Letter from the podesta of Rijeka to the theatre management of Rijeka, Rijeka, 18. 4. 1913,
HR-DARI-s57, folder 562/1. In addition, a bust of Giuseppe Verdi was made, to be placed in the theatre.

51 “Questa societa teatro Mazzoleni costernata, associasi coll’anima al dolore vivissimo d’Italia e delle genti
civili per irreparabile perdita Giuseppe Verdsi, astro luminoso, che colle sue sublimi armonie commosse
il mondo per oltre cinquant’anni. Modello cittadino austero, intemerato, munifico”; Telegram from
the theatre management of Sibenik to the mayor of Milan, r9or, HR-DASI-103, folder 3.

52 In contrast, for example, the 26 medallions at the Teatro Bajamonti in Split exclusively depicted Dalma-
tian personalities, among whom not a single composer; see Dusko Ke¢kemet, Ante Bajamonti, p. 216.

53 “Impresa Politeama Ciscutti al lutto generale per la morte del sommo Verdi annunciasi commossa.
Impresa Bolzicco”; Marcello Bogneri, “Il Politeama Ciscutti nella storia di Pola. Vita di un teatro dal
1888 all’esodo nei testi dell’epoca”, LArena di Pola, Gorizia 1987, p. 56.

54 “[...] The performance, presented with extraordinary merit”, the newspapers commented, “had
enflamed the spirits to the extent of making them erupt many times. It was at the preparation for
the third act when an explosion of joy and an ardent demonstration of patriotism was to mark one
of the finest moments our Teatro Ciscutti can boast of. The first row of seats (poltrone) was reserved
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on the other hand, the city had come under Croatian government in 1882 (as mentioned
above), so there was evidently no incentive to make a change to “Teatro Verdi”. In light of
the fact that the Italian community was gradually losing political ground in the areas under
examination, can we therefore speak of Italian opera offering ‘cultural resistance’ Or is this
an exaggeration and the extent of political inspiration overestimated?

These questions open up broad vistas about which there is still today much discussion. In
the present book, however, the matter is raised merely as a suggestion for further research,
in the hope that stimulating studies on the subject may be forthcoming. Instead, we shall
now turn our attention to examining in greater detail how the business of staging operas
in the coastal theatres was managed and what it involved.

for the officers of the Austrian navy. On that evening these officers in full uniform were enjoying the
spectacle and were surely not expecting the hostile display about to be staged against them. At the
second act of the conspiracy, while the singers on stage sang ‘Questi brandi di morte sacrati...” [These
swords sworn to death], brandishing them in front of the officers, a shower of tricoloured streamers
fell onto the stalls from the gallery amid cries of “Viva Italia’. In a single moment the excitement had
overwhelmed everyone. The public shouted and applauded, flourished handkerchiefs and hats and
insistently demanded a repeat of the whole conspiracy. But the chief constable rushed onto the stage
ordering the artists not to present themselves to the audience. From then on, by orders of the police,
Ernani was staged without the conspiracy. Naturally this did not stop the public from getting excited

»

and acclaiming Italy as soon as they got to the third act.” (“[...] Lo spettacolo presentato con decoro
straordinario aveva acceso gli animi al punto di farli scattare parecchie volte. Era la preparazione per il
terzatto dove un’esplosione di gioia e una dimostrazione ardente di patriottismo dovevano registrare
uno dei momenti pilt belli che vanti il nostro Ciscutti. La prima fila di poltrone era riservata agli uffi-
ciali della marina austriaca. In quella sera questi ufficiali in alta uniforme si godevano lo spettacolo e
non si attendevano certamente la manifestazione ostile che verso di loro doveva essere inscenata. Al
secondo atto della congiura, mentre dal palcoscenico i cantanti intonavano ‘Questi brandi di morte
sacrati...” agitandoli verso gli ufficiali, dal loggione tra grida di “Viva Italia, cadevano in platea una
pioggia di stelle filanti tricolorate. In un momento il delirio aveva invaso tutti. Si gridava e si applau-
diva, si agitavano i fazzoletti e cappelli ¢ insistentemente si domandava il bis dell’intera congiura. Ma
il commissario si precipitava in palcoscenico ingiungendo agli artisti di non presentarsi al pubblico. Da
allora per ordine della polizia 'Ernani venne rappresentata senza la congiura. Naturalmente cio non
impedi al pubblico di agitarsi e di inneggiare all'Italia non appena si arrivava al terz’atto”); “LErnani
nei ricordi”, LAzione, 25.10.1925, quoted in Bogneri, “Il Politeama Ciscutti”, p. 208. Patriotic leaflets
were distributed during performances of Ernani also at the Politeama Rossetti in Trieste in 1903. See
Fabiana Licciardi, Tutto esaurito nei cinema — teatri a Trieste durante la Grande guerra, Lecture held at
the Circolo Aziendale delle Generali Trieste, 21. 3. 2016.

55  On the history of Split, see Grga Novak, Povijest Spliza, Cakavski sabor, Split 1965, or the more recent
Dusko Ke¢kemet, Proslost Splita, Marjan tisak, Split 2002.
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1 Subsidising the opera seasons

11 Presence, provenance and amount of the endowment

The entire process of producing and organising opera began by securing the financial
resources needed to support the productions. Along the coast of the eastern Adriatic there
were both theatres receiving public funding and unsubsidised theatres. In the former cate-
gory we include those of Rijeka, Zadar and Split;* in the latter, those of Pula and Sibenik.

Before choosing the impresa to run the opera season and granting the concession, the
theatre management had to make sure it had enough funds to make up the so-called
‘endowment’ (referred to in the documents as the dote or dotazione). Where did the money
come from? If we except the theatre’s ordinary income, which was usually very limited,
it could come from either the provincial government (/uogotenenza) or the municipality
(comune), as well as from the membership fees (canoni) paid by the theatre’s shareholders.

In the case of publicly funded theatres, the management started proceedings by sending a
letter to the competent authority asking for financial support. The letter declared the theatre’s
intention to organise a season of opera (the season in question would then be specified) and
made a formal application for funding, perhaps even asking for an increase in the subsidy
in view of the greater demands of both the public and the imprese. After a variable period
of time, the authority would respond with a letter either conveying the amount that would
be granted, or, on the contrary, communicating the decision not to grant a concession. In
the case of the provincial government (luogotenenza) of Dalmatia, the letter was signed by
the district captain (capitano distrettuale), though formally the decision was actually the
prerogative of the governor (luogotenente);* in the case of the municipality it was signed by
the mayor (podesti) and an assessore (a councillor in charge of the relevant department). The
endowment that came from the provincial government and the municipality could be sub-
ject to change from year to year, and was — above all — “voluntary”, a point that was some-
times emphasised in letters to the theatre management. At Zadar, for example, the district
captain drew attention to the fact that the endowment “was completely voluntary and such
that it could even be reduced and even completely discontinued”.?

1 For Rijeka this meant the Teatro Adamich and then the new Teatro Comunale; for Zadar the Teatro
Nuovo; and for Split the Teatro Bajamonti first and the Teatro Nuovo later.

2 The district captain was the head of the political district called a district captaincy (or capitanato dis-
trettuale). With the reorganization of 1868 Dalmatia was divided into twelve district captaincies.

3 This was how the district captain wrote to the theatre management of Zadar communicating the grant
of 500 florins in 1897: “His Excellency the Governor of the Kingdom has allocated, with the Decree
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It is a well-known fact that state subsidies were discontinued in Italy from 1867 onwards.+
In addition, a ten percent gross tax was also applied to theatrical performances: a measure
that prompted the impresarios to address a petition to the Italian parliament.’ The theatres
were subsequently subsidised by the town councils, except for the Teatro La Fenice in Venice,
which saw its last municipal subsidy in 1873 and then nothing for the following 13 years.¢
Later still, judging from what Consiglio Rispoli writes in his text on the practical life of
the theatre, published in 1903, the endowment “disappeared from almost all the municipal
budgets”. Owing to the hardly thriving conditions of the municipalities, and also to the
poor results obtained in the past, it was voted to abolish it or reduce it to derisory propor-
tions.” So if we bear in mind the situation afflicting the Italian theatres in the second half
of the 19th century, there is perhaps a case for saying that Zadar, in comparison, was not

after all in such a poor financial state.

of 15 February of the current year N. 235/pr. in response to the application of the 10th of the current
month N. 13, a subsidy amounting to five hundred (s00) florins for the purpose of having several
operas performed in the said theatre during the seasons of spring and autumn of the current year. In
the meantime I invite the Esteemed Management to withdraw the above sum from this office, against
a receipt provided with the appropriate stamp; I inform you with reference to Lieutenant’s Decree of
22 September 1888 no. 2707, that this subsidy is to be considered as completely voluntary and such
that it could even be reduced and even completely discontinued.” (“Sua Eccellenza il Signor Luogote-
nente del Regno ha trovato con decreto 15 Febbraio a.c. N. 235/pr. in esito alla domanda dd. 10 corr.
N. 13 una sovvenzione nell'importo di fior. Cinquecento / soo / all’'uopo di far eseguire parecchie opere
nel teatro stesso durante le stagioni di primavera ed autunno dell’anno in corso. Nel mentre invito la
Spettabile Direzione a voler ritirare, verso quietanza munita del competente bollo, da quest’ufficio il
suddetto importo, Le partecipo con richiamo il luogot. Decreto 22 settembre 1888 n. 2707, che tale
sovvenzione ¢ da considerarsi come del tutto volontaria e tale da potersi anche eventualmente restrin-
gere ed anche del tutto sospendere.”); Letter from the district captain to the theatre management of
Zadar, Zadar, 22.2.1897, HR-DAZD, folder 25. Concerning the voluntary nature of the endowment,
see also Prospero Ascoli, Della giurisprudenza teatrale: studj, Pellas, Firenze 1871, p. 47. Ascoli devotes
an entire chapter to the endowments or subsidies from the treasury or municipality.

4 See Fiamma Nicolodi, “Il sistema produttivo dall’Unita ad oggi”, in Lorenzo Bianconi, Giorgio Pestelli
ed., Storia dell'opera italiana, vol. IV, EDT, Torino 1987, pp. 169—229. On the transfer of the state-
owned theatres to the municipalities in 1868 and on the problem of the endowment above all in Milan,
see Bianca Maria Antolini, “Teatri d’opera a Milano: 1881-1897”, in Milano musicale, edited by Bianca
Maria Antolini, LIM, Milano 1999, pp. 22—26.

5  See John Rosselli, The Opera Industry from Cimarosa to Verdi: The Role of the Impresario, Cambridge
University Press, Cambridge 1984, p. 77.

6 On thessituation of the Teatro La Fenice in the years following the Unification of Italy, see Jutta Toelle,
“Venice and its Opera House: hope and despair at the Teatro La Fenice, 1866—97”, Journal of Musico-
logical Research, XXVI (2007), pp. 33—54-

7 “scomparsa da quasi tutti i bilanci comunali. Per le condizioni poco floride dei Municipi, ed anche per
la cattiva prova fatta pel passato, se ne voto I'abolizione o la si ridusse a proporzioni derisorie”; Rispoli,

La vita pratica, p. 24.
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In Zadar it seems that already in 1861 the Filodrammatici (the amateur theatre company)
offered certain “entertainments” (s7attenimenti) in the theatre with the aim of helping with
the funding of opera. The overall takings, however, were meagre.® What is certain is that
from the 1880s onwards, the municipality, the provincial government and the shareholders
all contributed to the financing of the opera season. The following table gives an idea of
the subsidies received by the theatre, at least for the years in which it has been possible to
track down the relevant documentation:

Year gslnxﬁprﬂ subsidy) (L:ri%zoi:g:lnzgivemment subsidy) Shareholders
1884 600 florins (operetta) 300 florins

1885 600f. 300f.

1886 600f. (operetta) 300f. (applied for)

1888 1,000f.

1889 300£°

1890 1,000f. 300f.

1892 1,000f. (season) 500f. (300 + 200)

1893 1,000f. 500f. (300 + 200)'°

1895 1,000f. (season) 500f. (opera) 720f. (max)'!
1896 1,000f. + 500f. (season) 500f. 720f. (max)
1897 1,5001f. 500f. (opera for spring and autumn) 720f. (max)
1898 1,500f. (opera); 500f. (plays) 500f. (opera for spring) 960f.

1899 1,500f. (opera); 500£. (plays) 350f. 960 f.

1900 3,100 crowns (opera); ca. 1,100 (plays) 760 crowns

1901 3,100 c. (opera); ca. 1,100 (plays) ca. 700 (opera for spring or autumn)!?

1902 ca. 700 (opera for spring)

1903 ca. 700 (opera for spring or autumn)

1905 ca. 800 (opera for spring or autumn)

1906 ca. 4,200 ca. 1,000 (opera for autumn)

1907 ca. 600 (for theatre productions)

1909 ca. 1,000 (opera for autumn)

1913 ca. 5,700 (Comune and Luogotenenza)

1914 ca. 7,000 (Comune and Luogotenenza)

1915 ca. 2,100 (for theatre productions) ‘

8  Giuseppe Sabalich, Cronistoria aneddotica del Nobile Teatro di Zara, 1781-1881, Nani, Zadar 1922, p. 270.

9  In 1889 there appears to have been a grant of 300 florins from the provincial government only, but in
this year the negotiations for an opera season came to nothing,.

10 The subsidies were allocated, but the season did not take place owing to the fire at the theatre.

11 A figure equal to 15 florins multiplied by 48 shares.

12 For this year the theatre management had asked for 1,000 florins, but received only 70o0.
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Immediately noticeable is a distinction in the subsidies assigned to opera, operetta and
spoken theatre (or prosa) by the municipality. Spoken theatre got the lowest budget, fol-
lowed in order by operetta and opera. As was normal in most theatres at the time, opera
required the largest budget. Nonetheless the subsidies were evidently considered insufli-
cient, if the presidency of the theatre lamented the unfortunate state of its finances, made
up of “periodic liabilities”, in a letter addressed to the district captain in 1887:

“[...] The Excellent Provincial Authority knows very well how limited the resources of our
institution are. Excepting the contribution that the Most Excellent Imperial-Regal Lieuten-
ancy granted annually with regular generosity, the theatre has no other fixed endowments.
Though the local municipality annually sets aside in the budget a minimum sum of 600
florins and a maximum of 1,000 florins, depending on the productions, except for a couple
of years when it was possible to get the lower sum, from 1874 until now, for one reason or
another, it has not been possible to obtain the endowment.

All of these periodic losses therefore exclusively burden the shareholders who must necessarily

undertake to pay ordinary and extraordinary rental fees.

Given that the grants received were viewed more as mere subsidies rather than as a genuine
endowment, the need was felt to provide the theatre with an endowment fund. The theatre’s
presidency (or board of directors) therefore proposed to alienate a part of the property that
seemed to be less used: the boxes of the second tier. The alienation would coincide with a
second issue of shares, the proceeds of which would be set aside to provide an intangible
endowment fund. This fund would be invested in public annuities and the annual inter-

ests accrued would be used exclusively to pay for the gifts made to the artists each season.

13 “[...] UEccelsa Autorita Provinciale sa benissimo qualmente limitate sieno le risorse del nostro Isti-
tuto. Fatta eccezione dal contributo che con regolare generosita elargiva annualmente I'Eccelso I. R.
Presidio Luogotenenziale il Teatro non ha altre doti fisse. Il patrio Comune bensi fissa annualmente
nel preventivo una somma minore di fiorini 600 e massima di fiorini 1000 in conformita agli spet-
tacoli, ma fatta eccezione per un paio d’anni che si poté percepire la minore dal 1874 a questa parte
o per una o per laltra ragione non fu possibile conseguire la dotazione. Tutte quante quindi le
periodiche passivitd vanno a gravitare esclusivamente gli azionisti che fa mestiere tassano annual-
mente di canoni ordinari e straordinari.”; Letter from the theatre presidency of Zadar to the district
captaincy. Zadar, 29. 8.1887, HR-DAZD, folder 25. Mention of “losses” had already been made in
1868, when the directors of the theatre (Francesco de Stermich, Giovanni Dall’Oro and a certain
Filippi) asked the Dalmatian diet for the theatre to be exempted from the provincial additional tax.
This exemption, however, would have created a precedent for other theatres, and it was observed
that certain shareholders of the theatre were also deputies at the diet itself. The application was
therefore seen as a request for a privilege. See Ati della dieta provinciale dalmata, vol. VIII, Zadar,
1868, p. 384.
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Moreover, attendance in the second tier of boxes could certainly be expected to increase, if
only thanks to the participation of the owners.™

From 1889 it was possible to organise opera seasons in Zadar every year, almost without
interruption. As we see in the table above, the endowment awarded by the municipality was
usually higher than (even double) that granted by the provincial government. The grant of
the Comune for an opera season in the late 1880s came to around a thousand florins; that of
the lieutenancy to less than half that amount; in the 1890s it was to become exactly half.”
From 1892 in fact the sum granted by the Luogotenenza was around soo florins. We then
have a 50% increase in the endowment of the Comune from 1896, when the annual grant
was increased by 500 florins and became stable at 1,500.

In 1900 the endowment was dispensed in crowns (or Krone) and no longer in florins,
owing to the change of currency. The new mayor of Zadar, Luigi Ziliotto, granted a subsidy
of 4,200 crowns (3,100 for a season of opera and 1,100 for plays or operetta). The increase was
also justified by the prior request made by theatre management for the free use of electricity
in the theatre.’® We must bear in mind that from 1892 an Austro-Hungarian florin corre-
sponded to two crowns, hence the 3,100 crowns of the municipal endowment were equal to
1,550 florins and the 760 crowns of the government endowment to 380 florins. While the
municipal grant slightly increased over the years, that of the regional government between
1899 and 1907 actually diminished.” Moreover, in 1907 the regional contribution of 6oo

14 See Report of the presidency of the Teatro Nuovo of Zadar on the management from 1 April 1884
through 30 September 1886, Zadar, [n.d.], HR-DAZD, folder 2s.

15 According to Eurologisch, the historical currency converter of the Austrian National Bank, in the late
1880s 1,000 florins or gulden approximately corresponded to little more than 15,000 current euros.
However, considering the number of variables involved in a similar calculation, the conversion cannot
be precise; see https://www.eurologisch.at/docroot/wachrungsrechner/#/ [accessed 24.5.2022].

16 See Letter of the municipal administration to the theatre management, Zadar, 12.1.1900, HR-DAZD,
folder 25. In actual fact, the increase had been requested for the year 1899, but was only accepted in
the following year.

17 For 1901 we have a reduction to 700 crowns on the part of the Luogotenenza, which was communicated
to the theatre management as follows: “In responding to the request of 11 January of the current year
no. 12 the imperial-regal Presidency of the Luogotenenza with its decree of 12 February of the current
year no. 361/in has agreed to grant to your Esteemed Management, in conformity with the resources
available for that purpose for the year 1901, the sum of 700 crowns as a subsidy to perform opera pro-
ductions in the season of spring or autumn in the current year. The said sum can be collected at the
office of the undersigned against a regular receipt provided with the appropriate stamp. The imperi-
al-regal councillor to the Luogotenenza | Farale [2]” (“In evasione alla domanda 11 gennaioac. N. 12 I'i. r.
Presidenza luogotenenziale con suo decreto 12 febbraio a c. N. 361/in ha trovato di accordare ad Essa
Spettabile Direzione in conformita ai mezzi all'uopo disponibili per 'anno 1901 I'importo di corone
700 a titolo di sovvenzione per eseguire delle produzioni d’opera nella stagione di primavera o d’au-
tunno del corrente anno. Il detto importo potra venir prelevato presso il sottoscritto verso regolare
quietanza muniti del bollo competente. Li.r. Consigliere di Luogotenenza / Farale [?]”); Letter from
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crowns was allotted for “the performance of theatrical productions” (/esecuzione di produzioni
teatrali), without specifying what sort of theatre. Overall, however, the sums increased; see,
for example, the 5,700 and 7,000 crowns assigned by Comune and Luogotenenza together
in 1913 and 1914 respectively.® An article in L’Eco dell’Adriatico, commenting on the state of
the theatre in Zadar, reported that just for the opera season there was “a fine endowment; an
endowment which, owing to the negligible expenses for services and lighting, can be consid-
ered, in comparison with the other theatres, much more substantial than what it really is”.»

At the present state of research it would appear that the Teatro Comunale of Rijeka was
the theatre receiving the highest subsidies, for in 1848 the endowment for opera with ballet
amounted to 3,500 florins, which was further increased to 5,900 florins in 1853, and subse-
quently settled at around 8,000 florins in the years to come.? In fact the sum of 3,500 florins
was evidently considered to be “tight” (ristretta) and insufficient to guarantee a respectable
season, if the large majority of those going to the theatre of Rijeka felt that “it is better — not
only from the point of view of practical utility, but also from that of enjoyment — to attend
a theatrical performance staged with decorum and performed with the spirit of art than
a spectacle of opera entrusted to the throats of second-rate artists such as can be expected
with the meagre endowment of 3,500 florins”. The theatre management thus proposed to
the municipal council to maintain an annual endowment of 3,700 florins just for spoken
theatre, whereas opera with ballet would be given every two years. The endowment for opera
might then amount to 5,900 florins: enough to engage singers of proven capabilities.” We
also have a figure for 1890, for that was the year when the municipality of Rijeka granted
an advance on the endowment of 6,500 florins (though the documentation does not clarify
for which type of theatrical production).>

In any case the endowment for Rijeka proved to be higher than that for Zadar; and indeed
also much higher than that for the Teatro Bajamonti in Split, which from 1860 received an

the Dalmatian Lieutenancy to the theatre management of Zadar, Zadar, [February 1901], HR-DAZD,
folder 25.

18  After the First World War the sum must have been even bigger, if in January 1922 the city council granted
Aldo Mestrovich, impresario of the Teatro Verdi of Zadar, a subsidy of 8,000 lire for productions.

19 “unabella dotazione. Dotazione che per le esigue spese di servizio, di luce, in confronto agli altri teatri,
si pud considerare molto pitt rilevante di quello che realmente ¢”; “Da Zara”, L’Eco dell’Adriatico,
17—18.1.1907.

20 Letter from the theatre management of Rijeka to the municipal council, Rijeka, 13.3.1853, HR-DARI,
DS 6o, folder 4.

21 “valere meglio — non solo dal lato dell’utilita pratica, ma anche da quello del diletto — di assistere ad
una rappresentazione drammatica messa in scena con decoro, e recitata con ispirito d’arte, anziché ad
uno spettacolo d’opera affidato a gole di artisti secondari quali possono esigersi colla ristretta dote di
f. 3.5007; Letter from the theatre management of Rijeka to the municipal council, Rijeka, 13.3.1853,
HR-DARI, DS 6o, folder 4.

22 Register of documents (Prozocollo degli esibiti) (1885—1910), HR-DARI, DS 60, folder 10.
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annual subsidy from the city council of just soo florins,” though other sources speak of 800
florins a year until 1867. In September 1867 the possibility of reducing the grant from 800
to 400 florins was even taken into consideration: a decision connected to the local political
situation (and particularly the language issue) and perhaps also to the difficulty of finding
local musicians on which the incoming opera companies could rely.># In any case, in com-
parison with the other theatres, these were very low sums. To put the figures into better
perspective, it is worth considering that in 1887, for example, the overall endowment of a
theatre like the Teatro Comunale of Trieste amounted to 90,000 florins (or 180,000 lire)
and that of a theatre like La Fenice in Venice to 120,000 florins. In Rome, in the preceding
decade, the city council placed at the disposal of Vincenzo Jacovacci, the impresario of the
Teatro Apollo, the sum of 200,000 lire (or 100,000 florins) for three seasons.>

Given that these payments depended on the availability of liquidity, the Comune might
forewarn that it could not “make any commitment over the exact time of the payment”.>”
On its part, the theatre management might send a reminder letter to the municipality (or
to the offices of the provincial government) when it found itself still without the endow-
ment money near the beginning of the season (or even at the end of it).”® On receipt of

23 It is not made clear for what type of spectacle this sum was granted; see Grga Novak, Povijest Spliza,
Cakavski sabor, Split 1965, p. 1081, cited in Dusko Ke¢kemet, Antonio Bajamonti e Spalato, Societa
Dalmata di Storia Patria, Venezia 2010.

24 Mirjana Skunca, Glazbeni #ivot Splita od 1860. do 1918, Knjizevni krug, Split 1991, p. st.

25 “Teatralia”, LEco di Pola, 22.10.1887. And wishing to extend the comparison to other theatres, one
need only consider that La Scala in the previous decade received 225,000 lire (ca. 112,500 florins), the
Burger Theater of Vienna 100,000 florins annually, the Opéra of Paris 123,000 florins, the Kénigliche
Oper of Berlin 700,000 francs, and so on; see Gazzetta Musicale di Milano, XXV1I11, no. 1, p. 131. The
Teatro La Pergola of Florence, before 1858, received an endowment of 55,000 lire per year, which was
considered very low and barely enough “to cover the evenings’ expenses, which come to about s00
lire”; see Ermanno Salucci, Manuale della giurisprudenza dei teatri con appendice sulla proprieta lesteraria
teatrale, vol. 1, Barbera, Firenze 1858, p. 97.

26 Jacovacci had even asked for an increase of 100,000 lire, wishing to bring the total to 300,000 lire over-
all: a sign that he felt the allotted grant to be insufficient; see Gazzerra Musicale di Milano, XXVIII,
no. 23, 8.6.1873, pp. 184-8s.

27 “prendere un impegno nella precisa epoca di tale pagamento”; Letter from the podesta of Zadar to the
theatre management of Zadar, Zadar, 19.3.1888, HR-DAZD, folder 25. The payments from the treas-
ury department were usually made in October, hence the theatre management would be able to collect
the endowment in November.

28 “Most Esteemed Administration!”, the presidency of the theatre in Zadar wrote to the Comune, “With
the productions of the spring season nearing their end, the undersigned presidency is honoured to
address this appeal to this most Esteemed Administration that it be pleased to assign the endowment
voted by the local council in support of the interests of the theatre and fixed by municipal budget for
such productions at 600 florins. With a further mention of the considerable expenses made following
the measures taken in matters of public safety, as well as those caused by the recent productions, the
undersigned Presidency begs for the matter to be dealt with promptly.” (“Spettabile Amministrazione!
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the subsidy (payment was made by cheque), the theatre management provided a stamped
receipt and responded with a letter of thanks. In the case of the provincial government the
sum was collected directly from the district captain. In Zadar from 1892 onwards it was
paid only after the definition of the opera season and the completion of the contract with
the impresario in question.?

Once the endowment had been cashed, it was assigned to the impresario for the operas that
were due to be staged (or, if the payment was delayed, had already been staged). As a rule, the
ways in which this payment was made were specified in the contract drawn up between the
theatre management and the impresario or previously indicated in the tender specifications
(if there had been one). The endowment was generally paid in instalments: either three, four
or five, depending on the number of performances given. The first instalment was usually
payable cither at the arrival of the artists at the piazza or after the dress rehearsal;* the second

Prossimo al suo fine lo spettacolo della stagione primaverile, la sottoscritta Presidenza si onora di rivol-
gere preghiera ad Essa Spett. Amministr[azione] accid si compiaccia di assegnare la dotazione votata
dal Patrio Consiglio a sovvegno degli interessi del Teatro e fissata dal Budget Comunale per congeneri
spettacoli in fior 600. Con accenno poi alle rilevanti spese che in seguito ai provvedimenti attivati in
linea di pubblica sicurezza, nonché a quelle accagionate dal recente spettacolo, la sottoscritta Presidenza
prega per una preferente sollecita evasione.”); See Letter from the presidency of the theatre of Zadar to
the municipality of Zadar, Zadar, 4. 5.1885, HR-DAZD, folder 2s.

29  See, for example, the assignment of the endowment to the theatre of Zadar following the conclusion
of the contract with the impresario Cicognani in that year: “Given that the esteemed management has
already communicated on the 26th of the current month no. 99 to the excellent Imperial Royal Presi-
dency of the Lieutenancy that the contract with the impresario Cicognani for the opera season in this
Teatro Nuovo in the forthcoming month of October has been concluded, the excellent presidency has
undertaken to transfer the subsidy of soo florins already allotted [...]” (“Avendo la Spettabile Dire-
zione gid partecipato in data 26 corrente n. 99 all'Eccelsa I. R. Presidenza Luogotenenziale essere stato
conchiuso il contratto con 'impresario Cicognani pella stagione d’opera in questo Teatro Nuovo nel
prossimo venuto mese di ottobre, 'Eccelsa Presidenza ha trovato di rimettere a questa parte la sovven-
zione di fiorini 500 gid accordata [...]”); see Letter from the district captain to the theatre management
of Zadar, Zadar, 28.8.1892, HR-DAZD, folder 25. The following year, when the provincial government
assigned an endowment of 300 florins plus another 200, it was remembered that “the assignment of
the said two subsidies will follow as soon as the commitments for the aforementioned opera season
will be completely settled.” (“I'assegno, di dette due sovvenzioni, seguird non appena gli impegni pel
suddetto spettacolo d’opera saranno completamente fissati.”); see Letter from the district captain to the
theatre management of Zadar, Zadar, 5.7.1893, HR-DAZD, folder 25. In 1895 the management was
again informed of the concession of 500 florins for giving opera in spring and autumn, with the pro-
vision that this sum would be assigned “as soon as a corresponding contract with a theatrical impresa
has been definitively concluded.” (“appena allora quando sara stato definitivamente stipulato analogo
contratto con un’impresa teatrale.”); see Letter from the district captain to the theatre management of
Zadar, Zadar, 28.1.1895, HR-DAZD, folder 25.

30 See, for example, the Contract between the theatre management of Split and Vendelin Budil, director
of the theatre of Plzen, [Split], April 1898, HR-MGS: Kazaliste 1/ kut. I-XII.
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perhaps after the fifth performance, the third after half of the mandatory performances, and
the fourth after the completion of the whole run.** The currency used was florins until the
end of the 19th century, crowns or lire in the new century.* The instalments could all be of
the same amount or differ from one another, depending on the agreements made. On receiv-
ing each instalment, the impresario would usually issue a receipt for the sum in question.
In the case of the publicly subsidised theatres, the endowment the impresario received was
usually the total of the various sums granted by the municipality, the provincial government
and the shareholders.

Given that the municipality was involved as a funding body, cases of interference in
theatrical matters were not unknown and, at times, led to friction with the citizens. The
podesti could even favour the election of certain people to roles of management, as hap-
pened in Rijeka in 1885, when the podest played a part in the appointment of Maestro
Adolfo Cimadori, as director of the theatre. In certain cases the podesti could make sug-
gestions on the calendar of an opera season. For example, he saw fit to inform the thea-
tre management that performances should be given in the first half of May and no later,
because with each passing day the season would get hotter and attendance at the theatre
would drop.* Or, on health grounds, he could suggest postponing the start of a season
and waiting for an improvement in the sanitary conditions of the area. This happened in
1886, when Zadar was threatened with an outbreak of cholera. The baggage of the com-
panies coming from Italy would be subjected to disinfection, and this was naturally a cost
that would discourage the arrival of artists from abroad, whoever they were. Besides, the
onset of an epidemic would make the closure of the theatre advisable; and even if this
measure were not taken, the public would stay away regardless. And if this happened,
the artists would be left stranded at the piazza in difficult financial conditions and at the
city’s expense. These were all good reasons for the podesti to ask for the season to be post-

31  See also, for example, the Tender specifications (manuscript) for the autumn season 1885 at the theatre
of Rijeka, HR-DARI, RO-24, folder 6.

32 On the problem of currency applied to the subject of opera in general, see Michael Walter’s chapter
“Geld und Miinzen” in his volume Oper. Geschichte einer Institution, Metzler, Stuttgart 2016. I thank
Professor Walter for the information on the changes of currency.

33 On the wording of these receipts, see for example those issued by the impresario Domenico Valenti to
the Teatro Mazzoleni. The formula was fairly simple: “I the undersigned here declare to have received
from Signor Mattiazzi, bursar of the Teatro Mazzoleni the final instalment of the agreed endowment
for the season with the operas Ugonotti and Ballo in Maschera, amounting to one thousand five hun-
dred florins, as established by the contract.” (“Dichiaro io qui sottoscritto di avere ricevuto dal signor
Mattiazzi cassiere del Teatro Mazzoleni I'ultima rata della dote stabilita, per la stagione delle opere
Ugonotti e Ballo in Maschera in fiorini millecinquecento, come stabilito dal contratto.”); Sibenik,
5.5.1896, HR-DASI-103, folder 1.

34 Letter from the podesta of Zadar to the theatre management of Zadar, Zadar, 19.3.1888, HR-DAZD,
folder 25.
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poned.¥ In most cases the theatre management would take such suggestions into serious
consideration and follow the advice given.

Moreover, it is worth noting that the rights the municipality gained from the conces-
sion of the endowment also included the supervision of the theatre’s artistic reputation,
which was exercised by a special committee. Theatrical committees could be set up with
the “right to dismiss unsatisfactory artists, insist on further rehearsals and postpone the
staging of a production”.’

1.2 The funding possibilities without an endowment

Not all the theatres of Istria and Dalmatia, however, had the good fortune to count on a
public subsidy for their opera seasons. As stated earlier, among the coastal theatres lack-
ing this privilege were the Politeama Ciscutti of Pula and the Teatro Mazzoleni of Sibenik.
From April 1885 onwards we hear complaints that opera ran at a loss in Pula, with hints

that the lack of an endowment did not help this state of affairs.” “In every provincial city

35 “[...] One must also reflect”, the mayor wrote to the theatre, “that the city is still always under the
danger of an invasion of the contagion, that this danger would increase with the arrival in town of
so many people probably coming from infected places, with baggage that with difficulty would be
subjected to a fully effective and reassuring disinfection.[...] In consideration of all this, the present
writer is of the opinion that the opening of the theatre in October with any production is not prudent
and that it would rather be advisable to postpone to a later time, when the sanitary conditions even
outside the province were better and all the present health reservations were removed.” (“[...] Si deve
inoltre riflettere, che la citt sta ancora sempre sotto il pericolo di un’invasione del contaggio [sic] che
tale pericolo aumenterebbe coll’arrivo in piazza di tante persone provenienti probabilmente da luoghi
infetti, con bagagli dei quali assai difficile sarebbe una disinfezione pienamente efficace e tranquilla.
[...] La scrivente in riflesso a tutto cid ¢ d’avviso che 'apertura del teatro in ottobre con qualsiasi
spettacolo non ¢ prudente e sarebbe consigliabile di differirla piuttosto ad epoca pitt lontana, quando
le condizioni economiche sanitarie anche fuori della provincia fossero migliori e fossero tolte tutte le
attuali riserve sanitarie.”); Letter from the podesta of Zadar to the theatre management of Zadar, Zadar,
31.8.1886, HR-DAZD, folder 25. On the epidemics in that area at the end of the century, see Rino
Cigui, “Endemie ed epidemie in Istria alla fine dell'800”, Quaderni, XXII (2011), p. 47—90; or Rino
Cigui, “Antiche e nuove paure: le epidemie di colera a Trieste ¢ in Istria nel secolo XIX”, Azt del Centro
di ricerche storiche di Rovigno, XXXVIII/1 (2008), pp. 429—504.

36 “diritto di protestare gli artisti insufficienti e di esigere altre prove dello spettacolo, differendone il giorno
dell’andata in scena”; see “Art. 33 Sorveglianza del Comune”, in Rispoli, La vita pratica, pp. 25—26.

37 “The evidence of the theatre’s bordero [box office reports] gives us dispiriting figures. Opera, which is
generally appreciated, has suffered a big deficit. [...] The Teatro Ciscutti cannot be self-supporting, it
needs the kind of assistance that we feel, in every respect, is due to it.” (“I fatti del bordereau teatrale ci
danno delle cifre scoraggianti. Lo spettacolo d’opera, di generale aggradimento, sottostd ad una forte
rimessa. [...] Il teatro Ciscutti non pud fare da sé, ha bisogno di un aiuto che noi troviamo sotto ogni
rapporto doveroso.”); “Il Teatro”, Pola, 26. 4.188s.
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we see this fine season of opera’, it was written, “and those happy citizens delight in the
new melodies of Verdi, [...] Meyerbeer and Gounod. We, on the other hand, can never
delight in a Forza del destino, or a Dinorah, or a Faust, or many, many other operas of con-
sequence that could be adapted to our needs”.®® It was estimated that a good production
for an autumn season could cost no less than 100,000 florins, a figure very different from
the 10,000 florins that were apparently proposed to organise the season in the city in 1887.
At the time the fees — in lire — of a singer who performed in first-rank theatres ranged from
10,000 to 30,000 lire, and the scores considered fashionable (in voga) cost from 1,000 to
5,000 lire.?» The former director of theatrical journals Alfonso Pozzati, who had initiated a
debate on the thorny issue of the endowment in L'Eco di Pola, provided a rough list of the
minimum costs needed for a season:

n. 3 spartiti d’opere vecchie ma [...]

in tutto per tre opere andanti lire 1000 pari a fior. 500+

Tenore (discreto) "2000 "1000
n. 2 soprani ed un contralto " 3000 "1500%
Baritono (discreto) "1300 " 650
Basso 900 450
Comprimario tenore " 500 "250
Comprimario baritono "s00 "250
Comprimario basso " 500 "250
Maestro concertatore "800 " 400
Suggeritore " 500 "250
Vestiario " 1000 "so00
Scenari "800 " 400

n. I5 coriste, a fior. 2

38 “Noi vediamo in ogni cittd di provincia questa bella stagione d’opera e quei felici cittadini, bearsi alle
nuove melodie di Verdi, [...] Meyerbeer ¢ Gounod. Noi invece non possiamo mai gustarci né una
Forza del destino, né una Dinorah, né un Faust, né tante e tante altre opere di valore adattabili alle nostre
esigenze.”; “Il Teatro”, Pola, 26. 4.188s.

39 This estimate is based on singers active in Italy, without considering those working abroad, since “in
America, singers of the stature of a Conti-Foroni, Percuoco or Del Papa are paid 60,000 lire for the
run of a season. A season like the present one in Pula, costs more than 10,000 florins.” (“cantanti della
levatura d’'una Conti-Foroni, d’un Percuoco, d’un Del Papa, in America vengono stipendiati per un
corso di stagione con 60.000 lire. Uno spettacolo come I'attuale di Pola, costa oltre fior. 10.000.”); see
“Teatralia”, L’Eco di Pola, 22.10.1887.

40 What is meant here is repertoire operas, not titles such as Gioconda, Mefistofele or Faust, for which the
rental charges in 1887 cost 1,500 lire; see “Teatralia”, LEco di Pola, 22.10.1887.

41 Tt was also noted that it would be difficult to have a soprano suited to all three operas, most likely
implying that the figure is an underestimate.
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ciascheduna, per 45 giorni " 2700 "1350

Idem coristi " 2700 "1350

n. 4 guide cori, a fior. 250  "900 " 450

Orchestra, in media fior. 45

per sera in 24 recite "2160 " 1080

pit le prove " 400 "200
Attrezzista "300 "150

Somma lire 21.960 pari a fior. 10.980+

To this sum of 10,980 florins one would have to add the expense of the chorus master, the
stage band (mandatory for the scores that called for one) and the hiring of materials, as
well as the rental of the theatre, the licence to perform, lighting, and the costs of a police
officer, doctor, guards, firemen, attendants and advertising materials. If these items were
included, the sum would come to around 12,000 florins. With a similar sum the impresa-
rio’s earnings could be around 1,000 florins, provided that the evenings takings came to
around 600 or 500 florins. The population of Pula, however, was not thought capable of
filling the theatre sufficiently to generate such revenue, unless the production was consid-
ered really worthwhile, but for that to happen one would need to spend more than 12,000
florins. The result was a vicious circle: the proceeds would increase with a good audience; a
good audience would only come to a good production; but to guarantee good productions
more money was needed to start with.

An endowment would not only bring about an improvement in the quality of the
productions, but could also make it possible to include a charity night within the opera
season and make available to the city council the imperial box and another box alongside
that of the political dignitaries “in honour of the mayor” (ad onore del podesta).# It turns
out that the Politeama did receive an endowment of 3,000 florins for the year 1887, but
since the owner of the theatre, Pietro Ciscutti, had to spend 4,730.80 florins on building
work to comply with the obligatory new fire regulations, he was in no position to use the
money on opera.

Complaints duly appeared in the newspapers about the attitude of critics who were
always ready to pour scorn on an opera production without any knowledge of the sums

required to make it successful.# Such grievances, it was concluded, would be justified

42 “Teatralia”, L'Eco di Pola, 22.10.1887.

43 “Il Teatro”, Pola, 10.5.188s.

44 “For a start, coffee-shop critics never think with their wallet”, one wrote, “nor with any practical knowl-
edge of a contract or about the pages of a ledger, where those fateful black figures are lined up. It is easy
to say: ‘T don’t like the performance, the singers howl like dogs™: but one must make distinctions and
note if other cities, if other audiences of higher standing, have tolerated and applauded productions
and soloists like those that today appear on the stage at the Politeama Ciscutti” (“Intanto i critici da
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only if there were to be an impresa with experience and ready to spend a large sum of
money; only if there were to be an endowment of at least 10,000 florins and at least fifty
season-ticket holders for the boxes and two hundred for the parterre (platea), seats (pol-
trone) and stools (scanni). “Please have the modesty and integrity to say frankly: Pula
cannot, for the present, support opera production that is worthy of the traditions of the
art and of truly great art.”#

While an endowment of 2,000 florins was granted by the municipality in 1890, the
request for a subsidy of 1,000 florins was turned down only two years later, adducing a
justification, published in L7ndipendente, that hardly seemed objective. The rejection was
apparently to be attributed to an otherwise unspecified “series of reasons that stem [...]
from a certain person who is involved in the [theatre’s] management and who, with a per-
severance worthy of another cause, has insulted people and institutions of the city”.#” The
identity of this person in the management is not known.

While politicians in the city council might support the idea of subsidising the Politeama,
at the same time they found solid reasons for not doing so. For example, the Honourable
Guglielmo Vareton, the man who presented the Politeama’s application to the city council,
was in favour of providing a municipal subsidy, but at the same time deplored the idea that
the money could benefit the private interests of an impresario. The subsidy should be made
in favour of the interests of the general population, which should be able to come to the
theatre at a reasonable price and not be paying the exorbitant prices imposed by impresa-
rios he considered unscrupulous. And so, for example, while he declared himself ready to
vote in favour of an endowment of 2,000 or 3,000 florins for 1901, in the end, for a series of
reasons, he himself voted against the proposal. In the previous year the Honourable Felice
Glezer had also been a supporter of the subsidy and proposed that 2,000 crowns should be
granted to the Politeama; nor was the Honourable Bernardo Benussi against the idea, but
he pointed out that in the application presented to the Comune there were no “serious com-
mitments” (impegnative serie) on the impresario’s part. Moreover, he brusquely concluded

one of his speeches in the council chamber by saying that “if these people want good opera

caffe non ragionano mai colla loro borsa né colla conoscenza d’un contratto alla mano o sulle pagine
d’un libro-maestro, ove si vedono schierate quelle nere e fatali cifre. E facile il dire: ‘Lo spettacolo non
mi va, i cantanti sono cani’: ma bisogna discernere ed osservare se altre cittd, se altri pubblici di mag-
gior levatura hanno compatito ed applaudito spettacoli e virtuosi come quelli che in oggi figurano sulle
scene del Politeama Ciscutti”); see “Teatralia”, LEco di Pola, 22.10.1887.

45 “Si abbia la modesta coscienza di dire francamente: Pola non pud, per ora, sostenere uno spettacolo di
opera, degno delle tradizioni dell’arte e dell’arte grande e vera.”; see “Teatralia”, LEco di Pola, 22.10.1887.

46 “Teatralia”, LEco di Pola, 25.10.1890.

47 “serie di ragioni che partono [...] da un individuo che ha attinenza con tale direzione e che con una
costanza degna di ben altra causa, ha vituperato persone ed istituzioni cittadine”; “Sovvenzione negata”,
LIndipendente, 8.11.1892.
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productions for themselves, they should pay for them by going to Trieste”.# Not surpris-
ingly, the theatre’s application was rejected.

In 1901 the management of the Politeama decided not to turn to an external impresario,
but instead to manage the opera productions itself, in the expectation that it could count
on the support of the citizenry and of “interested factors™ (fattori interessati).* Benussi,
on behalf of the city’s finance committee, made his report on the request for a subsidy of
1,500 crowns made by the management of the Politeama. Once again, we find the usual
pattern of declaring oneself to be in favour of the subsidy, but being against in practice.
In theory the finance committee was not opposed to the subsidy, but the subsidy would
have to be “conditional” (condizionata),”° so he proposed that the request should be turned
down. As for the Honourable Rocco, he was theoretically not against the subsidy, but
in practice thought it better to “spend the money on mending the roads, which are in a
precarious state”.’! In such conditions the prospects of getting any funding continued to
be remote. Nor was there greater success in 1904 when a request was made, in anticipa-
tion of producing opera during the Lent season, to be exempted from the expenses for
firemen, guards and gas. For various years the management had repeated the application
without any result.

In spite of this, the population displayed an interest in opera when good productions
were given. Hence an article in the newspaper would propose that the municipality should
come to an agreement with the theatre on a subsidy at least in the form of an exemption
from expenses.’* The exemption was not granted, however, not even two years later when
the management asked the municipality for 2,000 crowns and to be released from the
payment of lighting and surveillance for the opera season; the reason for the rejection was
attributed to the fact that the performance of La Gioconda “was not consistent with the
requirements of good theatre”.”* The management was granted an allowance for the use of
gas and electricity and the cost of the firemen only in 1909, when the city council, in con-
sideration of the guarantees offered, granted a sum of up to 1,000 crowns for the rehearsals
and performances of Otello.*

», o« e

48 “seisignori vogliono dei buoni spettacoli per sé, se li paghino andando a Trieste”; “Consiglio di cittd”,
1l Popolo Istriano, 24.11.1900. Among those opposed to the endowment, ever since 1885, were Rizzi,
Till and Dreossi, members of the municipal council of Pula.

49 “La stagione d’opera al Politeama Ciscutti”, I/ Giornaletto di Pola, 19.5.1901.

50 Unfortunately, from the available documentation it is not clear what those conditions would have
to be.

51 “spendere i denari per le strade che sono impraticabili”; “La stagione d’opera al Politeama Ciscutti”, 7/
Giornaletto di Pola, 19.5.1901.

52 “Per una stagione d’opera’, I/ Giornaletto di Pola, 4.2.1904.

53 “non fu corrisposto alle esigenze di un buon teatro”; “Cose del Comune”, Omnibus, 18. 4.1906.

54 “La seduta di ieri della Giunta comunale”, 7/ Giornaletto di Pola, 17.2.1909.
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Among those campaigning against the concession of an endowment in the early 20th cen-
tury were the socialists, who considered it a “luxury expenditure” (spesa di lusso). All the
florins spent on the theatre, they claimed, could have instead been set aside for the salaries
of workers in agriculture or industry. In short, the money for the endowment was seen as
a part of public wealth that was subtracted from the general good and

consumed by singers and players, all people that in exchange hardly give you a new produc-
tion of goods and don’t even provide you with services that are useful, lasting and of general
benefit, but instead give you a donation of trills, and often also of screams, tripping legs,
syrupy violins or hammering drums, magic wands that carve the air, and other similar articles
of substance. Not to mention those who take the lion’s share: the impresarios, the interme-
diaries, hot air salesmen and extortionists, who like to use up the appropriated money in the

gratifications of “viveurs”, out of which no possible utility can come to anyone.”

In short, the money for the endowment would merely serve to provide a little entertainment
for a few men of privilege, while the rest of the population clamoured for the basic necessi-
ties of life. With these premises, over the years the Politeama Ciscutti had to manage with-
out support and year by year find the minimal conditions for organising an opera season.

Nor did things go much better, as regards public funding, at the Teatro Mazzoleni of
Sibenik, as eloquently attested by the despondent comment made by the theatre’s direc-
tor in a letter to Enrico Gallina, an agent in Trieste: “It is very tiresome being the direc-
tor of these petty provincial theatres without an endowment, without an audience and
with very few people who understand what a theatre is”.6 In contrast with the glowing
advertisements published in the newspapers (“Teatro Mazzoleni in Sibenik / The favourite
haunt of the choicest aristocracy / Theatre of great elegance / Luxurious electric lighting /
Ample waiting room / Reading room / Buffet / Large smoking room / A regular venue
for star performers and attractions”),” the underlying reality of the organisation revealed

55 “consumata da cantanti e sonatori, tutta gente che in cambio non vi da gia una nuova produzione di
merci e neanche vi presta servizi utili, duraturi, di beneficio generale, ma vi regala dei trilli, e spesso
degli strilli, degli sgambetti, delle violinate o tamburate, dei grandi trinciamenti aerei di bacchette
magiche e altra roba sostanziosa del genere. Non parliamo poi di chi si fa la parte del leone, impre-
sari, intermediari, soffiettatori e ricattatori, i quali sogliono il danaro preso consumare in godimenti
di ‘viveurs’ dai quali nessuna utilitd pud provenire a nessuno.”; “Piano con i soldi degli altri!”, 7/ Pro-
letario, 12. 6.1902.

56 “E una gran noia fare il direttore di questi meschini teatri di provincia senza dote, senza pubblico e con
pochissime persone che comprendono cosa sia un teatro.”; Letter from Giovanni Mazzoleni to Enrico
Gallina, Sibenik, 19.9.1913, HR-DASI-103, folder 6.

57 “Teatro Mazzoleni Sebenico / 1l ritrovo preferito della piu eletta artistocrazia / Teatro elegantissimo /
Sfarzosa illuminazione elettrica / Grande salone d’aspetto / Sala di lettura / Buffet / Gran fumoir /
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a more complicated environment, one with no lack of difficulties. At certain meetings
of the boxholders, the fact that the Teatro Mazzoleni received no subsidies from the gov-
ernment or the municipality and yet succeeded in organising opera seasons i spite of the
absence of public funds was almost celebrated as a badge of honour. We learn this from
the minutes of a members’ meeting held on 8 January 1889, at which the director Paolo
Mazzoleni made his assessment of the situation after sixteen years of management.”® After
mentioning the endowments bestowed on the various opera companies, and making a
comparison between the resources of the theatres in Zadar and Sibenik (which instead had
no public funding), he demonstrated that the theatre of Zadar, though rich in resources,
had suffered a large deficit over thirty months, whereas the theatre of Sibenik, without
revenues or subsidies, and without the possibility of counting on a third tier of boxes
or commanding as large an audience as at Zadar, had nonetheless put on many produc-
tions of a high standard, and even had a cash surplus of 125 florins.” A situation like this
prompted the management to conclude: “we are not making a loss, and that is already a
cause for satisfaction”.®

In the absence of a subsidy from either the municipality or the provincial government,
it was partly with the endowment of the shareholders and partly with the evenings’ takings
that the theatre paid not only the singers, the orchestral players engaged externally, and the
local ‘maestri’ (conductor, chorus master, etc.) and orchestral players, but also covered the
costs for the rental of scores, scenery, costumes, properties and agents’ fees, and the thea-
tre’s ordinary expenses, and perhaps even a small sum to reimburse the female chorus for
the expenses of the basic wardrobe (basso vestiario). In Sibenik the box-owners nonetheless
also paid for admission to the theatre.” The boxes of the first and second tiers were held in
ownership both in Sibenik and in Zadar.

In short it was the boxholders that kept the opera season running,.

Sempre posto a grandi vedettes ed attrazioni”; Advertisement for the Teatro Mazzoleni, [n. p.], [n.d.],
HR-DASI-103, folder 4.

58 Paolo Mazzoleni was the brother of the tenor Francesco Mazzoleni, founder of the theatre, and father
of the famous soprano Ester Mazzoleni. He had a “long and intelligent communion with the most
eminent artists and critics” (lunga ed intelligente comunione con gli artisti ed i critici pits eminenti) of the
second half of the 19th century; see [Commemoration of Paolo Mazzolenil, [Sibenik], [n.d.], HR-MGS:
Kazaliste 1/ kut. [-XII.

59 See Report on the meeting held in the social hall of the Teatro Mazzoleni on 8.1.1889, Sibenik, 1889,
HR-DASI-103, folder 4.

60 “noi non siamo in perdita, e gia questo ci soddisfa”; Letter from Giovanni Mazzoleni to Enrico Gallina,
Sibenik, 1.12. 1911, HR-DASI-103, folder 1.

61  See Letter from [Mazzoleni] to Lodovico Selles, [Sibenik], 8. 6. 1914, HR-DASI-103, folder 2b.
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13 The boxholders: identity and role

Where there was no chance of getting support from either the Comune or the provincial
government of Dalmatia, the first to be called upon to help out — and provide financial
support for the opera productions — were the boxholders. At the theatres without public
subsidy, like the Teatro Mazzoleni of Sibenik, the money paid out by the boxholders played
a fundamental role in the organisation of opera. Also contributing to the overall endowment
could be the revenue generated by the rental of certain boxes in the theatre.

The boxholders (referred to as palchettisti or palchisti) were those who had either
bought a box at the theatre or who had a subscription to a box. Owning a box often
meant one had bought a share (azione), hence in this context the term palchertista or
azionista (shareholder) or socio-azionista (company shareholder) came to mean the same
thing. This box — which could be assigned by the drawing of lots®> — could then be
rented out; a third party was usually in charge of the rental of the shareholders’ box-
es.® Each shareholder received from the theatre management a document proving his
or her ownership.5

The theatre of Zadar, for example, was divided into 48 shares. Each share corresponded
to a ground-floor or first-tier box, as well as an undivided 1/48 share of the whole building.
The price of a share was fixed between 1,500 and 2,000 florins.® As a term of comparison,
the theatre of Sibenik was divided into 38 shares and the price for each share was 1,650 flor-
ins. Of these 38 shares, 28 were purchased at the start, whereas 10 were still purchasable in
1915. The sales were not carried out by the management, but by private citizens who might
find themselves having to sell their shares over the years for a price much lower than the
original one, even for just 1,200 crowns (or 600 florins, considering that 1 florin = 2 crowns),
though this naturally depended on the position of the box associated with the share (better
or worse, as the case may be). In 1915 the value of the share was lower than its original price
and came to around 2,000 crowns. At the Teatro Fenice of Rijeka the value of a share was

even lower only three years earlier, and could be bought for only 200 crowns.* What could

62 See Circular letter, [Zadar, n.d.], HR-DAZD, folder 2.

63 At the theatre of Zadar in the early 20th century, for example, this task was carried out by Signora Anna
Bolcovich, who was officially assigned to the role of collecting the money for the rental of the share-
holders” boxes; Circular letter of the Teatro Verdi of Zadar, Zadar, 30.3.1904, HR-DAZD, folder 22.

64 At Sibenik each share gave the right to the ownership of a box, either on the ground floor or in the
first tier, that was drawn by lot. Hence the shareholder (azionista) was also a boxholder (palchettista),
for the two concepts were inseparable. The shares could be transferred to third parties. See chapter II
of the Statuto della Societi del Teatro di Sebenico, HR-DAZD-562, folder 1.

65 See the deed certifying the foundation of the theatre, dated 16.1.1864, HR-DAZD, folder 1.

66 See http://www.passaporto-collezionismo-scripofilia.com/wp-content/uploads/2014/08/1912-Teatro-
La-Fenice-Fiume.jpg [accessed 19. 4.2020].
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also make the trading price fluctuate — even from one day to the next — was the number of
events hosted at the theatre and the quality of its productions.s”

The boxholders took an active part in the funding of the opera season through the
payment of a membership fee (canone sociale), which was periodically defined and voted
by the members’ assembly. The members were also called upon to elect the management,
which consisted of three directors and two deputies. The boxholders comprised elements of
both the old aristocracy and the more recent wealthy bourgeoisie. Politicians like Vareton
and Glezer, whom we mentioned in the previous section, had their box in Pula. In Zadar
the theatre was even attended by two mayors of the city, Count Cosimo de Begna® and
Nicold Trigari, as well as by members of the Dalmatian Autonomist Party like Natale
Filippi or Pietro Abelich (Abeli¢). The city’s nobility was represented by personalities such
as Giuseppe Lantana or Giuseppe de Petris. Also present were the families of industrialists
like the Luxardo. There were pharmacists, doctors like Beros, and theatre critics like Gio-
vanni Salghetti at Sibenik, landowners and merchants, notaries and lawyers. Among the
boxholders there were also women, though in smaller numbers. Some of the boxholders
might be running a business that provided the theatre with services. For example, Ugo
Fosco, a boxholder-shareholder at the theatre of Sibenik, had a printing house where the
season’s posters were produced. His workshop directly invoiced the theatre.” Except in
Split, the Italian community was strongly represented among the shareholders, above all
in Zadar and Sibenik.” In Sibenik, for example, many of the Italian and autonomist fam-
ilies who had contributed to the construction of the theatre were also boxholders: these
included families such as the Fenzi, Frari, de Difnico, Galvani, etc.” In Split, on the other
hand, with the transition from the Teatro Bajamonti to the Teatro Nuovo, only a few of
the former boxholders of the Bajamonti — autonomists for the most part — bought boxes at
the new theatre. Though duly informed by the administration of the mayor Bulat in 1888,
many did not respond to the call.”

67 An overall reputation for good productions contributed to increase the value of the shares. See various
documents, HR-DASI-103, folder 4.

68 Cosimo De Begna was mayor of Zadar from 1866, as well as being a director of literary journals.

69 Nicolo Trigari succeeded De Begna as mayor of Zadar on 23 February 1874; see Angelo De Benvenuti,
Storia di Zara dal 1979 al 1918, Bocca, Milano 1953, p. 119.

70 The letterhead and stamp on the invoice simply stated “Consorzio tipografico / Ugo Fosco & C.i /
Sebenico”; HR-DASI-103, folder 9.

71 The Teatro Mazzoleni of Sibenik had succeeded in purchasing various boxes directly from the Italian
Societa del Casino. See Luciano Monzali, ltaliani di Dalmazia 1914—1924, Le lettere, Firenze 2007, p. 367.

72 These families are mentioned also in Stefano Trinchese — Francesco Caccamo (eds.), Adriatico con-
temporaneo: rotte e percezioni del mare comune tra Ottocento e Novecento, Franco Angeli, Milano 2008,
pp- 98-99.

73 See Dusko Keckemet, Ante Bajamonti, p. 242. In Split the boxes belonged either to private individuals
or to the city.
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The boxholders were convened for periodic meetings. As a rule, the presidency or thea-
tre management would issue a circular letter indicating the place and date of the meeting,
as well as its agenda. The meeting could also be held at the home of one of the directors or
members, not necessarily in the theatre itself. In Sibenik, for example, the members might
be convened at the house of one of the directors, either Giovanni Mazzoleni or Antonio
Bontempo. The announcement of the meeting included a list of the shareholders, who were
asked to sign against their name to confirm they had read the message. The announcement
was circulated usually with very short notice, often even the day before the meeting. At the
Teatro Comunale in Rijeka, for example, the meetings with the theatre management were
announced in the morning for the evening of the same day. It was not even unknown for
a meeting to be held in the theatre itself after an act of the opera.”

For the actual meeting itself, at Zadar a printed sheet was prepared giving the names of the
presidents at the top, the list of members present in the central part of the page and a formula
at the bottom that read: “After establishing the correct communication of the circular [let-
ter] of ... [date], the right number and the legality of the numbers present, in relation to the
subject indicated in the agenda, the session was opened to discuss what follows”.7 This was
duly followed by the subjects for discussion. The discussion itself was recorded in the minutes.

If certain shareholder-boxholders were unable to attend, they could use a power of
attorney; in other words, a document appointing a third person to act as a proxy on their
behalf. We find many of these power of attorney documents, formulated in various ways.
They could be just a couple of lines written by hand, a typewritten sheet, or a more com-
plex pre-compiled form that included all the necessary clauses. As an example, here is the
one sent in 1909 by the widow of the member Doimo Miagostovich to appoint their son
Gregorio as their proxy:

Power of attorney with which I, the undersigned Ludmilla, widow of the late Dr. Doimo
Miagostovich, in my specialty and as mother and guardian of the minor children Domenica
Maria and Giovanni, appoint and establish as my proxy my son Dr. Gregorio Bogi¢ of the
late Giuseppe, that he may represent me at all the members’ meetings of the Teatro Mazzo-
leni of Sibenik, and to that end I convey to him all the powers contemplated by § 31 of the
Code of Civil Procedure, promising that everything carried out by my aforesaid proxy or his

substitutes will be valid and irrevocable on the strength of the present power of attorney.”

74 See Register of documents (Protocollo degli esibiti) 1885—1910, Rijeka, HR-DARI, DS 60, folder 10.

75 “Constatata la regolare comunicazione della Circolare di data ... pari N.ro e la legalita del Numero dei
comparsi, in relazione all’'oggetto posto all’Ordine del Giorno, viene aperta la Seduta onde deliberare
intorno a quanto segue.”

76 “Mandato di procura col quale io sottoscritta Ludmilla v.a del fu Dr. Doimo Miagostovich nella mia
specialith e qual madre e tutrice dei minorenni miei figli Domenica Maria e Giovanni, nomino ed
istituisco in mio procuratore mio figlio Dr. Gregorio Bogi¢ del fu Giuseppe affinché mi rappresenti
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We find the same type of power of attorney also at the new theatre in Split:

77

I entrust Signor Pietro Katalini¢ to represent me at the meeting scheduled by the manage-
ment of the theatre for the 29th of the current month, and I authorise him to vote on all the

subjects on the agenda and on all the proposals that may be made.””

a tutti i congtessi sociali del Teatro Mazzoleni di Sebenico, e a tale uopo gl'impartisco tutte le facolta
contemplate dal § 31 del Regolamento di procedura civile, promettendo di avere per valido e irrevo-
cabile tutto cid che sara stato operato dal detto mio procuratore o suoi sostituti in base al presente
mandato.”; Power of attorney of Ludmilla Miagostovich, Sibenik, 7. 2. 1909, HR-DASI-103, folder 4.
We have powers of attorney that are both handwritten and printed. At Sibenik, for example, we find
certain printed forms, pre-compiled as follows: “I, the undersigned, hereby appoint Signor [...] as
my attorney, to represent me in this case before any authority, and for this purpose I grant him the
power to replace, settle, defer, refer, offer, accept oaths, take recourse, appeal, execute, adjudicate at
the Auction, reach compromises in arbitration, whilst guaranteeing that his actions are valid [...]”
(“To sottoscritto nomino in mio procuratore il Signor [...] a cid mi rapresenti [sic] in questa mia
causa dinanzi qualsivoglia Autorita e gli accordo a tale scopo facolta di sostituire, transigere, diferire,
riferire, offerire, accettare giuramenti, ricorrere, appellarsi, esecutare, rendersi deliberatario all’Asta,
compromettere in arbitri, promettendo di ritenere 'operato di lui per valido [...]”). Another, more
detailed and complex, power of attorney also circulated: “Power of Attorney. For [...] and heirs, I
confer upon Signor [...] of [...] a general and unlimited mandate to make representations both in
and out of Court in all criminal and civil cases, whether active and passive, with the power to receive
preliminary deeds, enter into disputes, reach settlements, compromise in arbitration, recede, replace,
defer, offer, accept, report and take oaths, request and obtain time-limits, reservations, publicise
properties, executions, seizures, sequestrations and any other legal security measures, as well as those
relating to land registers; to compete in [...] name at auction and adjudicate; to collect sums and issue
receipts, to undertake any action he deem opportune in the best interests of the business transaction,
even if such were to fall under the jurisdiction of the Court of the Empire or the Court of Adminis-
trative Justice, and agree to indemnify him for any competence and expense he may encounter at his
domicile in [...], obliging him to consider his actions as valid and irrevocable” (“Procura. Per [...] ed
eredi conferisco al Sig. [...] di [...] mandato generale ed illimitato affinché egli rappresenti in Giu-
dizio e fuori in tutte le cause penali e civili, attive e passive, con facolta di ricevere primi atti, incoare
liti, transigere, compromettere in arbitri, recedere, sostituire, deferire, offerire, accettare, riferire ed
adire giuramenti, domandare ed ottenere termini, prenotazioni, intavolazioni, esecuzioni, sequestri,
sequestrazioni ed ogni altra misura cauzionale di legge, nonché relativa ai libri fondiari; concorrere
in [...] nome all’asta e deliberare; incassare e quitanzare, intraprendere qualunque atto egli ritenesse
opportuno pel miglior andamento dell’affare, fosse pure di competenza del Tribunale dell'Impero o
della Corte di giustizia amministrativa, verso promessa di indennizzarlo di ogni sua competenza e
spesa che fosse per incontrare al suo domicilio in [...], obbligando di ritenere per valido ed irrevo-
cabile il di lui operato”); in HR-DASI-103, folder 4.

“Do incarico al sig. Pietro Katalini¢ di rappresentarmi nella seduta fissata dalla Direzione del Teatro pel
di 29 corrente, ¢ lo autorizzo di votare su tutti gli argomenti all’'ordine del giorno e su tutte le proposte
che venissero fatte.”; Power of attorney of Vincenzo Katalini¢, Split, 28.11.1894, HR-MGS: Kazaliste
3/ kut. I-XII.
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A proxy could represent more than one boxholder, for box-owners did not necessarily live
in the same city as the theatre. In Split, for example, there were those who directly dele-
gated as their proxy the mayor of the city, who at the time also happened to be one of the
directors of the theatre:

The undersigned, as owner of a box at the Teatro Comunale of Split, being domiciled in
Graz, authorise Dr. Gaetano E Bulat to represent her at the meeting of the boxholders that
will take place within the month, and at any subsequent meeting, with the faculty to vote

for her on any subject that will be brought to discussion.”

At the shareholders’ meetings, the ownership of a single share gave the right to one vote, two
shares to two votes, three to three, and so on.” Those who had disbursed more therefore
had a greater say in the decisions. For the proceedings to be valid, a minimum number of
members had to be present. At Sibenik the meetings were valid with half plus one of the
members. In Zadar in 1884 a minimum of 25 shareholders had to be present.®® In Rijeka there
were 102 boxholders in 1870, and the quorum for voting for the three directors of the man-
agement was fixed at 68, hence higher than the half plus one required at Sibenik or Zadar.

Usually these meetings started with the reading and approval of the minutes of the previous
meeting, followed by announcements concerning the results of the preceding opera season or
the appointment of new directors, auditors or other key figures in the management. Proposals
aimed at benefiting the theatre could also be presented by the management or by members; or
the status of the theatre as a social enterprise itself could be discussed. Also taken into consid-
eration at times were requests for financial support from the widows of theatre workers, who
appealed directly to the theatre management when they were left without any source of income.

The association of boxholders could also be involved (more or less, as the case may be)
in relations with the impresario.®* At times it was the impresario himself who appealed to

it for the payment of a sum of money owed.®> Alternatively, a troupe leader (capocomico),

78 “La sottoscritta quale proprietaria di un palco del teatro comunale di Spalato, essendo domiciliata a
Graz autorizza il signor Dr. Gaetano F. Bulat a rappresentarla all’adunanza dei palchettisti che avra
luogo entro il mese corrente, ed a qualunque adunanza successiva con facoltd di votare per lei sopra
qualunque oggetto che verr portato a deliberazione.”; Power of attorney of Carolina Mastrovich, Split,
22.11.1894, HR-MGS: Kazalidte 3/ kut. [-XII.

79 After the first four shares, only the ownership of another four shares gave one the right to a further
vote, another eight to two votes, and so on; see Statuto della Societa del Teatro di Sebenico, Tipografia
S. Anich, Sibenik 1870.

80 See Societa del Teatro Nuovo di Zara, session of 16 September 1884, HR-DAZD 562, folder 4.

81 Rispoli, La vita pratica, p. 37.

82 For example, Bruto Bocci, who was one of the most important impresarios of operetta, wrote as follows
to the management of Zadar: “In consideration of the desperate state of the company, the undersigned
begs the honourable management to have the gentlemen shareholders urgently confirm the authorisation
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following a disastrous season, might appeal to the management, begging it not to have to
resort “to public charity” (alla pieta cittadina) and asking for sufficient funds to enable him
to leave the theatre without having failed in his obligations.®

What was decided at these meetings? A number of things, for example: changes to the
charter (or statuto); measures to be taken concerning possible lawsuits brought against the
theatre’s members; maintenance work on the theatre building; management of the autumn,
carnival, Lent and spring seasons. It would establish the endowment to be assigned to the
impresario and/or the concession of certain boxes.** It would choose the operas for the next
season and even the impresarios who would run them. As a rule, it made a selection from
a short list of impresarios.” In cases where several candidates had accepted the terms and
conditions set out in the tender specifications, it was the impresario offering the best guar-
antees that would prevail. The proposals were accepted with a majority of two thirds of the
vote. The boxholders could also establish the price of admission to the theatre.® Ongoing
contacts with theatrical agencies could also be discussed.

It lay in the power of the sharecholders to choose the type of spectacle to be given at the
theatre. As they were paying, they had the right to express their preferences. They were not
just a consortium of spectators; they were a group of people acting as genuine patrons.
Decisions concerning the proposal of operas were made collegially and the operas were
subjected to collective approval, though clearly, with as many as 48 shareholders (as there
wete at Zadar in the early 20th century), one can readily understand that decision-making
and coming to an agreement was a long and arduous business.

The membership fee (or canone) was also paid by the boxholders of the publicly subsidised
theatres like that of Zadar. Here the fee at the start of the 20th century was fixed at 40 crowns:
less than the 50 at Sibenik, most likely precisely because the theatre could also rely on the sub-

sidy.*” From a receipt, for example, we learn that in 1909 a shareholder at the Teatro Mazzoleni

for the concession requested.” (“In considerazione allo stato miserando della compagnia il sottoscritto
prega Ess‘Onorevole Direzione a voler ripetere d’urgenza dai signori azionisti I'autorizzazione per la
richiesta concessione.”); Letter from Bruto Bocci to the theatre management of Zadar, [n. p.], [1885?],
HR-DAZD, folder s.

83 See Letter from Gaetano Benini to the theatre management of Sibenik, Sibenik, 20. 2. 1882, HR-DASI-103,
folder 3. In this case the theatre management of Sibenik donated 25 florins to the troupe leader to cover
the travel expenses of himself and his family to Trieste.

84 See for example the letter from Doimo Miagostovich to Enrico Viscardi, [Zadar, n.d.], which states
that “the management grants the boxes of the third tier to the advantage of the company” (“La Dire-
zione concede a vantaggio della compagnia i palchi di terza fila”); HR-DASI-103, folder 3.

85 On the evidence of the available archival documentation, we can say that the theatres of the coastal
region plausibly had an average of up to seven candidates per season.

86 See Minutes of the meeting, Sibenik, 28.7.1907, HR-DASI-103, folder 4.

87 1In 1884 the presidency of the theatre had proposed an extra contribution of 10 florins per share to par-
tially cover the expenses of restoring the theatre building.
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paid the sum of 5o crowns “as a contribution to the expenses of maintenance and to the staging
of a season, in accordance with the resolution taken at the general meeting of shareholders on
17 February of the current year”.* Indeed it turns out that at that same meeting a request was
expressly made for an overall contribution of 1,400 crowns, to be divided among the 28 shares,
meaning that each holder of a share would provide 50 crowns.® The management was then
authorised to take out a three-month loan of 3,000 crowns to cover the preliminary expenses
for the spring season. The initial proposal was to approach the Banca Popolare Zaratina, but
then the shareholder Francesco Inchiostri came forward and offered to pay the required 3,000
crowns into the theatre’s account at the same conditions given by the bank.*

Not always were the shareholders in agreement with what the presidency or management
decided. There were those like Signora Natalia Dudan in Zadar, who voiced their opinions
directly against their name on the circular letter convening the meeting, without waiting
to speak at the meeting itself. She protested in no uncertain terms against the management
for giving the then impresario an advance payment in cash.

The undersigned doesn’t believe the gentlemen presidents could be so stupid as to pay the
impresa — without any advantage for itself — the instalment of the endowment before the due
date established in the contract. But if that had really happened, there is no other remedy for so
many ills and so many ridiculous meetings and circular letters than to have the money prema-
turely paid out by its presidents refunded, always assuming, that is, that a payment was indeed
made. It would be high time for the presidency to stop making itself ridiculous, and along with it

making the entire association ridiculous with further negotiations, circulars, meetings, etc. etc."

88 “quale contributo per le spese di manutenzione e allestimento d’uno spettacolo d’opera, e cid in base
al deliberato preso nell’adunanza generale degli azionisti del teatro ch’ebbe luogo il giorno 17 febbraio
a.c.”; Receipt for a contribution to the organisational expenses of the opera season, issued by Antonio
Raimondi — owner of a share in the theatre — signed by the treasurer director Ugo Fosco, [Sibenik],
30.3.1909, HR-DASI-103, folder 5. The expenditure for the maintenance of the theatre and that for
the funding of opera constituted one item. At the meeting of the shareholders of the Teatro Mazzoleni
the councillor Marco Inchiostri made the proposal that the two sums should be kept distinct, but his
suggestion was not followed up. Any revenue from the opera productions would be used to cover the
expenses of maintenance. See Minutes of the meeting, Sibenik, 17.9. 1909, HR-DASI-103, folder 4.

89 This contribution was regulated by articles 23 and 24 of the theatre’s statute.

90 See Minutes of the meeting, Sibenik, 17.9.1909, HR-DASI-103, folder 4.

91 “La sottoscritta non puo ritenere i sig. presidenti tanto imbecilli da pagare all'impresa, senza un pro-
prio vantaggio, la rata della dotazione prima della scadenza stabilita nel contratto. Ma quando per
avvero([sic] cio fosse avvenuto oltre[?] rimedio a tanti mali ed a tante ridicole sedute e circolari non
restandone che far rifondere dai suoi presidenti il denaro da essi prematuramente esborsato, sempreche
esborso sia avvenuto. Sarebbe gid tempo che la presidenza cessasse dal rendersi ridicola, e rendere con
sé ridicola la societa intiera con ulteriori trattative, circolari, sedute, ecc ecc”; see Letter from Natalia
Dudan to the presidency of the theatre of Zadar, Zadar, 25.10.1869, HR-DAZD, folder 3.
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An alleged incompetence of the management was also expressed in L'’Eco dell’Adriatico,
which wrote that it “clings to the first opera season offered, without looking at the artistic
side” (tiene al primo spettacolo che le si offre, senza guardare al lato artistico). The directors
were accused of being endowed with anything but artistic taste, “each one more anti-musical
than the next; who let themselves be swindled by crafty impresarios” (una pis antimusicale
dell'altra; che si lasciano minchionare da astuti impresari)

If the opera season went badly, the box-owners complained. Some even tried to ask for

their membership fee (canone) back, as in the case of Innocente Monass in Zadar:

Esteemed management! On behalf of my wife, as owner of the box of Tier I no. 10, some
time ago I paid the fee of 40 crowns for the opera season 0f 1906. Seeing now that, following
the failure of Rigolerto and the cancelled performance of Lucia di Lammermoor, the whole
opera season was thus reduced just to the performance of Mefistofele, and confident that the
impresario was not given any subsidy, seeing that he had not fulfilled his respective con-
tractual obligations, I request that this esteemed management return the said fee, especially
in consideration of the fact that I understand that other boxholders have, quite rightly and
justly, also refused their contribution.”

In the event, however, Monass didn’t get his money back, because it was pointed out that
the assembly of shareholders had voted that the sum was to be spent “on the overall num-
ber of productions given, or to be given, during the year 1906”9+

92 “The gentlemen boxholders”, the article went on, “pay every year large fees that the Management imposes
on them and they get the productions that they get: each of less artistic value than the one before. Let
them go on paying, but at least let them not be forgetful of the glorious traditions of our forebears, who
offered all that was finest that our Italian art could produce, with select artists, and made Zadar an artistic
centre of excellence in the theatrical world.” (“I signori palchettisti pagano ogni anno forti tasse che la
Direzione loro impone ed hanno quegli spettacoli che hanno: uno meno artistico dell’altro. Continu-
ino pure a pagare, ma almeno non siano immemori delle gloriose tradizioni dei nostri maggiori, i quali
offrivano tutto quel che di pili bello la nostr’arte italica produceva, con artisti eletti e che rendevano
Zara un centro artistico molto pregiato nel gran mondo teatrale.”); LEco dell’Adriatico, 17-18.1.1907.

93 “Spettabile Direzione! A nome della mia consorte quale proprietaria del palco di I ordine n. 10 ebbi
tempo fa a versare il canone di corone 40 per la stagione d’opera 1906. Visto ora che in seguito all'insuc-
cesso del Rigoletto venne anche desistito dalla rappresentazione di Lucia di Lammermoor, e che quindi
tutta la stagione d’opera si ridusse alla sola rappresentazione del Mefistofele, e certo che all'impresario
sard stata negata qualsiasi sovvenzione non avendo egli corrisposto ai relativi suoi obblighi contrat-
tuali, prego Essa spettabile Direzione a volermi restituire il suddetto canone, cid tanto pil in quanto
mi consta, avere anche altri palchettisti rifiutato con piena ragione e diritto il proprio contributo.”;
Letter from Innocente Monass to the theatre management of Zadar, Zadar, 17.11.1906, HR-DAZD,
folder 22.

94 “per il complesso degli spettacoli dati e da farsi durante 'anno 1906”; Letter from the theatre manage-
ment of Zadar to Innocente Monass, Zadar, 1906, HR-DAZD, folder 21.
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At the Teatro Bonda of Dubrovnik the boxholders also played an active role in the choice
of repertoire and companies, and they discussed the matter with the management, which
again was made up of five people.” On the other hand, a place where boxholders had no say
in the choice of the opera production was Rijeka. On this matter the newspaper La Bilan-
cia also gave its own opinion by calling for a greater involvement, perhaps in the form of a
committee that should include not only the boxholders but also the season-ticket holders of
the parterre. For they too should have the right to examine the competing proposals and to
express a definite opinion to an already established delegation (delegazione teatrale), whose
task it would be merely to verify the financial solidity of the participating impresarios and
decide for or against. In other words, the body appointed to choose the operas and, later,
to judge the productions at the dress rehearsals, should be exclusively this committee.?®
Instead, with the move from the Teatro Adamich to the new Teatro Comunale, it was only
members of the management that were allowed to take part in the assemblies, which were
held in the theatre offices (cancelleria teatrale) o7 This explains why we do not find at Rijeka
those printed forms used to convene the boxholders (with a list of names and a space for
signatures), as instead we do at Zadar for example. For the meetings to elect the members
of the management, on the other hand, both the boxholders and the season-ticket holders
of the parterre were also invited to take part. Those renting a whole box had the right to
two votes; for half a box it was one vote; the season-ticket holders of the parterre also each
had one vote. For the election to be valid, at least a third of those eligible to vote had to
cast a ballot; and a candidate could be considered elected with at least a third of the num-
ber of votes cast.”®

One might also expect a newspaper not known for its impartiality to ask the boxhold-
ers to vote for one or other candidate as director of the theatre. Indeed, in the elections for
this position at Zadar, for example, the newspaper La Bilancia recommended voting for
Lodovico de Adamich, Giovanni Prodam and Francesco Dall’Asta; as it turned out, they
were all elected.” Five years eatlier, in I/ Giornale di Fiume, there was a complaint that the
boxes in Rijeka were rented at excessively low prices and that the management divided a box
between three, four, even five applicants. The same paper asked for the rental of boxes to
be put up for auction.” Rather than having to see empty boxes, the management lowered
their cost, which was in any case lower than that of theatres offering productions of similar

quality, such as that of Zagreb for example. At Rijeka the cost of a box ranged (depending

95 Miljenko Foreti¢, Kazalisni Zivot u Dubrovniku od 1882—1914, [n.n.], Dubrovnik 1965, p. 9.

96 “Teatro civico”, La Bilancia, 3.6.1875.

97 See Invitation, Rijeka, 2.10.1908, HR-DARI-s57, folder 562/1.

98 See Notice no. 26, Rijeka, 15. 3. 1894, Maritime and Historical Museum of the Croatian Littoral, theatre
collection.

99 Together with Achille Franchi and Ernesto Brelich; “Teatro civico”, La Bilancia, 5.3.1870 and 19.3.1870.

100 “La questione teatrale”, I/ Giornale di Fiume, 8. 4.186s.
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on the tier) from 120 to 300 florins, whereas in Zagreb it was from 188 to 413 florins. More-
over, at Zagreb the box-owners were obliged to purchase at least twelve tickets for each
subscription, whereas the rental conditions at Rijeka did not tie the boxholders to a given
number of seasons or performances. They could simply go to however many performances
they wanted. The newspaper pointed out these details in answer to the complaints of a
reader who clearly considered the price of the boxes to be too high.*

1.4 Census of the boxholders at the coastal theatres

Below we have attempted to collect all the names of those who occupied the boxes at the
theatres of Istria, Rijeka and Dalmatia over the long period in question. Unfortunately this
census, based on the documentation available at the archives consulted, is incomplete. In
the cases of Pula, Rijeka and Split we have a list for only one of the two theatres present
in those cities over the almost sixty years of this research: hence at Pula only for the the-
atre that preceded the Politeama Ciscutti; at Rijeka, for the Teatro Adamich, but not the
Teatro Comunale; at Split, for the Teatro Nuovo, but not the previous Teatro Bajamonti.
Having lists for both theatres in each city would have enabled us, for example, to verify
whether or not we find the same boxholders in both theatres. We shall also refrain from
making any considerations regarding the origin of the names cited, given the difficulty,
in many cases, of understanding whether we are dealing with Italian or Croatian families.
It is worth pointing out, though, that many Italian surnames were modified through the
addition of letters such as “k” or suffixes like “ic” or “ch” by the priests who were recog-
nised as civil status registrars under Austrian rule. Hence families such as the Karaman
or Giljanovi¢, which we find in the tables below, were actually Italian and not Croatian,
in spite of appearances.

Nonetheless, incomplete though these lists may be, they help us to understand who was
going to the theatre at the time and who, in various ways, had some sort of decision-mak-
ing influence in the organisation of the opera seasons.’**

101 “Teatro civico”, La Bilancia, 14. 4.1876.

102 On the question of the surnames, see also the comment made by Giulio Menini: “The surnames are
a sincere indication of this confusion of feelings and of the forced denaturalisation of the peoples, for
while the various Krekic, Ghiglianovic, Gospodnetic and Karaman are very Italian, equally fervent
Croatians are the Arneri, De Borelli, Tommaseo, Marchetti, Tartaglia, De Cambi and Alberti, all of
the purest and surest Italian origin.” (“I cognomi poi sono un indizio sincero di questa confusione
di sentimenti e della forzata snaturalizzazione delle genti, poiché mentre sono italianissimi i Krekic,
i Ghiglianovic, i Gospodnetic, i Karaman, sono altrettanto croati ferventi gli Arneri, i De Borelli, i
Tommaseo, i Marchetti, i Tartaglia, i De Cambi, gli Alberti, tutti di purissima sicura origine italiana.”);
Giulio Menini, Passione Adriatica: ricordi di Dalmazia, 1918—1920, Zanichelli, Bologna 1925, pp. 9—10.
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1.41 The boxholders of the theatre of Pula 3

Box no. | Surname of boxholder 17 fam. Riboli-Giacich
4 Artusi 18 fam. Wassermann

5 Petris-Wolgemuth 19 fam. Valerio

6 Vareton 20 Ciscutti

7 Fragiacomo not given | Lombardo-Bourguignon
8 Barsan n.g. Quadri

9 Lombardo-Baxa n.g. Rossi

10 De Grandis n.g. Demartini

11 Rizzi n.g. Vio-Bossi

12 Marinoni n.g. Coceich-Mazzarotto
13 Gelmi n.g. Carbucicchio

14 Glezer n.g. Polla

16 Malusa n.g. ufficiali di marina

1.4.2 The boxholders of the Teatro Adamich of Rijeka

Ground-floor boxes 11 Brelich Margherita

Box no. | Name and surname of boxholder 12 Sepich & Dall’Asta

2 Verneda Ernesto Voncina & Derenzini
Suppe Faustino 14 Manzoni Giovanni

3 Chiachich Michele Purkardhofer Giovanni
Sporer Carlo 16 Sgardelli & Franci

4 Descovich Antonio Leonide Beresine
Burgstaller & Turcich 17 Bartolich Matteo

5 Verzenassi Giuseppe 19 Giustini Dr. Adolfo

6 Minak F.co Giuseppe 20 Raicich & Poschich

7 Troyer V.a Maria 22 Catti Giorgio
Du Regne Francesco Durbessich Giovanni

8 Giacich Dr. Ant.o Felice 23 Sartorio Francesco
Rigotti Pietro Luppis & Mokovich V.a

9 Gelcich Dr. Fran.o e Tomaso 24 Dall’Asta Luigi
Rinaldi Giovanni Rinaldi de Ferdinando

10 Garofolo Rosa

103 The theatre in question is that founded in Pula in 1854 and functioning before the Politeama Ciscutti
came into existence. The table is undated and drawn from Bogneri, I/ Politeama Ciscutti, p. 70. The
source from which these data are collected is not cited. We know that the Rizzi, Glezer, Vareton and
Wasserman families, for example, had a box also in the new theatre inaugurated in 1881; see Frank
Wiggermann, Vom Kaiser zum Duce. Lodovico Rizzi (1859—194s). Eine dsterreichisch-italienische Karriere
in Istrien, Haymon Ebook, Innsbruck 2017, p.n.v., [accessed through Google Books].

104 These are the boxholders of the Teatro Adamich in the year 1867; see Sheet of paper listing the box-
holders, Rijeka, 1867, Teatro civico zbiska spisa, HR-DARI, RO-24, folder 6.
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1st-tier boxes 12 Walluschnig Antonio

1 Smith & Mejnier Ciotta Giovanni

2 Randich Antonio 14 Kohen fratelli

3 Cosulich Casimiro Gyuito Carlo .

4 Francovich Giovanni 16 Camerra V; Maria

6 Smaich Bartolomeo 17 1(\:Aomet .er:‘ \1/ —

7 Baccarcich Giuseppe 19 attessich valentino

20 Hill Carlo & Persich

8 Jellouscheg Francesco S oG

9 Medanich eredi 22 carpa Iglmo av.
Domini Vincenzo Conte 23 Scarpa Pietro Cav.

10 Wranjiczanj Matteo 24 Thierrj Federico

2nd-tier boxes 14 Cattalinich Giovanni

1 Vicevich Giorgio Bencinich Stefano
Celebrini Antonio 15 Paicurich Mattio

2 Tremont Edoardo Frank Giorgio
Vio Antonio 16 Hoffmann & Premuda

3 Jacovich Giovanna Bellen Antonio
Carina Giovanni 17 Volani Antonio

4 Simunich & Sucich Chierego Giuseppe
Ossoimak Gennaro 18 Gotthardj Adolfo

5 Pessi Vincenzo Negovetich Natale

6 Gherbaz Antonio 19 Descovich Giovanni
Scalamera & Higga 20 Walluschnig Nicolo

7 Ivancich Bonifacio Bartolomei Giuseppe
Dall’Asta Gius.a & Giov.i 21 Battaglierini eredi

8 Tarabocchia & Negovetich 22 Basadonna Nicold

10 Fulvi Serafino Blasich Antonio
Martini Giovanni 23 Defranceschi & Purkardhofer

11 Deseppi Antonio Randich Natale
Prodam Giovanni 24 Brugetti Girolamo

12 Bachich Nicold Scrobogna & Gregurinich
Zalampich Maria 25 Manasteriotti Teodoro

13 Gregurevich Natale De Zorzi Giovanni
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1.4.3 The boxholders of the Teatro Nuovo of Zadar

Boxholders'® who became presidents

Abeli¢ caval. Pietro 1878 (deputy)

Abeli¢ caval. Casimiro*

Abeli¢ caval. Casimiro Eredi*

Agonia Maria

Androvi¢ Pietro*
Androvi¢ Nicold 1883, 1884 (deputy)
Babi¢ ved. Maria (dal 1884)

Battara eredi (per Battara eredi, Pietro Abeli¢)

Bakmaz [Bakma¢, Bahmaz] Pasquale

Biondi sorelle (proc. D. Basilisco)*

de Borelli conte Andrea

de Borelli cte. di Vrana Uberto*
Botteri dr. Pietro*

Calussi Andrea*

Cattich Cirillo* 1912, 1913, 1916
Cattich Giuseppe

Catti¢ Nicold
Cattich Manfredo 1890, 1891, 1895-1901, 1903, 1906

Cattich Simeone e fratello*

per Catti¢ dr. Simeone eredi, Giulio Giuppani

Cantli Angelo

Cantli ved. Maria

Crespi Luigi

Crespi Onorato*
Dall’Oro Giovanni 1868, 1869, 1878 (deputy), 1880
Dall’Oro Giovanni eredi*

Danilo cav. Francesco*

De Begna conte Cosimo

De Begna Borelli cont. Silvia*
Degiovanni Nicolo 1869

Degiovanni Nicolo eredi*

De Felicinovich nob. di Treustern Natale

De Felicinovich Natale eredi*

De Marassovich nob. Maria*
Demarchi-Rougier Elena

De Paitoni Evelina — eredi (Dr. Ziliotto)*

De Ponte Valerio

105 The names are drawn from various documentation contained in the archival collection of the Teatro
Nuovo of Zadar; the material comes from various folders. The names with an asterisk appear after 1882.
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Donati Elena*

Dudan Natalina

Dudan Niccolo

1888

Filippi Donato

1868, 1878

Filippi Donato eredi*

Filippi Giambattista*

Filippi Giuseppe*

Filippi dr. Natale

1869

Giljanovi¢ [Ghiglianovich] dr. Giacomo

Giljanovi¢ [Ghiglianovich] dr. Roberto

Gligo Erminia*

Glissich [Glisi¢] Giovanni

Gos(s)etti Smirich Giulia*

Gounig Eugenio*

Hachr Rosa

de Héberth dr. Giuseppe

de Hoberth nob. De Schwarzthal Anna*

Kiswarday Giovanni*

Kleindl [Kleindel] Giorgio [per Kleindl Giorgio, Nicold

Degiovanni]

de Lagarde Roberto

De Lantana ctss. Amelia*

de Lantana Giuseppe

1878, 1883, 1884 (deputy)

Lapenna baronessa Thea (proc. A. Filippi)*

per Lapenna dr. Luigi, Nicold Trigari

Kiswarday Giovanni — Eredi*

Krekich Gr. Uff. Dr. Natale*

Luxardo cav. Nicold

Luxardo cav. Nicold eredi

Luxardo Demetrio

Luxardo Michelangelo

1884

Maddalena Giacomo

Maddalena Giacomo eredi

Marassovich Maria

Medovich Demetrio

1895-1899, 1901, 1905, 1906, 1911

Medovich Demetrio — Eredi

Messa dr. Giuseppe (proc. Dr. E. Rolli)*

Mestrovich Aldo*

Milcovich dr. Michele

de Naki¢ nob. Dr. Giorgio

1888, 1895, 1896, 1897, 1898, 1899, 1900,
1901, 1903, 1905

Ob(b)radovich Vladimiro*

de Paitoni Evelina*

Pappafava Dr. Vladimiro*
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Pappafava Olga (proc. Dr. Vladimiro)*

Pavissich Marco (Prof. Radovani)*

Pegan Catterina

de Petris [nobile di Ehrenstein] dr. Giuseppe

1878, 1880, 1881, 1884, 1885

Perlini Marco Gius. Antonio*

Perlini Giuseppe

1874, 1876, 1878, 1880, 1881, 1883, 1884,
1885, 1888, 1890-1892

Perlini cav. Venceslao*

1912, 1913, 1916

Perlini sorelle (Proc. Cat. Degli Alberti)*

Persicalli Ascanio ed Evelina*

Persicalli Manfredo*

Petricciolli Giov. Franc. Aug. Viht. Giov.a*

Petrovich dr. cav. Spiridione

de Ponte Carlo*

de Ponte Valerio

de Ponte Valerio eredi

Purga Francesca*

Relja Luciano*

Rolli dr. Antonio

Rolli dr. Antonio eredi

Rolli Eugenio*

Rolli Giovanni*

Salghetti Drioli Francesco*

Salghetti Drioli Simeone

Smirié dr. Antonio

1874, 1876, 1878, 1883, 1884, 1890, 1891

Seglin Ferdinando (poi Petronilla de Stermi¢ in Seglin, 1884)

de Stermié¢ caval. Prof. Antonio* 1912, 1913
de Stermi¢ caval. Francesco nobile di Valcrociata 1868, 1869
de Stermié caval. Simeone nobile di Valcrociata 1869
de Stermi¢ caval. Leopoldo nobile di Valcrociata 1878

de Stermié caval. Nicold nobile di Valcrociata

1874, 1876, 1878, 1880, 1881, 18831885

de Stermich Eredi di Nicolo*

Teodorovi¢ Maria in Donati (per Teodorovi¢ Maria, Antonio

Toniatti)

Sthaer Rosa

Tocigl Rodolfo*

de Tomsi¢ caval. Pietro

Toniatti Antonio

de Trigari caval. Nicolo

de Trigari caval. Remigio*

Vlahov Roberto*
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1.4.4 The boxholders of the Teatro Mazzoleni of Sibenik

These boxholders were registered at the date of the building of the theatre, according to the

contract of 28 February 1864:°¢

Payment of first instalment of the share 11 Giacomo Rachich
(March 1864) 12 Maria Vujatovich

1 Fed. Ant. Dr. Galvani 13 Antonio Millich Stercagl
2 Melchiore [sic] Dr. Difnico 14 Vincenzo Dr. Giadorov
3 Luigi Dr. Zuliani 15 Antonio Sisgoreo

4 Vincenzo Galvani 16 Demetrio Dr. Borovich
5 Giovanni Fosco 17 Francesco Mazzoleni

6 Pietro Covacevich 18 Francesco Bolis

7 Simeone Dr. Locas 19 Spiridione Popovich

8 Luigi Dr. Frari 20 Antonio Macale

9 Gerolamo Dr. Marassevich

10 Francesco Fenzi

Payment of seventh instalment of the share 11 Giacomo Rachich
(Dec. 1864) 12 Maria Vujatovich

1 Fed. Ant. Dr. Galvani 13 Antonio Millich Stercagl
2 Melchiore [sic] Dr. Difnico 14 Antonio Sisgoreo

3 Luigi Dr. Zuliani 15 Francesco Mazzoleni

4 Vincenzo Galvani 16 Demetrio Dr. Borovich
5 Giovanni Fosco 17 Francesco Bolis

6 Pietro Covacevich 18 Spiridione Popovich

7 Simeone Dr. Locas 19 Antonio Macale

8 Luigi Dr. Frari 20 Paolina v.a Sisgoreo

9 Gerolamo Dr. Marassevich 21 Giovanni Raimondi

10 Francesco Fenzi 22 Paolo Mazzoleni™®®

The following table, on the other hand, offers a reconstruction of the boxholder-sharehold-

ers of the Teatro Mazzoleni of Sibenik and its directors from 1870 to 1917, for the years in

which there are records. Where there are gaps in the columns “Box no.” and “No. shares”,

this means that the relevant information has not been found.

106 Counter-receipt, [Sibenik], 2. 3.1864, HR-DASI-103, folder 2a. Appearing instead of Francesco Mazzoleni

in the Counter-receipt, [Sibenik], 15. 4. 1864 is the name of Paolina Sisgoreo (always in HR-DASI-103,

folder 2a).
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1.4.5 The boxholders of the Teatro Nuovo of Split

Boxholders n.d. (pre-1898?) Shares Boxholders in 1898 Shares
1 Alfieri Stipan pk. Ante 1
2 Antiéevi¢ Jakov Ivanov 1 Antiéevi¢ Jakov Ivanov 1
3 Banka Prva Puika Dalmatinska 3 Banka Prva Puika Dalmatinska 4
4 Bogli¢ Dr. Ante 1 Bogli¢ Dr. Ante 1
5 Bollani Frane pk. Spira 1
(nasljednici)
6 Bor¢i¢ Lovro 1
7 Buj Braca 1 Buj Braca 1
8 Bulat Ante 1
9 Bulat Dr. Gajo 1
10 Buri¢ Mearko 1
11 De Cambj pl. Basce pk. Jerka 1
12 De Capogrosso Jerko 1 de Capogrosso Jerko 1
13 Dimitrovi¢ Dr. Jozo Nikin 1
14 | Grgi¢ Marko pk. Barise (nasljed- 1 Grgi¢ Marko pk. Barise (nasljed- 1
nici) nici)
15 Jli¢ Ivan Dominik 1 Jli¢ Zandume 1
16 | Jeli¢-Drazoevi¢ prof. Juraj 1 Jeli¢-Drazoevi¢ prof. Juraj 1
17 Karaman Dr. Edvard 1 Karaman Dr. Edvard 1
18 Karaman Dr. Sre¢ko 1 Karaman Dr. Sre¢ko 1
19 | Katalini¢ Angjeo 1 Katalini¢ Florijan 1
20 Katalinié¢ Petar 2 Katalinié¢ Petar 2
21 Katalini¢ Vicko 1 Katalini¢ Vicko 1
22 Luksi¢ Vicko 1
23 Madirazza Nikolo 1
24 Mastrovi¢ nd. Karolina rodj 1 Mastrovi¢ nd. Karolina rodj 1
Ivanosi¢ Ivanosi¢
25 Mika¢i¢ Mate 1 Mika¢i¢ Mate 1
26 | Morpurgo Izak pk Mojsije 1 Morpurgo Izak pk Mojsije 1
27 | Morpurgo Vid 1 Morpurgo Vid 1
28 | Morpurgo Vid i Jozo pk. Davida 1 Morpurgo Vid i Jozo pk. Davida 1
29 | Nouvellier Amos i Josiz 1 Nouvellier Amos i Josiz 1
30 | Ob¢ina Splitska 2 Op¢ina Splitska 2
31 Paulovi¢ Grafica Anna rodj Cattanj | 1

110 The information is drawn from HR-MGS: Kazaliste 4/ kut. I-XVII.
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Boxholders n.d. (pre-1898?) Shares Boxholders in 1898 Shares

32 Paulovi¢ Grafica nd. Marianna 1 Paulovi¢ Grafica nd. Marianna 1

33 Pavi¢i¢ Petar 1

34 Rismondo Ante 1 Rismondo Ante 1

35 Tadi¢ Marko 1 Skarica nd. Antica 1

36 | Tecilazi¢ Ante 1

37 | Tocigl Spiro 1 Tocilj Spiro 1

38 Tommaseo Dr. Leonardi i Dr. 1 Tommaseo Dr. Leonardi i Dr. 1
Niko Antini Niko Antini

39 | Toth Antica nd. Skarica 1 Toth Antica nd. Skarica 1

40 | Tripalo Petar pk. Stipe 1 Tripalo Petar pk. Stipe 1

41 Tripalo Frane pk. Stipe 1 Tripalo Frane pk. Stipe 1

42 | Vukasovi¢ Ivanica rodjena Miji[] 1

43 | Vuskovi¢ Vicko 1 Vuskovi¢ Vicko 1
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2 The search for an impresario

21 The rules of game: the tender specifications

Once the endowment was secured, the theatre management — at the theatres that required

the document — prepared and published the tender specifications (capitolato d'appalto or

just capitolato). This was the document that laid down the conditions that the contractor

(appaltatore) would have to comply with. As such, it immediately preceded the tender con-

tract (contratto d'appalto). It was in this way that the official search for the impresario to

run the season would start.

The tender specifications could have an official appearance and be printed and circu-

lated in the daily newspapers or artistic journals. We have the example of how the Gazzetta
Mousicale di Milano in 1889 advertised a public call for tenders in Rijeka:

The competition for the concession of the Teatro Comunale of Rijeka for the three-year period
from 1 January to 31 December 1892 is now open. On the basis of the detailed conditions
listed in the respective tender specifications, which can be consulted at [the office of] this
Civil Magistrate, as well as at the editorial offices of the newspapers La Bilancia of Rijeka,
1] Trovatore and the Gazzetta Musicale of Milan, bids, provided with a (Hungarian) revenue

stamp of 50 soldi, will be accepted up until 6 pm of 9 November prox.

The same must be presented to the management of the Teatro Comunale, in writing and

sealed, with the heading;

1

“Offerta per lappalto triennale del teatro Comunale di Fiume” and must be accompanied by
the bid deposit (vadio) of 250 florins (two hundred and fifty Austrian florins) in cash (cor-
responding to 500 Italian lire): the which vadio will be forfeited to the municipal treasury if
the bidder to whom the impresa is assigned should not appear for the signing of the relative
contract, or should, at that meeting, not make up the sum lacking to form the prescribed
security deposit (cauzione).

The decision that will follow, no later than the first half of December prox., is the exclusive

preserve of the municipal delegation.!

“E aperto il concorso per I'appalto del teatro Comunale di Fiume pel triennio dal 1° gennaio al 31
dicembre 1892. Sulla base delle condizioni di dettagli enumerate nel concernente Capitolato d’asta,
ostensibile presso questo Magistrato Civico, nonché presso le redazioni dei giornali La Bilancia di
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80 The search for an impresario

When not published in full, the newspaper might print the suggestion to contact the
theatre management directly to obtain a copy of the capitolato, issuing a statement like the
following: “For information on the endowment and on the tender specifications, apply to
the management of the theatre itself before the end of July”.* In Rijeka, for example, the
document could be obtained from the secretary of the theatre management. It could also
be consulted at the theatrical agencies. Alternatively, the capitolato could have a less official
appearance and take the form of a manuscript document, as for example in the “Conditions
for the opera impresa in the Lent-spring season” of the theatre in Rijeka.’

Over the years the tender specifications became increasingly detailed, as for that matter
did the tender agreements and the artists’ engagement contracts. In Rijeka, for example, the
number of articles in the tender specifications ranged from the 19 published in the year of
the inauguration of the new Teatro Comunale (1885) to the 37 of 1909—1911. The most com-
prehensive of all the tender specifications hitherto discovered are those adopted in Rijeka for
the three-year period 1909—1911, 2 model reused almost identically in the years 19121914 and
1915—1917. In this document each article was defined by a heading summarising the content.
At Zadar, on the other hand, the various sections had no headings, but were simply num-
bered. Here again the size of the document was more or less the same: it had around 38 articles
(from a previous, undated, version of 36 articles). In no case, however, do we find anything
comparable to the tender specifications of theatres of a different order, such as those for La
Scala and the Teatro Canobbiana which consisted of 90 articles already in 1850.4

No tender specifications have emerged for Pula, Sibenik and Split: none are preserved
in the archival documentation investigated; nor is any mention made in the correspond-
ence examined, or even in the periodical press. In this regard, we should remember that the

Fiume, I/ Trovatore e la Gazzetta Musicale di Milano, si accetteranno relative offerte, munite di bollo
(ungherese) di soldi 50, sino alle 6 pom. del giorno 9 novembre prossimo venturo. Le stesse sono da
presentarsi alla Direzione del teatro Comunale, in iscritto e suggellate, colla soprascritta: ‘Offerza per
Lappalro triennale del teatro Comunale di Fiume' e devono essere accompagnate del vadio di fiorini 250
(duecentocinquanta fiorini, valuta austriaca) in contanti (pari a lire italiane 500): il quale vadio decadera
in favore della Tesoreria Civica, qualora I'offerente cui verra aggiudicata 'impresa non si presentasse
alla firma del relativo contratto, ovvero anche non completasse in quell'incontro la somma mancante
a formare la prescritta cauzione. La deliberazione, che seguird, non pit tardi della prima meta del
dicembre prossimo, ¢ riservata a beneplacito della Delegazione municipale.”; Avviso di concorso [Call
for tenders for the contract of the Teatro Comunale of Rijekal, Gazzetta Musicale di Milano, anno
XLIV, no. 43, 27.10.1889, p. 702.

2 “Perle informazioni sulla dote e sul capitolato d’appalto rivolgersi entro il mese di luglio alla Direzione
del teatro stesso”; Gazzetta Musicale di Milano, no. 31, 2.7.1876, p. 229.

3 See Conditions for the organisation of opera in the Lent and Spring season, Rijeka, 1862, 1863 and
1864, HR-DARI, DS 60, 4.

4 LlTmlia Musicale IT, no. 59, 21.8.1850, p. 233. At the time certain capizolati could even have over a hun-
dred articles.
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theatre of Pula did not usually receive municipal subsidies. Moreover, the lack of a capitolato
is easily explained if a theatre management should decide to manage the opera season by
itself without resorting to an impresario: there would obviously be no need to publish one.
This happened at Sibenik several times over the years, when the director Mazzoleni himself
undertook the organisation of the opera. A similar thing happened also in Zadar in 1898,
when one of the theatre’s directors, Demetrio Medovich, proposed to act as impresario.
During one of the shareholders’ meetings he declared that if they had nothing against it
and did not find the position incompatible, he was prepared to take on the impresa on the
condition that operas owned by Ricordi were produced. The members voted in favour, unan-
imouslys Hence there was no need, at least for the immediate present, to issue any tender
specifications. In this particular case, however, the situation must have changed within a
short space of time, for the same shareholders of Zadar subsequently made Medovich stand
down from holding a dual position (as both director and impresario).¢ After Medovich had
renounced the new position, the contract for the theatre was then definitively taken on by
the impresario Giorgio Trauner.”

Rijeka and Zadar are therefore the only two theatres for which it has been possible to
recover a number of tender specifications. In Zadar the capitolato was subsequently attached
to the actual contract with the designated impresario. The management there had printed
a single version of the document, to which it made handwritten changes depending on the
impresario and the season concerned. In this way certain articles could be cut or further
matters not contained in the original printed version added in pen.

What were the common elements and main differences between the capirolati? The doc-
uments differed greatly from theatre to theatre, but they could also vary at the same theatre
in different years. Also extremely variable were the order of their contents and the number
of articles included. A study of the different capirolati helps us to grasp the topics tackled

5  See Minutes for 1898, Zadar, 6.2.1898, HR-DAZD, folder 24. By this time, compared to the past, a
theatre management could assume a greater role in its relations with the impresario and, at the very
least, appear as joint organiser of the opera season.

6 “T have heard that some of the gentlemen shareholders [...],” Medovich wrote, “believe, and I myself
am now also convinced of the fact, that the position of director is incompatible with the condition of
impresario; and given that I value the former more than the latter, I declare that I renounce the con-
tract of the theatre for the next spring season that was offered to me and that I accepted.” (“Ho rilevato
che alcuni signori azionisti [...] trovano, ed ora me ne convinsi anche io, incompatibile la carica di
direttore con la qualita di impresario, e tenendoci io pit alla prima che non alla seconda, dichiaro di
rinunziare all’appalto, offertomi e da me accettato, del teatro per la prossima stagione di primavera.”);
Letter from Demetrio Medovich to the theatre management of Zadar, Zadar, 6.1.1898, HR-DAZD,
folder 6.

7 For various years Giorgio Trauner was in contact with the Teatro Nuovo of Zadar. Unfortunately, we
know very little about his life except that he died in Milan at the age of §3; See Ars ez labor. Musica e
musicist, vol. LXVI, Ricordi, Milano 1911, p. 803.
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82 The search for an impresario

by these documents, and hence understand the instructions and needs of the theatres in

the area vis-a-vis their impresarios.

Delivery of the theatre

It was customary for the capitolato to indicate the date on which the theatre would be
handed over to the contracting impresario, perhaps with the formula “no later than” plus
the indication of a specific date. At Rijeka a clause was added, to the effect that the munic-
ipality would not be obliged to provide any objects or equipment other than those already
there and included in the consignment.

Theatre spaces

Mention was made of the theatre spaces placed at the disposal of the impresario; this could
also include a detailed description of all the rooms, also mentioning the furniture present. For
example, in the capitolato issued in Rijeka in 1885 explicit reference is made to an inventory
that would be delivered to the impresario at the moment the theatre was placed in his hands.?

Both at Zadar and at Rijeka the impresa had no right to run the theatre cafe or the cloak-
room service, though this right was subsequently granted at Rijeka from 1909 onwards. The
spaces of the theatre could not be entrusted to third parties, and could only be used for
the theatrical productions approved by the management. Naturally, in cases of damage or
harm to the rooms or furniture, the impresario would have to take personal responsibility,
just as he would have to pay for any alterations made to the stage or parts of the theatre
for scenic or artistic reasons.

At the termination of the contract, the impresario would have to return to the theatre
management the theatre’s spaces, scenery, properties and various accessories in the condition
in which they had been received, together with the inventories. The exact day on which the
theatre was to be returned was not specified, at least not in the capitolato of Rijeka for 188s.
This was a detail that could be specified later, directly in the contract.

Duration of the contract

The duration of a contract in the theatres of the coastal area was usually that of a season,
which basically meant two or three months. More rarely it was triennial. This matches what

8  Tender specifications of the Teatro Comunale of Rijeka, Rijeka, 1885, HR-DARI, RO-24, folder 6.
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Rispoli asserted in 1903: “Ordinarily it happens that the duration of an impresa is of one
season only (two or three months at most). Rarely of a whole year. Extraordinarily of more
than one year”.? As with any artistic or musical organisation (even today), having annual or
triennial funding changed the perspective. While a three-year funding period guaranteed
the management a lower expenditure of energy in the search for an impresario, an annual
or seasonal contract had the advantage, in the event that the wrong impresario had been
engaged, of providing an opportunity to remedy the mistake in a relatively short space of
time and call in someone else. Limiting the contract to a single season was also motivated
by the uncertainty of the endowment. Given that the theatre could not guarantee long-term
funding, it was obliged to restrict the duration of the impresario’s tenure.

At both Zadar and Rijeka a contract was generally drawn up for each opera season.
Exceptions at Zadar were the years 1888—1891, when the concession was given to the impre-
sario Paolo Massimini, and 1904—1907, when it was given to Giorgio Trauner. Rijeka, on
the other hand, had a greater number of three-year contracts, even if — owing to lack of
documentation — it is impossible to say, in certain cases, if we are dealing with a single
three-year contract or a series of renewals to the same impresario for several individual
seasons (amounting to three years overall). The presence of the same impresario is attested
from 1876 to 1878, from 1888 to 1890, and from 1903 to 1908. Most certainly triennial were
the tender specifications of 1890-1892, 1909—1911, 1912—1914, and 1915—1917. We also have
evidence of a three-year contract in Rijeka for the preceding years of 1846—1848. The larger
theatres, like the Teatro Comunale of Trieste, generally offered triennial or multi-year con-
tracts already from 1861 onwards. As regards the specific duration of the season, the tender
specifications of Rijeka (1885) give precise dates, using the formula “da/ ... al”, in addition
to mentioning the season itself.

For the three-year contract in Rijeka the contractor had the right to withdraw after the
first or second year, provided that advance notice of six months was given. One impresario
who cancelled a (three-year) contract was Cesare Trevisan, who withdrew in 1880 because
the committee refused to grant him a month’s deferment to make up his mind on whether
or not to continue the impresa.®

The annual contract, as specified for example at Rijeka from 1901, comprised all the pro-
ductions of carnival, Lent-spring and autumn, hence extended beyond the single season.

At the time of the Teatro Adamich, balls were given during the carnival season, opera in

9  “D’ordinario accade che la durata d’'una impresa ¢ di una sola stagione (due o tre mesi tutt’al pit).
&
Raramente ¢ di un anno intero. Straordinariamente di pitt anni.”; Rispoli, La vita pratica, p. 15. In
certain Italian theatres the contracts could even have a duration of five or six years, perhaps with the
possibility of rescission every two years; see Marcello De Angelis, Le carte dell'impresario. Melodramma
e costume teatrale nell’Ottocento, Sansoni, Firenze 1982, p. 25.
10 “Teatro Civico”, La Bilancia, 1.9.1880.
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Lent-spring, and spoken theatre (prosa) in the autumn. The impresario in question could,
however, relinquish the running of all productions and outsource (for example) the balls,
as indeed Cesare Trevisan did for the 1880 season.”

Domicile and presence of the impresario

It is in the early years of the 20th century that the tender specifications began to intro-
duce the obligation that the impresario should reside on the premises during the season
and, if he should have to absent himself, must find a trusted person to stand in for him.
The capirolato of Rijeka in 1909 (and following years) stated that the impresario should
establish his domicile in Rijeka, specifically “in the office of the Theatre” (nel gabinerto del
Teatro). In fact, there was a room in the theatre expressly reserved for the impresario. He,
or his substitute, would also have to be present at the performances. This clause did not
appear in the tender specifications of Zadar, but in certain contracts with the impresario,
at the top of the page, the ‘place of stipulation’ was indicated as “in the small chamber
of the Teatro Nuovo” (nel camerino del Teatro Nuovo).” Though not formally specified, it
was a tacit convention that here too the impresario should have a room of his own inside
the building.

At Rijeka the hope was expressed to engage a local impresario (or proxy), for the reason
that locals offered a greater guarantee that the contractual conditions would be observed
and, moreover, would be satisfied with lower earnings, whereas an impresa from outside
would demand higher pay in order to compensate for its expenses.? On this matter Rijeka
applied more conservative criteria than other theatres, not only in its choice of impresario,
but also in that of the artists. They too should preferably be local.

Management of the productions and the prohibition to transfer the contract

In cases where the contract was taken on by more than one partner — of which there are a
number of instances in the years covered by this research — the rule given in many tender
specifications is that only one of them must represent the impresa before the city author-

11 “Notizie teatrali”, La Bilancia, 18.12.1879.

12 Contract between the presidency of the Teatro Nuovo and the impresario Carlo Vianello, Zadar,
22.3.1875, HR-DAZD, folder 4.

13 Asimilar notion was expressed in the newspapers: “We would like it that any impresa should be obliged
to appoint a person from the city to act as his guarantor and proxy” (“Noi vorremmo che si imponesse
Iobbligo a qualunque impresa di nominare persona del paese come suo garante e procuratore”); “Teatro
Civico”, La Bilancia, 3.6.1875.
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ities, though it remained understood that all would be responsible and guarantors of the
contract. The impresa would not be permitted to transfer the contract without the consent
of the municipal authorities and the theatre management.

General obligations for the impresa and regulations of the management

The impresa would have to answer for all infringements of the law, authors’ rights, gen-
eral regulations, municipal regulations and theatre rules. It would have to comply rigor-
ously with the orders of the theatre management on everything concerning the theatre,
its running, backstage discipline, the fulfilment of the contract and the theatre’s special
regulations.

Rights of use belonging to the municipality during the period of the contract

In the case of Rijeka, the city council was entitled to carry out all the repairs, improve-
ments and renovations in the theatre that it considered necessary, without the impresa
having the right to claim recompense or compensation. It could make use of the theatre
to organise charity events, political meetings or lectures, again without the contractor hav-
ing the right to claim compensation. On the other hand, the Comune could not use the
theatre on the nights already programmed for the productions of the impresa. Implicit,
therefore, was a form of respect for the calendar of performances already agreed upon

with the impresario.

Number and type of performance

Usually indicated among the obligations of the impresario were the overall number of
performances and the number of “new” and “repertoire” operas to be guaranteed.™ At
Rijeka no mention of new operas is made in the tender specifications of 1885, but only
of “no less than two operas from the great repertoire by famous composers” (non meno di
due opere del grande repertorio, di rinomati maestri). Those of 1901 refer to one opera from
the great repertoire (preferably among those not yet performed) and another two “chosen
from among the best of the repertoire” (scelte tra le migliori del repertorio) for the Lent-

14 As stated by Rosselli, repertoire opera had gained a foothold already in the 1840s; audiences were there-
fore abundantly accustomed to this distinction in the years under scrutiny; see Rosselli, 7he Opera
Industry, p. 8.
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spring season, with no less than 22 evenings of opera seria; for the autumn there would
have to be no fewer than 20 performances of opera seria, semiseria or buffa or at least 30
performances of comic operetta or spoken theatre (prosa); all of which, it was specified,
with companies “of the first rank” (7 rango primario). In 1912 the indication for the Lent-
spring season was for 24 subscription performances of opera seria, lirica or drammatica
(fewer, therefore than the 27 indicated in 1909) and as many non-subscription perfor-
mances at a reduced price as there were operas in the general programme. The overall
number of performances was to be divided proportionately between each of the operas
chosen. In the autumn season there were to be between 30 and 35 performances, which,
at the discretion of the impresa, could be of opera, operetta or spoken theatre. Already
in 1875 such quantities were considered adequate for a city like Rijeka. In addition to the
mandatory performances, the impresa could give further performances, up to a maximum
of 85. But if it staged more than 85 (without exceeding the absolute limit of a hundred), it
would have to ask for the management’s permission and pay all the expenses for lighting,
heating and other related costs.

One directive was always that the opera productions should be in keeping with the
standards of a first-rank theatre, with costumes, properties and scenery that both fully
corresponded to the period of the actions represented on stage and were also new for the
mandatory operas (at least according to the tender specifications for 1885 at Rijeka). Of
particular interest was the clause specifying that the productions must be given exclusively
in the Italian language. Initially, in the capitolato issued at Rijeka in 1901, this stipula-
tion referred only to the mandatory operas; then, from at least 1909, it was extended to
“all productions” (sutti gli spettacoli). At Zadar no mention was made of this, most likely
because operas in other languages were not requested and it was implicit that operas were
mainly sung in Italian.

At Zadar the impresario had to guarantee at least 20 performances per season and at least
three different works: two that were new to the city, the third being a repertoire opera. The
third opera, the repertoire opera, could perhaps be omitted, provided that the other two
were of “extraordinary importance and absolutely assured success”.s The choice of operas
had to be agreed upon jointly by theatre management and impresa (incidentally, the term
“theatre management” (direzione teatrale) had replaced that of the “presidency” (presidenza)
in the new tender specifications of the theatre of Zadar).® Deciding the right number of
performances per season was an important matter, one that would directly affect the size
of the audience attending each night. The risk, with a higher number, was that attendance
might drop.

15 “straordinaria importanza e di successo assolutamente stabilito”; Tender specifications of the Teatro
Nuovo of Zadar, Zadar, [n.d.], HR-DAZD, folder 29.
16  Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD, folder 29.
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Revenue of the impresa

Financially, what was the impresa entitled to? What income could it count on? While the
impresa working in Rijeka in 1885 was very clearly guaranteed the revenue of the endow-
ment (though the actual sum was left blank in the form), there was apparently no such
clarity regarding the income from entrance tickets. What was written was just that the
prices of the subscriptions and entrance tickets, the boxes available nightly and the stools
(scanni) would be established in common accord with the theatre management. From
1900 onwards it was clearly written that the contractor would receive the takings from
the entrance tickets and numbered seats and the income from the boxes, seats (poltron-
cine) and stools (scanni).” The capitolato of eight years later included the income from the
parterre (platea), boxes and gallery (galleria), in addition to that from the season-ticket
holders. The rental of the refreshment bar (buffer) and cloakroom was included, as well
as the endowment provided by the “municipal treasury” (civico peculio) of 8,000 crowns
annually (7,000 if the contract were to last two years). Depending on the year of the cap-
itolato, the payment of the endowment would be made either in four instalments or on
the day of the last mandatory performance of the Lent-spring season.® Electric lighting
and heating were free of charge for the duration of the performances and rehearsals, up to
a maximum of 85 performances.

Zadar, on the other hand, did not specify the size of the endowment in the tender spec-
ifications. It merely referred to the “agreed endowment” (dotazione convenuta) to be paid
in the usual four instalments. Here again, as at Rijeka, mention was made of revenue from
the entrance tickets to the parterre, boxes and gallery (loggione), from the season-tickets
(abbonamenti di porta), seats (poltrone) and stools (scanni), and from the rental of boxes
(though only those of the third tier), seats (poltrone), stools (scanni) and chairs (sedie) in
the parterre. Also included, in the modified capitolato (probably post-1905), was a possi-
ble bonus for the impresa, paid by the theatre management at the end of the season, pro-
vided, of course, that the impresa had correctly fulfilled all its commitments and justified
the trust placed in it.

17 See Call for tenders for the running of productions at the Teatro Comunale of Rijeka, Rijeka,
22.5.1900, Maritime and Historical Museum of the Croatian Littoral, theatre collection. At the time
the Teatro di Rijeka had about 700 seats in the boxes and parterre (platea) and soo in the gallery
(galleria).

18  See Call for tenders for the running of productions at the Teatro Comunale of Rijeka, Rijeka, 22. 5. 1900,
Maritime and Historical Museum of the Croatian Littoral, theatre collection; or Tender specifications
for the running of the Teatro Comunale in the three-year period 1 January 1912 — 31 December 1914,
HR-DARI, DS 60, folder 10.
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Obligations of the impresa

As arule, the section in the tender specifications on the obligations (o7eri) was much longer
and much more detailed than that on the income. Among the impresario’s expenses at Rijeka
in 1885 were listed those for the surveillance and assistance of the firemen and guards; for
the repair and cleaning of the rooms, furniture and other objects, all electric lighting appli-
ances and “supplementary [lighting] with stearin candles”; and for smearing the sets with
fire-resistant products (where prescribed). Also included were the ordinary and extraordinary
evenings’ expenses.”” Needing to be paid were the attendants, the machinist and assistants,
the custodian, the wardrobe service, the printing (both prior and daily), and the box-office
staff or “bollettari” (as they were called at the time).>° Also added were the costs of rent-
ing the music from the publishers, making copies or reductions, and transporting all the
materials needed for the production. Curiously, only in the capitolato of Rijeka for 1885,
and not in the later ones, was the need to pay copyright fees mentioned. From 1901, also
added were the expenses for “special lighting effects” (luce defferto) on stage. Also included
were the wages for the assistant electrician and those who turned on the safety lights (fumi
di sicurezza) and heaters. From 1909, the “industrial tax” on theatrical productions was
also charged to the impresario at Rijeka.>* As regards the scenery, the costs ranged from the
mere smearing to the “assembling, disassembling, washing, priming and painting of the
scenes, wing flats and borders (arie)” (armizzo, disarmizzo, lavatura, imprimitura e pittura
delle scene, quinte e arie). The list of the staff to be paid was now much longer than in the
capitolato of 1885. Compared to those indicated previously, mention was also made of the
doorman (portiere), the ushers (maschere) for stalls and gallery, the scannisti (stool providers)

for stalls and gallery, the palchinaie (box ushers), the stage doorman and an electrician (and

19 These expenses usually included the (already mentioned) lighting as well as the heating of the theatre,
hence the provision of fuel for both electric lighting and heating.

20 According to Rispoli’s text, in certain parts of Italy the bollestaro or bollettinaio or even bigliertinaio
was not, however, part of the staff paid by the owner of the theatre and the impresario. He was often
a “speculator” who in turn depended on the “speculation” of the impresario. According to Rispoli,
the theatre staff consisted of: “the custodian, a person held in the highest trust by the [theatre] owner,
attendants, ushers for the boxes, caretakers of the seats, parterre and latrines, machinists, scene-shifters
and men at the gridding.” (“custode, persona di massima fiducia del proprietario, inservienti, palchettai,
guardiani delle poltrone, della platea, delle latrine, macchinisti, tirascene, uomini di soffitta.”); Rispoli,
La vita pratica, p. 27. The bollettinaio checked and collected the entrance tickets at the theatre and
stood guard at the entrances to make sure spectators did not illicitly make their way to the galleries
and boxes.

21 In the case of Rijeka, the amount of this tax was not indicated in the tender specifications. We do know,
however, that in Split in 1895 the government tax ranged from 20 to 30 florins and depended on the
income that was presented by the impresa over a specific number of performances. See Letter from the
theatre management of Split to Antonio Lana, Split, [n.d.].3.1895, HR-MGS: Kazaliste 3/ kut. I-XII.
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no longer, therefore, just an “assistant”). Also itemised now are the inspecting physician,
the police commissioner, the inspector of the guards with four public security guards, and
two police officers (agenti).> The nightly fees for opera performances were the same as for
spoken theatre or operetta, but lower (by about half) than those for balls. The capirolato of
1909 detailed, for the first time, the exact fees for each category of worker. In addition, the
impresarios would also have to pay for all the expenses of the contract: in other words, the
notary’s fees, stamps and various taxes. This applied at both Rijeka and Zadar.

At Zadar, the expenses the impresario faced were also innumerable: as well as those men-
tioned at Rijeka, he had to include the costs of staff members such as the poster distributor,
the stagehands and the callboy (avvisatore), as well as that of contributing to the sickness
fund (expenses never mentioned at Rijeka). In neither of the two theatres, however, was
any mention made of the theatre inspector, the person hired to keep an eye on the artistic
staff during rehearsals, and who, in cases of absenteeism, could also impose fines.># At the
formal conclusion of the contract all the staff involved would have to be indicated in a
special list; or at very least, the overall costs would need to be specified. Strangely, this last
clause was eliminated in the later surviving contract for Zadar.

These expenses could, however, be renegotiated. In 1876 we learn from a shareholders’
meeting in Zadar that the presidency was authorised to waive the nightly expenses, in the
event that the impresario was not satisfied with the takings from admissions, stools (scanni),
and third-tier boxes excluding the large boxes (palconi).” In 1884, again at Zadar, when nego-
tiating with the impresario Alberto Vernier, the theatre management even offered to take
care of the expenses of routine lighting, the charity taxes, the cost of the police, firemen,
and attendants at the door and at the gridding (servizio di porta e soffitto); furthermore, the

22 The tender specifications for the three-year period 1909—1911 made a distinction between the sec-
tions indicating the theatre staff by introducing a separate section, entitled “Service staft” (personale
di servizio), which explicitly listed the following as people to be remunerated: a chief machinist (czpo
macchinista), head of the grid crew (capo soffitta) and other stagehands skilled in operating the machin-
ery and backstage area, a stage manager (buttafuori), a callboy (avvisatore teatrale), no fewer than four
stagehands (servi di scena), specifying that they were to be “dressed in livery” (vestiti in livrea; in the
preceding capirolaro of 1885 the number of stagehands was not indicated), a doorman (guardapor-
tone), an adequate number of ushers (maschere) at the entrance to the stalls, stools (scanni), gallery
(loggione) and stage (palcoscenico), dressed in a manner approved by the theatre management, and
four attendants for the boxholders (palchertisti); Tender specifications for the running of the Teatro
Comunale in the three-year period 1 January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI,
RO-24, folder 6.

23 The avvisatore was an employee of the theatre who brought the singers and actors their correspondence
and gave notice that the show was about to begin.

24 The Teatro Comunale of Trieste, for example, has preserved the reports of the theatre inspector who
regularly watched over the artists.

25 See Meeting of the shareholders of the Teatro Nuovo, session of 5. 4.1876, HR-DAZD, folder 4.
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impresa would be allowed “as many benefit nights as it liked”.6 Compared to the other
theatres, it was the presidency of Zadar that shouldered the most expenses, subtracting
them from those charged to the impresario. No mention was made of the costs of renting
the theatre, either at Rijeka or Zadar.>” Only at Split (and then only for 1895) is there any
mention of a rental of 30 florins per evening.?®

Naturally it was assumed that the impresario would also pay for the singers of the com-
pany, the chorus, orchestra, dancers and walk-on parts. As a rule, a separate section was
dedicated to each of these categories in the capirolati.

The singing artists

The principals (artisti di canto) were to be compatible “with the requirements and dignity
of a first-rank theatre” and with the part they had to play, thereby ensuring the success
of the productions. They would have to gain the approval of the theatre management and,
at Rijeka (according to the tender specifications of 1909), also that of the conductor. The
approval also of the music publishers that owned the score, in addition to that of the maes-
tro concertatore and conductor, is mentioned only in the capirolati of Zadar.® At neither
Zadar nor Rijeka is any mention made of which voices the impresario was to provide. On
this macter, other capirolati, like those for the Teatro Comunale of Trieste for the 1861-1864
seasons, were much more precise. For example, they specified the voice types (prima donna
soprano, mezzo soprano, basso profondo, etc.) and added that these artists should have already
achieved success in the leading theatres (principali teatri), which at the time meant at the
carnival seasons of the San Carlo of Naples, La Scala of Milan, La Fenice of Venice, the
Apollo of Rome and the Regio of Turin and at the theatres of Italian opera in Vienna, Paris,
London and St Petersburg.

26 “quante beneficiate fosse per piacere all'impresa’; Letter from the theatre management of Zadar to
Alberto Vernier, Zadar, 8.8.1884, HR-DAZD, folder 6.

27 For Rijeka an exception is the rent of 3,000 crowns that the impresario Carlo Polgar had to pay in cash
to the municipal treasury in 1917; see Register of documents for the civil magistrate of Rijeka (Prozocollo
assunto presso il magistrato civico di Fiume), Rijeka, 11. 4.1917, HR-DARI-s557, folder 562/1.

28 See Letter from the theatre management of Split to Antonio Lana, Split, [n.d.].3.1895 HR-MGS:
Kazaliste 3/kut. I-XII.

29 “alle esigenze e al decoro di un teatro di I° ordine”; Tender specifications for the running of the Teatro
Comunale in the three-year period 1 January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI,
RO-24, folder 6.

30 See Art. 7, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD,
folder 29.

31 See Tender specifications for the three-year period 18611864, Trieste, [1860], I-TSmt, folder 104.
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Orchestra

The impresa would have to provide at its own expense a maestro concertatore and conductor,
as well as a stage director (direttore di scena), whose duty it was to make sure nobody was
absent on stage and to direct the mis-en-scéne of the musical productions.” The orchestra,
consisting of a number of players appropriate for the type of score, would also have to be
paid for. There were cases, however, where — in the end — the theatre management shoul-
dered this cost, so on this matter the document that really counted was the contract with
the impresario. As always, the tender specifications represented the theatre management’s
wishes, whereas in actual practice many of the issues dealt with, including those concerning
the orchestra, were subject to revision.

Regarding the orchestral players, the tender specifications of Rijeka for 1885 indicated
precisely which orchestral instruments were needed, but left their actual number to the
discretion of whoever filled in the capitolato. That of Zadar, on the other hand, merely gave
a total number, without going into the specifics of how many per instrument category. At
the beginning of the 20th century, the number of players required was 40 (only slightly
more than the 38 previously indicated), then went up to 42. At Rijeka the number required
was already 40 in 1876, increasing to 5o in 1901; and in 1909 the forces were expected to
have no fewer than 6o players, including — as far as the strings were concerned — 12 first
violins, 10 second violins, 4 violas, 4 cellos and 4 double basses.? The precise numbers were
indicated only for the string section. In the course of a thirty-year period, therefore, the
orchestra had increased by twenty players. If any productions happened to require even
larger forces, the impresa would naturally have to deal with the additional requirements
at its own expense.

The impresario would also have to pay for the banda or stage band, for all those operas
in which the composer introduced it.** Moreover, if special instruments were indicated in
the score, they were to be provided and could not be replaced with other instruments:» a

32 It was the stage director (diretrore di scena), together with the scene designer (scenografo) and the con-
ductor himself, who took care of the staging of the productions; see the description of his duties in the
chapter of Gerardo Guccini, “Direzione scenica e regia’, in Storia dell opera italiana, edited by Lorenzo
Bianconi and Giorgio Pestelli, vol. V, EDT, Torino 1987, p. 153.

33 Art. 15, Tender specifications for the running of the Teatro Comunale in the three-year period 1 Janu-
ary 1909 — 31 December 1911, Rijeka, [1908], HR-DARI, RO-24, folder 6.

34 On the stage band, the connections between the various bands and their ties with the theatre, see Anto-
nio Carlini, “Le bande musicali nell'Italia dell'Ottocento: il modello militare, i rapporti con il teatro
e la cultura dell’orchestra negli organici strumentali”, Rivista Italiana di Musicologia, XXX/1 (1995),

e

pp- 85—133 and Jiirgen Macehder, ““Banda sul palco’. Variable Besetzungen in der Bithnenmusik der
italienischen Oper des 19. Jahrunderts als Relikte alter Besetzungstraditionen?”, in Alre Musik als ies-
thetische Gegenwart, Kongressbericht Stuttgart 1985, vol. 11, Bérenreiter, Kassel-Basel 1987, pp. 293—310.

35 Tender specifications of the Teatro Comunale of Rijeka, Rijeka, 1885, HR-DARI, RO-24, folder 6.
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clause that aimed to guarantee respect for the score and the instrumental forces specified by
the composer. Zadar also mentioned the impresa’s obligation to provide pianos, accordions,
organs, bells and other instruments that might be required for the productions, other than
those already possessed by the theatre.

It is in the tender specifications of Zadar that we find, for the first time in the theatres
concerned, a mention not only of the “new normal pitch” (nuovo diapason normale) to which
the instruments must be tuned, but also of the orchestra’s clothing. The players would have
to wear suits of a “dark colour” (colore oscuro), preferably black, while the maestro concer-
tatore and conductor would wear a black tailcoat (abito nero di gala) and white tie.>* The
other capitolati more loosely mentioned that the players would have to dress “in a decorous
manner” (in modo decoroso).

At Rijeka the tender specifications mention a preference, all things being equal, for
engaging players who lived stably in the city;?” the same clause also applied to the players of
the civic band. When engaging or replacing them, preference should be given to citizens of
Rijeka “and among these, to the more senior” (¢ tra questi al pits anziano).*® We must bear
in mind that Rijeka had no complete orchestral group. The clause aimed both to guarantee

the use of a local workforce and also to keep the costs down.

The chorus singers

Also referred to as the massa (‘mass’). As with the orchestra there was an evident increase
in the chorus numbers over the years. At Zadar, in the course of time, the chorus increased
from 32 to 36 singers, made up of 24 men and 12 women. At Rijeka, on the other hand, it
amounted to around 30 singers (18 men, 12 women) already in 1876, becoming 5o in 1901,
and 6o in the following years, though without specifying how many men and women. As
a rule, there were more men than women. It was understood that if, for any reason, more
singers were needed, the cost would always have to be borne by the impresario. In addition
to the singers, the chorus master (maestro dei cori) was also a cost charged to the impresario.
Clearly, both the orchestra and the chorus had become larger, following the contemporary
developments in the repertoire.

36 See Art. 10, Tender specifications of the Teatro Nuovo of Zadar, Zadar, [n.d.], HR-DAZD, folder 29.

37 The tender specifications of Rijeka in 1885 mention not only orchestral players, but also chorus singers,
painters, machinists, property-men and others who should be “stably resident in the city” (stabilmente
dimoranti a Fiume); see Art. VI, Tender specifications of the Teatro Comunale of Rijeka, Rijeka, 188,
HR-DARI, RO-24, folder 6.

38 See Art. 17, Convenzione tra il Comune di Fiume ed i 30 filarmonici firmanti nell'atto direrto alla Rap-
presentanza civica de pres. 10 Aprile 1878 nro. 2077, p. 12, Rijeka, 1878, HR-DARI, DS 6o, folder 3.
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Corps de ballet

Even the corps de ballet, along with the orchestra and chorus, increased in size over the
years. Often the phrase used in the tender specifications was that the corps de ballet would
have to be “of a number corresponding to the importance of the opera” (in numero corris-
pondente all’importanza dello spettacolo), but nonetheless we do find more precise indica-
tions here and there. For example, at Rijeka, according to the tender specifications of 1876,
12 ballerinas were required for the opera I/ Guarany. Subsequently, judging from those of
1909, there would have to be 30. Artists under the age of 15 would not be allowed on stage
for the ballets; for the opera, on the other hand, it was permitted, pending the approval of
the theatre management.» Zadar instead, called for 12 “skilled chorus ballerinas” (ballerine
distinte di fila), again at the impresario’s expense. This number remained unchanged, at least
in the surviving tender specifications.

Extras

As was always written, the number of extras or walk-on parts had to be sufficient for the
needs of the season. For Rijeka this was specified as being no fewer than 30;% for Zadar
a precise number was not given. The extras had to have a leader, who was responsible for
keeping discipline and reporting poor behaviour or absences to the theatre management.

Wardrobe and wigs; scenery and costumes

The impresa would also have to provide a sufficient number of wardrobe and wig masters for
the theatre’s regular nightly duties. Regarding the scenery and costumes, the indication here
was usually generic. In other words, the costumes, properties, footwear, scenery and stage
machinery (meccanismi) of the operas and ballets had to be suited to the importance of the
theatre or “in excellent condition” (in ottimo stato). At Zadar the mise-en-scéne was to be

“worthy of the decorum and propriety required by a city of culture and provincial capital”.#

39  See Art. 17, Tender specifications for the running of the Teatro Comunale for the three-year period 1
January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI, RO-24, folder 6. The same rule was given
in the capitolato for the following three-year period.

40 See Art. 18, Tender specifications for the running of the Teatro Comunale for the three-year period 1
January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI, RO-24, folder 6.

41 “degna al decoro ed alla decenza richiesta da una colta cittd, capoluogo di provincia’; Art. 14, Tender
specifications of the Teatro Nuovo of Zadar, Zadar, [n.d.], HR-DAZD, folder 29.
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The programme for the season

The proposed programme (or cartellone) of the impresario would have to include a sum-
mary list of the productions that would be staged during the season (or over the three-year
period in the case of a triennial contract). For the three-year period beginning in 1909 the
impresa at Rijeka was obliged to give at least two operas from the great operatic repertoire
annually, one from the customary repertoire, and one that had not yet been staged at Rijeka,
but had been successfully received in other important theatres. Alternatively, instead of the
‘new opera, it would have to stage two operas in addition to the other three indicated: one
from the great repertoire and one from the customary repertoire. Hence, four or five operas
overall. The choice of the programme lay with the theatre management on the basis of the
list contained in the proposal.

As regards the deadline schedule, the impresario had to present the theatre management
with the complete programme, including the list of the whole company engaged for the
productions, no later than 15 January of the same year in which the season was to take
place. Once the programme had been approved by the management, it had to be made
public no later than a month before the day fixed for the first performance.# At Zadar
the timing was much tighter. Here the season’s programme had to be presented for the
approval of the theatre management just 15 days before the first performance of the season,
though this became 20 days in the modified tender specifications. To us, who consider the
time needed to plan an opera season today, such a schedule for programming might seem
almost implausible. However, it is worth bearing in mind that a 15-day deadline was also
specified in the Regolamento precettivo per li impresari e attori teatrali (Mandatory rules for
impresarios and actors of the theatre) in 1851. Indeed, according to this Regolamento, the
impresario was obliged to submit to the government authorities a list of the productions
due to be staged (undersigned by the capocomico or troupe leader) 15 days before the the-
atre opened.®

Even here at Zadar, naturally, the posters had to have the approval of the theatre
management. Moreover, it was the theatre management that established not only the

42 See Art. 23, Tender specifications for the running of the Teatro Comunale for the three-year period 1
January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI, RO-24, folder 6. On these deadlines, see
also Radmila Matej¢i¢, “Organizacija Opéinskog kazalista”, in Narodno kazaliste van Zaic, edited by
Radmila Matej¢i¢ and Ljubomir Stefanovi¢, Narodno kazaliste “Ivan Zaijc” i Izdavacki centar Rijeka,
Rijeka 1981, p. 28.

43 The productions would then, as was customary, have to be approved by the censorship and the local
authority before being presented on stage. In the Regolamento mention is made of the “government
authority” (autoriti governativa) and not “municipal authority” (autoriza municipale), given that, at
the time of its publication, the management of the theatres in various areas of Italy was the preserve
of the government. See Salucci, Manuale della ginrisprudenza, p. 14.
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order of the productions, but also the day the season opened, the dates for each single
opera, and the starting time for the performances. Although these decisions were ini-
tially taken by mutual agreement, the phrase “in agreement with the impresa” (daccordo
con impresa) was subsequently removed from the modified capitolaro.+ On this matter
the management retained much more independence of choice. Again at Zadar it was
also specified that there were to be not more than four performances per week, except
in exceptional cases.

Listing of the staff

A matter of fundamental importance was the listing of the staff that the impresario was
required to provide. It would indicate the supporting and secondary parts (comprimari), the
number of choristers and dancers, the extras, the stagehands, the stage director, the maestro
concertatore and conductor, the scene designers, wardrobe masters, choreographers and the
whole of the theatre staff. At Zadar this list was to be submitted no later than 40 days before
the first performance of the season, thereby giving the management time to reject anyone,
if necessary. Initially the deadline had been 30 days; subsequently it was extended.® If the
contractor should not make any of the replacements ordered by the theatre management,
there could be a reduction in the size of the endowment.

As a comparison, it is worth citing the situation at a theatre like the Teatro Comunale of
Trieste, where the list of the leading singers had to be presented six or four months earlier.
So the deadline of 40 days required at Zadar was much tighter. Even tighter was the state
of affairs at Rijeka where, according to the tender specifications of 1909, the impresa was
asked to submit the list of all the staff making up the company assembled for the season
no later than eight days before the first performance.+

One clause added over the years was that approval of the maestro concertatore and con-
ductor as well as the principal singers was needed from the publishers that owned the music
due to be performed. Increasingly the publishers were gaining in power and becoming prin-
cipal actors in the production and organisation of opera.+’

44 See Art. 4, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD,
folder 29.

45 See Art. 8, Tender specifications of the Teatro Nuovo of Zadar, Zadar, [n.d.], HR-DAZD, folder 29.

46 In the surviving tender specifications before 1909 there is no mention of when the list of staff had to
be submitted.

47 On the role of the publishers, and particularly Ricordi, see Stefano Baia Curioni, “Imprenditorialita
privata e trasformazione dell’Opera italiana nell’Ottocento”, Sinergie, LXXXII (2010), pp. 75—93.
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Communication through notices and posters

As already mentioned, the impresa would have to submit to the theatre management copies
of the posters and notices prior to their publication. Moreover, every morning the impresa
would have to notify the management of the daily rehearsals. Indeed, we know that this
actually happened at Rijeka, at least from 1888 to 1910, from the evidence of a notebook
(preserved in the archival collection of the Teatro Comunale) listing the rehearsals for the
management.* Notification of the dress rehearsals had to be made with at least 24 hours’

prior warning.

Rehearsals

At Rijeka the dress rehearsal was to be given with full sets and lighting, exactly as if it were
a premiere, and could be attended not only by the people “on duty” (4 servizio), but also
by those indicated in the theatre’s general regulations. In exceptional cases, according to the
tender specifications of 1909, the theatre management could exempt the impresa from giv-
ing a dress rehearsal. If the production should be found by the management to be unfit to
be presented to the public, it could even be suspended. The impresa would have to comply
with any changes or improvements requested by the management.

On this matter the tender specifications of Zadar were more detailed than the others.
They expected all the principal singers to sing “in full voice” (@ voce spiegata) both before
and during the dress rehearsal, precisely so that the theatre’s presidency could get a true
impression of the singers’ abilities and their suitability to perform the parts given to them.#

In this way the presidency played an active role also in the choice of voices.

Contested artists and fines

The management could dismiss (protestare) an artist both in the course of rehearsals and
during the season itself, no matter whether the disapproval was expressed by the audience

or by members of the management itself. If this happened, the impresa would have to pro-

48 In actual fact the notification was not strictly carried out on a daily basis, though we do find clear indi-
cations of the beginning of rehearsals, including timetables; see HR-DARI, DS 60, folder 4. Again, this
provision is not found in the capitolati prior to 1909; see Art. 24 of the Tender specifications for the
running of the Teatro Comunale in the three-year period 1 January 1909 — 31 December 1911, Rijeka,
[1908], HR-DARI, RO-24, folder 6.

49 See Art. 5, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD,
folder 29.
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vide a replacement at its own expense, regardless of the agreements made with the artist
concerned and without any right to compensation.®® Other figures could also be dismissed,
including the conductor and maestro concertatore, the chorus master, the choreographer, the
stage director and even the prompter.

It was the impresario’s task to deduct from the artists’ wages any fines imposed by the
theatre management. At Rijeka, according to the tender specifications of 1885, the amount
of the fine was split equally between theatre management and impresario.

Contested productions

If for any reason the public voiced its disapproval of a production, the theatre management
was authorised to terminate it and withhold the payment of the endowment in proportion
to the performances still to be given. On such matters the management could also with-
hold the impresario’s deposit. The impresa would have no right to compensation or dam-
ages and would be obliged to make changes or improvements to the production as soon as
possible. It was only at Rijeka in 1909 that this subject began to be included in the tender
specifications; at Zadar this clause was not mentioned.

Changes to the productions and stand-ins

In cases of sickness on the part of any of the leading roles or of any changes to the produc-
tion, in both cities (Rijeka and Zadar) the impresa was expected to inform the management
and the public by putting up notices where the tickets were sold, in the theatre foyer, in
the galleries and outside the door to the theatre itself. Nor could the impresa have anyone
stand in for the principal singers except in situations of force majeure, both during a perfor-
mance and in the course of the season. The singer called in as a replacement would have to
be “of corresponding merit and ability and chosen from the best available”;' and naturally,
he or she would have to be approved by the theatre management. The substitution could
be extended in time solely in a case of force majeure.

50 Similar rules applied to the supply of scenery, costumes, properties, footwear, jewellery, wigs, etc. and
everything else concerning the staging. By “artists”, the tender specifications of Zadar post-1901, at arti-
cle 6, meant the “artists of song, dance and sound” (artisti di canto, di ballo e di suono), the conductor
and maestro concertatore, the chorus master, the choreographers, the stage director and the prompter.

51 “di merito e capacita corrispondenti e scelto fra i migliori disponibili”; Art. 29, Tender specifications
for the running of the Teatro Comunale for the three-year period 1 January 1909 — 31 December 1911,
Rijeka, [1908], HR-DARI, RO-24, folder 6.
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Nightly admission prices and cut-price performances

The tender specifications of Rijeka of 1885 and those of Zadar did not define the prices of
admission to the performances in any detail. They simply stated that they would be decided
by the theatre management and the impresario in common accord. From 1909 onwards,
on the other hand, those of Rijeka give detailed indications of the prices not only for the
operas of the spring and autumn seasons, for spoken theatre and dances, but also for the
‘popular’ (i. e. cut-price) performances, for which admission was half the price of a normal
evening. The prices given were those for entrance to the parterre and boxes, entrance to the
gallery, parterre seats (poltroncine di platea), stools (scanni), gallery seats (poltroncine di gal-
leria), gallery stools (scanni di galleria), ground-floor boxes, mezzanine boxes, and 1st- and
2nd-tier boxes. For the autumn opera season the impresa was authorised to increase only the
entrance price to the parterre and boxes. At Rijeka, for the non-mandatory performances
the impresario fixed the admission price at his own discretion.”*

The theatre of Zadar specified that these prices would have to be made known on both
the general programme and the posters for each performance. This requirement was also
respected at Sibenik, even if no tender specifications to back it up have survived. For here
the printed posters gave precise indications of the prices for the parterre and boxes, namely:
the better seats (poltroncine) in the parterre and chairs (sedie), stools (scanni), gallery (log-
gione), and boxes of the 2nd and 3rd tiers. Also indicated were the reductions for children,
students and non-commissioned officers (sotzoufficiali).

The public had the right to return a purchased ticket and ask for a refund if the impre-
sario had made changes to the production; and could do so right up until the same day as
the performance.”

Special performances and galas, public festivities

In the case of performances featuring an artist of world renown, the impresa could, with
the theatre management’s consent, charge prices that were higher than usual. This could
also happen in the event of a visit to the theatre of sovereigns and princes. At both Rijeka
and Zadar the management could reserve for itself a specific number of seats, on payment
to the impresa of the established price. On feast days and public holidays in both cities the
use of the theatre was to be granted free of charge (artists and staff included). At Rijeka,
at least certainly from the year 1885, the impresario also had to donate the income from a
regular non-subscription performance to a children’s charity (the Pio Asilo di Carita per

52 “La questione teatrale”, La Bilancia, 13.9.187s5.
53 Rispoli, La vita pratica, p. 46.
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IInfanzia). In this way part of the proceeds of the opera season would be given to a worthy
cause. At Zadar it was the theatre management that indicated which of the current season’s
performances was to be devoted to this purpose.

'Veglioni” and Balls

Only the tender specifications of Rijeka mention that during the carnival season the impresa
could use the theatre for veglioni (masked carnival balls) and other ballroom events. The
latter could be prohibited by the management if they were judged to be incompatible with
the importance and decorum of the theatre. Moreover, only the management could give
consent for the theatre to be hired out to third-party companies. Once consent had been
given, the impresario would be responsible for covering all heating and lighting costs and
paying for any damages to the building or its furnishings.>

Benefit nights

Mention of benefit nights for the artists is made only in the tender specifications of Zadar,
which state that it was the theatre management’s responsibility to choose which among the
artists engaged should deserve to give a benefit night. The management would also decide
the date or dates of such performances in the course of the season.

Free admission to performances

The tender specifications could also specify who was entitled to free entry to performances.
While the capitolati for Rijeka of 1885 mention only the theatre’s doctors-surgeons or, more
elusively, those who possessed “free tickets” (biglietti franchi), in later years they would also
specify the mayor (podesta), members of the theatre management and the staff on duty
designated by the authorities.”

54  See “Disposizioni circa 'uso del Teatro Comunale in Carnevale”; Tender specifications for the running
of the Teatro Comunale for the three-year period 1 January 1909 — 31 December 1911, Rijeka, [1908],
HR-DARI, RO-24, folder 6.

55 In addition, at the beginning of the season five stools (scanni) in the parterre were reserved for the
use of officials delegated by the authorities (as from the capizolaro of 1909). It is in the article on free
admission to the theatre, and then only at Rijeka (1901), that we find the clause obliging the impresario
to deliver to the theatre management the libretto of each opera to be staged.
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In the press there was much discussion on whether or not it was right to give free tick-
ets to journalists. In 1871 La Bilancia of Rijeka had been the recipient of a ticket for a stool
(scanno) and free entrance to the opera season from the theatre management, but the paper
declined it in order to preserve its independence of judgement. The newspaper made it
public that it had sent the ticket back.’® On the question of free tickets for the press, the
debate went on for years: was it right and proper for the press to accept free access to the
theatres? In France and Italy some newspapers would side against the practice, but then
nothing would be done to change the situation until the subject was once again raised at
the first skirmish between critics and impresarios. At the theatres that received an endow-
ment from the government or municipality, it was claimed that free admission for jour-
nalists would neither prejudice their reputation nor constrain their independence, because
the invitation was made not by the impresa but directly by one of the two above authori-
ties. It was a different matter if free entry was granted by the impresa. In such cases, it was
thought, the reports in the newspapers could be distorted, for the press would not remain
indifferent to the kindness received and would feel duty-bound to return the favour by
praising everything about the production.”

At Zadar the list of those given free admission was more detailed than at Rijeka. As well
as, naturally, the staff on duty and at the theatre door, and the members of the management,
it also included the theatre’s electrical engineer (ingegnere elettrotecnico), the directors and
theatre reporters of the local newspapers, the chief inspector of the fire brigade and, as was
routinely included, the theatre’s doctor. In fact the doctor was not only obliged to be pres-
ent at both the dress rehearsals and performances, but also, on the management’s instruc-
tions, expected to visit any singers or players who had called off sick (making a house call
if necessary). In such cases, however, he wouldn’t have to take any responsibility for their
treatment, but just give his opinion on their state of health.*® In addition to free admission,
the doctor was also assigned a parterre seat (poltrona) in the theatre, as was the engineer, the

56 “La giunta teatrale”, La Bilancia, 15. 4.1871.

57 “[...] however much a writer on art may feel the delicacy of his duties,” the Zeatro [llustrato wrote, “he
cannot, deep down, be at all insensitive to the courteous — though interested — gestures of an impresa,
which, on its part, in such cases has the right to be treated politely by those he invites, just as a gracious
lady doing the honours at her home has the right, if nothing else, to a compliment from the polite
guest.” (“[...] per quanto uno scrittore d’arte senta la delicatezza del proprio ufficio, non pud essere
in fondo a se stesso affatto insensibile alle cortesi — sebbene interessate — dimostrazioni di un'impresa,
la quale, dal canto suo, in tal caso ha diritto di essere trattata ammodo dai suoi invitati, come gentile
signora che fa gli onori di casa ha diritto, se non altro, a un complimento dall’ospite ben educato.”).
Even the editors of 1/ Teatro illustrato declared publicly that it no longer wished to accept free tickets to
the theatres, so as to preserve its impartiality and independence; see “Lingresso gratuito della stampa
nei teatri”, I/ Teatro llustrato, anno 111, no. 34, 1883, p. 156.

58 See Art. 17, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD,
folder 29.
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newspaper directors and the commanding officer on duty. A stool (scanno), on the other

hand, was reserved for the journalists and the police officers on duty.

Cases of force majeure

It was a general rule that in the event of the opening of the theatre being delayed for reasons
of force majeure (which were usually identified as: fire, repairs to the theatre, failure of the
electric lighting, public disasters and epidemics; all measures relating to public order, safety
and hygiene; wars and revolutions; and the death or sickness of sovereigns and princes), or
of a suspension of performances or a definitive closure of the theatre, the impresario could
claim neither damages nor compensation from the management. It would be relieved of all
responsibility, but at the same time would get no payment. From 1909 the tender specifications
of Rijeka added that the endowment would be paid in proportion to the number of perfor-
mances given, thereby ensuring remuneration just for what had already been done. The only
form of compensation that the impresario could claim, at least for the year 1901 at Rijeka, was
the payment of 400 crowns for every missed performance if the electric lighting should fail.»

Employment agreements of the artists

A clause that was normally added asked the impresa to introduce into their contracts with
the artists, maestri concertatori and conductors, orchestral players, dancers, chorus singers
and other staff, a condition obliging them to abide by the rules given in the tender specifi-
cations and any other regulations in force at the theatre or prescribed by the management.

Termination of the contract

In the tender specifications of Zadar there was an article stating that if the contract were to
be terminated prior to the agreed expiry date, for any reason at all, the theatre management
would not be obliged to uphold any partial agreements that the impresa had concluded with
singers, dancers, orchestral players, etc., with the season-ticket holders and renters of seats

(poltrone), chairs (sedie) and boxes, or with the suppliers of theatrical services.®

59 See Art 7, Call for tenders to run the productions of the Teatro Comunale of Rijeka, Rijeka, 22. 5. 1900,
Maritime and Historical Museum of the Croatian Littoral, theatre collection.

60  See, for example, Art. 31, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post
1901], HR-DAZD, folder 29.
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Rescission and measures in case of death

A clause not found at Zadar, but included at Rijeka at the beginning of the 20th century,
concerns the measures to be taken in the event of the impresario dying. The municipality of
Rijeka would have the authority to immediately appoint an administrator for the current or
following season, who would perform his duties at the heirs’ expense and without any liabil-
ity. The law specified that the heirs that accepted the inheritance would be obliged to pay off

all debts existing at the time of the impresario’s death (loans and artists’ wages included).®

Measures to be taken in case the management should discontinue its activities

Again, it is only at Rijeka that we find a clause which specified that, in the event of the theatre
management ceasing to perform its functions, the impresario would have to acknowledge
that the managemenct’s rights and responsibilities would be taken over by the municipal

delegation or the person the delegation appointed to take charge of the administration.®

Amount of the endowment and payment of the instalments

Not all the tender specifications specified the precise amount of the endowment. One was
more likely to find an indication of when the various instalments had to be paid. At Rijeka
in 1885, for example, a first instalment was paid at the arrival of all the artistic staff at the
piazza; the second after the fifth performance; the third after half the obligatory perfor-
mances; and the final one after the end of all the performances. Zadar also adopted a system
of four instalments, though the actual times of the second and third payments were differ-
ent and depended on the number of performances.®* On the payment of the instalments
the tender specifications of Zadar were stricter than those of Rijeka, for they obliged the
impresa to prove to the presidency, at the due date for each instalment, that it had paid
off the artists, orchestral players, dancers and choristers. If it should fail to produce the
required documentation, the presidency could take it upon itself to make those payments

up to the amount of the instalment in question. And if the money should not be enough,

61  See Prospero Ascoli, Della giurisprudenza teatrale: studj, Pellas, Firenze 1871, p. 119.

62 This was the final clause of the Tender specifications for 19091911 and 1912—1914 at Rijeka.

63 At Split, on the other hand, in 1895 the first quarter was paid at the arrival of the baggage, the second
after the second performance, the third half way through the season, and the last at the end of the sea-
son; see Letter from the theatre management of Split to Antonio Lana, Split, [n.d.].3.1895 HR-MGS:
Kazaliste 3/ kut. I-XII.
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the remainder could be collected from the box-office receipts, evening after evening. At
Zadar the actual size of the endowment was not specified in the capitolato, for here we are
dealing with a printed form that needed to be filled in. Rijeka, on the other hand, specified
the sum of 8,000 crowns in that of 1909.%

Also written into the tender specifications was the provision that the management would
neither advance to the impresario any sum of money, in any form whatsoever, nor grant
any further subsidy if requested. This clause was not always respected, as transpired when
the presidency at Zadar was accused of advancing the impresario money in 1869.%

The security deposit and penalties

There came a time when the contractor had to leave a security deposit as a guarantee for the
fulfilment of his obligations. A sum of money was to be paid into the theatre’s treasury at the
signing of the contract (this needed to be done shortly after notification of the concession).
If the impresario failed, even only in part, in the obligations set out in the contract (in turn
based on the tender specifications), he would lose every right to his deposit. The municipality
of Rijeka could then freely make use of this sum and treat it as a fine, while the contract itself
would become null and void. The tender specifications of Rijeka for 1885 left a space in which
to write the amount of the penalty owed to the management. The security deposit could also
serve to pay the orchestra and chorus should the impresario fail to do so within the speci-
fied deadlines. It would be returned only after the impresario had fulfilled all his obligations,
“including the proof that he has fully satisfied all the masse [i. e. orchestra and chorus]”.&7
The actual amount of the security deposit varied considerably in the years under con-
sideration. At Rijeka in 1861 — and in general throughout the 1860s — it was fixed at 1,000
florins,® at a time when the endowment amounted to 6,000 florins; it remained the same

64 This sum had probably already been stable for some years, for a letter from the impresario Raffaele
Sforza to the theatre management of Rijeka tells us that he received 8,000 crowns for the year 1904
and another 8,000 for 1905; Letter from Raffaele Sforza to the theatre management of Rijeka, Rijeka,
27.4.1904, HR-DARI, RO-24, folder 6; and ditto for 6.5.1905.

65  See the Message written by Natalia Dudan to the presidency of the theatre on the circular message of
25.10.1869, HR-DAZD, folder 3. On that occasion the presidency infuriated certain boxholders by
granting the impresario an advance on the endowment.

66 At Zadar, for example, the signing had to take place within eight days of the receipt of notification; see
Art. 20, Tender specifications of the Teatro Giuseppe Verdi of Zadar, Zadar, [post 1901], HR-DAZD,
folder 29.

67 “compresa la prova di aver pienamente soddisfatto tutte le masse”; Art. XVII, Tender specifications of
the Teatro Comunale of Rijeka, Rijeka, 1885, HR-DARI, RO-24, folder 6.

68  See Letter from the theatre secretary Politei to the theatre management of Rijeka, Venezia, 21.1.1861,
HR-DARI, RO-24, folder 6.
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in the years immediately following, with the only difference that the endowment was now
7,000 instead of 6,000 florins.® Over 25 years later, however, the deposit was increased by
600 %, to as much as 6,000 florins (on the evidence of that made by the agent Rossegger
in 1887). In the early years of the new century it remained stable at 6,000 crowns (note
the change of currency). The impresario would first have to pay into the municipal treas-
ury 2,000 crowns, either in cash or in “valuables” (efferti di valore), as a bid deposit (the
vadio); and then complete the sum by transferring a further 4,000 crowns at the signing of
the contract. The theatre management could even demand a deposit of more than 6,000
crowns if this was considered necessary.” While the deposit at Rijeka, from 1901 onwards,
remained stable at 6,000 crowns, the endowment came to 8,000 crowns (in the case of
an annual contract) or 7,000 crowns (for a two-year contract). At Zadar and Split, on the
other hand, the deposit in the early years of the 20th century was fixed at 1,000 or 1,500
Italian lire (while the endowment continued to be paid in crowns).” Bearing in mind an
exchange rate of 1 Italian lira = 2,5 crowns (still valid at the time of the First World War),
the sum in question corresponded to about 2,500 or 3,750 crowns respectively, hence lower
than at Rijeka.

Observing the increase or decrease of the deposit over the years is not particularly sig-
nificant unless it is compared to the size of the endowment. It is the relationship between
the two figures that conveys how much more difficult things had become for the impresa-
rio aspiring to run an opera season. The situation had changed greatly since the time when
Giuseppe Rossi-Gallieno, in his book on the economics of the theatre (written back in the
first half of the 19th century), could write that “the deposits that the theatrical entrepreneurs
usually offer when the contract is drawn up are negligible in size compared to the endow-

ments”.” Particularly eloquent is the situation at Rijeka in 1923. Here those competing for

69 See Contract between the theatre deputation of Rijeka and the impresario Cesare Trevisan, [1865],
HR-DARI, DS 60, folder 4. As a term of comparison for a larger theatre, it is worth bearing in mind
that in 1861 the impresario Tommasi took on the running of the theatre of Trieste for a three-year
period with a deposit of 10,000 florins against an endowment of 54,000: the deposit was therefore ten
times higher; see Carlo Bottura, Storia aneddotica documentata del Teatro Comunale di Trieste: dalla sua
inaugurazione nel 1801 al restauro del 1884 con accenni al Teatro Vecchio dal 1705 al 1800, Balestra, Trieste
1885, p. 414; or directly, Tender specifications for the three-year period 1861-1864, I-TSmt, folder 104.

70  See the section “Deposito cauzionale”, Tender specifications for the running of the Teatro Comunale in
the three-year period 1 January 1909 — 31 December 1911, Rijeka, [1908], HR-DARI, RO-24, folder 6.

71 Inserted in the printed form of the tender specifications of Zadar post-190r is the handwritten figure of
1,000 Italian lire. However, on the evidence of a Letter from Gustavo Argenti to Giorgio De Nakic d’Osliak
[a name given in the documents in variant spellings: Giorgio De Nakich, Giorgio De Nakich d’Osliak,
Giorgio Nachich d’Osliak]; Milano, 6.2.1899, HR-DAZD, folder 6, the figure given is 1,500 lire.

72 “le cauzioni che solitamente offrono gli intraprenditori di teatro all’atto della stipulazione del contratto
d’appalto sono pressoché nulle per entit rispetto alle dotazioni”; Giuseppe Rossi-Gallieno, Saggio di
economia teatrale: dedicato alle melodrammatiche scene italiane, Rusconi, Milano 1839, p. 44.
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the contract would have to pay into the municipal treasury a bid deposit (vadio) of 5,000
lire, a sum that was then increased to form an overall deposit of 20,000 lire at the signing
of the contract; in return, the impresa was assigned an endowment of lire 30,000.7 In other
words, the deposit corresponded to two thirds of the endowment. Evidently, in the course
of time, the size of the deposit had increased in relation to the endowment. This in turn
meant that any impresario wishing to run an opera season would find increasing difficulties
unless he was supported by adequate financial liquidity.7

Liability of the contractor and competent jurisdiction

The contractor would be personally liable to pay all damages to the theatre management
or the municipality resulting from breaches of the contract, regardless of the cause. For the
Teatro Comunale of Rijeka, the disputes were submitted to the judicial authorities of Rijeka.
Likewise, the last article of the capitolato of Zadar indicated Zadar as the competent court
in any disputes between theatre management and impresa. (A similar clause is still found
today at the end of many calls for tender in the artistic, theatrical and musical fields, along
with the acceptance of the clauses of the call itself). As stated in the tender specifications
of Zadar, the commitments and conditions expressed in the capitolato were declared to be
corresponding to, and forming an integral part of, the contract.

Also expressed was the general need to enforce the prescriptions of the political and
municipal authorities, the disciplinary norms of the theatre regulations, and the laws and
ordinances of the police. If the impresa should fail to fulfil the obligations included in the
tender specifications, it would naturally be considered as disqualified.

Usually at the end of these tender specifications we find no direct reference to any
possible attachments (for example, those listing the theatre’s employees or the nightly
expenses for the orchestra according to type of spectacle), such as we find in the capitolati
of other theatres.

Like all calls for tenders, the capitolato had a deadline, so it indicated the date by which
the impresario (or his representative) was to present the proposal. As for the response of the
theatre management conveying its decision, that was given within a variable time-frame. A
deadline was not always specified. For lack of documentation, we have no way of knowing
if there was always a time-limit for the responses.

73 Call for tenders, Rijeka, 19.1.1923, HR-DARI, DS 6o, folder 10.

74 As an extreme case (from the theatre management’s point of view), already back in 1839 Rossi-Gal-
lieno cited the theatre of Saluzzo, where the endowment of 1,500 francs was surpassed by a deposit of
2,000 francs; see Rossi-Gallieno, Saggio, p. 45. Clearly this went completely against the interests of the
impresario.
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How strictly was the impresario’s proposal of an opera season supposed to follow the
exact terms of the tender specifications? There were even cases when the theatre management
itself suggested that competing impresarios could make proposals that deviated from the
specifications, or even make fresh proposals.”s One possible instance could be when there
was competition between different theatres in the same city. As indeed happened at Rijeka
in 1914, when the Teatro Comunale faced the competition of a new theatre, the Teatro Fen-
ice, which also intended to produce opera. Naturally it was impossible to anticipate how
damaging the competition might be, but it was expected that there would be significant
differences between the two theatres in both their prices of admission and running costs,
all to the disadvantage of the Teatro Comunale. And so, unless changes were made in the
tender specifications, it was foreseeable that the suitable competitors would either decline
to come forward or propose conditions that were unacceptable. The risk was that, with the
inevitable bureaucratic delays (which were routine then as today), the Teatro Comunale
would have no time to draw up an advantageous contract. Hence a more ‘flexible’ clause
was inserted in the document, leaving the competing impresarios the opportunity to suggest
conditions other than those indicated. Interestingly, a few years eatlier, in 1911, the former
impresa of the Teatro Comunale, Alpron-Battaglia, had already alerted the theatre manage-
ment to this very problem: “We are also confident”, he wrote, “that in the event of a com-
peting theatre making an appearance during the new three-year period, this Honourable
Committee will wish to come to an agreement with the undersigned impresa to make any
changes that may be made necessary”.”® Under certain conditions, therefore, the capitolato
was not necessarily a document in which all of its clauses were binding.

In the case of Rijeka the written proposals of the impresarios, duly provided with a tax-
stamp (or bollo),”” had to be delivered to the registrar’s office (protocollo) of the civil magis-
trate. The tenderers had to declare explicitly that they were fully aware of the terms of the
capitolato and that they intended to comply with them in the event of the contract being
assigned to them.” Proposals made by telegraph, presented after the deadline, or lacking the

75 See Letters from the podesti to the theatre management of Rijeka, Rijeka, 12. 6.1914 and 11.7.1914,
HR-DARI-s557, folder 562/1.

76 “Siamo pure fiduciosi che nel caso durante il nuovo triennio dovesse sorgere un Teatro di concorrenza,
codest Onorevole Commissione vorra mettersi d’accordo colla sottoscritta Impresa per prendere quei
eventuali cambiamenti che si rendessero necessari’; Letter from the Alpron-Battaglia impresa to the
civil magistrate of Rijeka, Rijeka, 31.7. 1911, HR-DARI-557, folder 562/1.

77 For the three-year contract of 1915-1917 of the Teatro Comunale of Rijeka, for example, a one-crown
stamp was required. In 1923 stamped paper (carta bollata) of 1 lira was needed. The proposal had to be
delivered to the secretary of the theatre commission of Rijeka in a closed and fire-sealed envelope.

78 Nonetheless, as in the case referred to above, proposals would also be accepted that diverged from the
terms of the capitolato or perhaps included new proposals, provided that they did not exceed the lim-
its established in the document as regards both the number and quality of the productions and the
contribution of the Comune.
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prescribed bid deposit (vadio) would not be taken into consideration. In fact the proposal
also had to be accompanied by a receipt from the municipal treasury confirming that the
vadio had been deposited.” The decision on the proposals was left to the discretion of the
municipal delegation. If, however, any proposal should call for important changes to the
tender specifications, a further decision would be needed, this time by the municipality.®
Even the podesti in person could make observations on the call for tenders.

As regards the selection processes, there is little information about how they were car-
ried out and it is hard to say how much objectivity went into appointing the impresario.
At times the theatre managements were accused of seeming to favour certain impresarios
over others (for example, by allowing a discount on the security deposit) or even of having
a joint interest in the impresa. Also subject to criticism was the amount of time given (too
lictle) to present a project. Tender specifications published fifteen or twenty days before the
deadline clearly gave one insufficient advance notice to put together a strong project or make
plans with the better singers. Another point commented on was that all of the proposals
were to be delivered “under seal” (sotto suggello) and opened by the theatre management
at one sitting, without the possibility of considering any possibly better offers that might
arrive after the deadline.® Lack of documentation on these matters, however, prevents us
from knowing whether or not these rules were always followed.

But now let us turn our attention to identifying the interested parties that responded
to these calls and consider the proposals they made in their bid to secure the contract for
an opera season.

2.2 Provenance and identity of the impresarios

The people who had a primary interest and need to understand the theatre’s require-
ments (and to whom the tender specifications were indeed addressed) were the impresa-
rios and agents working in the area, whether or not they themselves could be considered
as ‘locals’. Even though, to quote John Rosselli, it is true that to be an opera impresario
was becoming less a profession than a disease,® there were still a number of impresarios
and agents engaged in the business of organising opera seasons. In the area under scru-
tiny, it has been possible to unearth the names of 287 people working in that field. And

79 The reference is to the tender specifications of 1915—1917. Here the vadio amounted to 2,000 crowns,
as in the previous years. The deposit could be made either in cash or in valuables admitted by law as a
deposit.

80 See Call for tenders, Rijeka, 13.7.1914, HR-DARI-557, folder 562/1.

81 See “Sul concorso d’appalto al Teatro Comunale”, LArte, anno 111, no. 12, 20. 4.1872, pp. 45—46.

82 Rosselli, The Opera Industry, p. 37.
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surely this is not the complete number of those who were active in the second half of the
19th century and early 20th, for the calculation is based on the available archival material.
At Sibenik the names of these impresarios and agents can be gleaned not only from the
letters exchanged with the theatre management, but also from the lists of small expenses
for correspondence and stationary that the management (in this case most likely Paolo
Mazzoleni himself) drew up meticulously. In this way we have a fair idea of the contacts
between impresarios and theatre, at least for the 1880s and 1890s. At Zadar, on the other
hand, a well-ordered register was kept, giving, for each letter in arrival, the name of the
correspondent, the date, the provenance, and even a concise summary of the contents.
On the right-hand side of the register the same information about the response was
inserted: here again with the content of the reply and the date. Unfortunately, however,
the register is incomplete and survives only for the years 1879, 1884 and 1885. At Rijeka we
come across various names in the register of documents called the Protocollo degli esibiti
(1885—1910).% For the other cities, where there are no such registers, the names are drawn
solely either from the correspondence found in the local archives or from the newspapers.

The only available list of impresarios working in the Italian area, that drawn up some
years ago by John Rosselli,* only marginally helps us to identify the people working in
Istria and Dalmatia, both for chronological reasons (the historical period covered here
extends right up to the end of the First World War) and because of the different sources
used here to get the material. The same can be said for the meticulous Dizionario bio-bib-
liografico degli agenti teatrali attivi a Milano nell Ottocento by Livia Cavaglieri.® For most of
the names listed in our study it is impossible today to recover any biographical data. They
are figures about whom there is no literature. If information has survived, it will be found
solely in the primary sources.

Who, therefore, were the impresarios working in the area? Where did they come from?
Did they have any specific training to do their job? It is well known that the impresario
often came from practical experience in the theatre, and those working in this particular
geographical area were no exception. Being an impresario would be either an end-of-career
job or an occupation that could be undertaken alongside a practical profession in music.
Some of their names appear in the lists of singers sent to the theatre managements adver-
tising the cast for an opera season, thereby reminding us that impresarios often performed
as tenors, baritones or basses within the same company that they promoted. Examples are
the baritones Ernesto Maurizi Enrici and Felice Brandini who wrote to Zadar from Bologna
and Trieste respectively, or the bass Pietro Dussich [Dusich], also active at Zadar. The name

83  See Register of documents (1885—1910) (Prozocollo degli esibiti (1885—1910)), HR-DARI, DS 60, folder 10.
84 John Rosselli, Elenco provvisorio.

85 Livia Cavaglieri, Tra arte e mercato. Agenti e agenzie teatrali nel XIX secolo, Bulzoni, Roma 2006, p. 303.
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of the impresario Raffaello Faini, who offered his services at Sibenik, like that of Giustino
Azzarelli, appeared in the list of tenors of the very same cast they were recommending.

Some were also instrumentalists, like Federico Monari Rocca or Nazzareno Perazzini.
Carlo Mirco was first clarinet at the Teatro Regio in Turin and La Fenice in Venice, yet he
repeatedly offered his services as impresario at Pula, Zadar and Sibenik, like his partner
Giani, who also worked in the orchestra at La Fenice.* In the same way we find maestri
concertatori and conductors such as Luigi Bernardi at Pula or Guido Farinelli at Rijeka; danc-
ers or choreographers like Francesco Razzani and actors of spoken theatre; not to mention
lawyers, journalists and even shopkeepers like Luigi Dessanti. They could also have been
born into families of impresarios or, like the more famous Alessandro Lanari, be married
to singers and engage their wives in the cast: Giuseppe Castagnoli and Antonio Lana were
good examples.®”

The standard of education of the various impresarios differed and the linguistic compe-
tence displayed in the surviving correspondence is fairly variable. For the letters in which
the handwriting of the signature differs from that of the rest of the letter, we can assume
that the impresario had a secretary, or at least someone who could be called upon to write
a letter when needed. Some of the bordero (registers of the evening’s takings) surviving at
Sibenik show very plainly how scant the knowledge of Italian could be. The person filling
in the bordero for the performances organised by Ernesta Ferrara, a female impresario who
came to Sibenik with the Becherini company in 1882, made blunders such as that of refer-
ring to the operas Crispino ¢ la Comare as “Grespin e Lacomare”, I/ barbiere di Siviglia as
“Barbiere Sivilia”, Lelisir d'amore as “LElesin di Amore”, Pipelé (or Pipeler) as “Pipele” and
La sonnambula as “Sononbola” or “Sonambola”, and even mentioning a certain “Il baccio
al Diavolo”.%

Many of these impresarios only dealt in opera; others also included spoken theatre
and, towards the end of the century, operetta and variety shows (variera). With the advent
of the new century, cinema could also be added. The agencies they founded could thus
be said to be ‘multi-specialised’. The theatrical agencies always had to be authorised by
the Luogotenenza or provincial government. One such multi-specialised impresario was

86 Carlo Mirco was also a composer. His proposal (or his presence) is also documented at the Teatro Bonda
of Dubrovnik in 1886 or 1887. His two brothers were also instrument players. See Gazzerta Musicale di
Milano, XLVII, no. 44, 30.10.1892, p. 710.

87 When Lana engaged his wife — the prima donna and contralto assoluto Barberina Rossi-Lana — for the
opera season, La Voce Dalmatica was not slow to point out, with a touch of irony, that in actual fact
she had not been genuinely engaged, “given that there was a legal document relating to her and the
Signor Impresario in a certain book at their parish that makes any other one useless” (“essendovi una
scritta relativa ad essa e al signor impresario, in un certo libro della loro parrocchia, che ne rende inu-
tile ogni altra”); La Voce Dalmatica, vol. 1, 1.12.1860, p. 220.

88  Bordero for the Compagnia Becherini, Sibenik, July 1882, HR-DASI-103, folder 3.
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Eugenio De Monari, who was fairly active at Zadar and whose letterhead read “Eugenio
De Monari & C. / Lirica — Operette — Prosa — Varieti — Cinematografia / Milano”. Similar
situations were found of impresarios who turned into agents that now ran opera, operetta
and spoken theatre.

In certain cases the terms “impresario” and “agent” are used interchangeably in the doc-
uments: an aspect that complicates the job of analysing their work, making it not always
possible to define their activities with any precision. By definition, as a rule, the agent
negotiated on behalf of impresarios and singers, whereas the impresario merely managed
a company of artists.® The two activities were not mutually exclusive and indeed could
overlap at times. For example, the rubber stamp used by Ettore Bonturini, an impresario
and theatrical agent who worked at Zadar between 1884 and 1892, specified both qualifica-
tions: “Ettore Bonturini / impresario / ed agente teatrale / Venezia”. Likewise, the headed
notepaper of Josip Karaman of Split: “agente ed impresario teatrale”; subsequently the text
was supplemented with the further addition of “concessionata impresa pubblicitd” (licensed
advertising company), and later still “Cinema Elekera”. In fact he also traded in photographic
equipment, most certainly as a way of keeping up to date, at a time when opera was giv-
ing way to new forms of entertainment. His letterhead was in both Croatian and Italian.*

Karaman, who was from Split, was an example of a local impresario. In fact some impre-
sarios could be natives of the Istrian or Dalmatian region and work in the area, whereas
many others, the majority, came from outside. Enrico Viscardi, who was engaged to run
the Teatro Nuovo of Zadar, was, for example, among those who operated within a tighter
radius, as also Giovanni Maraspin working in Rijeka.”” But we also have the case of local
impresarios like Olimpio Lovrich, from Zadar, who went on to work in Trieste and only
returned to Zadar (professionally speaking) to organise a single opera season.”* Similar was
the situation of Antonio Lana of Zadar, who worked as an impresario abroad, above all
in Spain, but who was repeatedly in contact with the theatre management of Split from
1893 onwards. Among the ‘locals’ from Pula and Rijeka we encounter the names of Alberto

89 On the role of the theatrical agents, see John Rosselli, “Agenti teatrali nel mondo dell’opera lirica
dell'Ottocento”, Rivista Italiana di Musicologia, 1/17 (1982), pp. 134—154. On the difference between
the impresario, capocomico and agente, see also Franco Ferrari, Intorno al palcoscenico. Storie e cronache
dell'organizzatore teatrale, Franco Angeli, Milano 2012, p. 19.

90 Today in fact Karaman is principally remembered as a film director and photographer, best known for
filming the coronation of Tsar Nicholas I of Montenegro; see Gian Piero Brunetta, Storia del cinema
mondiale, Einaudi, Torino 2003, p. 1331.

91  See “Origine del cognome Maraspin”, in LussinO, Foglio della Comunita di Lussinpiccolo, 28, Decem-
ber 2008, p. s1.

92 After the First World War, Olimpio Lovrich was engaged to run the 1923 season at the Politeama Cis-
cutti of Pula, but is not mentioned in the area in the previous seasons; see Bogneri, 7/ Politeama Ciscurti,
p- 306.
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Vernier, a theatrical artist who looked after the interests of Pietro Ciscutti, later becoming
his secretary and administrator (with power of attorney) and subsequently, from 1894, the
director of the Politeama of Pula, and was to be found almost continuously in the coastal
region;” that of Giuseppe Bini;** and also that of Giuseppe Corbetta, impresario of the
Politeama in 1901. We have no certainty, however, that Bini and Corbetta were really Istrian
or Dalmatian. The fact that their letters were addressed from one of the coastal cities does
not necessarily mean that they came from the area. Indeed this was no guarantee even if
the letters were numerous. A case in point is that of Natale Fidora, who was also known as
a stage director and scene designer, and whose letters place him with a certain frequency in
four different coastal theatres, but actually came from Adria in mainland Italy.>s

Some impresarios came from important cities like Trieste, then probably the foremost
centre for the coastal area, having taken over that role from Venice (which by this time
boasted only about a dozen contacts with Istria and Dalmatia, most of which without lasting
prospects). The surnames of Triestine origin that emerge from the archives mostly point to
families of Jewish origin: Curiel, Pesaro, Gentilli, Ullmann or Lattad, just to mention a few.
There were also impresarios who wrote, and negotiated, from cities such as Bari or Ancona:
cities that were seemingly distant, but now brought closer by the steamship. Examples are

93  Vernier also owned his own theatre company. He handled various theatrical genres, from opera semis-
eria to vaudeville. In actual fact Vernier was not the only one to work on behalf of Ciscutti. The
documents also give us the name of Francesco Lucerna, who was employed in the same capacity at
the Politeama of Pula. For a period Vernier had also been secretary of the theatre of Rijeka in the
early months of its reopening (1885), as well as impresario of the Anfiteatro Fenice and secretary of
the Politeama of Pula (he is mentioned as such in 1888); see Bogneri, 7/ Politeama Ciscutti, p. 35 and
“Alberto Vernier e Teatro Ciscutti”, L'Eco di Pola, 28.7.1894. Vernier ended his career in 1900 and
retired to Cagliari; see “Il ritiro di un impresario teatrale”, I/ Giornaletto di Pola, 12.9.1900. At the
time of Vernier’s management, however, Girolamo Andrioli was indicated as owner of the theatre;
see Bogneri, 1/ Politeama Ciscutti, p. 40. The owner’s name appeared on the envelopes used for cor-
respondence, which were then inscribed as follows: “Politeama Ciscutti — Pola / Proprietario: Giro-
lamo Andrioli”. Andrioli, who was a building contractor and timber merchant, was in possession of
the Politeama from the year 1897; see Raul Marseti&, 1/ cimitero civico di Monte Ghiro a Pola simbolo
dell'identita cittadina e luogo di memoria (1846—1947), Unione Italiana Fiume, Universita Popolare di
Trieste, Rovigo 2013, p. 230.

94 We encounter Bini at Pula. A man called Giuseppe Bini was also active as a choreographer in the same
years. It is not known if this was the same person or just someone with the same name.

95 Fidora was also impresario at the Teatro Comunale of Trieste in 1897. The Gazzetta Musicale di Milano
of 1901 mentions him as the impresario at a concert at the Liceo Benedetto Marcello in Venice for which
he offered his services free of charge as a stage director, also producing artists, scenery and costumes;
Gazzetta Musicale di Milano, 1, 1901, p. 161.

96 The name Raimondo Lattad is associated with that of a 19th-century actor. Again, we do not know
if this was someone who happened to have the same name as the impresario Lattad or whether, most

likely, it was the same person.
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Nicola Guida or Antonio Quaranta for Bari and Ezio Carelli for Ancona, who negotiated
with Sibenik through their theatrical agencies from 1919 onwards. As we can imagine, most
of the journeys from Italy were made by sea, for obvious geographical reasons.

As an alternative to the sea route, one could also reach the coast from the hinterland.
And indeed there were some Croatian impresarios who made contact from the theatres
of Osijek and Zagreb, but they constituted a minority and rarely proposed productions
of Italian opera. Zagreb and its theatre, which was hardly ever mentioned in the corre-
spondences, seemed to remain extraneous to these circuits. The same could be said of
Ljubljana. Also very rare was the presence of impresarios from another important oper-
atic centre, that of Vienna. If we except the tenuous presence of Ignaz Kugel,” for opera
we have no other references. More substantial, if anything, was their involvement in the
world of operetta.

In terms of percentage, most of the impresarios were from Milan, or at least had their
offices in Milan at the time when they corresponded with the theatres of the Istrian and
Dalmatian region. This should come as no surprise, because Milan was after all the heart
and fulcrum of opera in Italy. If we look at the censuses of the city’s population from 1861
to 1901, we see an exponential increase in the number of impresarios and theatrical agents,
from just 14 registered in 1861 to 151 in 1901. In that same year of 1901 there were 691 through-
out the whole of Italy. And of that number, as one can readily imagine, the women were a

distinct minority, with only 9 registered as impresarios.”

2.214 Women impresarios on the Adriatic coast

Among the legions of male impresarios, the women were indeed a rarity at the time. But
there were a few sporadic cases. Apart from Ernesta Ferrara, whose role is not yet clear (we
do not know if she really worked as an impresario, given that absolutely nothing is known

97 At the time Kugel was based at Lindengasse 11 in Vienna, advertising in the press as follows: “The Ignaz
Kugel theatre and concert agency at Lindengasse 11, Wien VII, is reccommended for the procurement of
engagements, as well as for the organisation of guest performances of outstanding artists, in the fields
of spoken theatre and opera, as well as that of the Singspiel (Operetta); even for the completion — and
respective reorganisation — of the stage personnel in general [...]” (“Das Theater- und Concert-Bureau
Ignaz Kugel Wien VII, Lindengasse 11, empfiehlt sich zur Vermittlung von Engagements, sowie zum
Abschluss von Gastspielen hervorragender Kiinstler, sowohl auf dem Gebiete des recitirenden Dramas,
der Oper, wie auch auf dem des Singpeles (Operette); iiberhaupt zur eventuellen Completierung —
respective Reorganisation — des Bithnenpersonales im Allgemeinen [...]”; Neue Theater-Almanach fiir
das Jahr 1895, vol. V1, p. 62.

98  See Censimento della popolazione del Regno d’Italia al 10 febbraio 1901, as quoted in Livia Cavaglieri, 77z

arte e mercato, p. 245.
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about her except that she signed a contract with the theatre management of Sibenik for
the season of 1882), we have four cases of women connected with the running of opera.
Associated with the Teatro Mazzoleni of Sibenik we find a certain Lucia Gazzone, who
signed engagement agreements, and was also maestro concertatore and conductor, which
was extremely rare for the period:™ in the area in question it was unheard of for a woman
to combine these professional qualifications. In the context of mainland Italy the case of
Emma Carelli, an impresario at the Teatro Costanzi in Rome in 1912 (and before that a
soprano), has already been studied,” but that of Gazzone is not only different, but also
earlier and probably even more singular.

Teresa Raineri Vaschetti, who was perhaps the wife of the impresario Antonio Vaschetti
(who had been proposed to Zadar in 1897 by the agency of De Born & Anguissola), cited
her experience as an impresario at the theatre of Ascoli Piceno when she proposed Tosca
and Faust to the theatre management of Split in 1906.1°

At Pula in September 1892 Signora Giovanna Fischer, part-heir of the Politeama Cis-
cutti, also became impresario to the theatre for a three-year period.” She was referred to
as the “direttrice” and was remembered for having organised an opera season (staged after
the theatre hadn’t seen opera productions for eight years) that was apparently superior to
that of the previous impresa.®

99 In the newspaper La Lanterna, from Pisa, we read that “a new company of singers, run by Signora
Ernesta Ferrara (Romana) and conducted by the distinguished Maestro Luigi Becherini has arrived
unexpectedly, but much appreciated and without any publicity. The repertoire of the operas is attrac-
tive. It includes: Pipelé, Educande di Sorrento, Elisir d’amore, Barbiere di Siviglia, and Sonnambula”;
La Lanterna, 1881, p. 5.

100 It was Gazzone who personally engaged Mario Zagni, first flute of the orchestra for Sibenik in 1919;
see Engagement agreement, Sibenik, 13. 9.1919, HR-DASI-103, folder 2b.

101 See, for example, Augusto Carelli, Emma Carelli: trentanni di vita del teatro lirico, Maglione, Roma
1932, or by the same author, Emma Carelli impresaria del Costanzi, Palatino, Roma 1962. More recent
is the article by Donatella Gavrilovich, “Un bastimento carico di...opere liriche e scenografie: Augusto
ed Emma Carelli, Walter Mocchi e le tournées in Brasile”, in Mosaico Italiano, 2011, pp. 17-19.

102 See Letter from Teresa Raineri Vaschetti to the Conte di Capogrosso, Milano, 4.1.1906, HR-MGS:
Kazali$te 1/ kut. I-XII. In 1908 Raineri Vaschetti was also impresario at the Teatro Sociale of Crema
for the carnival opera season of 1908; see [n. n.] Teatro Sociale di Crema. Inventario degli atti d'archivio,
sec. XVII-1937, [n.p.], Bergamo 2012, p. 88.

103 Bogneri, I/ Politeama Ciscutti, p. 32, and “Dichiarazione”, LEco di Pola, 13.8.1892.

104 The newspaper L'Eco di Pola wrote that there was a formal opera season at the inaugural opening of the
Politeama Ciscutti in October 1881, then nothing for another eight years until, from 1889—90 onwards,
the “directress” of the theatre offered a complete opera season which was apparently superior in quality
to that of the Giani & Mirco impresa, which, it was commented dryly, “honoured the old Teatro Cis-
cutti by giving Jone with the sets of 1 due Foscari” (“onoravano il vecchio teatro Ciscutti dando la jone
con le scene dei Due Foscari”); “Confidenze di casa”, LEco di Pola, 29.10.1892. In actual fact there had
been a few rare opera productions before the season in question. The letterhead used by Fischer for her
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Before that, in 1874, we also have the case of Cleopatra Cajani, who was engaged to run
the opera at Rijeka after the impresario Cesare Trevisan had abandoned the season.”s It was
such a novelty that the newspaper L’Arte declared that it was the first time a theatre had been
taken on by “an impresario in a skirt” (un impresario in gonnella). It was then seen as the
result of progress and “a step towards the emancipation of women” (un passo verso ['emanci-
pazione della donna).*® However, at the announcement of the operas on offer (Le educande di
Sorrento, Marco Visconti, Un ballo in maschera and Lorenzino dei Medici) she failed to receive
the desired encouragement and was criticised for not proposing an acceptable programme.™?
Cajani was also expected to perform the duties of the stage director and stage manager (buz-
tafuori),’*® as had been done by her predecessor, the impresario Micheluzzi.*®® About Cajani
we actually know little, also because within a short time all references began to be made in
the masculine, as “the impresario Cajani”. There emerged the figure of a possible husband
(the “old impresario” Cajani of Perugia) who personally took over the impresa, but failed
to conclude the season. In fact he asked for the contract to be terminated and partially paid
off the artists.™ The impresa was then taken over by the maestro concertatore and conductor
Bartoli, making it the third time the role had changed hands in the course of the season.

correspondence read: “Direzione Politeama Ciscutti / Giovanna ved. Fischer / Telegrammi: Ciscutti — Pola”;
Letter from Giovanna Fischer to the theatre management of Zadar, Pula, 4.12.1891, HR-DAZD, folder 7.

105 Trevisan had apparently “disappeared into the fog” (“dileguo in nebbia”); “Stagione d’opera”, La Bilan-
cia, 26.1.1874.

106 In actual fact there had been a few cases of “emancipation” in the Italian territory as a whole, if we
think of the presence of Anna Stolzmann at the San Carlo of Naples at the end of the 19th century or,
two centuries earlier, of Giulia De Caro at the Teatro San Bartolomeo in the same city; see Michael
Walter, Oper. Geschichte einer Institution, Metzler, Stuttgart 2016, p. 79.

107 “Too much mould! Enough, we shall see!” (“Troppi i rancidumi! Basta vedremo!”), wrote “Stagione
d’opera”, La Bilancia, 26.1.1874.

108 At the time the buttafiori was the person who alerted the singers at the beginning of each act, making
sure that everyone is ready and in the right place, checked the clothing of the chorus and extras, and
gave signals for raising and lowering the curtain, changing the scenery and “activating the necessary
machinery” (attivare i meccanismi necessary). He (or she) was obliged to be present at the final rehearsals
of the productions and to notify the audience in case of interruptions or changes to the performance.
See the Regolamento per il servizio e buon ordine del palco scenico e deglimpiegati e inservienti del R. Teatro
Rossini, Zecchini, Livorno 1867, p. 21.

109 “Fiume”. LArte, anno V, no. s, 14.2.1874, p. 4.

110 Cajani’s dealings, which were evidently not considered as exemplary, were described as follows: “already
at the ninth performance at our municipal theatre he asked to be released from his contract for the
current opera season, and that was after having cashed 7,000 florins of the endowment and about
another 5,000 florins from the evening’s receipts, with which sums he merely had to pay for two scores
and two [out of the four] instalments to the artists. Against all expectations, the theatre management
not only agreed to his unjustified demand, but even returned to him the deposit left as a guarantee for
his obligations towards both the public and the artists, with the result that today he serenely enjoys
the well-earned fruits of his efforts amongst us. [...] as sly as Cajani was at disengaging himself, to
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2.3 The theatrical agents: their strategies of intermediation

The letter addressed to the theatre’s management or presidency in which the impresario
customarily offered his services could also be written by an intermediary who represented
his interests. In such cases the name of the impresario could be indicated in full or even
omitted. If the name was omitted, the agent would make a generic request, while nonethe-
less stressing the honesty of his client: “A theatrical impresario who is a client of mine, an
honest and prosperous person, has instructed me to confer with your municipal theatre on
his behalf [...]”;" or “Entreated by an excellent client of mine, well known as a serious and
solvent person, who would be willing to present, even immediately, exceptional proposals
of opera productions for the approaching autumn season to your theatre, [ warmly appeal
to Your Lordship’s proven courtesy to give me information on the matter”.™ Or even: “I
hasten to submit to Your Lordship’s approval a splendid project for opera productions, on
behalf of a renowned, honest and solvent company which can provide for itself every pos-
sible guarantee”.™ In such cases the name of the interested party was never mentioned,

though the agency was negotiating on his behalf. An agent might also simultaneously pro-

his own advantage, from all obligations towards the public, equally ill-advised, according to my way
of thinking, were those who took on the task of running the season to its end with the resources that
remained available to them” (“gia alla nona recita del nostro civico teatro chiese di essere sciolto dal
suo contratto relativamente all’attuale stagione d’opera, e cid dopo d’avere incassati fiorini 7.000 della
dotazione ed altri fiorini 5.000 circa dagli incassi serali coi quali importi non ebbe a pagare che due
soli spartiti e due quartali agli artisti. Contro ogni aspettativa, la Direzione teatrale accondiscese alla
sua ingiustificata pretesa non soltanto, ma gli restitui pure la cauzione da esso stata depositata a garan-
zia dei suoi obblighi verso il pubblico nonché verso gli artisti, dimodoche oggi gode pacificamente fra
noi il bene meritato frutto di sue fatiche. [...] quanto fu scaltro il Cajani nello svincolarsi con positivo
suo vantaggio da ogni obbligo verso il pubblico, altrettanto a mio modo di credere furono sconsigliati
quelli che si assunsero I'incarico di condurre lo spettacolo fino alla fine coi mezzi rimasti a loro dispo-
sizione”); “Corrispondenze”, LAlba, anno 111, no. 18, 25. 4.1874, p. 4.

111 “Un mio cliente impresario teatrale, persona onesta e facoltosa mi da incarico perché jo tratti cotesto
teatro municipale per suo conto [...].” Thus, for example, wrote Vincenzo Ceruso, who had a theat-
rical agency in Milan, to the Teatro Nuovo of Split; see Letter from Vincenzo Ceruso to the president
of the theatre of Split, Milano, 9.1.1898, HR-MGS: Kazaliste 1/ kut. I-XII. Another example is that
of the lawyer Michele Spano, who wrote from Milan to Split on behalf of an otherwise unspecified
“client”; see Letter from Michele Spano to the management of the theatre of Split, Milano, 24.2.1896,
HR-MGS: Kazaliste 1/ kut. I-XII.

112 “Sollecitato da un egregio mio cliente, noto quale persona seria e solvibile, che sarebbe disposto a pre-
sentare anche immediatamente eccezionali proposte di spettacolo d’opera per la p. v. stagione d’autunno
a codesto teatro, interesso vivamente I'esperimentata cortesia della S.V. a volermi favorire informa-
zioni in proposito.”; Letter from Luigi Grabinski Broglio to the theatre management of Zadar, Milano,
29.5.1906, HR-DAZD, folder 26.

113 “Mi fard premura di sottoporre all'approvazione della S. V. uno splendido progetto di spettacolo d’o-
pera, per conto di una rinomata ditta, seria e solvibile, la quale pud offrire di s¢ ogni possibile garan-
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116 The search for an impresario

pose two opera projects for the same season from two different impresarios, though this
way of proceeding was probably not disclosed to their clients, who would surely prefer not
to find themselves competing with other impresarios of the same agency.

The first agency was founded in Milan in 1870 by Icilio Polese and Pietro Ravizza.™
Ravizza was specialised in spoken theatre and in contact with the theatre managements of
Zadar and Sibenik on various occasions. The address of his Agenzia Teatrale Drammatica
was Via Pantano 4 in Milan and the agency’s publication, a weekly artistic and theatrical
journal directed by Antonio Fiacchi, was I/ Piccolo Faust.™> Most of the agencies for which
we have evidence in the coastal region had their offices in Milan. Indeed it would be difficult
to find any agencies working in Istria or Dalmatia that had permanent offices. A “first the-
atrical agency” run by Lodovico Selles with an office in Pula is documented only in 1914.7
At Zadar, the agency of Alessandro Meola was established only after the First World War
“for the recruitment of variety artists, companies of spoken theatre and music and miscel-
laneous shows, operettas, comedies, etc. etc.”, which, as his presentation suggests, was not
directly concerned with the running of opera.™”

The business of the agencies handling opera productions was usually to form singing
and dancing companies. They engaged the individual artists, the maestri concertatori and
conductors, the chorus masters. They managed the choreographers; they dealt with the hir-
ing of scores, costumes and properties; and they negotiated the buying and selling of new
scores. Some agents also had a singing school, as in the case of the agent and singer Cesare
Castelli, who sent to Dalmatia a brochure that advertised, together with his agency, “a school
of singing and recitation at very reduced prices staffed by highly distinguished professors”.*

zia.”; Letter from Luigi Grabinski Broglio to the theatre management of Sibenik, Milano, 25.1. 1901,
HR-DASI-103, folder 1.

114 See Giovanni Azzaroni, Del teatro e dintorni. Una storia della legislazione e delle strutture teatrali in Italia
nell Ottocento, Bulzoni, Roma 1981, pp. 117-120.

115 We have documentation for Ravizza’s correspondence with Zadar between 1884 and 1894, and with
Sibenik in 188s. His letterhead, as found in Dalmatia, read as follows: “Agenzia Teatrale Dramma-
tica / Pietro Ravizza / di Erminia Magistrelli Azimonti / (Fondata nel 1868) / Milano 23, Piazza del
Duomo, 23 / corrispondente / e / rappresentante / dell’agenzia / Il Piccolo Faust / Periodico Arti-
stico Letterario / settimanale di Bologna”; and with another address, “Agenzia Teatrale Dramma-
tica / di / Pietro Ravizza / v. Pantano 4 / Milano Rappresentanza in Bologna / Agenzia del / Piccolo
Faust // Organo dell’agenzia / Il Piccolo Faust / Periodico artistico-teatrale settimanale / Direzione
A. Fiacchi — Bologna”.

116 “prima agenzia teatrale”; see Letter from Lodovico Selles to the theatre management of Zadar, Pula,
9.4.1914, HR-DAZD, folder 13.

117 “per la scritturazione degli artisti di varietd, compagnie di prosa e musica e spettacoli variati, operette,
commedie ecc. ecc.”; see Letter from Alessandro Meola to the theatre management of Sibenik, 13. 4.1920,
HR-DASI-103, folder 2a. His letterhead reads: “Affari Teatrali / Alessandro Meola / Zara”.

118 “a limitatissimi prezzi una scuola di canto e declamazione impartita da distintissimi professori”. As the

brochure continued: “The agency run by Cesare Castelli and co. will be open from 9 to 5 pm every
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As with the impresarios, it was important also for the agents to boast a widespread net-
work of acquaintances. In the presentation of the theatrical agency LUArlecchino we read
that “we have the honour to bring it to your attention that our extensive contacts among
the category of artists and our wide-ranging connections allow us to hope that in the man-
agement of the impresa’s interests we can offer the best possible conditions and the greatest
diligence and industry in safeguarding their benefits”.™

In the coastal area we can witness the cases of various agents at work, engaged in both
management-impresario and impresario-singer relations. A good example of the way the
management-impresario contacts were dealt with is offered by the agent Giovanni Simonetti
from Trieste, who, perhaps more than any of the others, was connected with the theatres
of the eastern Adriatic, as also transpires from the table in the next section (the Census of
the impresarios and agents in the eastern Adriatic). Simonetti was in contact with almost all
the cities of Istria and Dalmatia and he ran the journal LArze with its associated theatrical
agency.” In 1908 he negotiated on behalf of the impresario Giulio Milani, with the object
of securing an opera season at the theatre of Zadar: “Permit me to ask”, Simonetti wrote, “if
you would be happy to negotiate with the usual expert impresario Giulio Milani, who took
on the opera season at this theatre [...] from 5.9 to 25.10, for the running of the Teatro Verdi

day and will attend to the formation and engagement of singing and dance companies, of choral and
orchestral ensembles, will procure theatres (municipal, social and private) for impresarios; will provide,
in conformity with the piazze, suitable and reliable artists for the competent performance of the parts
entrusted to them in the productions; will attain the greatest economies in both the artistic personnel
and suppliers; and will take pains to ensure that the impresarios have all the moral and material support
needed to begin and successfully conclude their theatrical enterprises.” (“LAgenzia sotto la ditta Cesare
Castelli e C. sara aperta dalle ore 9 alle 5 pom. in tutti i giorni e s'incarichera della formazione e scrit-
turazione di compagnie di canto e ballo, di masse corali ed orchestrali, procurera agl'Impresari Teatri
tanto Municipali che Sociali e privati, fornird, secondo le piazze, Artisti idonei e sicuri per la buona
esecuzione delle parti loro affidate negli spettacoli, procurera le massime economie tanto nel personale
artistico, quanto nei fornitori, e si adoperera onde gli impresari possano avere tutti gli appoggi morali
e materiali al fine di iniziare e condurre a buon termine le loro imprese teatrali.”); see Brochure of the
Agenzia Teatrale Cesare Castelli, [n.d.], HR-DAZD, folder 7.

119 “ci facciamo un pregio di portare a vostra conoscenza che le nostre estese relazioni nella classe degli
artisti, e le nostre vaste aderenze ci permettono sperare che nella gestione degl'interessi delle Imprese
potremo offrire i migliori partiti possibili, la massima diligenza ed attivita nel tutelarne le convenienze”;
Printed brochure of the theatrical agency L'Arlecchino, signed by Camillo de Clemente, for the theatre
management of Rijeka, Firenze, 11.1869, HR-DARI, DS 6o, folder 4.

120 The only place in which we find no trace of him is Pula, the city from which an attack was launched
on his periodical (LZArze also had offices in Florence and Milan as well as Trieste), which was mercilessly
defined by the anonymous detractor “Arttt” as a “filthy, scruffy rag” (Yurido si ma cencioso giornalucolo)
and a “revolver rag that lives off what the poor singers pay in order not to be censured and pay once
again in order to be praised” (giornalucolo revolver che vive alle spalle di quello che i poveri cantanti
pagano per non venire strigliati e pagano ancora per essere lodati); “Nostre corrispondenze”, LEco di Pola,
19.10.1889.
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in the usual autumn opera season and, if so, what the conditions would be.” This was a
typical way of beginning a correspondence with a theatre management, though in this case
the impresario was not left nameless, for the good reason that Milani had evidently already
proved his worth. Simonetti also offered the Sonzogno impresa to Rijeka for performances
of Cavalleria rusticana and Pagliacci in 1893. His agency services extended to the engage-
ment of singers. And he even handled drama companies, like his colleague Enrico Gallina,
who later became the representative of all the theatres of the Adriatic coast.””* Gallina began
operating in the area only in the early years of the 20th century, whereas the time frame of
Simonetti’s career went back to 1877.

Another person who also handled drama companies was Giuseppe Ullmann. In fact all
three of them (Simonetti, Gallina and Ullmann) had agencies in Trieste that managed opera,
operetta and spoken theatre. Ullmann was from a Jewish family, the same that included
both the impresario Rodolfo Ullmann,™ who was based in Trieste and also director of the
Teatro Filodrammatico, and his brother Vittorio, who was secretary to Sarah Bernhardt
and Maurizio Strakosch,?+ as well as being director of two theatres in Paris (Théatre de la
Renaissance and Théitre Sarah Bernhardt). Ullmann was in charge of negotiations at the
theatres in Trieste, Istria, Dalmatia, Friuli and the provinces of the Veneto. Also from Tri-
este were Luciano Revere (the agency was called “Revere & Gallina”) and the agent Pietro
Anselmi, who was also a publisher and editor of the journal I/ Teatro. Giornale di Lettere,
Arti e Teatri with its offices in Trieste and Venice.

Some theatrical agents owned artistic journals, which acted as the mouthpiece of the
agency. It was even said that “the journal is for the agent what the code of law is for the
lawyer”.2¢ As well as introducing and publicising singers, thereby helping to build up their

121 “Mi permetto chiedere se fossero propensi trattare col solito ed esperto impresario Giulio Milani che
assunse la stagione d’opera a questo teatro [...] dal 5.9 al 25.10, per 'appalto di codesto teatro Verdi
per la solita stagione d’opera autunnale e nell’affermativa quali sarebbero le condizioni.”; Letter from
Giovanni Simonetti to the theatre management of Zadar, Zadar, 1908, HR-DAZD, folder 26.

122 See Letter from Giovanni Mazzoleni to Riccardo Bovi-Campeggi, Sibenik, 27.11. 1910, HR-DASI-103,
folder 2b. Enrico Gallina was an actor and brother of the playwright Giacinto Gallina.

123 On Rodolfo Ullmann, see Paolo Quazzolo, “Limpresariato teatrale: Rodolofo Ullmann e il Teatro
filodrammatico”, in Shalom Trieste: gli itinerari dell'ebraismo, edited by Adriano Dugulin, Comune di
Trieste, Trieste 1998.

124 Tt was Strakosch himself who revealed that Vittorio Ullmann was also an “impresario in Cairo”, thereby
giving us an idea of the scope of his activities; Moritz Strakosch — Joseph Schiirmann, Limpresario in
angustie: Adelina Patti e altre stelle fuori della leggenda, 1886—1893, Bompiani, Milano 1940, p. 295.

125 Fabio Zubini, Civitavecchia, Italo Svevo, Trieste 2006, p. 61.

126 “il giornale & per I'agente quello che ¢ il codice per I'avvocato”; “Medaglioni artistici. Lagente teatrale”,
La Musica Popolare, anno 11, no. 30, 16.7.1883, p. 120. The author of this article cannot have thought
very highly of the profession if he wrote as follows: “The theatrical agent is, in origin, either a law-
yer without clients, or a professor of literature without pupils — or perhaps even someone who, after
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careers, its columns could also include other content, such as criticism of the political news-
papers for example. The articles could be paid for by the singers according to the type of
piece: in short, the greater the outlay, the more important and visible the singers became.™”
Various agents wrote to the managements of the coastal theatres also to ask for a subscrip-
tion to their journal or for its renewal.’”® Examples are the Curiel theatrical agency with
La Frusta Teatrale or Lamperti with La Rivista Teatrale; a proposal to subscribe to La Scena
Ilustrata was also made. The agent Sante Utili, who was based in Milan,® was the owner of
Movimento Artistico, a journal issued twice a month and distributed to theatre managements
free of charge.”® The agency of Giuseppe Bergamin, who was active not only at Rijeka but
also at Zadar and Split, owned the Gazzetta Teatrale Italiana. And Carlo Brosovich, who
was also of Dalmatian origin, had his own journal, I/ Trovatore, which he also directed.™

having had fun imitating the calligraphic hieroglyphics of others, other people’s signatures, founds
a miserable theatre journal with associated agency.” (“Lagente teatrale ¢, in origine, o un avvocato
senza clienti, o un professore di letteratura senza scolari — o magari anche un tale che, dopo essersi
divertito ad imitare gli altrui geroglifici calligrafici, le altrui firme, fonda un giornaluccio teatrale con
relativa agenzia.”).

127 The journal Musica Popolare described this phenomenon with irony and a touch of malice: “And so
it happens that these journals have their articles costing either 20 or 100 francs. Those paying the lat-
ter sum, I hear, also have the right to a biography and relative portrait. [...] The agent, naturally, has
a certain amount of percentage on every contract concluded through him — but this cermin amount
may turn out to be higher the artist’s actual fees. And the singer, hoping to make a career, pays up,
perhaps even takes the bread out of his/her mouth and keeps quiet. [...] Dear reader: you ask me if
the agent at least knows something about singing, about music...No! Absolutely not! It’s already a
lot to ask if he can distinguish a bass from a...soprano.[...]”; (“Ed ¢ cosi che quei giornali hanno gli
articoli da 20 e da 100 franchi. Chi paga quest’ultima somma, credo, abbia diritto anche alla biografia
e relativo ritratto. [...] Lagente, naturalmente, ha un tanto per cento su ogni contratto concluso per
suo mezzo — ma questo fanto pud anche superare la paga dell’artista. E questi, sperando far carriera,
paga, si toglie magari di bocca il pane e tace. [...] Lettore: tu mi domandi se egli almeno s'intende di
canto, di musica...No! Assolutamente no! E gia molto se egli sa distinguere un basso da un...soprano.
[...1”); “Medaglioni artistici. Lagente teatrale”, La Musica Popolare, anno 11, no. 30, 16.7.1883, p. 120.

128 For example, in the 1870s the management of the Teatro Adamich of Rijeka subscribed to the Rivista
Teatrale Melodrammatica, directed by Orlando Viviani and Angelo Chinelli. Mention is made of an
Angelo Chinelli in the journal Asmodeo, 1888, p. 24, as a “primo tenore assoluto, a master of the art of
singing and of the stage” (“primo tenore assoluto, maestro nell’arte del canto e della scena”). It is not
certain that this is the same person.

129 The agency also had branch offices in Rome, Naples, Turin, Florence and Bologna.

130 These journals were conceived not for the general public, but for a restricted circle of people working in
that line of business. Singers would subscribe to them, and in that way — by paying — they could make
themselves known to theatre managements before encountering the general public. On the subject,
see also Cecilia Nicolo, Emma Zilli. Una carriera di fine Ottocento, NeoClassica, Roma 2019, p. 17-18.

131 Brosovich, whose agency had offices in Via Santa Radegonda 11 and Via Monte Napoleone 22 in Milan,
was probably active in Trieste as well for a period of time, for some of his letters were addressed from the
city. Among the other agents who owned artistic journals and also came into contact with the coastal
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Then there were those who, like Conte Luigi Grabinski Broglio, had taken over other
theatrical agencies — in his case the Cambiaggio agency in around 1896 — and still used the
headed notepaper of the previous agency when writing to the theatres of the coastal region.
Another situation could be that of the agent who didn’t always act on behalf of third parties,
but directly proposed his own services. An example was Curiel: “T offer to take on the the-
atre for a period of time for performances of Italian opera sustained by expert artists, [and]
given my long practical experience in theatrical matters as both agent and impresario, I can
ensure the brilliant success of the enterprise”. In this case, therefore, no intermediation was
involved and the agent was no different from an impresario. As already stated, depending
on the situation, either role could be assumed. As his letterhead promised, Curiel’s agency
catered for artists of all kinds (“besorgt die Zusammenstellung von Gesangs-, Vortrags-,
Tanz-, Variet¢-, und Zirkus-Compagnie”). It assembled the orchestral players and choristers
needed to form the so-called “masse artistiche” and organised tours (also orchestral tours)
both in Italy and abroad; it even managed the formation of wind bands. As appropriate
for a truly international office, the agency corresponded in Italian, German and French.5+

Some impresarios conducted their business in person, directly using the headed notepaper
of their own agent. Giulio Milani, for example, used the letterhead of Giuseppe Bergamin,
the agent who looked after his interests (evidently in parallel with Simonetti). The same
impresario could in fact be supported by different agents for different piazze, as in the case
of Paolo Massimini, who was proposed by both Marco Curiel of Milan and Sante Utili;

theatres we can include Codecasa (director of Nuovo Don Marzio) and Vittore Deliliers (director of
the Rivista Melodrammatica, then Rassegna Melodrammatica).

132 On Luigi Grabinski Broglio, see Livia Cavaglieri, Tra arte ¢ mercato, p. 341. He was director of the
Teatro Manzoni in Milan for some years and author of 7 teatri d’ltalia e le principali piazze teatrali
estere, Milano, Societa Teatrale, 1907. He also edited, together with Vambianchi and Adami, the spe-
cial illustrated issue Nel primo centenario di Giuseppe Verdi, Milano, 1913. In 1916 he was the founder of
“Silentium Film”, a film production company. His name appears in the list of freemasons belonging
to the VIII Agosto Lodge from 1886 to 1924; see Carlo Manelli — Eugenio Bonvicini — Sergio Sarri, Lz
massoneria a Bologna dal XVIII al XX secolo, Youcanprint, [n.p.] 2014, p. 134. He took over the Cam-
biaggio agency, where Carlo Cambiaggio and his son Giorgio worked. Carlo’s activities as an impresario
came second to his career as a singer; see John Rosselli, Elenco provvisorio.

133 “Offro di assumere per alcun tempo il teatro per spettacolo d’opera italiana sostenuto da valenti artisti,
stante la mia lunga pratica in affari teatrali, quale agente ed impresario posso assicurare la brillante
riuscita dell'impresa.”; Letter from Curiel to the theatre management of Rijeka, Rijeka, 27.10.1917,
HR-DARI-ss57, folder 562/1.

134 The headed notepaper of his theatrical agency also survives in ASTs, LGT CL. b. 3653, fasc. 2379, 1917.
On Angelo Curiel, Fabiana Licciardi devoted an entire section in her doctoral thesis Echi nei Theater-
Kino-Varieté di un confine in guerra: Trieste 1914—1918, University of Trieste, 2016/2017, pp. 197—202
(Angelo Curiel, agente impresario), now published with the title Theater-Kino-Varieté nella Prima guerra
mondiale. Lindustria dell'intrattenimento in una cisti al fronte: Trieste 1914—1918, EUT, Trieste 2019 (the
section on Curiel is at p. 198).
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or that of Giulio Milani himself, or even that of the impresario Eugenio De Monari, who
declared to the theatre management of Zadar: “I have three agencies whose services I use:
Agenzia A. Bignardi, Agenzia G. Argenti & C. and Agenzia Deliliers”. We also have the
complementary situation of two agents simultaneously offering the same impresario to the
same theatre, most likely unaware of what the other was doing. Within a day of each other
the agents Enrico Carozzi®¢ and Giuseppe Bergamin both offered Zadar the same impre-
sario, Giulio Rossi, and the same operas.”” In this case it is plausible to conjecture that it
was the impresario who had mentioned the particular opera season he was interested in
running and each agent simply made the move independently of the other.

It could also happen, however, that when two agents simultaneously offered the same the-
atre the same impresario, they were in agreement and would divide the percentage between
them. This happened at Sibenik in 1905, when the impresario Ernesto Guerra signed the
contract with the Teatro Mazzoleni. The agreement, it was pointed out, was “concluded
with the cooperation of the agents Viscardi Enrico of Zadar and Enrico Gallina of Trieste,
who are entitled to ownership of the 3% on the revenue, to be divided between them”.*
Guerras story is also a good illustration of another phenomenon: that of the impresario
who first gets himself represented by an agent working in the area, then decides to deal
with a theatre independently, thereby effectively bypassing the agent. For after 1905 Guerra,
entered into negotiations directly with the theatre management of Zadar, without first
contacting his agent Enrico Gallina. This naturally caused ill-feeling. “I am very sorry you
have arranged matters directly with Guerra”, Gallina wrote to Zadar, “not out of [finan-
cial] interest, but as a moral concern. I did so much to help Guerra gain permission to
operate in these provinces with his company. It was [ who engaged him there and attained
an excellent deal for the management. And now Guerra, with scant delicacy, has put me
to one side and that is not right. Enough! One lives and learns and next time I will know
how to deal with things better.”

135 “Io tengo tre agenzie della cui opera mi servo: Agenzia A. Bignardi, Agenzia G. Argenti & C. e Agenzia
Deliliers”; Letter from Giorgio De Monari to [the theatre management Zadar], Milano, 13.1.1899,
HR-DAZD, folder 6.

136 Enrico Carozzi, as well as being a theatrical agent, also traded in music, instruments and costumes,
and directed the periodical Asmodeo.

137 See Letter from Enrico Carozzi to the theatre management of Zadar, Milano, 29.1.1898; and Letter from
Giuseppe Bergamin to the theatre management of Zadar, Milano, 28.1.1898, HR-DAZD, folder 6.

138 “stipulato colla cooperazione degli agenti Viscardi Enrico di Zara ed Enrico Gallina di Trieste ai quali
spetta la proprieta del 3 % sull’introito, da dividersi tra di loro”; Art. 11, Contract between the manage-
ment of the Teatro Mazzoleni of Sibenik and Ernesto Guerra, Sibenik, 1905, HR-DASI-103, folder 2b.

139 “Spiacemi assai abbiate combinato direttamente con Guerra e cid non per I'interesse ma per questione
morale. To ho fatto tanto per far accordare il permesso a Guerra di agire in codeste province colla sua
compagnia. Fui io che lo scritturai costi facendo fare un ottimo affare alla Direzione. Ora il Guerra

con poca delicatezza mi lascia in un canto e cid non ¢ giusto. Basta! Vivendo s'impara e sapro regolarmi
g pro reg
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Gallina was apparently also sensitive to the competition of other agents, for he begged
a certain Ugo Fano at Sibenik not to accept any offers that might come to him from
another agent based in Trieste “and that because I want to have the pleasure myself of
serving, as always, this theatre”, he wrote, “and also because I work with the tours of other
excellent companies that I would naturally like to take there”. He therefore begged Fano,
as he had already done with Giovanni Mazzoleni, to honour him with his trust and to
entrust his affairs with him because he would do everything possible to please the theatre
management. It was not so much a matter of financial interest as of “self-respect” (amor
proprio). 4 As late as 1913 Mazzoleni called Gallina “our theatrical agent” (nostro agente
teatrale): a sign that the agent had succeeded in maintaining good relations with the the-
atre for several years. Mazzoleni even called him the “representative of all the theatres of
Istria and Dalmatia”.™

Indeed Gallina had a privileged relationship with all the theatre managements of Istria
and Dalmatia, as he himself liked to point out in his letters. “If your management should
wish to give an opera season”, he wrote, for example, to the theatre of Split, “I could also
take charge of it, since it is worth considering that since we have a season at the Politcama
here [in Trieste], this would make not only the formation of the company easier, but also the
certainty of [finding] replacements if the need should arise. For this type of production (the
most difficult and that of greatest responsibility) we could form, as we always do at Zadar,
a kind of partnership with your esteemed management, in which we would be responsible
for staging the production.” So, just to demonstrate how serious his agency was “with a first
experiment” (con un primo esperimento), Gallina offered to take charge of its staging and
would be content with a share of the profits if there were any.* If the theatre management

accepted the proposal, Gallina would personally make a visit to define the details.

per un’altra volta”; Letter from Enrico Gallina to the theatre management of Zadar, Trieste, 4. 11. 1908,
HR-DAZD, folder 26.

140 “e cid perché voglio avere il piacere di servire io, come sempre, codesto teatro e poi perché lavoro al giro
di altre buonissime compagnie che farei naturalmente passare per costi’; Letter from Enrico Gallina to
Ugo Fano, Trieste, 25.1.1910, HR-DASI-103, folder 10.

141 “rappresentante di tutti i teatri d’Istria e Dalmazia”; Letter from Giovanni Mazzoleni to Riccardo Bovi-
Campeggi, Sibenik, 27. 11. 1910, HR-DASI-103, folder 2b.

142 “Se la Direzione intendesse dare spettacolo d’opera, potrei pure incaricarmene, facendo riflettere che
avendo noi lo spettacolo a questo Politeama ci riesce molto pit facile tanto la formazione della com-
pagnia quanto la sicurezza dei rimpiazzi per ogni eventualita. Per questo genere di spettacoli (il pitt
difficile e quello di maggiore responsabilita) potremmo fare, come facciamo sempre a Zara, una specie
di societa colla Spettabile Direzione, incaricandosi noi di allestire detto spettacolo.”; see Letter from
Enrico Gallina to the theatre management of Split, Trieste, 25.7. 1912, HR-MGS: Kazalite 4/ kut.
I-XVII. Enrico Gallina later teamed up with Luciano Revere and founded the agency of Revere &
Gallina (“Revere & Gallina / Affari teatrali / Trieste / v. Sanitd, 4, i.p / Telegrammi: Revere — Trieste /
Gallina — Trieste”. In the archives of Dalmatia a slightly different letterhead also survives: “Revere &
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The theatre managements dealt not only with individual impresarios and agents, but also
with the agents’ representatives instead of the agents in person. Each representative could
also represent more than one theatrical agency in the area. This was the case, for example,
of Guido Tambornino, who represented the agencies of Ernesto Iviglia, Roberto Zoppolato
and Enrico Carozzi of Milan.™

At times it happened that the theatre management, on receiving a letter from an impre-
sario, would reply with a recommendation to contact a trusted theatrical agency directly.
In such cases the management’s decision to deal only with the agent was purely a matter
of convenience. When the impresario Giuseppe Borboni*#+ of Milan wrote to the theatre
management of Zadar, the answer was that he should directly get in touch with Enrico
Gallina in Trieste. That this was common practice in certain theatres is attested by Enrico
Viscardi when he wrote to the theatre management of Split: “Managements have just one
obligation: that of notifying the agent of any proposals that should come to them directly
and to counsel the proposer to contact the exclusive agent for the negotiations”.™ In
another instance, Gino Monaldi, an agent from Rome, wrote to Zadar after learning that
the contract for the opera season had been won by the impresario Eugenio De Monari.
He therefore asked the management to put him in contact with the impresario, as he had
“important proposals” to make, above all as the season was now imminent.* This was surely
another way the agent could acquire new impresario clients: by finding them directly from
the theatre managements.

An agent could also propose more than one client for the same opera season: if the first

client should either appear to be unresponsive in his correspondence or if his dealings some-

Gallina / affari teatrali / agenti / esclusivi dei teatri della Venezia Giulia”; Letter from Enrico Gallina
to Carlo Battistelli, Trieste 26. 5.1920, HR-DAZD, folder 27).

143 See Letter from Guido Tambornino to the theatre management of Zadar, Trieste, 29. 12.1891, HR-DAZD,
folder 7.

144 Giuseppe Borboni was a Milanese impresario and director of the theatrical journal L7mlia Lirica, with
associated opera agency.

145 “Alle direzioni non incombe che un obbligo, quello di notiziare 'agente delle proposte che le provenis-
sero direttamente, avvertendo il proponente di rivolgersi per le trattative all’agente esclusivo.”; Let-
ter from Enrico Viscardi to the theatre management of Split, Zadar, 4.11.1895, HR-MGS: Kazaliste
3/ kut. I-XII. “When informing the agent”, Viscardi went on, “the management may mention if it
is interested in the opera production being proposed and give due instructions. This must be done,
however, with the aim of not obstructing those negotiations that the agent had been previously car-
rying out in the interests of all the piazzas.”; (“Nel notiziare 'agente la direzione gli accenna se desi-
dera lo spettacolo che si propone dando le debite istruzioni. Questo deve avvenire pero, allo scopo di
non intralciare quelle trattative che preventivamente I'agente stesse facendo nell’interesse di tutte le
piazze.”); ibid.

146 See Letter from Gino Monaldi to the theatre management of Zadar, Roma, 18.10.1899, HR-DAZD,
folder 10.
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how aroused suspicion, the agent could immediately propose another one, who would be
ready to step in and run the season.’ We also have instances of simultaneous negotiations
in both channels; in other words, of two correspondences (agent-management, impresario
client-management) being conducted at the same time. In such cases, where the impresario
had direct contact with the management, the role of the agent was diminished.

The agent usually retained a commission of 4% or 5% on the profits' (it could go down
to 3% just for the signing of the contract with the impresario). Hence the larger the cli-
ents income, the larger the agent’s fee.

For the agent, not knowing one’s impresario client thoroughly could be a risk. For if
the impresario had first been presented in a very positive light and should then fail to fulfil
his obligations, the agent would lose in credibility. And this is precisely what happened to
Sante Utili, who was embroiled in the ‘Razzani fiasco’, as we shall see below when we cover
the opera seasons at the Teatro Nuovo of Zadar. Other agents, like Paolo Rocca, preferred
not take any risks and always presented impresarios whose work he had known for some

147 An example of this manner of proceeding is given by Grabinski Broglio, who wrote to the theatre
management of Zadar. “I have received your postcard of the 30th [May]”, the agent writes to the
management, “‘which came to me unexpectedly and genuinely gave me immense displeasure, since
I believed it certain that Signor Romiti was neglecting to answer my letters because he was in direct
communication with Your Excellency. While, therefore, I must disapprove of Signor Romiti’s behav-
iour, which is certainly not consonant with your respectful preference and my concern, I hasten to
inform you that I have ready another client who would take part and who had accepted just after
Romiti’s acceptance had arrived. This would be Signor Giulio Milani, a name that I submit to Your
Excellency so that you may give me your approval, being most glad to resume the negotiations on his
behalf” (“Ricevo la sua cartolina del 30 p.p. che mi giunge inaspettata e sinceramente mi produce
immenso dispiacere, poiché ritenevo come cosa certa che il Signor Romiti trascurasse di rispondere
alle mie lettere perché in diretta comunicazione colla S.V. Mentre dunque devo riprovare il conte-
gno del Signor Romiti, non rispondente certo alla Sua deferente preferenza ed alla mia premura, mi
affretto ad informarla che ho pronto altro cliente che concorrerebbe e che aveva accettato quando
appunto era appena intravenuta 'accettazione del Romiti. Questi sarebbe il signor Giulio Milani,
nome che sottopongo alla S. V. perché voglia darmi benestare, lietissimo di riprendere le trattative
per suo conto.”); Letter from Luigi Grabinski Broglio to the theatre management of Zadar, Milano,
1.6.1903, HR-DAZD, folder 11.

148 Even for operetta the percentage was no different. According to the contract between the presidency
of the theatre of Zadar and Antonio Scalvini, director of the Scalvini Compagnia Italiana di Operette
e Fiabe, “the presidency is authorised to withhold from the amounts paid out to Dr. Scalvini the com-
mission of 4 per cent for the benefit of the agency of the journal L'Arze represented by Signor Giovanni
Simonetti.” (“la Presidenza resta autorizzata di trattenere sugli importi esborsati al dr. Scalvini la prov-
vigione del 4 per cento a beneficio dell’Agenzia del giornale I’Arte rappresentata dal signor Giovanni
Simonetti.”); Zadar, [1877], HR-DAZD, folder 4.

149 See Brochure of the Agenzia Musicale e Teatrale Luigi Bernini, Zadar, 1891, HR-DAZD, folder 7. A
commission of 3% was applied also to contracts with companies of operetta, spoken theatre, balls,
vaudevilles and equestrian events, and was calculated on the net income indicated in the bordero.
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time: “You know by experience how I manage things”, Rocca wrote to the theatre man-
agement of Zadar, “and that if I didn’t know the person thoroughly, I would not venture
to vouch for him”.°

By cross-checking the correspondences surviving in the archives we have here attempted
to reconstruct the clienteles of the principal agents working in the eastern Adriatic. As tran-
spires from the table below, the impresario clients were principally proposed to the theatre
of Zadar. The table gives the surname and name of the agent; the journal he either ran or
was associated with; his provenance; the agent’s impresario client or clients; the year and
the city of the theatre for which the client was proposed. At times it has been impossible
to trace the clients whose names are not mentioned in the negotiations (in such cases they
are given as “anonymous”). Moreover, the table only takes into account the impresarios
involved in opera (seria, buffa or both). Each agent’s overall clientele of those working in

the area was in fact much wider.

Agent or agency Journal Provenance | Impresario client proposed for

Agenzia Gazzetta dei Teatri Milan Cesari & C. Rijeka, 1890

Ambrosini, Francesco Milan Giorgio Trauner Zadar, 1898
G. Medini e Gabriele Zadar, 1898
Ruotolo

Anguissola, Azzo Milan anonymous Zadar, 1894

Argenti, Gustavo La Lanterna Milan anonymous Split, 1898
Eugenio De Monari Zadar, 1899, 1900
anonymous Zadar, 1901

Barbacini, Enrico LArte Milan anonymous Zadar, 1909

Melodrammatica
Bergamin, Giuseppe Gazzetta Teatrale Milan Giulio Milani Rijeka, 1886
lraliana Split, 1895

anonymous Zadar, 1895
Giulio Rossi Zadar, 1898
Umberto Braida n.f.

Berti, Alessandro Milan anonymous Zadar, 1885

Bignardi, Achille 1l Teatro Milan Belletti e Romei Zadar, 1897
Nicola Guida Zadar, 1897
Alfredo Vecchi Zadar, 1898
anonymous Split, 1899
Giulio Calori Zadar, 1901
Luigi Desanti Zadar, 1904
Eugenio De Monari n.f.

150 “Ella sa per esperienza come io tratti e che se non conoscessi a fondo la persona non mi azzarderei di
farmi mallevadore per lui.”; Letter from Paolo Rocca to Giorgio De Nakic d’Osliak, Milano, 16. 6. 1893,
HR-DAZD, folder 7.
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Agent or agency Journal Provenance | Impresario client proposed for
Bonacich & Sampieri Milan Luigi Feralli Zadar, 1887
Borboni, Giuseppe Lltalia Lirica Milan Giovanni Lesa Zadar, 1905
Brosovich, Carlo Milan Gopeau e Cassin Rijeka, 1886
Bubani, Ciro Milan anonymous Zadar, 1892
Cambiaggio, Giorgio Milan anonymous Rijeka, 1887
anonymous Zadar, 1889,
1891, 1892, 1893
Giuseppe Borboni Zadar, 1898
Carozzi, Enrico Euterpe Milan Giulio Rossi Zadar, 1898
Ceruso, Vincenzo Milan anonymous Split, 1898
Chiericoni, Aristodemo Milan Ercole Boracchi Zadar, 1897
Chinelli, Angelo Rivista Teatrale Milan Teresa Raineri Vaschetti | Split, 1900
Melodrammatica
Curiel, Marco Milan Paolo Massimini Zadar, 1889
Giuseppe Valentini Zadar, 1914
Sibenik, 1914
De Born & Anguissola Milan Antonio Vaschetti Zadar, 1897
Filippi, GB. Milan Guido Calvi Zadar, 1901
Fiorani, Francesco Milan anonymous Zadar, 1890, 1892
Gallina, Enrico Trieste Ernesto Guerra Sibenik, 1905
Zadar, 1906
company administrated Sibenik, 1911
by Liduino Bonardi
[Attilio Alpron] [Rijeka, 1914]
Garbocchi, C. n.f. anonymous Rijeka, 1885
Grabinski Broglio, Luigi 1l Trovatore Milan Ottorino Paterni Zadar, 1899

LArte Lirica

anonymous Split, 1900, 1901
anonymous Zadar, 1900, 1901
anonymous Sibenik, 1901

R. Bolcioni & C.

Zadar, 1903

Alessandro Bolzicco

Pula, 1903

Giovanni Drog

Zadar, 1903

Giulio Milani

Zadar, 1903

Augusto Romiti

Zadar, 1903

Giorgio Trauner and
Ettore Forastiero

Split, 1904

Giorgio Trauner

Zadar, 1905
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Agent or agency Journal Provenance | Impresario client proposed for
Levi, Giuseppe Milan anonymous Split, 1898

Guido Calvi Zadar, 1898
Pietro Rivabella Zadar, 1898
anonymous Zadar, 1903
Lovati, Carlo and Milan anonymous Zadar, 1898
Pio Marini anonymous Zadar, 1901
Antonio Lana Zadar, 1901
Percuoco, Franco Milan anonymous Zadar, 1899
Pifferi, Augusto Milan anonymous Zadar, 1888
Pinto, Augusto Milan anonymous Zadar, 1898
Rocca, Paolo LArte Milan Luigi Pollina Zadar, 1893
1L Soffietto Annibale Cicognani Zadar, 1893
anonymous Zadar, 1894
R. N. Gallo Zadar, 1895
Nunzio Melossi Zadar, 1898
Achille Medini Zadar, 1898
Giorgio Trauner Zadar, 1898, 1904
Roberto Corruccini Zadar, 1904
Ettore Forastiero Zadar, 1904
Vittorio Riva Split, 1904
Domenico Valenti n.f.
Simonetti, Giovanni LArte Trieste Pietro Cesari Zadar, 1879
impresa Sonzogno Rijeka, 1893
Augusto Romiti Zadar, 1894, 1895
Rinaldo Rosini Zadar, 1896
Gino Borboni Zadar, 1902
anonymous Zadar, 1904,
1905, 1906
Giulio Milani Zadar, 1908
Spano, Michele Milan anonymous Zadar, 1896
anonymous Split, 1896
Tambornino, Guido Trieste Antonio Ceirano Zadar, 1892
Tavernari, Anacleto 1l Trovatore Parma Genoese company Zadar, 1894
Fra Diavolo Ansaldo Split, 1894
Ullmann, Giuseppe Trieste Giustino Azzarelli Zadar, 1885, 1889
anonymous Zadar, 1888
Gabriele Ruotolo Zadar, 1892
Utili, Sante Movimento Artistico | Milan Annibale Cicognani Zadar, 1883
Paolo Massimini Zadar, 1883
Francesco Razzani Zadar, 1883
Carlo Ronzone Zadar, 1883
Villa, Angelo Milan Luigi Cesari Rijeka, 1885

© 2024 Bohlau Verlag | Brill Osterreich GmbH
https://doi.org/10.7767/9783205216537 | CC BY 4.0



128

The search for an impresario

Agent or agency Journal Provenance | Impresario client proposed for
Villafiorita, Giuseppe Milan anonymous Zadar, 1885
Viscardi, Enrico Zadar Ernesto Guerra Sibenik, 1905
Viviani, Orlando & Rivista Teatrale Milan Luigi Amati Zadar, 1901
Angelo Chinelli Melodrammatica
Zappert, Francesco Cosmorama Pittorico | Milan anonymous Zadar, 1897
Carlo Pizzorni Zadar, 1899
Zappert, Luigi Cosmorama Pittorico | Milan Eugenio De Monari Zadar, 1901
Zoppolato, Roberto La Frusta Teatrale Milan anonymous Zadar, 1892, 1897
Alberto Gigliuzzi Split [1895]
Alfredo Vecchi Zadar, 1896
Split, 1896
anonymous Rijeka, 1897
Edoardo Boccalari Zadar, 1898
E. Gritti Zadar, 1898
Achille Stehle Zadar, 1898
Achille Medini Zadar, 1899, 1901
Gabriele Ruotolo Zadar, 1899
Calisto Beltrami Zadar, 1901

2.4 Census of the impresarios and agents in the eastern Adriatic

In the following table are listed, in alphabetical order, the impresarios and agents who either

proposed and/or negotiated and/or organised opera, or opera and operetta, or opera, operetta

and spoken theatre (or prosa) in the area concerned. Omitted are the names of impresarios
who solely organised spoken theatre (the capocomici), as well as those who solely managed
operetta. The following fields are included:

— 'The surname and first name of the impresario or agent. In some case it has not been
possible to trace the first name; the surname is all we have.

— 'The title or definition with which the person appears in the documents (if present). The
impresario could define himself as impresario or agente, or the title could be attributed to
him by third parties. A title in square brackets indicates that it has been gathered from
documentation other than that collected in the coastal area. The title of appaltarore (i. .
contractor) could be attributed to both an impresario and an agent. If no title is given,
this means that it is not found in the documents and the impresario is identified simply
by surname and name. There are also cases of theatre managers acting as impresarios
(most are from Bohemia): here the title given is simply that of “theatre manager”. The
entries referring to agents are indicated in brown in the table, to distinguish them from

the white used for those who were just impresarios.
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— The city of provenance of the letter sent by the impresario or agent. This does not
necessarily correspond to the city of origin or residence. As we know, impresarios trav-
elled frequently and wrote directly from wherever they were running a season. Some
even indicated, at the bottom of the letter, the precise time frame within which they
could be contacted wherever they happened to be temporarily working.

— Any details given in the letterhead, if present. The letterhead could differ from
one letter of a given impresario to the next. Over the years it happened that the
impresarios or agents changed their letterhead, giving new addresses or new par-
ticulars concerning their activities. This field also includes any addresses added by
hand or typed.

— Any details given on the stamp, if present. Again, the same impresario may have used
different stamps with different addresses.

— 'The archive in which the letter is located and the year in which the impresario or agent
made contact with the theatre of the city concerned. The date may have also been
deduced from letters of third parties who refer either to the impresario’s presence in
a given city or to his correspondence with a given theatre management. The archives
in question are the state archives of Pazin (Pisino), Rijeka, Zadar and Sibenik, and
the City Museum of Split. This field may help us to establish when the impresario or
agent in question was working in a specific place and to ascertain if he was active in
more than one city in the coastal region.

— 'The sector of specialisation. As already anticipated, this could be opera exclusively,
opera and operetta, or even opera, operetta and spoken theatre (prosa). Doubtful
cases are indicated by the symbol “§”. The people listed are exclusively those who
were somehow involved in the proposal of opera seasons. The impresarios and agents
who wrote to the theatres for other reasons or about other types of spectacle formed
a much greater number.

Unfortunately, for many impresarios and agents it has not been possible to track down any
biographical information; their name and surname are the only data available to us today.
Years given in italics in the table were derived from the newspapers.”* The data derived
from documents other than those of the coastal archives are given in square brackets. An
asterisk identifies the theatre managers and owners who also acted as impresarios at their
own institutions.

151 The newspapers might give the name and surname of an impresario and simply state that he
had presented a proposal for a season at a certain theatre on a certain date, without any further
information.
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Name of impresario / L Letterhead of impresario / agent
no. Designation Provenance :
agent / agency Handwritten or typed addresses
1 Abriani, Geremia conte Milano n.f.
Trieste
2 Agenzia Gazzetta dei | agenzia Milano n.f.
Teatri Milano
B) Agenzia Lirica Chielli | agenzia Milano Agenzia Lirica Chielli di Molco
di Molco
4 Agenzia Teatrale agenzia Milano n.f.
Giuffrida
5 Agenzia Teatrale II agenzia Milano Direzione, Amministrazione ed Agenzia teatrale del
Trovatore giornale Il Trovatore / Milano / Piazza dei Filodrammatici,
n. 10-2° piano
6 Agenzia Teatrale La agenzia Genova Agenzia Teatrale / La Cosmopolita / Branciforte, Ferrall
Cosmapolita e C.i/ Genova Piazza Banchi, vico De Negri, 4, int. 8
Genova
7 Alessi, Galeazzo impresario Milano n.f.
[Piran]
8 Alpron, Attilio impresario Rijeka — Teatro Comunale — Fiume
— Teatro Comunale / Giuseppe Verdi / Fiume / Im-
presa: Attilio Alpron [post 1913]
- Teatro Comunale — Fiume / Impresa: Alpron-Bat-
taglia
— Autilio Alpron — Fiume / Negozio Mode [1914]
9 Ambrosini, Francesco | n.f. n.f. [Agenzia Teatrale Chiericoni]
10 Anguissola, Azzo agente Milano n.f.
11 Ansaldo, Giovanni n.f. Rijeka n.f.
12 Anselmi, Pietro agente Trieste [by hand:] v. Geppa n. 12
13 | Archibugi, Aristide appaltatore Cosenza — Aristide Archibugi / appaltatore teatrale
teatrale — Agenzia Teatrale Autorizzata / di / Sante Profondo / v.
cantante Disciplini, num. 4
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= g
Stamp of impresario / agent = % _§ E & g & 3
£ = N 5 & s & X
G.C. Abriani / Trieste 1893
1894 1894
1903
1905
n.f. 1891
n.f. n.d.
n.f. 1891
n.f. 1872
n.f. 1902
Alessi Galeazzo / Imprese / Teatrali / Milano 1898
Teatro Comunale / Giuseppe Verdi / Fiume / 1909
Impresa: Attilio Alpron 1910
1911
1912
1914
n.f. 1898
Azzo Anguissola / Agenzia Teatrale / via S. Zeno 1894
4 — Milano 1895
n.f. 1894
1898
n.f. 1879
1880
1882
1884 1884
1895
1886
1889
1891
1893
1894
1895
n.f. 1867
1869
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Name of impresario / L Letterhead of impresario / agent
no. Designation Provenance :
agent / agency Handwritten or typed addresses
14 | Argenti, Gustavo agente Milano — Agenzia Teatrale Pessina / di G. Argenti & C°/ e
direzione del Giornale / “La Lanterna” / Milano / S.
Pietro all’Orto, n. 16
— G. Argenti & Comp. / gia / Agenzia Teatrale / Rag.
A. Pessina / Direzione del Giornale / La Lanterna —
Milano v. S. Pietro all’Orto 16
15 | Azzarelli, Giustino artista Gorizia — Compagnia lirica “Donizetti” / diretta dall’artista /
cantante Trento Giustino Azzarelli
[tenore] — Compagnia lirica sociale / 'Euterpe / diretta dall’ar-
tista / Giustino Azzarelli
16 Bagattin, Luigi agente Milano — Luigi Bagattin / Agente Teatrale / Milano
— LaNuova Scena / di Venezia / Agenzia Artistica
Teatrale
17 | Banffy, Nicolo sovrintendente | Budapest n.f.
18 Baraldi, Armando agente Milano Armando Baraldi & C. / Agenzia Artistica Teatrale / v. S.
Vittore al Teatro, 5 — Milano
19 | Barbacini, Enrico [agente] Milano - U.L.T.R.A/ Ufhicio Lirico Teatrale Rappresentanze
Artistiche / Diretto da Enrico Barbacini / Larte
Melodrammatica / Milano
— “L’arte melodrammatica” / Ufficio Lirico Teatrale
Rappresentanze Artistiche / Diretto da E. Barbacini /
Indirizzo Telegrafico: Barbacini — Milano — Telefono
87-24
[typewritten:] via San Paolo, n. 14 Milano
20 Barlani-Dini n.f. n.f. n.f.
21 Bartolini, Giuseppe n.f. Rijeka n.f.
22 Battaglia, Francesco [impresario] n.f. n.f.
23 Battaglia, Pietro n.f. Trieste Impresa Teatrale / M. Dorigo & Comp. / Telegrammi: /
Dorigo, via Scalinata 2
24 Becherini, Luigi impresario n.f. n.f.
25 | Beletti e Romei impresa n.f. n.f.
26 Bellotti, Amilcare — [agenti] Milano — Agenzia del Monitore dei Teatri (Circolare)
Eugenio Lombardi — — Agenzia Teatrale / del Giornale / Il Monitore dei
Luigi Enrico Tettoni Teatri / diretta da / L. E. Tettoni e G. Brizzi
27 | Bergamin, Giuseppe | agente teatrale | Milano Giuseppe Bergamin / Agenzia Teatrale / Milano / via
Carlo Alberto 8 (Piazza del Duomo)
28 Bergonzoni, Filippo n.f. n.f. n.f.
29 Bernardi, Luigi maestro con- n.f. n.f.
certatore
30 Bernini, Luigi agente Livorno Agenzia Musicale e Teatrale / Luigi Bernini & C. / Tele-
grammi: Bernini Teatrale
31 Berti, Alessandro [agente] Milano Agenzia Teatrale / Alessandro Berti / Milano / v. S.

Antonio 3
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= £
Stamp of impresario / agent = % _§ E & g & 3
£ 2 N | &5 S| & & &
n.f. 1898
1899
1900
1901
Compagnia lirica sociale / Euterpe / diretta 1885
dall’artista e socio / Giustino Azzarelli 1894
1895 | 1895
1896
n.f. 1900
1901
n.f 1918
n.f. n.d. n.d. n.d. n.d. n.d.
p- La Direzione / Ufficio Teatrale Rapp.ze 1909
Artistiche 1912
n.f. 1890
n.f. 1879
n.f. 1909
1911
1912
n.f. 1909
n.f. 1877
1882 1882
n.f. 1897
n.f. 1874
n.f. 1886
1895 1895
1898
n.f. 1875
n.f. 1903
n.f. 1891
n.f. 1885
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no. Designation Provenance :
agent / agency Handwritten or typed addresses
32 | Berti, Ettore n.f. n.f. n.f.
33 Bignardi, Achille agente Milano - A. Bignardi & C. / Premiata Agenzia Lirica Interna-
zionale / Il Teatro / Notiziario artistico illustrato /
Uffici: 5, via Ugo Foscolo, Milano / Abbonamento
annuo L. 20 / abbonamento alle inserzioni L. 100 /
Provvigioni / Italia 5% / Europa 6 % / Oltremare 8 %
/ Indirizzo per Telegrammi / Bignardi — Milano
— Il Teatro / Direzione / Annessa Agenzia Lirica
Internazionale / Uffici: 3 via Marino — Milano /
Telegrammi: Bignardi

34 | Bini, Giuseppe n.f. Pula n.f.

35 | Bizzoni, Achille n.f. n.f. n.f.

36 Bocci, Bruto [attore] Ferrara n.f.

37 Bolognese, Luigi n.f. Trieste Compagnia Italiana / d’opere, operette comiche, zarzuele
e fiabe / Citta di Bologna [followed by printed list of artists
and repertoire]

38 Bolzicco, Alessandro [impresario] Pula Politeama Ciscutti / Pola / Dirigente: A. Bolzicco

[dirigente]

39 | Bonacich & Sampieri | agenti Milano Bonacich & Sampieri / Milano / 46 — Corso Porta Ro-
mana — 46 / Indirizzi pei telegrammi / Bonacich Milano

40 | Bonifacio, Faustino n.f. Udine Tournée Artistica / Celebre Compagnia Lillipuziana /
diretta dal prof. / Ernesto Guerra / Opere: / Crispino e la
Comare — Barbiere di Siviglia

41 Bonturini, Ettore agente Venezia Agenzia Teatrale / diretta da / Ettore Bonturini / Venezia

impresario Calle Mettivia n. 3545 Terzo Piano

42 | Boracchi, Ercole impresario n.f. n.f.

43 | Borboni, Giuseppe agente Milano LTtalia lirica / Milano / v. S. Pietro all'Orto 18

impresario

44 Braida, Umberto impresario Pula n.f.

45 Brandini, Felice impresario Trieste n.f.

cantante
46 Brigoni, Andrea impresario Monfalcone |n.f.
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n.f. 1904
Agenzia Lirica Internazionale / Annessa al 1897
Giornale / «Il Teatro» / A. Bignardi e C. / Milano 1898
1899
1901
1904
n.f. n.d. n.d. n.d. n.d. n.d.
n.f. 1879
Compagnia Iraliana di Operette Comiche / 1885
diretta dall’artista / Bruto Bocci
n.f. 1895 | 1895
n.f. 1901
1902
1903
1904
1905
1906
1907
1908
1909
1911
1912
n.f. 1886
1887
n.f. 1903
— Ecttore Bonturini / agente teatrale / Venezia 1884
— Ettore Bonturini / impresario / ed agente 1885
teatrale / Venezia 1892
n.f. 1897
opera seria, ballo Excelsior 1898 |n.d.
1904
1905
1907 1907
1911
1912
n.f. 1914 1914
Impresa / Brandini 1884
n.f. 1895
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Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
47 | Brosovich, Carlo agente teatrale | Milano [in the periodicals: Brosovich cav. Carlo, via Monte
[Brosavich] Napol. 22]
[Brozovich]
[Brosowich]
48 | Brunetti, Ettore agente Bologna n.f.
49 Bubani, Ciro agente Milano [in the periodicals: Bubani Cirio, via Passerella 11 —
Milano]
Agenzia Teatrale Ciro Bubani
50 Budil, Vendelin direttore Plzen n.f.
teatrale
51 Buranelli & Rechlinger | agenti Ancona n.f.
52 Burlini, Carlo [impresario] [Trieste] n.f.
53 Cajani, Cleopatra impresaria Perugia n.f.
54 Cajani, Giuseppe impresario Perugia n.f.
55 Calcagno, Francesco | impresario Napoli n.f.
56 Calori, Giulio [impresario] n.f. n.f.
57 Calvi, Guido impresario Milano Il Teatro / Direzione / Annessa Agenzia Lirica Interna-
agente zionale / Uffici: 3 via Marino — Milano / Telegrammi:
Bignardi
58 Calvi, Guido — agenti Milano Bureau Internazionale / Teatri & Rappresentanze
E. Barbacini Artistiche
59 | Camber, R. impresario Rijeka n.f.
Trieste
60 Cambiaggio, Giorgio | agente Milano — Agenzia Teatrale / Cambiaggio e C. / Milano / via
& Carlo Broletto, 15 — Primo Piano
- Agenzia Teatrale / Cambiaggio e C. / 26 — Via Tre
Alberghi— 26 / Milano
- G. Cambiaggio & C. / Antica Agenzia Teatrale —
Fondata nel 1845 — Premiata all’Esposizione di
Vienna 1895 / Milano — via S. Raffaele 3 — Milano
- G. Cambiaggio & C. / Agenzia teatrale / via Sala, 7
61 Cannussio, Vittorio impresario Genova n.f.
62 Caracciolo, E. n.f. Padova n.f.
63 Carelli, Ezio impresario Ancona Ezio Carelli & C. — Ancona / Imprese Teatrali /
agente teatrale Ufhicio Piazza Roma 11
64 Carozzi, Enrico agente Milano Enrico Carozzi / Agenzia Teatrale Internazionale
[in the periodicals: Carozzi prof. Enrico, portici
Settentrionali, 27]
65 Castagnoli, Giuseppe | impresario Losinj n.f.
[cantante]
66 | Castelli, Cesare agente Milano Agenzia Teatrale / diretta da / Cesare Castelli & C. /
[cantante] Milano / via Broletto n. 6—1° piano
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n.f. 1885
1886
1890
1891
Ettore Brunetti / Agente n.d.
Teatrale / Bologna
n.f. 1890
1892
n.f. 1897
1898
n.f. 1878
n.f. 1861
1872
n.f. 1874
n.f. 1874
n.f. 1908
n.f. 1901
n.f. 1901
n.f. 1901
Impresa Camber & C. 1894 | 1894 1894
- G. Cambiaggio & C. / Agenzia teatrale / 1885
Milano 1886
1887
1889
1890
1891
1892
1893
1899
n.f. 1892
n.f. 1890
1891
n.f. 1909
1885
1897
1898
G. Castagoli / Impresario Teatrale 1908
1910
n.f. 1892
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no- agent / agency Designation Provenance Handwritten or typed addresses

67 | Ceruso, Vincenzo agente Milano Agenzia Teatrale / Autorizzata / del / maestro Vincenzo
Ceruso / Milano / via del Palazzo Reale n. 7
[in the periodicals: Ceruso Vincenzo, via Pesce, 29]

68 Cesari, [n.n.] impresa [Torino] Teatro Regio Torino

69 Cesari, Luigi impresario Milano n.f.

[orchestrale]
70 Cesari, Pietro n.f. [Trieste] n.f.
71 Chiericoni, agente Milano — Agenzia Teatrale A. Chiericoni / Milano — via
Aristodemo Passerella 2 / Direzione: Francesco Ambrosini

— A. Chiericoni / Milano / via Passarella 2

72 | Chinelli, Angelo agente Milano Rivista Teatrale Melodrammatica (con annessa agenzia) /
diretta da / Orlando Viviani e Angelo Chinelli /
Proprietaria / Giuditta Alemanni-Vianelli

73 Chmelensky, direttore Rridmeis[?] |n.f.

Ladislav teatrale
74 Christofidis, 2. n.f. Zadar P. Christofidis — Zara / Post Clearing-Verkehr 810.999
75 Cicognani, Annibale | impresario La Spezia [by hand:] via Cordusio n. 3 — Milano
[cantante]

76 | Ciscutti, Pietro* impresario Pula n.f.

77 Codecasa, E [agente] Zadar n.f.

78 Comoli impresario n.f. n.f.

79 Conti, Augusto agente Milano Augusto Conti / Agente teatrale / v. Durini, 6 / Milano

80 | Conti, Giuseppe n.f. [Roma] n.f.

S. Daniele
81 Corbetta, Giuseppe [cantante] Pula [by hand:] Impresario Politeama Ciscutti — Pola
Cattaro

82 Corruccini, Roberto impresario Milano [by hand:] via Vincenzo Monti 28 Milano

83 Cosati, G. n.f. Izola (Isola) | n.f.

84 Cosolo, Antonio n.f. n.f. n.f.

85 Cristani, Lamberto agente Ferrara Prof. Lamberto Cristani / Affari Teatrali / Ferrara

86 Curiel, Angelo agente Trieste — Trieste, via del’Acquedotto n. 31 / Agenzia

Internazionale Artistica — Teatrale Curiel
— Direzione Teatro Minimo “Bellini” — Trieste /
Gestione Agenzia Teatrale Curiel
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n.f. 1885
1886
1898
n.f. 1891
n.f. 1885
1886
1891
n.f. 1879
n.f. 1897
1898
Viviani & Chinelli 1900 1900
1901
1902
1903
difadelni feditelstvi / 30.X.93 / Ladislav 1893
Chmelensky 1894
n.f. 1893
n.f. 1892
1893 1893
n.f. * 1887
n.f. 1878
n.f. 1908
1911
n.f. 1899
n.f. 1885 1885
1890
n.f. 1899 | 1899
1900
1901 1901 1901
Roberto Corruccini & C. / Imprese Teatrali / 1904
Milano
n.f. 1905
n.f. 1911
1913
n.f. 1914
- Concessionaria / Agenzia Teatrale Curiel / 1909
Trieste 1913
1917
1918
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87 | Curiel, Marco agente Trieste — Grosse Internationale Kunst — und Theateragentur
Milano Curiel
- Direzione Teatro Minimo “Bellini” — Trieste /
Gestione Agenzia Teatrale Curiel
— Agenzia Internazionale Artistica Teatrale Curiel / con
tariffa approvata dalla Spett. Camera di Commercio
e d’Industria in Trieste, / autorizzata e concessa /
dall’Eccelsa Luogotenenza del Litorale con decreto
G.III 312/2/08 dd. 22 Aprile 1908
— Agenzia Internazionale Artistica Teatrale Curiel /
concessionata con dispaccio Luogotenenziale G.
I11. 312/2/8 dd. 22 aprile 1908 / Perito giurato in af-
fari teatrali / Trieste — corso 28 — Trieste / [] / sezione
speciale per artisti di varietd, Orchestre di dame,
zingari, Compagnie napoletane ecc. ecc.
88 Daddi impresario Zadar n.f.
cantante
[tenore]
89 Dall’Armi agente Milano n.f.
90 Dalmas, Cesare impresario Mantova n.f.
91 Dal Torso, Vincenzo | agente Venezia [Agenzia teatrale Dal Torso V.E., s. Angelo calle e ramo
Ermenegildo impresario [Udine] della Madonna, 3615]
92 Damiani, Giuseppe agente Milano n.f.
93 De Born & Anguissola | agenti Milano Agenzia Teatrale Autorizzata / De Born & Anguissola —
Milano, v. S. Paolo, 18
94 de Clemente, Camillo | [giornalista] Firenze Agenzia Teatrale / Presso 'ufficio del Giornale / LArlec-
chino / in Firenze via Cavour, 11
95 De Giorgi impresario Milano n.f.
96 | Deliliers, Vittore agente Milano n.f.
cantante
[tenore]
97 | Delinato n.f. n.f. n.f.
98 (De) Lovries n.f. n.f. n.f.
99 De Fanti [De Santi] n.f. n.f. n.f.
100 | De Filippi, Ermanno | [artista di Trieste [by hand:] v. Rossetti n. 12 / Trieste
canto]
[baritono]
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— Concessionaria / Agenzia Teatrale Curiel / 1884
Trieste 1885
1910
1911
1912
1913
1914 1914
n.f. 1891
n.f. 1880
1881
n.f. 1900
1901
1902
1903
n.f. 1869
1871
1879
1880
1881
1882
1883
n.f. 1897
n.f. 1897
1898
1899
1901
n.f. 1869
n.f. 1869
Direzione Rivista Melodrammatica / Vittore 1898
Deliliers / Agenzia Teatrale / via Silvio Pellico 8 / 1899
Milano
n.f. 1894
n.f. 1902
n.f. 1899
n.f. 1918

© 2024 Bohlau Verlag | Brill Osterreich GmbH
https://doi.org/10.7767/9783205216537 | CC BY 4.0



142 The search for an impresario
Name of impresario / L Letterhead of impresario / agent
no. Designation Provenance )
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101 | De Magistris, Luigi impresario Milano n.f.
102 | De Monari, Eugenio | impresario Milano — Eugenio De Monari & C. / Appalti lirici — Rappre-
[Gorizia] sentanze teatrali / Milano / telefono n. 4037
[Trieste] — Impresa Teatrale / Eugenio De Monari & Co. /
Sagrado Milano
— Memorandum / Agenzia Teatrale Pessina / di/ G.
Argenti & C. / Milano —v. S. Pietro all’Orto, 16 —
Milano
— Agenzia Teatrale Pessina / di G. Argenti & C. /e
Direzione del Giornale / “La Lanterna” / Milano / v.
S. Pietro all’Orto, 16
- Rivista Teatrale Melodrammatica / (con annessa
agenzia) / diretta da / Orlando Viviani e Angelo
Chinelli / Proprietaria / Giuditta Alemanni-Vianelli
- [by hand:] Telegrammi Demonari Teatrale / Telefono
n. 85-99
- [by hand:] vicolo Santa Margherita n. 1 [Milano]
103 | Des(s)anti, Luigi impresario Zadar Anfiteatro Minerva / Trieste / via Coroneo
[negoziante] Trieste - [by hand:] Kanoller 7 — Trieste
Dubrovnik
104 | Dondini, Achille n.f. Bologna n.f.
Trieste
105 | Dorigo, M. & C impresario Trieste n.f.
106 | Doroni n.f. n.f. n.f.
107 | Drago, Adolfo n.f. Dubrovnik | n.f.
Trieste
Ancona
108 | Dragutinovi¢, Leon amministratore | Osijek n.f.
109 | Dus[s]ich [Dusi¢], cantante Zadar n.f.
Pietro [basso]
110 | Fabbri, Attilio [attore] Trieste n.f.
111 | Faini, Raffaello cantante Porec n.f.
[tenore] (Parenzo)
112 | Fantoni, Giuseppe impresario n.f. n.f.
113 | Fantuzzi, Angelo impresario Pula Fantuzzi Angelo / impresario teatrale
114 | Farinelli, Guido [maestro con- | n.f. n.f.
certatore]|
115 | Feralli, Luigi impresario n.f. n.f.
116 | Ferrara, Ernesta n.f. n.f. n.f.
117 | Ferretti, M. n.f. Trieste “LErnani” / Rivista Mondiale di Teatri / Trieste — via di

Cavana 12
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n.f. 1901
- Eugenio De Monari & C. / Lirica — Ope- 1895
rette — Prosa — Varietd — Cinematografia / 1899
Milano, v. S. Paolo 8 1900
- Eugenio De Monari & C. / Lirica — Ope- 1901
rette — Prosa — Varietd — Cinematografia / 1913
Milano / Foro Bonaparte 48 1914|1914 | 1914
- Eugenio De Monari - C.
n.f. 1890
1897
1901
1902
1905
n.f. 1880
1883
n.f. 1908
n.f. 1896
n.f. 1881 1881
1890
n.f. 1914
n.f. 1885
n.f. 1890 1890
Compagnia lirica sociale diretta da / Raffaello 1896
Faini
n.f. 1913 1913
n.f. 1891 1891
n.f. 1914
n.f. 1887
n.f. 1882
n.f. 1904
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118 | Fidora, Natale [impresario] Zadar — Impresa / del / Teatro Comunale / Trieste
Rovigo - Natale Fidora
Trieste
Ferrara
Perugia
119 | Fiegna, Camillo cantante Trieste [by hand:] via del Sapone n. 1 — piano 2°
[basso]
120 | Filippi, GB. agente Milano Commissioni Lirico-Teatrali / Prof. Francesco Rambelli /
via Bocchetto 3 — Milano
121 | Fiorani, Francesco agente Milano — Autorizzata agenzia teatrale / di / Francesco Fiorani /
Milano / San Giovanni in Conca 2 / Telegrammi /
Fiorani Teatrale — Milano
— Autorizzata agenzia teatrale / di / Francesco Fiorani /
Milano / n. 12 — via Pesce — n. 12 / Telegrammi /
Fiorani Teatrale — Milano
122 | Fischer, Giovanna appaltatrice [Pula] n.f.
123 | Franceschini, Pietro cantante [basso] | n.f. n.f.
124 | Franzini, Umberto cantante [bar- | n.f. La Rinascente / Compagnia / di operette e opere comi-
itono] che / Martinez — Leto — Siracusa / Direzione artistica /
Umberto Franzini
125 | Forastiero, Ettore impresario Biella G. Cambiaggio & C. / Antica Agenzia Teatrale — Fondata
nel 1845 — Premiata all'Esposizione di Vienna 1895 /
Milano — 3 — via S. Raffaele — 3
[by hand:] teatro Biella
126 | Frisotti, Nino n.f. Venezia n.f.
127 | Gallina, Enrico agente Trieste Enrico Gallina / Prima Agenzia Teatrale Internazionale /
amministratore Autorizzata dalla I. R. Luogotenenza con decreto
[attore] 4 Febbraio 1905 / Trieste / Corso n. 1, P. 11 — Telefono
19-27
[typewritten:] v. Sanita 4, Trieste
128 | Ganzari, Augusto cantante S. Daniele n.f.
[tenore]
129 | Garbocchi, C. mediatore n.f. n.f.
130 | Gardini, Carlo impresario n.f. n.f.
131 | Gargano, Giovanni n.f. n.f. n.f.
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Impresa Teatrale / Fidora Cavallini 1895 | 1895 |1895
1897 1897 1897
1898
1899
n.f. 1894
1902
n.f. 1901
1903
n.f. 1878
1890
1892
n.f. 1892
[1894]
n.f. 1878
n.f. 1902
n.f. 1901
1904
1905
1909
Carlo Marrarosa / maestro di musica / Venezia 1898
Agenzia Dramm. e Lirica / Enrico Gallina / 1904
Corso n. 1 p. IT 1905
1907 | 1907
1910
1911
1912 (1912 |1912
1913
1914
n.f. 1885
n.f. 1885
n.f. 1865
1866
1867
n.f. 1884
1887
1888
1902
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132 | Gentilli, Giacomo [agente] Trieste — Autorizzata Agenzia Teatrale / Giac. Gentilli — Trieste /
via S. Giacomo n. 7, (Corso) / Telegr.: Gentilliteatral —
Trieste
— Concessionata Agenzia Teatrale / Giacomo Gentilli —
Trieste / via S. Giacomo n. 7, (Corso) / Telegrammi:
Gentilliteatral / Telefono 25-85
133 | Giachettich, Francesco | n.f. n.f. n.f.
134 | Giani [musicista] [Venezia] n.f.
135 | Gigliuzzi, Alberto impresario Milano n.f.
136 | Gliubich, Giusto n.f. Trieste n.f.
137 | Gnone, Napoleone cantante Belluno n.f.
[tenore]
138 | Gonzales, Germano n.f. Corfu n.f.
139 | Grabinski [Grabinsky] | agente Milano — Luigi Grabinski Broglio / Studio d’affari teatrali / Rap-
Broglio, Luigi conte presentanze — Proprietd Drammatiche / Milano / v.
Silvio Pellico, 8 / Telefono 17-49 — Casella postale 897
— D’Arte lirica / Ufficio d’affari teatrali / Direttori: Conte
Luigi Grabinsky Broglio = Luigi Ricordi / via Carlo Al-
berto 2 — Milano / Per Telegrammi: Arte lirica— Milano
- G. Cambiaggio & C. / Antica Agenzia Teatrale —
Fondata nel 1845 — Premiata all’Esposizione di
Vienna 1895 / Milano — 3 — via S. Raffaele — 3
- Conte Luigi Grabinski Broglio / Milano / 3, via
San Raffaele, 3
140 | Guarini, F. cantante Milano [by hand:] via Alessandro Tadino, 8 — Milano
[baritono]
141 | Guerra, Ernesto direttore Roma Celebre Compagnia Lilipuziana di canto / diretta dal
professore Ernesto Guerra / Repertorio / Il Barbiere di
Siviglia / Crispino e la Comare / Pipele / Elisir I’amore /
La figlia del tamburo maggiore
142 | Guerra, Mimmo amministratore | Napoli Compagnia Lirica Lilipuzziana / della citta di Roma /
Direttori Proprietari / Guido e Arnaldo Elli Billaud
143 | Guida, Nicola impresario Bari Nicola Guida / Impresario del teatro Piccinni / Bari
144 | Hreljanovi¢, Ivoplem | n.f. Zagreb n.f.
145 | Karaman, Josip agente Split - J. Karaman / Kazali$tni agent i poduzetnik —
impresario Agente ed impresario Teatrale

— Josip Karaman — Split / Duéan za kancelarijske
predmete / Poduzete za javno oglasivanje. / Conces-
sionata impresa pubblicita. / Plakatierungsanstalt.
/ Skladiste / Muzikalnih instrumenata na strune, /
Mandolina itd. / Armonickih struna, / muzike za
klavir, / pjevanje i glasbila. / Zastupnik glasovira. /
The grand phono-biograf / Kazali$tni agent i
poduzetnik. / Agente ed impresario Teatrale.

— Josip Karaman — Split / Trgovina papira, pisadich,
risacich, slikarskih i kancelarijskih potrepstina /
Kinotheater Elektra / Photographischer artikel
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Concessionata Agenzia Teatrale / Giacomo n.d.
Gentilli / via S. Giacomo n. 7 / Trieste / Indirizzo 1911
Telegr.: Gentilliteatral — telefono 25-85 1913
n.f. 1893
n.f. 1876 1876
n.f. 1895 1895
n.f. 1887
n.f. 1898
n.f. 1892
G. Cambiaggio e C. / Antica / Agenzia Teatrale / 1897
Milano / Via S. Raffaele, 8 1898 | n.d.
1899
1900 1900
1901 1901 1901
1903 1903
1904
1905
1909
1911
n.f. 1899
n.f. 1905
1906 1906
1908
1906
n.f. 1897
n.f. 1893
n.f. 1895
1904
1909
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Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
146 | Kugel, Ignaz impresario Vienna [in the periodicals: Ignaz Kugel / Concert-Agent in Wien /
[agente] VII. Lindengasse 11.]
147 | Lamberti agente n.f. n.f.
148 | Lamperti, agente Milano n.f.
[Francesco?]
149 | Lamperti, Giuseppe | agente teatrale | Milano [in the periodicals: Giuseppe Lamperti, via Torino
nro. 20 — Milano]
[in the periodicals: Lamperti cav. Giuseppe, via Durini, 14]
150 | Lana, Antonio agente Milano Agenzia Teatrale / Autorizzata / Maestro Cav. Carlo Lovati
impresario Zadar Cazzulani / e Pio Marini / Milano / via Torino, 34
[by hand:] Corso Venezia, 25 — Milano
151 | Landi, Alberto agente Napoli — Real Teatro Mercadante / Impresa
— Poduzeée obdinskog Kazalista / Split / Cav. Alberto
Landi
— Grande Agenzia Teatrale / Annessa al giornale Ar-
lecchino / vicolo Sergente Maggiore n. 3 / angolo via
Roma [Napoli]
152 | Landi, Torquato agente Trieste n.f.
153 | Lanzi, Torquato agente Bologna n.f.
[impresario] [Milano]
154 | Latkovic, Giovanni [agente] Rijeka — Ufhcio Teatrale / I.S. Latcovich / Fiume / Magazzini:
Riva del Canale 6
— [typewritten:] Affari Teatrali / Giovanni Latcovich /
Fiume
155 | Lattad, Raimondo impresario [Trieste] n.f.
[attore]
156 | Levi, Giuseppe agente teatrale | Milano — Giuseppe Levi / Agenzia Teatrale Internazionale /

Lirica, Drammatica, Coreografica e di Varietd

— Enrico Carozzi / Agenzia Teatrale Internazionale /
Piazza del Duomo, 25 / Indirizzo per telegrammi /
Agenzia Carozzi — Milano
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n.f. 1894
n.f. 1882
1884
1885
1889
n.f. 1878
1880
1881
1882
1883
1884
1885 1885
1886
1889
1890
1892
1893
1894
1895
n.f. 1878
n.f. 1861
1891
1893
1895
1898
1901
n.f. 1897
1898 1898
1901
n.f. 1885
n.f. 1899
n.f. 1919
n.f. 1883
n.f. 1898 1898
1903
1904
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150 The search for an impresario
Name of impresario / L Letterhead of impresario / agent
no- agent / agency Designation Provenance Handwritten or typed addresses
157 | Lovati, Carlo e Pio agenti Milano — Agenzia Teatrale / Autorizzata / Maestro Cav. Carlo
Marini Lovati e Pio Marini / Milano
— Agenzia Teatrale / M. Cav. Carlo Lovati / e Pio
Marini / Milano — 34, via Torino, 34 — Milano
158 | Lovrich, Olimpio [orchestrale] Aix les bains | [by hand:] via San Lazzaro 9 Trieste
Zadar
[Trieste]
159 | Lupi, Achille [attore] Torino n.f.
[capocomico]
160 | Lusardi, Giuseppe agente Milano Agenzia Teatrale / Giuseppe Lusardi / Direzione del
Giornale / “Corriere dei teatri / Telefono n. 22—54
161 | Maglio, G.B. impresario Trento n.f.
162 | Maly, Josip cantante n.f. n.f.
163 | Mangiamele, Giovanni | [impresario] n.f. n.f.
164 | Maraspin, [Giovanni] |n.f. n.f. n.f.
165 | Marchelli, Delfino impresario Venezia n.f.
166 | Markovi¢, Mihailo n.f. n.f. n.f.
167 | Marini, C. agente Milano n.f.
168 | Marrarosa, Carlo maestro di Venezia n.f.
musica
169 | Martinelli, Roberto impresario Trieste n.f.
170 | Massimini, Paolo appaltatore [Soresina] - Paolo Massimini / Appaltatore Teatrale / Milano /
teatrale Venezia via Privata S. Celso n. 35
impresario ~ Teatro La Fenice / Impresa P. Massimini

— Massimini Paolo / Appaltatore teatrale / via Disciplini
8 A Milano
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n.f. 1898
1901
n.f. 1899 1899
1900
1901
1902
1903
1904
1905
n.f. 1874
n.f. 1914
G. B. Maglio imprese teatrali 1901 1901
n.f. 1895
n.f. 1870
1873
n.f. 1891
1892
1893
1894
1900
n.f. 1878
n.f. 1909
n.f. 1874
1879
1880
1881
1883
1884
1885
1886
1887
1890
1891
1892
1894
1895
n.f. 1898
n.f. 1898
n.f. 1887
1888
1889
1890
1891 1891

© 2024 Bohlau Verlag | Brill Osterreich GmbH

https://doi.org/10.7767/9783205216537 | CC BY 4.0




152 The search for an impresario
Name of impresario / L Letterhead of impresario / agent
no- agent / agency Designation Provenance Handwritten or typed addresses
171 | Mattiassevich, impresario Pula n.f.
Teodoro
172 | Matucci, Cesare n.f. Sibenik Compagnia Italiana / di Opere Comiche / ed Operette /
diretta dall’artista / Cesare Matucci
173 | Maurizi Enrici, appaltatore Bologna v. D’Azeglio, n. 57 [Bologna]
Ernesto teatrale
cantante
[baritono]
174 | Mazza, Osvaldo impresario n.f. n.f.
175 | Mazzoleni, Giovanni* | [direttore Sibenik n.f.
teatrale]
176 | Mazzoleni, Paolo* [direttore Sibenik n.f.
teatrale]
177 | Medovich, Demetrio | [azionista] n.f. n.f.
178 | Melossi, Nunzio cantante n.f. n.f.
[baritono]
impresario
179 | Mestrovich, Aldo n.f. n.f. n.f.
180 | Mestruzzi impresario n.f. n.f.
181 | Miazzi, Giovanni n.f. n.f. n.f.
182 | Micheluzzi, [G.] n.f. Trieste n.f.
183 | Milani, Giulio [impresario] Milano Giuseppe Bergamin / Agenzia Teatrale / Milano /
via Carlo Alberto 8 (Piazza del Duomo)
[Giulio Milani / Appaltatore Teatrale / Milano /
4 via S. Antonio 4]
[by hand:] via Sant’Antonio n. 4 — Milano
184 | Miliharann n.f. Zagreb - Dionicka tiskara u Zagrebu / knjizara / Jugoslavenske
akademije / Tiskara / Jugoslavenske akademije
- Preradoviéeva ulica br. 8
185 | Minciotti, Pietro direttore n.f. Compagnia Lirica Internazionale in tournée
amministratore
186 | Mirco, Carlo musicista Venezia [by hand:] caffé Martini, S. Fantin
[clarinettista]
187 | Mirco, Giovanni n.f. Venezia n.f.
188 | Molini, Oscar n.f. Trieste n.f.
189 | Monaldi, Gino [agente] Roma — Agenzia Teatrale / diretta dal / Marchese Gino
impresario Monaldi / Roma / via Teatro Valle, 48—49

— Agenzia Lirico Internazionale / Roma / via Teatro
Valle, 48-49
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n.f. 1915
1916
n.f. 1903
1911
n.f. 1885
n.f. 1869
n.f. *
n.f. *
n.f. 1897
n.f. 1898
n.f. n.d.
n.f. 1886
n.f. 1879
n.f. 1885 n.d.
1886
1887
Impresa / Giulio Milani 1895 1895
1898
n.f. 1896
n.f. n.d.
n.f. 1876 1876
1883
1887 | 1887
n.f. 1876
1891
1892
1893
n.f. 1897
1898
n.f. 1899
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Name of impresario / L Letterhead of impresario / agent
no. Designation Provenance )
agent / agency Handwritten or typed addresses
190 | Montalcino, Fabio impresario Milano [by hand:] fermo posta Milano
Reggio
Emilia
191 | Monzini, Antonio agente Trieste [typewritten:] v. Chiozza 9, Trieste
192 | Orioli, Luigi agente Bologna — LArpa e la Cetra / Agenzie Teatrali Unite / Dirette
da Luigi Orioli Prof. del Liceo Musicale di Bologna /
Bologna — via Foscherari 15
— Agenzia Teatrale / Autorizzata / prof. L. Orioli /
Bologna / via Foscherari n. 15, p. t.
193 | Orsini, Pericle impresario Ancona n.f.
194 | Paterni, Ottorino [impresario] Reggio Imprese Teatrali / O. Paterni
Emilia
Zadar
195 | Peano, Luigi impresario Torino [by hand:] Torino, corso Dante n. 106
196 | Pedrazzi, Pietro n.f. n.f. n.f.
197 | Perazzini, Nazzareno | [impresario] Milano Imprese Teatrali / Nazionali ed Estere / Perazzini
musicista Nazzareno / Milano / via Visconti n. 19
198 | Percuoco, Franco agente Milano Agenzia Teatrale / Franco Percuoco / Milano /
via S. Pietro all'Orto n. 16
199 | Perich [Serich], n.f. Trieste [typewritten:] Trieste, via Giuseppe Perini n. 13.11
Richard
200 | Pesaro, Girolamo appaltatore Trieste [by hand:] Caffe Stella Polare, Trieste
[Gerolamo] teatrale Zadar
201 | Pfeifer, K. agente Prague Prag, Brenntegasse 3
[orchestrale]
202 | Piacentini-Bellini, [appaltatore Udine Ernesto Piacentini Bellini / Appaltatore Teatrale
Ernesto teatrale]
impresario
203 | Pifferi, Augusto agente Milano n.f.
cantante
[baritono]
204 | Pinto, Augusto agente Milano Agenzia Teatrale del Cosmorama / Piazza Paolo Ferrari,
10 / Milano
205 | Pistek, Johann direttore Brno n.f.
teatrale
206 | Polgar, Carlo impresario Rijeka n.f.
207 | Ponzio, Giuseppe impresario Loginj Giuseppe Ponzio / Impresario Teatrale
208 | Pozzesi, Giuseppe n.f. n.f. n.f.
209 | Profili, Dante impresario n.f. n.f.
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n.f. 1893
n.f. 1893 |n.d.
n.f. 1894
1897
1899
1901
Impresa Teatrale / Pericle Orsini / Ancona 1893
n.f. 1899
n.f. 1903
n.f. 1908
n.f. 1897
1898
n.f. 1898
1899
n.f. 1918
Gerolamo Pesaro / Appaltatore teatrale 1873
1893 1893
1894
1895
n.f. 1884
n.f. 1889
1892 1892
1893
— Agenzia Teatrale autorizzata / di / Augusto 1887
Pifferi / via Silvio Pellico, n. 6 / scala 19 p.o 1888
p-o / Milano
— Augusto Pifferi / Agente Teatrale / Milano —
via Silvio Pellico, 3
n.f 1898
n.f. 1895
1896
n.f. 1916
1917
n.f. 1911
1912
n.f. 1874
n.f. 1908
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The search for an impresario

Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
210 | Profondo, Sante agente Milano Agenzia Teatrale Autorizzata / di / Sante Profondo /
cantante via Disciplini, num. 4 / Milano
[basso]
211 | Proni, Adolfo impresario Bologna n.f.
212 | Quaranta, Antonio impresario Bari Politeama Petruzzelli / Bari
Trieste
213 | Radic[c]hi impresario n.f. n.f.
214 | Raggio n.f. n.f. n.f.
215 | Ranieri Vaschetti, [impresaria] Milano [by hand:] Milano, 5 via S. Eufemia
Teresa
216 | Razzani, Francesco [attore] n.f. n.f.
impresario
[coreografo]
[mimo]
217 | Revere, Luciano agente Trieste Luciano Revere / Trieste / Corso n. 1
218 | Ricordi, Luigi n.f. Milano LArte Lirica / Ufficio d’affari teatrali / Direttori: Conte
Luigi Grabinsky Broglio — Luigi Ricordi / via Carlo Al-
berto 2 — Milano / Per Telegrammi: Arte Lirica Milano
219 | Righi, Francesco cantante n.f. n.f.
[basso]
220 | Righini, Giovanni impresario Milano [by hand:] Milano, via Cornacchie, n. 4
Battista cantante [basso]
221 | Riva, Vittorio impresario Pula n.f.
222 | Rocca, Paolo agente Milano — Autorizzata Agenzia Teatrale / di / Paolo Rocca /
Milano / v. S. Pietro all’Orto, 23
— Agenzia Teatrale / Paolo Rocca / via Chiaravalle,
n. 7 / Milano — Direzione del giornale / UArte / XX
Anno / Rassegna dei Teatri / Belle Arti e Letteratura /
esce in / Milano — Firenze — Trieste
— 1l Soffietto / Giornale Teatrale / con annessa Agenzia
lirica-drammatica Milano / Passerella, 7 / Sezione
lirica n.
223 | Roda, Evasio agente n.f. Milano — v. Cesare Beccaria n. 3 [ex v. Lagrange 35 —
Torino]
224 | Roggia, Giovanni impresario [Venezia] n.f.
225 | Romiti, Augusto impresario [Ancona] - A. Romiti
[Livorno] — Impresa Teatrale / Augusto Romiti
Roma - Impresa Teatrale / A. Romiti
(Terni] — Impresa Teatrale Sociale / Carnevale 1903-1904 /
A. Romiti / Cagliari
[via Zingari, n. 38 — Roma]
226 | Ronzi, Arturo n.f. Firenze Arturo Ronzi / Firenze
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n.f. 1870
n.f. 1867
1868
n.f. 1904
1914
n.f. 1886
n.f. 1883
n.f. 1901
1906
n.f. 1881
1883 | 1883
1903
n.f. 1909
1916
n.f. 1909
n.f. 1861
n.f. 1885
1904 1904
n.f 1889
1890
1892
1893
1894
1895
1898
1899
1901
1903
1904 1904
1909
n.f. 1901
n.f. 1886
n.f. 1887
1889
1894
1895
1903
n.f. 1889
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Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
227 | Roos, Hans n.f. Trenozin- n.f.
Toplitz
228 | Rosani, Francesco n.f. n.f. n.f.
229 | Rosati, Pietro n.f. Trieste n.f.
230 | Rosini, Rinaldo impresario [Bologna] - Agenzia Teatrale Enrico Salt / R. Rosini Dirigente /
[Firenze] Milano — v. Cesare Beccaria 1
Milano [by hand:] Hotel de 'Ermitage Nevsky Prospeck —
[St Peters- Petersburg
burg] [by hand:] via Mazzini 58 — Bologna
231 | Rossegger, Augusto agente n.f. n.f.
[appaltatore]
[imprenditore]
[impresario]
232 | Rossetti, Gino impresario Venezia Teatro Rossini / Impresa d’opera / Stagione di primavera
1904
233 | Rossini, Vincenzo impresario Sibenik n.f.
234 | Ruotolo, Gabriele impresario Milano n.f.
235 | Sampietri, M. agente Bologna Agenzia Teatrale Emiliana / M. Sampietri / Bologna —
via Belle Arti 50 — Bologna
236 | Sangiorgi impresario Dubrovnik | n.f.
237 | Sanguinazzi impresario n.f. n.f.
238 | Savelli, Salvatore impresario n.f. n.f.
239 | Scarabelli, Enrico appaltatore Milano Scarabelli Enrico / Appaltatore Teatrale / Milano / 5 —
cantante via Palermo — 5
[tenore]
240 | Scarneo, Giovanni cantante Milano [by hand:] piazza Fontana 4
[basso]
241 | Schiavoni, Giovanni | n.f. Venezia n.f.
242 | Sciutti d’Arrigo, impresario [Rijeka] n.f.
Francesco
243 | Selles, Lodovico agente Pula Prima Agenzia Teatrale / Autorizzata / Lodovico Selles /

Pola / Sergia, 8
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n.f. 1885
n.f. 1885
n.f. 1878
n.f. 1895
1896
1897
1898
1901
1903
n.f. 1887
1888
1889
1890
n.f. 1904
n.f. 1880
1881
1882
1887 1887
1888
1890
1893
1895
n.f. 1895
1899 1899
1902
1904
1905
1908
n.f. n.d. n.d. n.d. n.d. n.d.
n.f. 1881
1892
n.f. 1863 1863 1863
n.f. 1902
n.f. 1897
n.f. 1891
n.f. 1878
n.f. 1891
1892
Agenzia Teatrale / Pola / Lodovico Selles / Sergia, 1914
9 / Telegramm: Selles-Pola
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no.

Name of impresario /

agent / agency

Designation

Provenance

Letterhead of impresario / agent
Handwritten or typed addresses

244

Sforza, Raffaele

impresario

[Rijeka]

Teatro Comunale — Fiume / Impresa Raffaele Sforza

245

Simonetti, Giovanni

agente

Trieste

- Direzione ed Agenzia del giornale CArte / Anno
XXIX / Trieste — Roma — Milano — Napoli / Diret-
tore-Proprietario: Giovanni Simonetti in Trieste / via
delle Legna 5 / Rappresentanti I'agenzia e la Direzione
del giornale: in Roma: avv. G.P. Gaetano, via Principe
Amedeo 9 — in Milano: P. Rocca, v. S. Pietro all’'orto
23 / in Napoli: avv. Giuseppe Carola, Duomo 326 /
Rappresentanza di tutti gli autori / delle produzioni
drammatiche e musicali francesi e tedesche / della
Société / des autoures et compositeurs dramatiques di
Parigi,/ degli autori ed editori drammatici / Dr. O. F.
Sirich, J. Wild e J. Weinberger di Vienna / Sp. Tito
D’aste e Giov. Arrighi in Italia / e degli / stabilimenti
musicali Achille Tedeschi di Bologna / e Giudici e
Strada di Torino / Per telegrammi: Arte — Trieste

— Direzione ed Agenzia del giornale “Arte” — Trieste /
Rassegna di teatri, belle arti e letteratura / Telegrammi:
Arte — Trieste Anno XLIX Telefono 4-72 Rom.II.

/ Direttore-proprietario: Giovanni Simonetti Piazza
delle Legna, 11 / Rappresentanza degli editori: Avv.
Dott. O.F. Eirich, W. Karczag, Franz Bard & Bruder,
Otto Eirich, Max Pfeffer e ]. Weinberg in Vienna

246

Soffriti, Carlo

impresario

Pisa

n.f.

247

Soldatini, Giuseppe

n.f.

Milano

n.f.

248

Sorlini, Francesco

mediatore

n.f.

n.f.

249

Spano, Michele

[agente]
avvocato

Milano

Avvocato Michele Spano — Milano / via Alessandro
Manzoni, 19
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n.f. 1890
1894
1895
1896
1897 | 1897
1900
1903
1904
1905
1906
1908
Direzione ed Agenzia / del Giornale / LArte / 1877 | 1877
Trieste 1878 | 1878
1879
1880
1881
1882
1883
1884
1885 1885 1885
1886 1886
1887
1889 1889
1890 1890
1891 1891 1891
1892
1893 |1893 |1893 |1893
1894 1894 1894
1895 1895 1895
1896 1896
1898
1899 1899
1900
1901
1902
1905
1906
1911
1912
1915
1918
n.f. 1897
Cav. Prof. Giuseppe Soldatini / via dei 1897
Filodrammatici 4 / Milano
n.f. 1885
1886
1887
n.f. 1896 1896
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Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
250 | Stancich, Giovanni macchinista Trieste n.f.
[impresario]
251 | Steffenoni, Cesare [impresario] Milano — impresa Cesare Steffenoni / con Agenzia Teatrale /
Pula Milano / Telegrammi: Steffenoni Teatrale — Milano
— impresa Cesare Steffenoni / con Agenzia Teatrale /
Milano / via Agnello n. 6 / Canto — coreografia —
circo / Varietd — Chanteuse — Eccentricita
252 | Stehle, Achille cantante Split n.f.
[tenore]
impresario
253 | Sterni, Francesco agente teatrale | Bologna — Agenzia generale / per / affari teatrali / Francesco
[attore] Sterni / direttore / sede in Bologna / via / Altabella
n. 11-1°p
— Agenzia generale / per / affari teatrali / Francesco
Sterni / direttore / sede in Bologna / via Carbonara
n. 1 — piano 2°
254 | Strakosch, Ferdinand | impresario Zagreb [by hand:] Hotel Lamm, Zagabria
255 | Tambornino, Guido | rappresentante | Trieste Guido Tambornino — Trieste / Provvigioni: / Interno
agenzie teatrali 5% — Europa 6% / Fuori Europa 8 % / Concerti,
Tournée, ecc. / 10%
[by hand:] Trieste — v. S. Michele 33
256 | Tassinari, Arturo agente Bologna n.f.
257 | Taurone, Carmine n.f. n.f. n.f.
258 | Tavernari, Anacleto agente teatrale | Parma Agenzia Teatrale / A. Tavernari / Parma / Teatro Reinach
259 | Todeschini, Antonio | n.f. Venezia n.f.
260 | Tramontano, Attilio | agente teatrale | Milano n.f.
261 | Trauner, Giorgio [impresario] Gorizia Giorgio Trauner / Milano / V. S. Martino 14
Milano
262 | Trevisan, Cesare impresario n.f. n.f.
263 | Trina, Ferdinando impresario Milano [by hand:] Via San Pietro all'Orto 12, Milano
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n.f. 1875
1876
1877
n.f. 1898 1898 1898
1899
n.f. 1892 1899
n.f. 1885
1886
1889
1890 1890
1891 1891
1893
1895 1895
n.f. 1892
1893 [1893
1894
Guido Tambornino / Trieste / Via S. Michele 1892
n. 33 1893
n.f. 1901
n.f. 1886
n.f. 1894 1894
1899
1900
1901
n.f. 1878
n.f. n.d.
n.f. 1898
1899
1902
1903
1904
1905
1906
1907
n.f. 1861
1865
1879
1880
1881
1882
n.f. 1898
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Name of impresario / L Letterhead of impresario / agent
no. Designation | Provenance :
agent / agency Handwritten or typed addresses
264 | Troccoli, Luigi impresario n.f. n.f.
265 | Ubaldi, Giovanni impresario n.f. n.f.
266 | Ullmann, Giuseppe agente teatrale | Trieste — Giuseppe Ullmann / Agente Teatrale / Trieste
[attore] — Giuseppe Ullmann / Agente Teatrale / Trieste /
Recapito: Anfiteatro Fenice
— via Stadion n. 13 / Giuseppe Ullmann / Agente
Teatrale / Trieste
- via Stadion n. 4 / Giuseppe Ullmann / Agente
Teatrale / Trieste
— Agente Teatrale / Giuseppe Ullmann / Trieste /
Abitazione / via Stadion 13, piano III / Ufficio
succursale / Anfiteatro Fenice, via Stadion
~ [by hand:] Caffé¢ Corso Trieste
267 | Ullmann, Rodolfo impresario Trieste [by hand:] Telegrammi / Ullmann Caff¢ Corso Trieste
cavaliere
268 | Ungherini, Mariano | appaltatore Fabriano Mariano Ungherini / Appaltatore teatrale
teatrale [Perugial
269 | Utili, Sante agente Milano Appalti teatrali / di / Sante Utili / studio / Milano — v.
Broletto n. 1 — Milano / Uffici Succursali / Roma, Napoli,
Torino, Firenze, Bologna / Rappresentanza / del giornale /
Movimento Artistico / il quale ¢ organo di questo ufficio
per tutto quanto riguardano gli affari teatrali. Esso vien
dato gratis alle Onorevoli Direzioni Teatrali. Il Giornale
si pubblica non meno di due volte al mese. / Anno L. 14
per I'Italia / Anno L. 20 per 'estero / Annunzi cent. 20 la
linea. / Traduzioni o Pubblicazioni a modicita di prezzo /
Agli abbonati si accorda ogni facilitazione
N.B. per risparmio di parole nei telegrammi al suddetto
diretti, basta: Utili, Milano
270 | Vagnetti, A. & E agenti Agenzia Artistica Internazionale / Proprietari / G. Barbani
Franciolli eCi
271 | Valenti, Domenico [impresario] Milano [by hand:] via Cappellari, 7 Milano
cantante
[tenore]
272 | Valentini, Giuseppe impresario n.f. n.f.
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2 g
Stamp of impresario / agent o % _§ £ & g :3) 3
g | 2| 8| 3| & 8| 5] &%
n.f. 1880
1891
n.f. 1864
1871
1886
via Stadion n. 4 1880
1881
1884 1884
1885 1885
1886
1889
1890 1890 1890
1891 1891
1892
1893
1894 1894 1894
1895 1895 1895
1896
1897
1898
n.f. 1885
1892
1894
1899
1900
n.f. 1893
1897
— Agenzia Imprese Teatrali / di / Sante Utili / 1878
Milano 1880
— Gabinetto musicale / diretto da / Sante Utili / 1883
Milano 1884
1885
1886
1888
1889
1890
1892 1892
1893
1894
1895
1897
A. Vagnetti & E Franciolli / Via Arcivescovado n.d. n.d. n.d. n.d. n.d.
n. 1 / Galleria Ceci e Rossi
n.f. 1894
1895
1896 1896
n.f. 1914
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The search for an impresario

Name of impresario /

Letterhead of impresario / agent

no- agent / agency Designation Provenance Handwritten or typed addresses
273 | Varani, Federico direttore di n.f. n.f.
compagnia
lirica
cantante
[basso]
274 | Vecchi, Alfredo impresario Milano Direzione e redazione della “Frusta teatrale” / Roberto
[agente] Zoppolato / Annessa Agenzia — Formazione di Compa-
gnie Musicali e Danzanti / v. Cappellati n. 1 Milano /
Per telegrammi: Zoppolato — Milano
[by hand:] via Durini n. 5
275 | Vernier, Alberto [agente] [Livorno] - Politeama Ciscutti — Pola / Proprietario Girolamo
impresario [Trieste] Andrioli / Telegrammi: “Andrioli — Pola”
[atrore] [Pula] — Alberto Vernier / artista / drammatico
[Rijeka] — Impresa Rossegger / Teatro Comunale / Fiume
[Zadar]
[Milano]
276 | Vianelli, Pietro agente Milano n.f.
277 | Vianello, Carlo [ballerino] n.f. n.f.
impresario
278 | Vignardelli, Giovanni | impresario Firenze [by hand:] Firenze, via Borgo Santa Croce n. 4
279 | Villa, Angelo agente Milano [in the periodicals: Villa Angelo, Foro Bonaparte, 15]
280 | Villafiorita, Giuseppe | agente Milano Agenzia teatrale / della / Societa Internazionale di Mutuo
[rappresen- Soccorso / fra / artisti lirici e maestri affini / via Tre
tante] Alberghi, 17
281 | Viscardi, Enrico agente Zadar — Zara/ Enrico Viscardi / Zara / Per telegrammi:
Viscardi Zara
— [by hand:] per posta Viscardi Enrico Zara / telegrafo
Viscardi Zara
282 | Vitturi impresario Split n.f.
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= £
Stamp of impresario / agent o % _§ g & g & 3
£ 2| 8 |5 | & 8] &8 &
n.f. 1890
1895
n.f. 1885
1894
1895 1895
1896
n.f. 1894 1871
1895 | 1872 1872
1896 1874
1899 1878
1882
1883
1884 1884
1885 1885 1885
1886 1886
1887 1887
1889
1890 1890
1891
1893
1894 | 1894 1894
1896
1899
n.f. 1878
1884
n.f. 1865
1867
1875
n.f. 1897
n.f. 1885
1886
Agenzia teatrale / societa inter.le m.s. / artisti 1885
lirici e maestri affini
- Agenzia Teatro Nuovo / Enrico Viscardi / 1891
Zara 1895 | 1895
- Agenzia teatro / Giuseppe Verdi / Zara 1896
- Viscardi Enrico 1897
— Enrico Viscardi / Zara 1898 | 1898
1899
1900
1902
1905
n.f. 1879
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The search for an impresario

no.

Name of impresario /
agent / agency

Designation

Provenance

Letterhead of impresario / agent
Handwritten or typed addresses

283

Vram, Eugenio

rappresentante
[agente tea-
trale]

Milano

Agenzia teatrale / della / Societa Internazionale di Mutuo
Soccorso / fra / artisti lirici e maestri affini / via Tre

Alberghi, 17

284

Zappert, Francesco

agente

Milano

— Agenzia Teatrale Zappert [on the back: Cosmorama /
Milano, piazza Paolo Ferrari, 10]

— Agenzia Teatrale / del / Cosmorama / Milano / Piazza
Filodrammatici n. 10 p.p. / commissioni 5 per cento
in Italia / 6 per cento estero

285

Zappert, Luigi

agente

Milano

Cosmorama / Luigi Zappert / via Ugo Foscolo, 5 — Milano

286

Zoppolato, Roberto

agente

Milano

— Agenzia / della / Frusta Teatrale / R. Zoppolato /
Direttore Proprietario / Milano — v. Cappellari, 1/
Per telegrammi: Zoppolato — Milano

— Direzione e redazione della “Frusta teatrale” /
Roberto Zoppolato / Successore a Marco Curiel /
Annessa Agenzia — Formazione di Compagnie
Musicali e Danzanti / v. Cappellari, n. 1 Milano — Per
Telegrammi: Zoppolato — Milano

[in the periodicals: La Frusta Teatrale (bimensile) dir.

Roberto Zoppolato via S. Paolo 8, Milano]

287

Zorzi, E.

impresario

Milano

E. Zorzi
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% £
Stamp of impresario / agent o % _§ g & g & 3
£ 2|8 |5 | & & 5] %
Agenzia teatrale / societd inter.le m.s. / artisti 1885 | 1885
lirici e maestri affini
opera seria
n.f. 1880
1881
1885
1890
1893
1895
1897
1899
n.f. 1901
n.f. 1880 |n.d.
1892
1896
1897 | 1897
1898
1899
1901
1903
n.f. 1901
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3 Proposing the opera season

34 The contract proposal: requests and constraints

Thanks to the letters of impresarios and agents referring to their proposals for opera sea-
sons and relative negotiations, we are in a position to understand if the impresarios can be
distinguished from one another by any particular cultural sensibilities and if they adopted
a specific approach to artistic matters. Given that in this particular historical period the
theatres were in most cases contracted out for a single season at a time, there was a greater
turnover of impresarios and hence a greater circulation of artistic proposals. But how was a
proposal for an opera season put together? What were the main questions that the impre-
sarios might ask a theatre management when making the proposal?

The impresario would write to a theatre management offering his services; and if approach-
ing a management for the first time, he would above all be careful about formulating the
application correctly and making it as appealing as possible. From an analysis of the hun-
dreds of letters in the archives of the area, we note that they have features in common.
Certain questions are repeatedly made.

Those who still had doubts about whether to offer opera seria or something else' would
ask for information on the type of opera that would attract the biggest audience, “because
unfortunately the impresario must try to please the public” (perché purtroppo limpresario
deve cercare di accontentare il pubblico), as Antonio Lana wrote to the presidency of the
theatre in Split.> Some impresarios immediately proposed specific operas in their first letter
of negotiation, only perhaps to add “and if you should not like them, please tell me what
would be more acceptable if the repertoire were changed”.’ They were therefore prepared

1 The term “opera seria” persisted in the correspondence and in all the documents of the period well into
the 20th century, as a way of distinguishing it from opera buffa, for which a different type of budget
was envisaged.

2 “In my opinion I believe that operetta, being a more varied and entertaining spectacle, would be more
appreciated by the generality, whereas the refined and cultivated public likes opera [seria] better. So
it's a matter of seeing which of the two audiences is the one that goes to the theatre, and this is some-
thing the honourable presidency may well know.” (“Per me credo che I'operetta sarebbe pilt adelata
[sic] come spettacolo pilt variato e divertente per la generalita, perd il pubblico fine e colto ama di pitt
'opera. Ora sta a vedere quale dei due pubblici sia quello che va a teatro e questo 'onorevole presidenza
pud saperlo bene”); see Letter from Antonio Lana to the presidency of the theatre of Split, Milano,
2.2.1895, HR-MGS: Kazaliste 3/ kut. [-XII.

3 “esenon le piacessero, la S. V. dica quali sarebbero piti accette cambiando repertorio”; Letter from the
Ceruso theatrical agency of Milan to the theatre management of Split, Milano, 9.1.1898, HR-MGS:
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to change the repertoire if it helped to win the contract. The choice of repertoire was either
made with a view to meeting the theatre’s requirements (and securing the contract) or could
depend on the size of the endowment. A further factor to be considered was the recurrence
of a particular opera title in the past productions at a given theatre: one tried to avoid repro-
posing operas that had already been heard in the previous few seasons.

Some requested a copy of the tender specifications, which they had perhaps failed to
find in the newspapers or at the agencies. And some — writing to theatres that offered
contracts for tender — would ask, long before the season concerned, when the new call
for tenders would be published. But obviously among the main questions posed to the
theatres that sadn’t published tender specifications (or asked by those who hadn’t seen
them if they existed) were those concerning the following subjects: the best period to give
a run of performances; how long the season would last; how many performances could
be given overall; and the maximum number of performances that could be given in the
course of a week.

On the financial side, as well as learning about the security deposit needed to guarantee the
contract between management and impresario (a contract without a security deposit had no
legal value)s and the taxes to be paid (both government and commercial taxes), they needed
to know about the endowment and how much it amounted to. In the final contract, the
endowment might even be accompanied by the concession of a certain number of boxes in the
theatre.* Whether the boxes were privately owned or could be rented out by the impresa was
another important point to clarify. Also of interest was the number of season-ticket holders
one could count on, the theatre’s nightly expenses, with or without orchestra, and the box-
office takings when the theatre was full. This last figure could perhaps be determined from the

bordero (registers of the evening’s takings) of the previous years.” Also necessary was to know

Kazaliste 4/ kut. [-XVII.

4 There was those who would openly ask the management which operas had been performed in the
previous years. For example, the impresario Girolamo Pesaro wrote: “Just so that I know what to do,
I beg this honourable management [...] to inform me about the operas that have been staged in the
course of the last five years.” (“Tanto per mia norma, prego quest'onorevole direzione [...] informarmi
le opere che si sono eseguite nel corso dell’'ultimo cinquennio.”); Letter from Girolamo Pesaro to the
theatre management of Zadar, Trieste, 17.12.1893, HR-DAZD, folder 8.

5  If the impresario failed to have the sum at his disposal, he would have to borrow the money; either by
requesting a personal loan or by opening a line of credit at a bank.

6 See, for example, the contract between the theatre management of Split and the impresario Gabriele
Ruotolo, 4.9.1905. HR-MGS: Kazaliste 4/kut. [-XVII: “the Management undertakes to grant the use of
the theatre free of charge for the whole duration of the season, as well as an endowment of 8,000 (eight
thousand) crowns and 16 boxes” (“la Direzione si obbliga di concedere 'uso del Teatro gratis durante
tutta la stagione, oltre ad una dotazione di corone 8.000 (diconsi otto mila corone) ed a n. 16 palchi”).

7 See Letter from Giuseppe Ullmann to the theatre management of Split, Trieste 11.1.1895. HR-MGS:
Kazaliste 3/ kut. I-XII.
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the cost of the theatre staff, including stagehands (servi di scena), callboys, poster distributors
(fissatori cartelli), box-office staff (bollettinai), doorkeepers (portieri) and custodians, not to
mention the members of the local orchestra (for both opera seria and operetta — because a
distinction was made), and to know how the staff was paid.

Naturally it was indispensable to have an idea of how many players the local orchestra
had and what its forces were, so as to know whether it would be necessary to hire musicians
externally; and to know the number of choristers for opera seria (as a rule the chorus for
operetta arrived as a fully formed unit), if there was a machinist (with relative equipment),
chorus master and prompter, and what the dimensions of the theatre were (height, depth,
width, proscenium, stage, etc.). In response to these last requests the theatre management
of Rijeka, for example, would directly attach a plan of the theatre. Some also asked for
a plan of the seats, parterre and boxes. Or wished to know if there was electric lighting
directly on stage. Also of interest was whether there were costumes and scenery and, if so,
how big the sets were. The presence of mechanical devices was definitely seen as a plus for
the theatre, though mechanisms for lifting scenery or properties were not always availa-
ble in this particular area and these operations might still have to be done by hand. One
impresario writing to Split also wanted to know which ports you could sail from, apart
from Trieste and Venice, to help him calculate travel expenses.® Posters from previous sea-
sons could also be requested.

Some impresarios, like Torquato Lanzi, had prepared a printed sheet with a list of ques-
tions to be answered.® The agent Paolo Rocca also had one. Impresarios who hadn’t received
an answer from the theatre management, might send a second letter of proposal.® All of

8  See Letter from Antonio Lana to the theatre management of Split, Milano, 13.1.1895, HR-MGS: Kazal-
iste 3/ kut. [-XII.

9  The list was preceded by just a few lines: “I beg this honourable management to let me know, by return
of courier, the conditions for contracting the theatre for the next season, and specifically to answer the
following questions.” (“Prego codesta Spettabile Direzione a farmi sapere, a volta di corriere, le condi-
zioni d’appalto del Teatro per la prossima stagione, e precisamente rispondere alle seguenti domande.”);
Postcard from Torquato Lanzi, n. p., 16.2.1899, HR-DAZD, folder 9.

10 A certain Cosati addressed the theatre management of Sibenik as follows: “Tllustrious Sir, T wrote to you
from Piran proposing my singing company to give an opera production in your theatre with worthy
artists, choosing those operas most suited to the environment and to the orchestral and choral elements
that there might be in the city. Not having received an answer, I hereby send you my proposal again,
[asking you] to indicate which type of opera may be the best suited, whether seria or buffa, in addi-
tion to the conditions, as I would like a secure agreement before coming to the piazza, and I beg you
for a reply by return of courier, with all the clarifications that are necessary” (“Ill.mo Sig.re, da Pirano
le scrissi proponendogli la mia compagnia di canto per dare in codesto teatro uno spettacolo d’opera
con valenti artisti scegliendo quelle opere piti adatte all’ambiente e agli elementi d’orchestra e cori che
si potrebbero avere in citth. Non avendo ricevuto risposta, le torno con la presente la mia proposta, e
indicare quali opere sieno pili adatte, serie o buffe, piti quali le condizioni e vorrei prima di portarmi
alla piazza un abbuonamento assicurato, pregandolo d’una risposta a volta di corriere, con tutti quei
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these requests were made freely and were not necessarily in response to a call for tenders.
With the information gained from this first exchange of letters the impresario could then
proceed to draw up a formal project.

In the first exchange there was very rarely any mention of money. Meetings and nego-
tiations — possibly conducted in person — were reserved for a subsequent moment. Indeed
there were those who asked if they could present their project personally without having
to explain everything in writing, as did Ermanno De Filippi, one of the many examples of
an impresario-singer: “The undersigned, wishing to produce an opera season, with artistic
intents, begs this Esteemed Management to let him know if the Teatro Comunale would be
free, and if so to telegraph him, so that he can immediately come there for the presentation
of the project”.™ A meeting face to face could not only help to avoid the misunderstandings
that sometimes arose in a correspondence, but also consolidate the acquaintance between
impresario and theatre management.

The first step for the impresario consisted in sending a letter with a simple proposal for an
opera season. Usually the proposal would be made from one season to the next; for example,
in May negotiations began for the autumn season. Some impresarios proposed opera seasons
from one month to the next (or with an even shorter time frame), either because they were
late in getting organised or because they hoped — or were certain — that things were going
badly for a fellow impresario and a substitution would be welcome. A particularly audacious
impresario like Alfredo Vecchi from Milan wrote to the theatre of Zadar on 27 March 1885
offering his services for the imminent spring season: a matter of days, therefore. If the theatre
happened to be free, he said, he would put forward a “project proposal” (progetto di concorso) .

Even at this first stage of negotiations it could happen that the impresario or agent
would write about wanting to bring a “first-rate company” (primaria compagnia) or
would drop the names of well-known singers in the hope of swaying the management’s
decision. For example, Conte Abriani of Milan, who also worked as an impresario, wrote
to the theatre management of Split saying that he wished to bring the singer Giovanni
Scarneo, giving as one of his reasons that Scarneo was keen to return to sing in his native

schiarimenti che sono necessari.”); Letter from G. Cosati to the theatre management of Sibenik, Izola
(Isola), 30.3.1905, HR-DASI-103, folder 2b.

11 “Il sottoscritto, desideroso di allestire una stagione d’opera, con intendimenti artistici, prega codesta
Spett. Direzione di fargli noto, se il Teatro Comunale sarebbe libero, ed in caso affermativo di tele-
grafargli, onde possa recarsi immediatamente costi per la presentazione del Progetto.”; Letter from
Ermanno De Filippi to the theatre management of Rijeka, [n. p.], [n.d.], HR-DARI-s57, folder 562/1.
De Filippi is mentioned as a baritone working both in Pula (“Politeama Ciscutti”, I/ Giovine Pensiero,
2.11.1893, and “Politeama Ciscutti”, I/ Giovine Pensiero, 1.6.1895) and Trieste in 1893 (Signale fiir die
musikalische Welt, no. 59, 1893, p. 932). The Agramer Zeitung reports that De Filippi was active at the
Teatro Comunale of Trieste, again as a singer, in 1900; See Agramer Zeitung, 27.3.1900, p. 4.

12 Letter from Alfredo Vecchi to the theatre management of Zadar, Milano 27.3.1885, HR-DAZD, folder s.
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town.” But usually this sort of information was the subject of more advanced negotia-
tions. Contrary to what one might expect, the extant documents suggest that it was not
the general practice to mention the name of a well-known singer straight away. Opera
singers had vocal qualities associated with specific opera types and the theatre manage-
ment could decide at the last minute to change the operas programmed for the season,
meaning that the cast would also have to be changed. Besides, not all the impresarios
had the singers immediately at their disposal, so they tended to await instructions from
the theatre management before putting together a company. During these exchanges,
expressions such as “swift decision needed urgently” (urge pronta immediata decisione) or
“telegraph immediately” (telegrafare subito) were absolutely routine. Decisions had to be
made rapidly so as not to compromise the smooth running of the organisation.

The impresario would not necessarily offer his services for a whole season. He might
propose a limited number of performances and just one opera.’” On the other hand, those
applying for a three-year contract might indicate the operas of the first two years only,
saying that it is best to wait and see which new operas would give a greater guarantee of
success. This is well illustrated by the proposal of the Alpron-Battaglia impresa, which was
competing for the three-year contract at the theatre of Rijeka in 1911:

13 “For the forthcoming month of August I can have your fellow citizen Signor Scarneo, a distinguished
artist and primo basso who would willingly come back to his home town to sing. If in that period the
Teatro Comunale is free and should have a subsidy, I would be prepared to give a series of 8 perfor-
mances of the opera-ballet Faust with artists all of established renown, with Signor Scarneo as protag-
onist (Mefistofele) and with a fine and select corps de ballet and a lavish staging.” (“Pel p.v. mese di
agosto posso avere il vostro concittadino sig. Scarneo, distinto artista I° basso che volentieri verrebbe a
cantare nella sua cittd natia. Se per quell’epoca il Teatro Comunale ¢ libero e avesse una sovvenzione,
io sarei disposto di dare una serie di n. 8 rappresentazioni dell’opera-ballo Fazust con artisti tutti di fama
stabilita, col protagonista (Mefistofele) sig. Scarneo con scelto e bel corpo di ballo e sfarzosa messa in
scena.”); Letter from Geremia Abriani to the podesta of Split, Milano, 5. 6.1894, HR-MGS: Kazaliste 3/
kut. I-XII. The bass Giovanni Scarneo subsequently left the world of opera for that of spoken theatre;
see Anna Busi, Orello in Italia, Adriatica, Bari 1973, p. 254.

14 For example, the agent Sante Utili wrote to the theatre management of Zadar as follows: “To form the
company of proficient singers, as I said above, a swift telegraphic response is imperative” (“Per formare
la compagnia di valenti cantanti, urge come ho detto piti sopra una pronta risposta telegrafica”); see
Letter from Sante Utili to the theatre management of Zadar, Milano, 18.3.1883, HR-DAZD, folder s.
Utili was thus waiting for confirmation from the theatre management and would select the cast only
at a later stage.

15 “[...] For the month of November,” wrote the impresario Felice Brandini from Trieste, “I propose to
give at the theatre of Zadar 8 or 10 performances of Carmen — provided that there is a sufficient endow-
ment, given that the expenses for the renting and artists are great” (“[...] mi faccio avanti pel mese di
novembre di dare al teatro di Zara 8 o 10 recite di Carmen — qualora ci fosse una dotazione sufficiente
essendo molte le spese di noli ed artisti”); Letter from Felice Brandini to the theatre management of
Zadar, Trieste, 7.10.1884, HR-DAZD, folder s.
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And we will begin by offering for the next Lent season of 1912 an absolutely enormous pro-
gramme, namely four new operas for this theatre: Giulietta ¢ Romeo by G. Gounod, Tzigana
by E Leoni, Matrimonio segreto by L. Cimarosa, and [ maestri cantori by R. Wagner [...]. For
the grand Lent season of 1913, given the celebrations for the centenaries of Verdi and Wagner,
we would like to give a masterpiece by each of these two great masters. By Verdi either Don
Carlos (which would be new) or Rigoletto with an outstanding lead; and by Wagner, Tristan
or Iannhiuser, also adding Isabeau by P. Mascagni, given that this opera has been a great
success in Italy. For the third year we think it is wise to postpone defining the programme,
and to wait and see what novelties in the meanwhile will give a greater guarantee of good

results, and also depending on the artists one could find available.”

There were times when the singers themselves offered their services to theatre managements

without going through either agents or impresarios. And we also have instances of pro-

posals being made directly by composers of opera, as in the case of Antonio Orsini, who

wrote to the theatre management of Zadar hoping to give three performances of his new

opera Per [amore, a production that had already been postponed some time previously.

Orsini promised that the performance would be of high quality.” Another example of a

16

17

“E cominciamo coll’offrire per la prossima stagione Quaresima 1912 un programma addirittura mon-
stre, e cio¢ quattro opere nuove per questo Teatro e precisamente: Giulietta e Romeo di G. Gounod,
Tzigana di E Leoni, Matrimonio segreto di L. Cimarosa, ed I maestri cantori di R. Wagner [...]. Per
la grande stagione quaresima 1913 ricorrendo il centenario di G. Verdi e di R. Wagner pensiamo di dare
un capolavoro, d’ognuno di questi due grandi maestri. Di G. Verdi il Don Carlos (nuovo) oppure il
Rigoletto con un protagonista eccezionale; e di R. Wagner, il Tristano oppure il Tannhiuser, aggiun-
gendo I'Isabeau di P Mascagni dato che quest’opera abbia un buon successo in Italia. Per il terzo anno
crediamo opportuno di aspettare a compilare il programma in attesa di quelle novita che in questo
frattempo daranno maggiore garanzia di buon esito, ed anche a seconda degli artisti che si potranno
avere disponibili.”; Letter from the Alpron-Battaglia impresa to the theatre management of Rijeka,
31.7. 1911, HR-DARI-s557, folder 562/1.

“L, the undersigned, present a respectful request to Your Excellency asking to be granted the Teatro G.
Verdi in the first fortnight of April to perform for three nights my opera entitled Per [amore, which
should have been staged months ago, and which could not be performed on account of the rigours
of the weather. I, the undersigned, also add that the above opera will be given with the utmost qual-
ity. Renewing my thanks, also for the generosity that Your Excellency has always shown towards the
undersigned, with sincere respects, your most devoted Antonio Orsini, master of music.” (“Il sotto-
scritto porge rispettosa domanda alla S. V. Ill.ma onde voglia concedergli il teatro G. Verdi nella prima
quindicina del mese di aprile per rappresentare per tre sere la sua opera lirica dal titolo Per [amore che
gia si doveva rappresentare mesi or sono, e che in causa ai rigori del tempo non ha potuto rappresen-
tarla. Il sottoscritto aggiunge inoltre che la sudetta opera sard data decorosissimamente; rinnovando i
ringraziamenti e di tanta generosita che ha la S. V. Ill.ma verso il sottoscritto con distinta osservanza.
Devotissimo. Antonio Orsini. M° di musica.”); Letter from Antonio Orsini to the theatre management
of Zadar, Sibenik 25.2.1914, HR-DAZD, folder 24.
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composer, and not an impresario, writing directly to a theatre is that of Luciano Caser:
“My impresario agrees to come to the Teatro Comunale of Rijeka with artists and orchestra
to give a staging of my opera Lia conducted by myself in person”.®* Antonio Smareglia
also directly addressed the theatre of Rijeka to propose his new opera Nozze istriane, stat-
ing: “An impresario of my acquaintance whom I fully trust would like to give 8—10 per-
formances of my opera Nozze istriane at the Teatro Comunale”. It would appear to have
been the impresario, therefore, who had the idea of performing his opera. The request
was then followed by the questions typically asked in the circumstances: about when the
theatre would be available, if the orchestra and chorus would be complete, and so on.”
These were rare cases, however, for most often it was the impresario, or an agent working
for him, that made the proposal.>®

What did the impresarios declare in these letters? What information did they give the
theatre managements? Basically, their list of artists (when they had one) and operas. The
operas would then be agreed with the management. What type of operas did the impre-
sarios propose? And on what grounds? First of all, we must bear in mind that opera buffa

18  “Il mio impresario & d’accordo di venire al teatro Comunale di Fiume con artisti, orchestra a dare una
rappresentazione dell’opera mia Liz da me diretta personalmente”. Luciano Caser generously agreed
to donate 10% of the net takings to the Red Cross or to the unemployed of Rijeka; see Letter from
Luciano Caser to the theatre management of Rijeka, [n. p.], 16. 4.1915, HR-DARI-s57, folder 562/1.
The composer was about to stage his opera at the Politeama Rossetti of Trieste and he attached the
advertising flyer of the event as a guarantee for the theatre management of Rijeka.

19 “Un impresario mio conoscente di cui ho piena fiducia avrebbe intenzione di dare 8—10 rappresentazi-
oni della mia opera Nozze istriane a codesto teatro comunale”. The request continues as follows: “The
said impresario begs me to ask this honourable management if it is disposed to grant the theatre for
the said performances; and if so, also when the theatre would be available and if at Rijeka it has a good
full orchestra consisting of so players and a chorus consisting of about 16 women as sopranos and con-
traltos and 20 men as tenors and basses. The impresa would naturally take care of all the rest. I beg you
to inform me of the theatre’s conditions; the impresario would intend to do the projected production
within the month of May approximately. If the arrangement is feasible, he would come immediately
to Rijeka to settle the mactter [...]” (“Il suddetto impresario mi prega di chiedere a codesta spett. Dire-
zione se fosse disposta a concedere il teatro per le suaccennate rappresentaz.; inoltre quando il teatro
sarebbe eventualmente disponibile e se a Fiume si pud avere una buona completa orchestra composta
di circa 50 esecutori e un coro composti di circa 16 donne tra soprani e contralti e 20 uomini (tra tenori
e bassi). Limpresa naturalmente penserebbe a tutto il resto. Prego di volermi comunicare quali sono
le condizioni del teatro e I'impresario deciderebbe di poter fare la progettata esecuzione entro il mese
di maggio circa. Se la combinazione ¢ fattibile egli verrebbe immediatamente a Fiume per definire
la cosa [...]”); Letter from Antonio Smareglia to the theatre management of Rijeka, Trieste, [n.d.],
HR-DARI-s57, folder 562/1.

20 We do have other cases of composers directly writing to a theatre management, but with a special moti-
vation, such as that of composing the music for the inauguration of the theatre. See the request from
Enrico Zanotti concerning the opening of the theatre of Rijeka in 1885 or that of Ermanno Basadonna,
who offered to write an overture and prologue for the same event in Rijeka in 188s.
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cost less than opera seria. Grand opéra was also staged, but was more expensive than all
the rest. So the choice of the type of opera to propose often depended on how large the
endowment offered was.

Many impresarios copied out the same letter by hand, repeating identical lists of sing-
ers and repertoire over and over again. Some had specifically prepared a brochure to be
sent to the theatre, thereby saving them the trouble of repeating the same letter dozens of
times. There were also pre-printed forms that could be more or less detailed. Regarding
the eastern Adriatic, we have the case of Pietro Minciotti, director and administrator of the
Compagnia Lirica Internazionale, who had a three-page model printed. On the first page
was a very brief request to the theatre for information: “Most Excellent Sir / I would be
exceedingly grateful if you would inform me of what period your theatre would be free for
a run of unscheduled performances of the Compagnia Internazionale di Opere owned by
Signori Samuele Lewis and Wilhem Tom. / With greatest respects / Yours sincerely / Pietro
Minciotti / N. B. The reply must be addressed to the Theatre of ...”.> The second page
gave a list of the operas and artists, comprising the names of the maestro concertatore, assis-
tant conductor (maestro sostituto), and prompter (rammentatore), the number of orchestral
players and chorus singers, and the ownership of the music, costumes, scenery and prop-
erties. The third page contained a sheet to be detached and returned to the sender, listing
all the months of the year; against each month the management was asked to indicate the
days when the theatre was free.

Even the Compagnia Sociale Lirica Donizetti, managed by the impresario and tenor
Giustino Azzarelli, had its own printed brochure with the standard listing of the artists,
this time with the added statement in the centre of the page declaring the company’s
ownership of costumes, properties, piano and harmonium. This could be seen as a fur-
ther inducement to engage companies of this type, for ownership of these materials meant
extra security and no need to hire them. This was followed by the repertoire, with the
addition of a clause saying that other operas could be staged “at the request of the man-
agements” (a richiesta delle Direzioni). Also specified in the brochure was that the company
would reserve “the right to make any changes in the artistic personnel necessary to pro-

vide a better outcome”.?* Artistic personnel and repertoire also featured in the letterhead

21  “Pregiat.mo Signore / Le sarei sommamente grato se volesse indicarmi in quale epoca sarebbe libero il
suo Teatro per un corso di rappresentazioni straordinarie della Compagnia Internazionale di Opere di
Proprieta dei Signori Samuele Lewis ¢ Wilhem Tom. / Ossequiandola / Devotissimo / Pietro Minciotti /
N.B. La risposta dovra essere indirizzata al Teatro di ...”; Brochure of the Compagnia Lirica Interna-
zionale, [n. p.], [n.d.], HR-DAZD, folder 26.

22 “il diritto di eseguire quei cambiamenti nel personale artistico necessari al migliore andamento”; Brochure
of the Compagnia Sociale Lirica “Donizetti”, [n. p.], [n.d.], HR-DAZD, folder 5. Giustino Azzarelli,
who was also a tenor in the Crotti Opera Company, offered opera seria, semiseria and buffa. He wrote
to Zadar from Gorizia in August 1885 and in the same year wrote also to the theatre management of
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of Luigi Bolognese, who ran a company that produced opera, comic operettas, zarzuelas
and theatre for children, and offered its products in Sibenik and Split in 189s. As for the
Celebre Compagnia Lillipuziana di Canto directed by Ernesto Guerra, the repertoire
was pre-printed on its letterhead in such a way that the reader got an immediate idea of
the type of operas on offer before having to look any further. Any impresario that either
didn’t have a precise set of operas to offer or simply did not wish to specify a repertoire
that could be restrictive, simply used his own name printed at the top, with or without an
individual logo. Finally, there were those — like Giulio Milani — who chose to print their
photo alongside their name.

It could happen that the impresario included his own wife in the cast. A case in point is
that of Giuseppe Castagnoli, who hoped to make her sing at Sibenik for the 1909 season. He
reported that he was in negotiations with a tenor, “truly a big name” (veramente di cartello),
who had sung in various theatres in Italy and abroad with great success and had recently
returned from a triumph in Florence, a “very good” (buonissima) soprano for La traviata
and 7 trovatore, who would certainly be appreciated in Sibenik, and a bass and baritone he
referred to as “jewels” (gioiell), about whom he had already spoken in a previous letter to
the management. He concluded by saying that his own wife (lz mia signora) was prepared
to take the stage in the part of Azucena “so that you alone will be able to judge her” (che
loro soli potranno giudicarla).”

It was in the impresario’s interest to show that the artists were first rate and not only
had experience, but also exerted a strong appeal on the audiences they encountered. For an
impresario it was also important to demonstrate not only that he himself was solvent, and
hence already had funds of his own, but also that he had made many contacts in the opera
world. This was a quality that increased the chances of being selected to run the opera season.
And this is what Antonio Lana, the impresario from Zadar, tried to stress when he wrote
to Gajo Filomen Bulat, the podesta or mayor of Split and also director of the new theatre,
in the hope of being engaged to open the new Teatro Nuovo in 1893:

I have excellent relations with all the artists from the highest to the lowest; with the music

publishers; with troupe leaders of all kinds; managers of operetta companies; property men,

Rijeka to apply for the position of secretary at the theatre. Azzarelli’s company, however, was evidently
not considered as being “of stature” (di rango) if in L'’Eco di Pola it was marked out as eminently wor-
thy of a “modest country town” (paesello di provincia) but unsuited “to an aristocratic environment
such as that of the Politcama” (ad un ambiente aristocratico quale é quello del Politeama); see “Teatrali”,
LEco di Pola, 9.5.1891.

23 Letter from Giuseppe Castagnoli to Giovanni Mazzoleni, Mali Losinj (Lussinpiccolo), 18.11.1908,
HR-DASI-103, folder 9. Giuseppe Castagnoli was also a singer, whom we find in the role of Bartolo
in 1/ barbiere di Siviglia at Sibenik in 1908. His was one of various cases in which the husband acted as
his wife’s agent, prompted partly also by the need to administer her earnings.
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machinists, scene designers, theatrical shoemakers, wardrobe masters, not only in Italy but
also abroad, and I can obtain special conditions from everyone, because thank God I have
always had honest dealings and they are fond of me.>

Lana had received news of the inauguration the year before, through Antonio Ravasio, the
maestro di cappella in Zadar.> So in the hope of obtaining some engagement in the field
of Italian opera, he tried to put himself in a good light with his old friend Bulat, parad-
ing his record of employment all over the world: six years spent at El Liceu in Barcelona,
three years at the Real Teatro de Sdo Jodo in Oporto; three years at the San Fernando of
Seville and then another three at Saragozza; three times at Palma de Mallorca, three times
at Valladolid, not to mention San Sebastian, Bayonne, Montpellier, Narbonne, Toulouse
and Marseilles. From 1879 to May 1889 he had worked at the Teatro Real of Madrid, which
he liked to stress was the “first of Europe” (i/ primo d’Europa).* He had also been at the
Teatro ex Ducale “di Reggio in Modena”, where he brought an opera company on behalf
of otherwise unspecified “signori”, declaring that they had been highly satisfied with him
and were even prepared to issue him with “a fine certificate of honour” (un bel certificaro
onorevole). His hope was to be preferred “to the many bunglers that are in the theatre busi-
ness, especially here in Milan” (ai tanti pasticcioni che ci sono negli affari teatrali, massime
qui in Milano). On the subject of bunglers he cited the case of the Jewish impresario Paolo
Massimini, who had walked out on an opera company in Spain and absconded. After pre-
senting himself, therefore, as an excellent and conscientious model one could trust, Lana
then went on to the usual appropriate requests, asking for details about the theatre, infor-
mation on boxes and galleries, and all the building’s measurements (height, depth, breadth),
the numbers in the chorus and the orchestra, conductors, etc.

Having contacts and important ongoing collaborations with renowned artists was
what was expected of an impresario. For example, Girolamo Pesaro, an impresario from
Trieste, who wrote to Bulat with more or less the same motivations as Lana (i. e. to open

24 “Sono in ottime relazioni con tutti gli artisti dai pilt grandi ai pit piccoli; cogli editori di musica; coi
capocomici di tutti i generi; direttori di compagnie d’operette; attrezzisti, macchinisti, scenografi, cal-
zolai teatrali, vestiaristi non solo d’Italia, ma anche dell’Estero e posso avere delle facilitazioni da tutti,
perché grazie a Dio ho trattato sempre con onesta e mi vogliono bene.”; Letter from Antonio Lana to
Gajo Filomen Bulat, Milano, 18.3.1893, HR-MGS: Kazaliste 3/ kut. I-XII.

25 Subsequently the news was confirmed by a certain Meneghello, a violinist in the orchestra of La Scala,
and Pietro Stermich, son of Nicold Stermich (both Dalmatians), that the theatre would be inaugurated
first with a Slavic opera, then an Italian one; see Letter from Antonio Lana to Gajo Filomen Bulat,
Milano, 18.3.1893, HR-MGS: Kazaliste 3/ kut. I-XII.

26 For his reputation in successful enterprises in Spain Lana was known as “Don Ciccio”. He was renowned
as someone “with a good nose” (un buon naso); see also Sabalich in Cronistoria annedotica, p. 244. Lana
had already taken on the contract at the theatre in Zadar in the autumn of 1859, where he also appears
to have met with the public’s approval.
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the new theatre with a first-rate opera production), boasted that he had dealings with
artists who had “performed in the leading theatres of Italy and abroad” (calcaro primarii
Teatri d’Italia ed Esteri).”” Some impresarios even accompanied their letters of proposal
with newspaper clippings as evidence of their former activities and successes in preced-
ing seasons.

Some impresarios made up their companies as they went along. Others — the minor-
ity — offered their services with already formed companies, complete with maestri, scores
and costumes for various operas, and perhaps even a few orchestral musicians; in this case
the theatre management could choose the most suitable works from a short list of pro-
posed operas. From the documents we learn, for example, that from 1895 the presidency of
the theatre in Split asked the impresario to propose six to eight operas, from which three
or four would be chosen. In the case of an operetta season, the proposed list should have
as many as twelve titles, from which six to eight would be selected.?® The presidency (or
theatre management) would negotiate with more than one impresario in this manner, so
that if the negotiations broke down, it could always fall back on another proposal that
seemed more suitable.?

27 Letter from Girolamo Pesaro to Gajo Filomen Bulat, Trieste, 21.12.1893. HR-MGS: Kazaliste 3/ kut.
I-X1I.

28 The theatre management of Split wrote as follows to Antonio Lana: “in making an opera proposal
you need to offer six or eight operas, from which the management would choose 3 or 4; whereas
if you should limit yourself to making a proposal just for operettas, you should offer us six of the
more recent ones and six of the best older ones so that we can choose from 6 to 8” (“Nel fare una
proposta d’opera bisognerebbe che si offrisse sei o otto opere delle quali la Direzione sceglierebbe
3 0 4; mentre se si limitasse a farci una proposta per operette, dovrebbe offrirci fra le quali sei delle
pil recenti e sei delle migliori pill vecchie affinché possiamo scegliere dalle 6 alle 8”); Letter from
the theatre management of Split to Antonio Lana, Split, [n. d.].3.1895, HR-MGS: Kazaliste 3/ kut.
[-XII.

29 We read, for example, in the minutes of the shareholders’ meeting of the Teatro Nuovo of Zadar: “1.
The Presidency is authorised to go ahead with the negotiations for the opera season with the impresa-
rio Osvaldo Mazza, and is also authorised to settle with him on the basis of the endowment of 2,600
florins. 2. The Presidency is likewise instructed to negotiate at the same time with the impresario De
Giorgi of Milan, raising the endowment with him to 3,000 florins. 3. If both negotiations should fail,
the Presidency remains authorised to arrange and conclude transactions for any other proposal, even of
spoken theatre, with a limit for spoken theatre of an endowment no higher than a thousand florins or
of a promise of eighty-five florins a day [...]” (“1. La Presidenza viene incaricata di spingere le trattative
per lo spettacolo d’opera coll'impresario Osvaldo Mazza, ed autorizzata anche a concludere seco lui
sulla base della dote di fiorini 2.600. 2. Resta egualmente incaricata la Presidenza di trattare contem-
poraneamente coll'impresario De Giorgi di Milano aumentando con lui la Dote fino a Fiorini 3.000.
3. Qualora fallissero entrambe le trattative resta autorizzata la Presidenza a combinare e concludere per
qualunque altro spettacolo anche di prosa, con limite per la prosa di una dote non maggiore di fiorini
mille o d’una assicurazione di fiorini ottantacinque al giorno [...]”); Meeting of the shareholders of
the Teatro Nuovo, Zadar, 6.9.1869, HR-DAZD, folder 3.
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3.2 Asking for references on impresarios and artists.
Solvency of the impresarios

3.2.1 References requested by the theatre managements

What guarantees would the theatre managements require of their impresarios? How did
they protect themselves from risk? In his book on the economics of theatre, back in 1839,
Giuseppe Rossi-Gallieno would write: “Either the contractor is a man who is solvent, suit-
able and well-intentioned [...] or he is insolvent or incapable of finding the necessary cap-
ital, and he will abstain from presenting projects, thereby leaving an opening free to the
competent”.’® Before aspiring to the coveted contract one therefore had to give proof of
solid expertise. At times the managements asked for references and gathered information
from other theatre managements about the conduct of individual impresarios or artists,
before signing contracts and working with them. References might also be requested for
the singers who had been engaged by the same impresario.

At Rijeka, for example, in 1912 the management asked the theatre of Cesena for infor-
mation about Pasquale la Rotella, who was to be the conductor and maestro concertatore in
the opera season of the following year managed by the Alpron-Battaglia impresa. Cesena
answered with enthusiasm and assurances that the choice would not be a mistake:

Maestro Cavaliere Pasquale La Rotella gave an excellent account of himself. Young, dynamic,
highly intelligent, with a wide and deep musical culture, he prepared and conducted La Fan-
ciulla del West with verve, precision and vivacity of colour, such as to meet with the unani-
mous approval of the public and also deserve the strongest praises from the composer, who
was present at the performance. We are therefore fully convinced that if he is invited to con-
duct the very important season mentioned by your honourable management, he will not be

unequal to his task and to the just expectations of the public.*

30 “O lappaltatore ¢ uomo solvibile, idoneo e ben intenzionato [...] o egli ¢ insolvibile od incapace di
trovare il necessario valsente, e si asterrd dal presentare progetti, lasciando quindi libero il varco ai
capaci.”; Rossi-Gallieno, Saggio, p. 46.

31 “Il M°Cav. Pasquale La Rotella ha fatto qui ottima prova. Giovane, energico, intelligentissimo, di una
cultura musicale vasta e profonda, ha concertato e diretto ‘La Fanciulla del West’ con uno slancio, con
una precisione e vivacita di colore, da incontrare 'unanime favore del pubblico, e da meritare anche i
pil vivi elogi da parte dell’Autore, intervenuto allo spettacolo. Siamo quindi pienamente convinti che
se sard chiamato a dirigere la importantissima stagione, a cui accenna codesta Onorevole Direzione,
egli non risultera inferiore al compito suo ed alle giuste aspettative del pubblico.” Letter from the the-
atre management of Cesena to the theatre management of Rijeka, Cesena, 8.10.1912, HR-DARI-557,
folder s62/1.
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In the past it had been the theatre management in Rijeka itself that was contacted to give a
report on impresarios that had worked there. It was the recipient, for example, of a request
for information on Luigi Cesari, the impresario who had inaugurated the new theatre in
1885. Another request concerned Augusto Rossegger, this time from the Teatro delle Muse
of Ancona and the Teatro Regio of Parma, wishing for information on his “ability, intelli-
gence, solvency and honesty” (capacita, intelligenza, solvibilita ed onestir) 3 In 1892 it was the
civil magistrate of Rijeka that sent the Teatro Comunale in the same city a formal request
for information about the impresario Sciutti d’Arrigo, who had recently worked there. It
asked the management if Sciutti d’Arrigo “was endowed with the means required to run an
important theatrical impresa” (fosse provvisto di mezzi onde condurre unw'importante impresa
teatrale) and if he had always respected the obligations undertaken with the theatre. On the
initiative of a certain Conte Domini, the theatre management replied to the magistrate that
they were unaware of whether or not Signor Sciutti had the necessary resources, but that the
impresario in question had always honourably fulfilled his contract with the city’s theatre.

As for the Teatro Mazzoleni in Sibenik, it instead sent a direct request for information
about a group of singers then working at the Teatro Bonetti in Mali Losinj (Lussinpiccolo)
in March 1911. The Teatro Bonetti responded with a favourable report, praising the singers
for both their artistic qualities and trustworthiness: indeed they had earned the affection
of the public “which comes to the performances in great numbers, applauds them and
admires them all without exception for the beauty of their voices, intonation and ensemble”.
A special note was also added regarding the impresario Giuseppe Ponzio, here described
as a man who is serious, courteous and “very reputable in business matters” (correttissima
negli affari). In short, the current production at the Teatro Bonetti had so interested the
audience — it reported, seeming to wish to win over the Sibenik management — that even
Archduke Karl Stephan himself also expected to attend.’ In reply, the Teatro Mazzoleni
expressed its thanks for the information and reported that it had entered into agreements
with the impresa, to their mutual satisfaction. It also expressed the wish that an entente
between the two theatres could be possible in the future as an easier way of ensuring good
productions. In this way, therefore, the impresario Ponzio was given an excellent endorse-
ment, one that unquestionably put him in an advantageous position compared to other
competitors aspiring to run the season at Sibenik.

32 Register of documents (1885—1910), Rijeka, HR-DARI, DS 60, folder 10.

33 See Letter from Carl Oziani to [Signor Cavaliere], Rijeka, 23.7.1892, HR-DARI, RO-24, folder 6.

34 “che accorre numeroso allo spettacolo, li applaude e li ammira tutti indistintamente per la bellezza
delle voci, per I'intonazione e la fusione”; see Letter from Alberto Gilberti to the theatre management
of Sibenik, Mali Loginj, 26.3. 1911, HR-DASI-103, folder 3.

35  See Letter from [Giovanni Mazzoleni] to the management of the Teatro Bonetti of Mali Losinj, [Sibenik],
2. 4.1911, HR-DASI-103, folder 0.
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Not always, however, was the outcome of these enquiries so beneficial, even when the
references were favourable. The next year the Teatro Mazzoleni asked the theatre in Piran
(Pirano) for information on the impresario Cesare Matucci and his company, which was
due to perform at Sibenik. Mazzoleni had received an anonymous letter warning him that
Matucci’s company had no conductor (maestro) and no tenor, and also lacked choristers.
The very same day Mazzoleni sent letters to two different recipients asking for explanations:
one to Piran, the other directly to Matucci himself. To the theatre in Piran he wrote: “T am
certain that I will receive the frankest information, also on the abilities of the prime donne,
from your honourable management”. To Matucci, on the other hand, he issued the fol-
lowing warning: “I must seriously warn you that if your company should not be in better
condition than it was the last time it would undoubtedly be discharged” (“devo avvertirla
seriamente che se la Sua compagnia non fosse in condizioni migliori di quando é stato ['ul-
tima volta, verrebbe senzaltro protestato”).’” Alberto Muscas® from Piran gave reassurances
about the impresario and Mazzoleni thanked him for the news: “I am pleased that what
has been written to me from Piran concerning the Matucci company is not the case, and 1
am most grateful to you for the information that you kindly gave me, and I offer you my
most heartfelt thanks” . Mazzoleni, however, was subsequently forced to change his mind
on the matter, because the impresario Matucci and his company simply failed to turn up
in Sibenik on the appointed day, without giving any notice, thereby somehow confirming
the content of the anonymous letter. The tickets for the evening’s performance had been
sold out, so in this instance Mazzoleni demanded as compensation not only the penalty

of 1,000 crowns, but also the damages resulting from a failure to fulfil the contract.+ It is

36 “sono sicuro che le informazioni piti sincere, anche sulla capacita delle prime donne, le avrd da codesta
Spettabile Direzione”; Letter from Giovanni Mazzoleni to the theatre management of Piran, [Sibenik],
16.2.1912, DASI-103, folder 10.

37 Letter from Giovanni Mazzoleni to Cesare Matucci, [Sibenik], [n.d.], DASI-103, folder 10.

38 We have no information on the identity of Alberto Muscas. In the Egida he is generically described as
an “instructor of the theatre company” (istruztore del corpo drammatico) for an entertainment of theatre
and song; see “Pirano”, Egida, anno II, no. 56, 21.5.190s.

39 “Ho piacere che quanto mi ¢ stato scritto da Pirano riguardo alla compagnia Matucci non corrisponda
al vero, e Le sono gratissimo per le informazioni ch’Ella gentilmente mi ha dato e Le esprimo i miei
pitt sentiti ringraziamenti.”; Letter from Giovanni Mazzoleni to Alberto Muscas, [Sibenik], 21. 2. 1912,
DASI-103, folder 10.

40 “Having accepted all your proposals,” Mazzoleni wrote to Matucci, “I had to take for certain your
arrival at the piazza, to the extent that I circulated the posters announcing the first performance on
the date that you had indicated in a letter; instead, you not only did not arrive here, but also did not
find it necessary to even let me know of your decision, with the result that I was forced to telegraph the
director of the theatre in Piran asking for news, to which he answered “Company Still Here Matucci
Will Reply”. I must attribute your silence to a misadventure with the post, since I cannot admit that
a troupe leader can commit such an unspeakable action towards a management. In any case, while
reserving the due steps to be taken towards the managements of other theatres, I notify you that on the
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interesting to note that in the past Matucci had already worked at the theatre in Sibenik,
and on that occasion had proved his worth. But unfortunately in this case, in spite of the
reassurances given, Mazzoleni was forced to acknowledge that his fears were borne out. Even
a good reference, therefore, was not necessarily a sufficient guarantee.

At Zadar, on the other hand, when in 1897 the theatre management asked the Teatro
delle Muse in Ancona for information on the impresario Marchetti, who had worked there
some years previously, Ancona answered that the impresario certainly “fulfilled his com-
mitments” (adempito ai suoi impegni) and would have a “fair ability to run an impresa”
(capacita discreta per condurre un’impresa), but he was unfortunately devoid of his own
resources and sometimes “was assisted by people who were solvent” (venne assistito da per-
sone solvibili).# The fact of having solvent people or wealthy partners close at hand naturally
made the impresario look less vulnerable when theatre managements were making their
choices. So when the theatre management of Zadar asked the Teatro Piccinni of Bari for
a reference on the impresario Nicola Guida, following the anxious enquiries of a soprano
who was afraid of not being paid by him (see also below, section 7.2. Contracts with sing-
ers), the management in Bari answered that “as far as solvency is concerned, he actually has
no capital himself, but he is full of self-respect in the fulfilment of his obligations, so he

has a partner who provides it when needed”.# Hence the “partner” (socio) would save the

basis of § 12 of the contract you have incurred a penalty amounting to 1,000 (one thousand) crowns
and if the production should not be staged at Sibenik within the first week of March, until which time
I will keep the theatre at your disposal, I will hand over all the documents to the theatre’s lawyer so that
he may take the necessary measures. I repeat that I continue to think this is some oversight, so before
proceeding I urgently await clarifications on the subject.” (“Avendo accettato tutte le Sue proposte, io
dovevo ritenere sicuro il Suo arrivo sulla piazza tanto ¢ vero che pubblicai i manifesti anunziando il
debutto nella data che con lettera da Lei mi era stata indicata invece Ella non solo non & venuto ma
non ha trovato necessario neppure di parteciparmi la Sua decisione tanto che fui indotto di telegrafare
al direttore del teatro di Pirano domandando notizie egli mi rispose «compagnia ancora qui rispondera
Matucci». To debbo attribuire a un disguido postale il Suo silenzio poiché non ammetto che da parte
di un capocomico possa essere commessa un’azione cosi inqualificabile verso una direzione. Comun-
que, riservandomi i passi dovuti verso le direzioni degli altri teatri La avverto che in base al § 12 del
contratto Ella ¢ incorso in una penale dell'importo di Corone 1.000 (mille) e cid qualora non andasse
in iscena a Sebenico entro la prima settimana del marzo decorso il qual termine fino al quale io tengo
il teatro a Sua disposizione consegner tutti i documenti all’avvocato del Teatro perché faccia i passi
necessari. Ripeto che sempre mi tengo si tratti di qualche svista e prima di procedere attendo urgen-
temente schiarimenti in proposito.”); Letter from Giovanni Mazzoleni to Cesare Matucci, Sibenik,
1.3.1912, HR-DASI-103, folder 10.

41 Letter from the administrative deputation of the Teatro delle Muse of Ancona to the theatre manage-
ment of Zadar, Ancona, 29.1.1897, HR-DAZD, folder 6.

42 “in quanto a solvibilitd veramente non ha capitali, ma pieno d’amore proprio nell’adempimento dei
suoi impegni; percid ci ha un socio che all'occasione lo provvede”; Letter from the management of the
Teatro Piccinni of Bari to the theatre management of Zadar, Bari, 4.2.1897, HR-DAZD, folder 6.
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situation and, when required, supply the necessary liquidity. Guida’s agent, Achille Big-
nardi, unsurprisingly stressed that his client was a “serious, highly competent and solvent
person” (persona molto seria, capacissima e solvibile); and that the theatre management of
Zadar, to which Guida had applied for the contract of a season, could ask for references
directly “from the mayor of Bari and from the presidency of the Teatro Piccinni of Bari”,
which indeed it did.#

Clearly it was in the interests of the agents to provide their clients with excellent presenta-
tions, so an agent’s reference didn't count for much, as it was deeply biased. It was obvious,
for example, that the agent Luigi Grabinski Broglio would tell the theatre management of
Zadar that he had “a capable, solvent and honest client, who would like to compete for your
theatre’s contract to give an opera season there”: he couldn’t have done otherwise.* But
while Grabinski Broglio presented his clients, the impresarios Giorgio Trauner and Ettore
Forastiero, as “people well known in the theatrical world for their seriousness and solvency,
having always been contractors of very important theatres”,# it didn’t necessarily mean that
the managements of those same theatres were of the same opinion. Different opinions could
also be given on the same impresario. When the theatre management of Zadar directly asked
the director of the Teatro Filodrammatico in Milan for information on Giorgio Trauner,
he answered that he couldn’t honestly “guarantee anything on the solvency of the man” in
question (nulla garantire sulla solvibilita della persona), and that he didn’t believe him to be
very well-off, “but regarding all the seasons done at my theatre, I have never been aware of
any trouble; everything has always taken place with order and punctuality”.#6 At the same
time Zadar also sought another opinion, this time from the Teatro Coccia of Novara, and
here the response was not so good: “Trauner did not give much evidence of reliability here,
on the contrary... nor do I believe him to be all that solvent”.#” With a letter of this type
the theatre management already had something to work with when deciding whether or
not to entrust the season to a particular impresario.

43 “un cliente capace, solvibile ed onesto, il quale desidererebbe concorrere nell’appalto di codesto teatro
per darvi uno spettacolo d’opera”; Letter from Achille Bignardi to the theatre management of Zadar,
Milano, 29.1.1897, HR-DAZD, folder 6.

44 Letter from Luigi Grabinski Broglio to the president of the Teatro Nuovo of Zadar, Milano, 11. 11. 1898,
HR-DAZD, folder 6.

45 “persone assai note nel mondo teatrale per la loro serietd e solvibilitd, essendo sempre rilevatari di teatri
importantissimi”; Letter from Luigi Grabinski Broglio to the president of the theatre of Split, Milano,
12.3.1904, HR-MGS: Kazaliste 1/ kut. [-XII.

46 “ma davanti tutte le stagioni fatte al mio teatro, non ho mai verificato alcun inconveniente, tutto &
sempre proceduto con ordine e puntualitd”’; Letter from Giacomo Brizzi to the theatre management
of Zadar, Milano, 29.1.1897, HR-DAZD, folder 6.

47 “Il'Trauner qui non ha dato prova di serietd, anzi...e nemmeno lo credo tanto solvibile”; Letter from the
management of the Teatro Coccia of Novara to the theatre management of Zadar, Novara, 31.1.1897,
HR-DAZD, folder 6.
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Believing a person to be insolvent naturally discouraged one from entrusting him with
any activity that carried a margin of financial risk. This was such a manifest truism that
various theatrical agencies would begin their negotiations with theatre managements with
a classic statement such as “an excellent and most solvent client of mine wishes to compete
for the contract of your theatre”® or “My agency, which is well-known in the theatrical
world, holds reliability as a founding principle in business matters and hence promotes only
enterprises that are serious, honoured and solvent, always wishing to make a good impression
on the esteemed managements that honour them with their trust”.# As for the agent Paolo
Rocca, he hastened to point out that a deal could be concluded with “Signor Riva Vittorio
[who will be] impresario at Pula in October, a man of grear affluence and the greatest hon-
esty”.”* And more in the same vein.

3.2.2 References proposed by the impresario

At times it was the impresarios who indicated who could provide information on their
account, as a means of reinforcing their application. And there was all the more reason to
do so if the person under scrutiny was a woman, who would clearly find herself at a disad-
vantage in this profession at the time. Addressing the Conte di Capogrosso, president of
the theatre of Split, Teresa Ranieri Vaschetti wrote as follows: “If Your Excellency should
wish to acquire information about me you can contact the Illustrious Signor Cavalier
Cesari, mayor of Ascoli Piceno (in the Marche) where I have run the theatre twice already
and where lately I have staged Puccini’s 7osca with great results.”s* It was the Teatro Nuovo
of Zadar, however, that collected the largest number of references, most likely because it
was there that the number of applicants was highest and the competition fiercest. And as
could be expected, most of the references came from Lombardy. The impresario Giulio

48 “un mio oztimo e solvibilissimo cliente desidera concorrere all’appalto di codesto teatro”.

49 “La mia agenzia, ben nota nel mondo teatrale, ha per base assoluta la serieta degli affari e percid non
propone che imprese serie, onorate e solvibili, desiderando farsi sempre onore presso le spettabili dire-
zioni che 'onorano della loro fiducia.”; Letter from Giuseppe Levis on behalf of the Enrico Carozzi
theatrical agency to the theatre management of Split, Milano, 12.2.1898, HR-MGS: Kazaliste 3/ kut.
1-X1I.

50 “il sig. Riva Vittorio impresario di Pola nell’ottobre, persona facoltosissima e della massima serietd”;
Letter from Paolo Rocca to Jozip Karaman, Milano, 27.8.1914, HR-MGS: Kazaliste 1/ kut. I-XII.

51 “Sela S.V. volesse domandare mie informazioni pud rivolgersi all’'Ill. Signor Cav. Cesari sindaco di
Ascoli Piceno (Marche) ove io ho gia avuto due volte la Direzione di quel teatro e ultimamente ho fatto
la Tosca del M® Puccini con grande esito.”; Letter from Teresa Raineri Vaschetti to the Conte di Capo-
grosso, Milano, 4.1.1906. HR-MGS: KazaliSte 3/ kut. I-XII. Information on Teresa Raineri Vaschetti
could also be obtained at Trieste from certain “sig.ne Stancic e Mollich”; see Letter from Angelo Chi-
nelli to the theatre management of Split, Milano, 24.12. 1900, HR-MGS: Kazaliste 3/ kut. I-XII.
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Milani spontaneously stated that “from the Esteemed Management of the Teatro Grande
of Brescia you may have all the information on my seriousness, ability and solvency, for I've
been at the theatre for 40 years”.>> The impresario Giovanni Battista Righini, writing from
Milan to Zadar, indicated as a possible referee none other than Baron Emilio Morpurgo
of Trieste, since he (Righini) had formerly worked at the Teatro Rossetti in the city. Again
from Milan the impresario Razzani made it known that: “If Your Excellency should like to
acquire information on my account, please have the goodness to write to Pula, to Signor
Cavaliere Ciscutti, for whom I provided the opera productions for the opening of his new
Politeama in the autumn of 1881”.5 A similar statement arrived from the impresario Domenico
Valenti, again writing to Zadar: “If you want information about how I stage the operas, you
can write to the theatre managements of Codogno, where I gave Aida last month, to the
management of Lecco, where I have been for 5 years running, as in many other theatres;
indeed it is very likely that for Lent I will be granted the Teatro Sociale of Gorizia, where I
have been twice before, and if I do get it, this year I will give Aida.”s

Then there was those who sought leverage from long-standing acquaintances with mem-
bers (past or present) of the theatre management itself or with semi-permanent members
of the theatre’s artistic staff, as in the case of Antonio Lana mentioned above. Lana, who
aspired to run the season at Zadar, boasted his acquaintance with the maestro concertatore
Antonio Ravasio, as well as “my friend Giuseppe Perlini”, one of the wealthiest industrialists
and landowners of the city, “Nicold Trigari, Pietro Giotta and, if they were alive, many oth-
ers with whom we spent our youthful years together and amongst whom there were surely
almost all their parents, who were my good friends”. Such “friendships’ could indeed give
one the extra edge and be decisive when it came to winning a contract.

52 “Dalla Spettabile Direzione di questo Grande Teatro di Brescia, Loro potranno avere tutte le informa-
zioni sopra la mia serietd, capacita e solvibilita, poiché da 40 anni sono in teatro”. Milani declared that
he had run “all the larger theatres of almost the whole of Ttaly; and of those in Milan I have had them
all, without excepting La Scala” (“tutti i pitt grandi teatri di quasi tutta Italia, intanto quelli di Milano
ad eccezione della Scala, li ho avuti tutti”); Letter from Giulio Milani to the theatre management of
Zadar, Brescia, 18.2.1908, HR-DAZD, folder 26.

53 “Quando poi alla S.V. piacesse attingere informazioni sul mio conto, si compiaccia scrivere a Pola al
sig. cav.e Ciscutti pel quale fornii lo spettacolo d’opera in occasione dell’apertura del suo nuovo Polite-
ama l'autunno del 1881”; Letter from Francesco Razzani to the theatre management of Zadar, Milano,
9.3.1883, HR-DAZD, folder 6.

54 “Sevogliono informazioni di come metto io in scena i spettacoli, possono scrivere alle direzioni teatrali,
di Codognio [sic], che il mese scorso o [sic] dato I’Aida, alla direzione del teatro di Lecco che ci sono
stato 5 anni di seguito, e come in tanti altri teatri, anzi facilmente combinero per la quaresima il teatro
Sociale di Gorizia ove sono stato altre due volte, e se combino questo anno le dard 'Aida”; Letter from
Domenico Valenti to Giorgio De Nakic d’Osliak, 8.1.1896, HR-DAZD, folder 6.

55 “...I'amico Giuseppe Perlini, Nicold Trigari, Pietro Giotta e se fossero vivi tanti altri coi quali abbiamo

passato assieme i nostri anni di gioventii e fra i quali ci erano di certo quasi tutti i genitori loro, ch’e-
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In like manner, the agents also gave the names of possible referees for themselves. Enrico
Viscardi, when negotiating with the theatre of Sibenik, mentioned that the theatre man-
agement of Zadar — and in particular a certain “Signor Nachich” — could “act as a guaran-
tor” (farsi mallevadori) for his “correct behaviour in all his business affairs” (corretto modo
di procedere in tutti gli affari)s® Viscardi’'s work had been greatly appreciated and further
confirmation was given by Zadar to the Teatro Bonda of Dubrovnik: “Signor Viscardi is
a person who, with his pragmatism and honesty, has succeeded in gaining our trust”.”7 As
for Enrico Gallina, he declared to the management at Split that information about him can
be obtained “not only from the management of Zadar, but also from those of Pula, Rijeka,
Sibenik and Pore¢ (Parenzo), as well as those of our own theatres”.s* The agents could also
suggest referees for their clients as well as for themselves. Regarding his client Eugenio De
Monari, Gustavo Argenti mentioned in a letter to the theatre management of Zadar that
“you may get information on Signor De Monari from Casa Sonzogno”, thereby indicating
that the publisher could testify to the impresario’s good conduct.”? And there were others,
like the agent Giovanni Simonetti, who recommended contacting singers. When it came
to endorsing his client, the impresario Rinaldo Rosini, for the season in Zadar in 1896,
Simonetti wrote to the theatre management saying that they could get information about
him by contacting the bass Camillo Fiegna: “he has known Rosini for many years, both as
an artist and as an impresario, and he has nothing but words of praise for him. He is certain
that he will deliver an excellent production that will satisfy everyone”.® In short, anyone
who could say a positive word about the impresario’s work — singers, directors of theatres,
barons and other high-ranking personalities, fellow colleagues or agents, publishers — could
be used as a means of strengthening the application.

rano miei buoni amici.”; Letter from Antonio Lana to the presidency of the theatre of Zadar, Milano
1.7.1898, HR-DAZD, folder 6.

56 Letter from Enrico Viscardi to the theatre management of Sibenik, Zadar, [n.d.], HR-DASI-103,
folder 3.

57 “Il sig. Viscardi ¢ persona che colla sua concretezza ed onesta ha saputo acquistarsi la nostra fiducia”;
Letter from [illegible sender’s name] to the theatre management of Dubrovnik, [Zadar], 16.12.1898,
HR-DAZD, folder 24.

58 “la Spett. Direzione puo averle tanto dalla Direzione di Zara, quanto da quelle di Pola, Fiume, Sebe-
nico, Parenzo e da quelle di questi nostri teatri”; Letter from Enrico Gallina to the theatre management
of Split, Trieste, 25.7.1912, HR-MGS: Kazaliste 3/ kut. I-XII.

59 “Dalla Casa Sonzogno potra avere informazioni sul conto del sig. De Monari”; Letter from Gustavo
Argenti to the theatre management of Zadar, Milano, 13.1.1899, HR-DAZD, folder 6.

60 “egli conosce da molti anni il Rosini — quale artista e quale impresario e non ha che parole di lode per
lui. Egli ¢ certo che dara uno spettacolo ottimo che soddisfera tutti.”; Letter from Giovanni Simonetti
to the theatre management of Zadar, Trieste, 9.2.1896, HR-DAZD, folder 6.
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3.3 Theatre network of the eastern Adriatic

When writing to Istria and Dalmatia the impresarios would try to secure more than one piazza
in the area. Given that the journey was a long one, they would hope to organise a complete
tour of the region, not just a single date.® Moreover, the companies needed to have a sub-
stantial number of performances guaranteed or paid for. Anyone who had already secured
the theatre of Pula would therefore try to move down the coast towards Zadar. For example,
the impresarios Mirco and Giani, who in March 1876 had produced Lelisir d'amore and Don
Pasquale in Pula, took the company to Zadar the next month (we come across Mirco alone
even further down, at Sibenik, but only in later years). The Brandini impresa, which was
working in 1884 at the Teatro Armonia in Trieste® and subsequently at the Politeama Cis-
cutti of Pula, wrote to Zadar offering eight or ten performances of Carmen. The impresario
Umberto Braida, who took over the Politeama of Pula a few years later, also contacted Zadar
saying that he was about to propose Antonio Smareglia’s Nozze istriane and Abisso: “1 would
be prepared”, he wrote, “to give, after Pula, 10 performances of the opera Nozze istriane at
your theatre; for that I would beg you promptly to kindly inform me if you are prepared to
let me use the theatre for 13 December of the current year (alternatively, I am prepared to
give Nozze istriane before Pula, that is from 25 September until 21 October). And what would
be your most reasonable conditions? Alternatively, I would also be prepared to do this on a
percentage basis”. It was understood that Braida would bring the whole company of artists,
complete with the music, scenery, costumes and properties, while the theatre management
would have to provide an orchestra of “at least 44 good players” (minima di 44 suonatori
buoni), a chorus of 20 male and 10 female singers, “and all the rest” (e poi tuzto il resto).®
Anyone who had already secured a few performances in Zadar, would then aim to go
down the coast at least as far as Sibenik or Split. The impresario Domenico Valenti, who

61 On the subject even the director of the Teatro Mazzoleni in Sibenik gave the following advice: “I sug-
gest that if you should ever find yourself with your company in a city of Istria or Dalmatia you could
negotiate for a run of performances also at Sibenik, whereas it wouldn’t be worth your while to come
all thart distance just for this city.” (“Le partecipo che qualora Ella si trovasse con la sua compagnia in
una cittd d’Istria 0 Dalmazia si potrebbe trattare per un debutto anche a Sebenico, mentre non potrebbe
convenirLe di venire da tanta distanza esclusivamente per questa cittd.”); Letter from Giovanni Maz-
zoleni to Pietro Tosti, Sibenik, 3. 10. 1912, HR-DASI-103, folder 2b.

62 See Rodolfo Kraus, Grandezza ¢ decadenza di un teatro scomparso, Societa Editrice Mutilati e Combat-
tenti, Trieste 1931, p. 77.

63 “io sarei disposto di dare dopo di Pola 10 recite nel loro teatro, dell’'opera Nozze Istriane, per un tanto
prego alla loro correntezza di volermi informare se loro sarebbero disposti di cedermi il teatro per 13
dicembre a. c. (oppure sarei disposto di dare le Nozze Istriane prima di Pola cio¢ il 25 settembre sino
il 21 ottobre) e quali sarebbero le loro pitt miti pretese, oppure io anche sarei disposto di fare questa
combinazione a percentuale.”); Letter from Umberto Braida to the theatre management of Zadar, Pula
[1914], HR-DAZD, folder 12.
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was working in Zadar in 1896, made no mystery of his desire to conclude his season at the
Teatro Mazzoleni of Sibenik, and he was assisted in this scheme by the agent Enrico Viscardi,
who was working at the theatre in Zadar. Viscardi, who was in regular contact with Doimo
Miagostovich, one of the directors of the Teatro Mazzoleni, often proposed opera produc-
tions at Sibenik and was also keen to have an exclusive rapport: “For your information, a
word of advice,” he wrote to Miagostovich: “do not accept proposals that don’t come from
Zadar. Because the proposals I can make all originate from there already being an agreement
with Zadar, hence a production that one can know about and without [illegible] because
[the distance] from Zadar to Sibenik is negligible and I will offer you everything that comes
my way in Zadar”.* What is again implied here, therefore, is that the production would
move southwards, with complete cast, scenery and equipment.

The idea of “concluding the season” at a theatre further south or of “finishing the month”
also transpires from the words of the agent Enrico Gallina. When he also wrote to the the-
atre in Zadar, stressing that the opportunity had arisen to give the theatre management full
satisfaction, he did so in the following terms: “After the Guerra company I may (I repeat,
may) be able to induce the Caimini-Zoncada company to accept 20 performances, that
is to say from the sth through to the 24th of May. If your management could come to an
agreement with Karaman of Split (to whom I shall write), one could also do 15 perfor-
mances in Zadar and the other 12 to finish the month in Split. What is needed, however,
is a good percentage and a reasonable assurance”.% The city of Split frequently received
proposals to host opera productions that had been rehearsed and staged at the theatres fur-
ther north. In his negotiations with the theatre in Split conducted by telegram, Giuseppe
Ullmann wrote: “With Zadar now settled, would you grant [the] theatre [for] two per-
formances of Barbiere?”®® Annibale Cicognani of Milan, who in 1893 had undertaken to
offer productions of Lebrea and Don Sebastiano at the Teatro Nuovo of Zadar, proposed
the very same operas to the management in Split, also adding Cavalleria rusticana. 1f the
management should accept, he would send his partner Christofidis to Split to negotiate

64 “Per sua norma, un consiglio, non accetti proposte che non partono da Zara. Perché le proposte che
le posso fare io partono tutte dall’aver gid combinato Zara quindi spettacolo che si pud conoscere e
senza [...] perché da Zara a Sebenico son miserie ed io tutto quello che mi capita a Zara lo propongo”;
Letter from Enrico Viscardi to Doimo Miagostovich, [Zadar], 20.12.1896, HR-DASI-103, folder 2b.

65 “Dopo la compagnia Guerra potrei (dico forse) indurre la compagnia Caimini-Zoncada ad accettare
20 rappresentazioni e precisamente dal 5 a tutto il 24 maggio. Se la direzione potesse mettersi d’accordo
col Karaman di Spalato (al quale scriverd) si potrebbe anche fare 15 recite a Zara e le altre 12 per finire il
mese a Spalato. Occorre perd una buona percentuale e una modesta assicurazione.”; Letter from Enrico
Gallina to the theatre management of Zadar, Trieste, 7.2.1906, HR-DAZD, folder 26.

66 “Avendo stabilito Zara vorreste accordare teatro due rappresentazioni di Barbiere?”; Telegram from
Giuseppe Ullmann to the theatre management of Split, [n. p.], 26. 6.1894. HR-MGS: Kazaliste 3/ kut.
I-XI1I.
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in person.®” The Camber impresa was also happy to bring to Zadar and Split everything
staged at the Teatro Comunale of Rijeka in the spring season of 1894.% And finally, Alberto
Vernier wrote to the theatre management in Split from Pula as follows: “I convey to this
honourable management the list of a magnificent spestacolo lirico danzante that is at pres-
ent being performed at this Politeama and will be in Zadar in October, and could come
to Split in November [as it is] booked for the Teatro Comunale of Rijeka in December”.®

In most cases the journey was from north to south and not the reverse, or at least this
is what the surviving documentions suggest. A company’s tour could set off from Trieste,
pass through Pula, Rijeka, Zadar and Dubrovnik, and end up back in Gorizia and Udine.
Not necessarily all the theatres were visited in geographical order. In 1900, for example, the
Francioli opera company? travelled from the Teatro Minerva of Udine to Pula, and from
there made its way to Split (skipping the theatres of Zadar and Sibenik) before crossing to
Ancona by steamer.”

For many impresarios, however, the objective of grouping together a series of theatres
remained wishful thinking, for if we check their actual movements along the coast (see above,
section 2.4. Census of the impresarios and agents in the eastern Adriatic), we note that only a
small number succeeded in winning contracts at other theatres as well. On average the cost
of these tours for the impresario was greater than that for companies working on the Ital-
ian mainland. And if we also bear in mind that it was often impossible to raise the price of
admission to the theatre, these journeys represented a risk in any case: the advantages were
not proportionate to the risk of damages. The many costs shouldered by an impresario (or
by a theatre management itself when it acted as an impresa) could have been reduced if there
had been a close network between the theatres. That such cooperation was sorely needed

already in 1870 is attested by these lines sent to Mazzoleni by the singer Antonio Feoli:

I will begin by informing you that at present I still find myself confused concerning the
autumn entertainment, while the theatre management of Zadar, being very meticulous and

slow in making up its mind, obstructs every other operation, and we will always go from bad

67  See Letter from Annibale Cicognani to the municipality of Split, Spezia 12. 5. 1893. HR-MGS: Kazali$te
3/ kut. I-XIL.

68 See Letter from Camber & C. to the municipality of Split, [n.p.], 18. 4.1894, HR-MGS: Kazaliste 1/
kut. I-XII, and Letter from Camber & C. to the theatre management of Zadar, [n. p.], 18. 4.1894,
HR-DAZD, folder 8.

69 “Rimetto a quest’onorevole direzione I'elenco di un grandioso spettacolo lirico danzante che agisce
attualmente a questo Politeama e che sard 'ottobre a Zara, e potrebbe venire il novembre a Spalato
[perché é] scritturato per il dicembre al teatro comunale di Fiume.”; Letter from Alberto Vernier to the
theatre management of Split, Pula, 13.9.1894, HR-MGS: Kazaliste 3/ kut. I-XII.

70 The name is given in the documents as Francioli, Franciuoli or Franciolli.

71 “Politeama Ciscutti”, I/ Giornaletto di Pola, 25.11.1900.
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to worse, as long as unity is lacking between the various presidencies of the theatres. Never,
no never, will any good come out of it; and by always leaving things to the last minute we'll
have to pay for rotten merchandise instead of good, and cast more and more discredit on
poor Dalmatia. ‘Unity makes strength’ [they say], yet we are disunited. All the worse for us.
[...] And these games played by the theatre companies will happen frequently if the various

theatre managements Of Dalmatia won’t come to an agreement.”

The problem evidently persisted, however, if some forty years later the theatre management
of Sibenik wrote to the Teatro Bonetti of Mali Losinj as follows: “It would be desirable to
have an agreement between our theatres also in the future, because in that way we could
have good productions more easily”.7s

In 1884 an attempt had been made by Pietro Ciscutti to create a network between the
theatres of Pula, Rijeka and Zadar over the organisation of opera productions. Ciscutti was
a blacksmith who came from the Veneto and, it would appear, scantly educated but full of
resources.”* As he wrote to the management of Zadar four years after the founding of his
Politeama (in his Italian which was grammatically flawed but decisive in tone), “The proposals
that are made to us, we would make them to you as well, and vice versa; in your correspond-
ence you could say ‘after Zadar you could add in Pula, and in that way the huge expenses
for travel and transportation would be reduced”.”s Ciscutti, who professed to be almost cer-

tain of winning the contract to inaugurate the theatre in Rijeka in 1885, was convinced that

72 “Comincerd col significarle, che attualmente ancor’io mi trovo imbrogliato circa il trattenimento autun-
nale, mentre la Direzione teatrale di Zara essendo assai mitticolosa [sic] e tarda nel risolversi inceppa
ogni altra operazione, ¢ sempre andremo di male in peggio, mentre mancando I'unione fra i vari corpi
Presidenziali dei Teatri, mai e poi mai avremo alcunche¢ di buono e sempre riducendoci agli ultimi
momenti dovremo pagare per buona, mercanzia avariata, e screditare sempre pilt la povera Dalma-
zia. ‘Cunione forma la forza’ e noi siamo disuniti. Dunque peggio per noi. [...] E questi giuochetti di
compagnie accadranno spesso se le varie direzioni teatrali della Dalmazia non si porranno d’accordo.”;
Letter from Antonio Feoli to Paolo Mazzoleni, Split, 6.10.1870, HR-DASI-103, folder 1.

73 “Sarebbe desiderabile anche per I'avvenire un’intesa tra i nostri teatri perché in tal modo si potrebbero
avere pitt facilmente buoni spettacoli.”; Letter from the theatre management of Sibenik to the Teatro
Bonetti of Mali Losinj, Sibenik, 2. 4. 1911, HR-DASI-103, folder ro0.

74 Ciscutti began his career buying land and building houses. First he built a theatre of modest dimensions
in Pula, on land where the Augustinian convent once stood, then built a bigger one in the neighbour-
hood of Port’Aurea: the one later named after him as the Politeama Ciscutti; see Bogneri, 7/ Politeama
Ciscutti, p. 6. Ciscutti was also an impresario at the Teatro Rossetti in Trieste and the agency associated
with the newspaper L’Arte of Trieste used him to engage singers; see “Confidenze di casa”, LEco di Pola,
7.7.1888.

75 “Le proposte che verrebbero fatte a noi, noi le faressimo anche a loro, cosi a viceversa loro nel carteggio
potrebbero dire, dopo Zara, potreste combinare Pola che allora le immense spese di viaggio e trasporti
sarebbero diminuite.”; Letter from Pietro Ciscutti to the theatre management of Zadar, Pula, 3. 5.1884,
HR-DAZD, folder s.
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a Rijeka-Zadar-Pola agreement could be a way of guaranteeing excellent productions. There
would be no new stagings and the rehearsals would be faster. The impresa would transport
“staff and props” (personale e mobiliare) just as they were from one theatre to the next. To a
great extent the idea was approved by the theatre management of Zadar. And a first practical
testing of the scheme was attempted with the Meridionale operetta company, which was due
to stop off in Pula in October 1884 and then move to Zadar in November for the reopening
of the theatre (which had been temporarily closed on the orders of the minister: changes were
being made to the structure and furnishings as a fire precaution).”® Both Dubrovnik and Sibe-
nik subsequently also agreed to the idea of creating a network.”” Ciscutti had often pointed
out the difficulties many impresarios had in coming to Pula for a “run of performances”,”
difficulties that would be alleviated if those companies could work in more than one thea-
tre. There would be real savings in travel and transportation. This point was also stressed by
Alberto Vernier — whose decisions and achievements were, among other things, respected and
supported in the pages of certain local newspapers — to one of the directors of the theatre of
Zadar, when he offered his services “to try and see if it will be possible to connect any of the
initiatives of Rijeka and Trieste with Zadar and Pula, as I have also been charged to do by C.
[sic] and Ciscutti.”” “My position as a director of this Politeama”, Vernier emphasised, “and

not as a theatrical agent, prompts me to attempt this business cooperation; so you may rest

» 8o

assured that in this project I merely have a few expenses and many annoyances”.

76 See Letter from the theatre management of Zadar to Francesco Lucerna, Zadar, 28.7.1884, HR-DAZD,
folder 6.

77 Alberto Venier, Ciscutti’s administrator, was to write to the theatre management of Zadar: “[...] T have
the honour of informing you that at the same time as your letter [...] I received one from Dubrovnik
and another from Sibenik, which concur with my offer and agree to link together the seasons of the
said theatres.” (“[...] ho I'onore di comunicare loro che contemporaneamente alla loro lettera [...] ne
ho ricevuta una da Ragusa ed altra da Sebenico, che convengono nella mia offerta e che approvano di
legare assieme gli spettacoli per i succitati teatri.”); Letter from Alberto Venier to the theatre manage-
ment of Zadar, Pula, 2.8.1884, HR-DAZD, folder 6.

78 By “corso di recite” what is meant here is a series of between 20 and 24 nights.

79 “onde tentare se sard possibile di collegare alcuna delle speculazioni di Fiume e Trieste con Zara e Pola
avendo avuto incarico di cid anche dal C. e Ciscutti”; and subsequently in the same letter he added:
“From October through to 20 December of this year we have an obligation here to give 40 performances
with 3 different types of theatre, i.e. 14 [nights] of spoken theatre, 12 of operetta and 14 of opera seria,
As of now I ask you if you might consider [illegible] in the contracting of any of these three types or
even of all three if you think it easy to arrange.” (“Dall’ottobre a tutto il 20 dicembre anno c. qui noi
abbiamo I'obbligo di dare 40 rappresentazioni con 3 generi diversi di spettacolo, cio¢ 14 [serate] di
prosa, 12 di operette e 14 di opera seria, fin d’ora le propongo se credono di al...]dire alla scritturazione
di qualcuno di questi tre spettacoli, ed anche di tutti e tre se credono cosa assai facile a combinarsi.”);
Letter from Alberto Vernier to Giuseppe Perlini, Rijeka, 3.6.1887, HR-DAZD, folder 6.

80 “La mia posizione come direttore di questo Politeama mi spinge a tentare questa cooperazione negli
affari, non gia come agente teatrale; per cui si persuadano che io in questo progetto non ho che qual-
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The death of Ciscutti in 1890, however, probably put an end to this project. Moreover,
it is worth noting that Split is never mentioned in this discussion, most likely owing to
the closure of its theatre after the fire it suffered. But in any case, even if Ciscutti had lived
longer, a collaboration with Split would have been difficult after the opening of the new
theatre in 1893, for the city had begun to stage operas in Croatian as well, following a spe-
cific political agenda: a development that would have made it more difficult for travelling
companies performing Italian opera to visit that particular venue.

che spesa e molti disturbi.”; Letter from Alberto Vernier to the theatre management of Zadar, Pula,
13.8.1884, HR-DAZD, folder s.
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4 Choosing the impresario

41 The contract

After the theatre management had chosen the impresario to run the season, the next step
was to draw up the contract (contratto d'appalto). The contract could be drawn up either
between the theatre management and the impresario or between the theatre management
and an agent acting for the impresario. Until there were signatures on the contract, whatever
had been decided by correspondence (or even in person) remained at the stage of negotia-
tion — albeit an advanced stage of negotiation. Like the tender specifications, the contract
could also be extremely variable in the quantity of its contents. Moreover, the contract
did not necessarily reproduce the previously published specifications in every detail, for
amendments could be introduced during the drafting. One example concerned the size of
the orchestra and chorus: as a rule, the tender specifications called for a larger number of
players and choristers than that subsequently defined in the contract. Another point that
could be modified concerned the way the expenses were shared between the impresario and
the theatre management. The contract had to be signed in front of two witnesses.

Thirty-six contracts (including preliminary agreements and drafts) have been discovered
relating to the running of opera seasons in the coastal area in the period considered. They
are listed here in chronological order.

no.  year city contracting parties

1 1865 Rijeka between the theatre deputation of Rijeka and the impresario Cesare
Trevisan

2 1867 Rijeka between the theatre deputation of Rijeka and the impresario Carlo
Gardini

3 1867 Rijeka between the theatre management of Rijeka and the impresario Adolfo
Proni

1 The agent Enrico Viscardi often liked to point this out: “Concerning your advice not to take on defin-
itive commitments, rest assured, for working as I do as an agent, by very habit every proposal made
or received always remains at the stage of negotiation and cannot assume the character of an accom-
plished fact until the time when the contract is not only authorised, but also signed.” (“Riguardo alla
sua raccomandazione di non assumere definitivi impegni si tranquillizzi pure, che agendo io come
agente, per consuetudine stessa, ogni proposta fatta o ricevuta si ferma sempre allo stato di trattative e
non pud assumere carattere di fatto compiuto, se non quando sia, non solo autorizzato, ma ben anco
firmato il contratto.”); Letter from Enrico Viscardi to the theatre management of Sibenik, Zadar, n.d.,
HR-DASI-103, folder 1.
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no.  year city contracting parties
4 1870 Rijeka between the theatre management of Rijeka and the impresario Giovanni
Mangiamele
5 1873 Zadar Preliminary agreement between Girolamo Pesaro and the presidency of the
Teatro Nuovo
6 1875 Zadar between the theatre presidency of Zadar and the impresario Carlo
Vianello
7 [1879] Zadar [draft] between the theatre presidency of Zadar and the impresario Pietro Cesari
1882 Zadar between the theatre presidency of Sibenik and the impresarios Becherini
(for the theatre | Luigi and Ernesta Ferrara
of Sibenik)
9 1883 Zadar and between the theatre presidency of Zadar and the impresario Francesco
Milan Razzani
10 1888 Zadar between the theatre presidency of Zadar and the impresario Paolo
Massimini
11 1891 Zadar between the theatre presidency of Zadar and the impresario Paolo
Massimini
12 1891 Rijeka between the theatre management of Rijeka and the impresario Francesco
Sciutti d’Arrigo
13 | 1892 Zadar and between the theatre management of Zadar and the impresario Annibale
Milan Cicognani
- 1893 Rijeka Contract of the Strakosch impresa for the special season of opera seria
10.3. 1893 - Rijeka?
14 1894 Zadar between the theatre management of Zadar and the impresario Geremia
Abriani
15 1895 Zadar between the theatre management of Zadar and the impresario Augusto
Romiti
16 | 1896 Split between the theatre management of Split and the director Johann Pistek
17 " Zadar between the theatre management of Zadar and the impresario Domenico
Valenti
18 |" Zadar between the theatre management of Sibenik and the impresatio Dome-
[for the theatre | nico Valenti
of Sibenik)
19 1897 Split between the management of the leatro Comunale and the impresario Alberto
Landy?
20 1898 Split between the theatre management of Split and the director Vendelin Budil
21 " Zadar between the theatre management of Zadar and the impresario Luigi
Dessanti
22 | 1899 Split between the theatre management of Split and the impresario Achille Stehle*
23 " Zadar between the theatre management of Zadar and the impresario Eugenio
De Monari
24 1900 Zadar and between the theatre management of Zadar and the impresario Eugenio
Milan De Monari

2 This contract is not among the archival documents, but is mentioned in the Register of documents
(Protocollo degli esibiti) (1885—1910), Rijeka, HR-DARI, DS 6o, folder 10.

3 Only the draft copy of the contract survives.

4 Contract not signed by Stehle; it survives only in a copy.
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no.  year city contracting parties

25 1902 Zadar between the theatre management of Zadar and the impresario Olimpio
Lovrich

26 1903 Zadar between the theatre management of Zadar and the impresario Giovanni
Drog

27 1904 Zadar between the theatre management of Zadar and the impresario Ettore
Forastiero

28 1903-1905 | Rijeka between the theatre management of Rijeka and the impresario Raffacle
Sforza

29 1904 Milan between the theatre management of Split and the impresario Gabriele

[for the theatre | Ruotolo
of Split]

30 1905 Sibenik between the theatre management of Sibenik and the impresario Ernesto
Guerra

31 " Split between the theatre management of Split and the impresario Gabriele
Ruotolo

32 |" Zadar between the theatre management of Zadar and the impresario Giorgio
Trauner

33 1908 Sibenik between the theatre management of Sibenik and the impresario Giuseppe
Castagnoli

34 | 1911 Sibenik between the theatre management of Sibenik and the impresario Giuseppe
Ponzio

35 1914 Sibenik between the theatre management of Sibenik and the administrator Leon
Dragutinovi¢

36 1917 Rijeka Agreement between the civil magistrate and the impresario Carlo Polgar

In view of the number of seasons that took place in the period concerned and the number
of theatres involved, the quantity of surviving contracts is meagre. All things considered,
there should be over 150 contracts (this is most likely a substantial underestimate), which
means we have just 24 % of the expected amount (i.e. less than a quarter). This absence
can be ascribed to various factors. They include the negligent preservation of the docu-
mentation on the part of the theatres at the time, or the subsequent relocations of archival
materials over the course of more than a century. Further explanations are that specific
opera seasons were either run by the theatre itself (hence without an impresario) or, in the
case of the smaller theatres which lacked an endowment, were assigned without a contract
on a basis of trust. This last reason, though the least probable of the various conjectures,
cannot be ruled out.

4.2 The licence to perform and censorship

Once the impresario had been chosen, the titles of the proposed operas decided, and the
contract with the impresario signed, the theatre management applied directly to the lieu-
tenancy of Zadar for permission to perform the works. Alternatively, the request could be
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drawn up and presented by the impresario himself. The law was clear on this point: accord-
ing to the Regolamento pei Teatri del 1850, section 3, no theatrical production of “any name”
(qualsiasi denominazione) could be performed for the first time on stage without the prior
permission of the lieutenant (/uogotenente). The performance had to be given in conformity
with the permission granted and not deviate from it in any way.’

The application was formalised in a letter using a somewhat standardised text indicating
the place and the title of the production, the period in which the event was expected to begin
(or relevant season), and a request for the return of the librettos that had passed censorship.
At the start of the 20th century the application was accompanied by a tax stamp (bollo) of 2
crowns, in addition to which another stamp of the same value had to be included that would
(subsequently) be attached to the licence. In some cases the application was drawn up by
the theatre management and only signed by the impresario, who nonetheless handled the
matter of paying for the stamp.¢ In others the theatre management dealt with everything.
An example of the latter is the application made by the management of the Teatro Mazzo-
leni for performances of La traviata and Il trovatore in 1909:

The undersigned hereby requests the Excellent Imperial-Royal Liutenancy to grant the licence
to give certain performances of the operas “Traviata” and “Trovatore” in the Teatro Mazzoleni,
and at the same time submits the librettos of the said operas for the approval of the theatrical
censorship. The production will be staged by the theatre management and will begin in the
first half of forthcoming April. The undersigned begs this Excellent Authority to return the
librettos as soon as possible and to send back the respective licence through this Illustrious
Imperial-Royal District Captaincy.”

5  Concerning the works to be performed, sections 3 and 4 of the Regolamento sui teatri del 25 novembre
1850 n. 454 established that they must be made available for censorship; see the Bollettino generale delle
leggi e degli atti del governo per I'Tmpero d’Austria, anno 1850, parte quarta, Wien, 1850, pp. 1977-1978.

6 See the preparation for Sonnambula and Rigoletto at Sibenik in 1911. The theatre management wrote to
the impresario Giuseppe Ponzio: “I am sending you an application for the lieutenancy. You have noth-
ing else to do but sign it and add a stamp for 4 crowns and two librettos of the operas you intend to
give [...]. Send the application by registered post to the lieutenancy; the stamp must not be affixed to
the application, but inserted in the little envelope attached. The address is the following: Eccelsa I. R.
Luogotenenza Dalmata Zara Dalmazia.” (“Le mando una domanda per la Luogotenenza, Lei non ha
che da firmarla, unire un bollo da 4 corone e due libretti delle opere che intende di dare [...]. Spedisca
raccomandata la domanda per la Luogotenenza, il bollo non sia applicato alla domanda, bensi unito
nella piccola busta inchiusa. Lindirizzo ¢ questo: Eccelsa I. R. Luogotenenza Dalmata Zara Dalmazia.”);
Sibenik, 31.3.1911, HR-DASI-103, folder 0.

7 “La sottoscritta fa domanda ad Essa Eccelsa I. R. Luogotenenza di voler concedere la licenza di dare
in questo teatro Mazzoleni alcune rappresentazioni delle opere “Traviata’ e “Trovatore’, e rimette nello
stesso tempo i libretti di dette opere per il visto della censura teatrale. Lo spettacolo verra allestito in

regia della direzione teatrale, e incomincera nella prima meta del prossimo aprile. La sottoscritta prega
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If the licence was approved, the director, every member of the company and all the staff
involved in the production would have to strictly comply with the existing rules on matters
relating to policing and safety in theatres. The provisions concerning taxation and dona-
tions to public charities would also have to be respected.® So once the Teatro Mazzoleni
received a positive answer from the censors, it then applied to the city council to be assigned
a police commissioner and public safety guards — usually two or three in number. It also
asked for the municipal aqueduct to be supplied with water in compliance with the fire
regulations. The impresa then had to pay 4 crowns to the Capraincy (Capitanato) for each
performance: sums that were assigned to the police officer in charge of surveillance during
the performances.? At Sibenik, given that the seasons were not always run by an impresario,
the police commissioner and guards could be paid directly by the director of the theatre.®
In purely practical terms the payment was sometimes actually carried out by the theatre’s
custodian Rocco Scotton.” The police commissioner and guards could also be engaged in
surveillance at carnival dances (veglioni) as well as the opera season. The expense of this type
of staff was considered excessive by Paolo Mazzoleni, who duly made a complaint about the

matter in a letter to the municipal government of Sibenik. The actual costs were directly

codesta Eccelsa Autorita di voler restituire quanto prima i libretti e rimettere la relativa licenza col tra-
mite di questo Inclito I. R. Capitanato Distrettuale.”; Request for a licence to perform opera addressed
to the lieutenancy of Zadar, Sibenik, 17.3. 1909, HR-DASI-103, folder 9.

8  In accordance with the government notification of 9 October 1845 no. 21613.

9 Message from the district captaincy to the theatre management of Sibenik, Sibenik, s. 4.1909, HR-
DASI-103, folder 9.

10 In the 1870s the expense for the police commissioner amounted to around 9 florins. For 1871, for exam-
ple, the archives include a receipt from the then chief of police who thus declared his fee for surveillance
work: “The undersigned declares that he has received from Signor Francesco Fenzi, director of the local
theatre, the sum of 8.50 florins for the surveillance provided in the theatre by the police guards during
seventeen evenings of opera and ballet, as well as another 5o so/di for the same work on the evening of
the 25th of the current month at an extra performance. In total 9 florins. Tommaso Ercegh [sic] Chief
of Police” (“Dichiara il sottoscritto di aver ricevuto dal sig. Francesco Fenzi direttore del teatro locale
I'importo di fiorini 8,50 per la sorveglianza prestata in teatro dalle guardie di Polizia durante diciassette
sere di rappresentazione d’opera e ballo nonché altri soldi 50 per lo stesso titolo nella sera del 25 corrente
qual spetacolo [sic] straordinario. In tutto fiorini 9. Tommaso Ercegh Dirigente Polizia”); Receipt from
Tommaso Ercegh (?), chief of police, Sibenik 29. 6. 1871, HR-DASI-103, folder 3.

11 We deduce this from a receipt given by Scotton to the theatre management: “I the undersigned declare
to have received from the Direzione of the Teatro Mazzoleni two hundred and forty-five (245) florins
and this because I paid the commissioner and police guards, the lighting technician (i//uminatore), all
the attendants, the [...], for the cost and making of the prompter’s box and for my services as custo-
dian during 27 performances [...]” (“Dichiaro io sottoscritto di aver ricevuto dalla Direzione del Teatro
Mazzoleni fiorini duecentoquarantacinque (245) e questi per aver io pagato il commissario e le guardie
di polizia, I'illuminatore, gl'inservienti tutti, le [...], per la spesa e fattura della cuffia del suggeritore
e per le mie prestazioni come custode durante le 27 recite [...]”); Sibenik, 18.5.1885. HR-DASI-103,

folder 3.
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fixed in Vienna, a city where the theatres enjoyed public funding, unlike certain theatres in
Dalmatia, which had much greater difficulty in coping with the expense.”

12 In response to a letter from the municipality of Sibenik, Paolo Mazzoleni observed: “1. That the
Imperial-Royal police department in Vienna could very easily have fixed the duties of its own police
commissioners and guards in charge of the surveillance of public spectacles even at a much higher
price, given that they are theatres that have government subsidies and whose abundant takings reach
the substantial sum of several thousands of florins nightly 2. That for the theatres of Zadar and Split
the price fixed by their municipalities for police surveillance cannot be considered onerous, since, in
addition to the admission price, which is higher than that of our theatre, and certain revenues that
we lack, as well as the fact that the income at carnival dances (veglioni) almost always exceeds the very
respectable figure of 1,000 florins — whereas here, including the sale of boxes, it is never more than
200 florins even at the best veglioni —, they also have an annual subsidy from their respective munic-
ipalities, which, recognising how much the light of civilisation comes from the theatres, consider
themselves duty-bound to subsidise them, as is customary wherever the governments do not grant an
endowment 3. That the theatre of Sibenik, not receiving subsidies from the government or munic-
ipality, not having its own income or the other resources of the aforementioned theatres, should in
proportion, instead of paying for the police commissioner and guards according to the price fixed in
Vienna and elsewhere, not even comply with the old custom. But given that, according to the regional
government decree of 22 February 1867 no. 2302/233, it has been established that the tax must be paid
at the customary rate of each single city, the present theatre management will not deviate in the future
from what it has done hitherto. It is fitting that this Honourable Municipal Administration should
know [...] that great are the difficulties which the theatre management must face [...] in order to
hire the services of some reasonable opera company, since it cannot offer even a small endowment;
that very onerous are the expenses the theatre company has incurred (expenses that it cannot repeat
with any frequency); that with the increase in nightly expenses we will find ourselves in the painful
need of having to keep the theatre closed; that [...] an open theatre is not only a matter of moral
benefit for our city, but also gives many poor families the bread to eat. The above comments will be
sufficient to persuade this Honourable Municipal Administration that increasing the difficulty [...]
of keeping the theatre open would be like depriving oneself of both a school of civilisation and a
means to obtain material advantages; and that, not trying to help the theatre (as other municipalities
do) will surely not [illegible] to its detriment and that of the city.”) (“1. Che Ii. r. Direzione di polizia
in Vienna poteva benissimo fissare le competenze ai propri commissari di polizia e alle guardie per
la sorveglianza ne’ pubblici spettacoli anche a un prezzo maggiore di molto, trattandosi di teatri che
hanno sovvenzioni governative, e i cui fortunati introiti raggiungono seralmente la cospicua somma
di parecchie migliaia di fiorini 2. Che ai teatri di Zara e di Spalato non pud riescire oneroso il prezzo
fissato da quei comuni per la sorveglianza di polizia, poiché, oltre il prezzo d’ingresso maggiore a
quello del teatro nostro, oltre alcuni redditi che a noi mancano, oltreché I'introito né veglioni passa
quasi sempre la cifra rispettabilissima di fiorini 1.000 — mentre qua nei migliori veglioni, compresa la
vendita de’ palchi, non si oltrepassd mai i fiorini 200 — hanno un sussidio annuo dai rispettivi comuni,
i quali, conoscendo quanta luce di civiltd viene dai teatri, si credono in debito di sovvenirli, come
usasi, dovunque i governi non accordano una dote 3. che il teatro di Sebenico, non ricevendo sussidi
dal governo e dal comune, né avendo redditi propri, né altre risorse dei nominati teatri, dovrebbe in
proporzione, anziché corrispondere al commissario e alle guardie di polizia sulla base del prezzo fissato
a Vienna e altrove, neppure attenersi alla vecchia consuetudine. Ma giacche col deliberato Luogote-
nenziale 22 febbraio 1867 n. 2302/233 venne stabilito competere una tassa nella misura di consuetudine
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Once granted, the licence applied to all the other theatres of the “dominion”, so there
was no need to ask for a new licence if the production moved to another venue: hence a
licence for librettos obtained in Zadar was valid also in Sibenik and Split, but not, how-
ever, in Istria or Trieste, even though they were (respectively) an Austrian province and city.
In Rijeka, on the other hand, the permission to begin performances in 1916 was granted
directly by the civil magistrate.* Judging from what the director of the Teatro Mazzoleni
writes, the authorities in Dalmatia would seem to have been quite strict.” Without the
licence to perform, any performances programmed would be cancelled. The district captain
also pointed out that the licence could be withdrawn if there were demonstrations of any
kind in the course of performances that might compromise the public order and disturb
the enjoyment of the spectators. The authority in charge of public safety was authorised to
intervene not only during the performances but also at the dress rehearsals, in time to make
any necessary comments on the staging, costumes or even the music itself. For this reason
the mayor (podesta) was duly informed of when these rehearsals would take place. Reject-
ing a licence could also be warranted, for example, by the choice of an inappropriate day
to start a particular season, such as when the Magnani company declared its intention to
begin its run of performances on the evening of Holy Saturday. In this case the lieutenant
made it known that by doing so they would introduce a novelty (innovazione) that would
offend the religious sensibilities of the population.®® In other cases, the licence could be

denied simply because the text of a libretto was not approved.

d'ogni singolo paese, la Direzione teatrale non si allontanera in avvenire da quanto in proposito fece
fin qui. Giova che questa Spettabile Amministrazione Comunale [...] che sono grandi le difficoltd
a cui la sottoscritta va incontro [...] accaparrarsi qualche discreta compagnia, non potendo offrire
neppure una piccola dote; che sono fortissimi i dispendi ai quali si & sobbarcata la societa del teatro,
dispendi che non possono rinnovare di frequente; che coll’accrescere le spese serali saremo nella dolo-
rosa necessita di tener chiuso il teatro; che [...] il teatro aperto ¢ non solo di giovamento morale al
paese nostro, ma da pane a parecchie famiglie povere. Le suaccennate osservazioni basteranno a per-
suadere questa Spettabile Amministrazione Comunale, che accrescere le difficolta [...] che il teatro
sia aperto sarebbe togliersi una scuola di civiltd, un mezzo di materiali vantaggi; onde, non potendo
aiutare il teatro, come fanno altrove i Comuni, non vorra certo co[...]rare ¢ al suo danno e a quello
del paese.”; Letter from the theatre management of Sibenik to the municipal government of Sibenik,
Sibenik, 14. 4. 1872, HR-DASI-Op¢ina Sibenik 1972, BR. 306.

13 Letter from the theatre management of Sibenik to Augusto Girardi, Sibenik, 3. 10. 1912, HR-DASI-103,
folder 10.

14 Letter from the podesta of Rijeka to the theatre management of Rijeka, Rijeka, 25. 4.1916, HR-DARI-557,
folder 562/1.

15 Letter from the theatre management of Sibenik to Cesare Matucci, Sibenik, n.d., HR-DASI-103,
folder 10.

16  Letter from the Dalmatian lieutenancy to the Teatro Verdi of Zadar, Zadar, 4. 4.1912, HR-DAZD,
folder 22. In actual fact the impresario Francesco Calcagno, who ran an Italian company of comic opera
and operetta, had also asked Zadar in 1908 to begin the season on the day of Holy Saturday, as (he
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How did the Austro-Hungarian administration proceed in its acts of censorship? In
the latter half of the 19th century the office of lieutenant censor ({uogotenente censore) was
held by the lieutenant of Dalmatia, in other words Lazar Mamula.” Mamula would return
the librettos to the chief of police — in this case, Giuseppe Gariup in Zadar® — together
with the licence to perform and any necessary changes, along with an additional clause
such as “respect the corrections” (osservate le correzioni). Furnished with this “permission
clause” (clausola di permesso), the librettos would then be returned to the impresarios —
or troupe leaders (capocomici), in the case of spoken theatre. From the extant licences of
the age — documents noted for their standardised language and formulas — we can deduce
that the censuring authority gave at least five different types of response: “without restric-
tions” (senza restrizioni), “observe the corrections” (osservate le correzioni), “omitting the
deletions” (omesso il cancellaro), “observe the corrections and omitting the deletions” (oss-
ervate le correzioni ed omesso il cancellato), and simply “not permitted” (non si permette).
Some librettos, if rejected, were banned for the whole province. A rejected libretto could,
however, after a certain period of time, reapply for a licence. For example, Verdi’s / lom-
bardi alla prima crociata was prohibited until 1848 by the censors of Zadar, only to be
rehabilitated in 1854.%

To get an example of how the censors worked on the librettos, we can look at an instance
of censorship in I masnadieri, in which specific changes to the text were indicated. In Act
Two, Scene 1, the lieutenant censor decreed that instead of the lines for the chorus “La
Jossa, la croce / Ne manda un avviso: / La vita é veloce / T  affretta a goder / Lasciamo i lamenti /
Di stupido rito”, the following should be inserted: “La fossa vorace / Ne manda un avviso /
La vita ¢ fugace / T affretta a goder / Lasciamo i lamenti / Di lugubre rito”. Further on, two
lines from Scene 7 were changed from “Trionfar d’una schiava ciurmaglia / Ne fara disperato

wrote) it was the “custom everywhere” (consuctudine dappertutto) for inaugurating the Spring season;
Letter from Francesco Calcagno to the theatre management of Zadar, Zadar, 4. 4.1908, HR-DAZD,
folder 26.

17 Lazar Mamula, the governor of Dalmatia, was an Austro-Hungarian baron and general. See Peter
Broucek, “Mamula Lazarus Frh. von”, in Osterreichisches Biographisches Lexikon 1815—1950 (OBL), vol.
VI, Verlag der Osterreichischen Akademie der Wissenschaften, Wien 1975, p. 4s.

18  Gariup, who had previously been superior commissioner of police in Ljubljana, was appointed chief
of police in Zadar in 1853; 1/ Corriere Italiano, anno 1V, no. ss, 9.3.1853.

19  Gastone Coen, C'era una volta una ducal citta, Comunita degli italiani di Zadar, [Zadar] 2008, p. 64.
The archival collection relating to the Teatro Nobile of Zadar preseves an approval of I lombardi dated
23.12.1854. In the same month and in the previous one, both Lucia di Lammermoor and Il nuovo Figaro
were also authorised. In the following year the operas passing censorship included Poliuto, Belisario, Il
trovatore, Roberto Devereux, Ernani, La Cenerentola and Il ritorno di Columella da Padova. Some lines
from Marino Faliero were omitted and replaced with others, hence “omesso il cancellato™; 1l birraio di
Preston was given approval with an “osservate le correzioni”; and Crispino e la Comare was a case of “oss-
ervate le correzioni ed omesso il cancellato”.
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valor” into “Non temiam lineguale battaglia! / Il trionfo sia premio al valor” > The reference
to the cross (croce) in the first instance was evidently considered inappropriate. In general,
over-explicit references to religion or words such as “church” (chiesa) or “God” (Dio) were
replaced with vaguer terminology, even if the original words were neither used in any derog-
atory sense nor associated with anything unficting.> As for the words “stupido”, “ciurmaglia”
(riff-raff) and “disperato” they were evidently viewed as ‘sensitive’. This was six years after
the London premiere of the opera and before the first performance at La Scala in Milan on
20 September 1853. We do not know if it was Mamula himself who made these changes, or
whether he had someone else working on the texts. If the latter, what is certain is that the
person concerned remained consistently anonymous in the correspondences. We are there-
fore in no position to say whether the changes stemmed from personal considerations or
the instructions of superior authorities.

What is also true is that the meaning and effect of certain words could change over the
years. Among Verdi’s operas, Ernani also encountered difficulties, though more often this
happened after the end of the performance. In 1903, following the first performance of the
opera at the Teatro Comunale in Trieste, the Austrian authorities denied permission for
further performances citing the vague motivation of the “order and safety of the people in
the theatre” (ordine e sicurezza delle persone in teatro).> If one were to explore the question
in greater depth, it would be interesting to try and make a comparison with how censorship

20 The document was signed by Lazar Mamula after the typical expression “The librettos are hereby
returned” (7 revertono i librerti) and the date 11.1.1853. On the censorship of 7 masnadieri, see also
Roberta Montemorra Marvin, “The censorship of ‘I Masnadieri in Italy’”, Verdi Newsletter, XXI (1993),
pp- 5—15 and Roberta Montemorra Marvin, “The censorship of ‘I Masnadieri’ in London™, Verdi
Newsletter, XXV (1998), pp. 20—23. We can also compare the Austro-Hungarian censorship of Verdi’s
operas with models of censorship applied in Rome before the Unification of Italy. On the subject, see
the studies by Andreas Giger, “Social Control and the Censorship of Giuseppe Verdi’s Operas in Rome
(1844—1859)”, Cambridge Opera Journal X1/3 Nov. (1999), pp. 233—6s, or Linda Fairtile, “Censorship
in Verdi’s ‘Attila’: two case-studies”, Verdi Newsletter, XXIV (1997), pp. 5—7-

21 On this subject, see Michael Walter in the chapter “Zensur” in Oper. Geschichre einer Institution, Met-
zler, Stuttgart 2016, p. 266: “The following words, especially in Italy and the Habsburg Monarchy, were
automatically subject to censorship in a libretto, out of consideration for the church: Dio (“God”) thus
became cielo (“skies”) or nume (“deity”), angeli (“angels”) became celesti (“the heavenly ones”), chiesa
(“church”) became rempio (“temple”).” (“Es gab vor allem in Italien und in der Habsburgermonar-
chie Begriffe, die in einem Libretto aus Riicksicht auf die Kirche automatisch der Zensur zum Opfer
fielen: “Dio” (“Gott”) wurde so zu “cielo” (“Himmel”) oder “nume” (“Gottheit”), “angeli” (“Engel”)
zu “celesti” (“die Himmlischen”), “chiesa” (“Kirche”) zu “tempio” (“Tempel”). On this subject see also,
by the same author, the more recent “Zensur und Political Correctness auf der Opernbiihne”, Li TheS,
XII1/16 (2020), pp. 58—74-

22 See Paolo Quazzolo, “Limpresariato teatrale: Rodolfo Ullmann e il Teatro filodrammatico”, in Shalom
Trieste: gli itinerari dell'ebraismo, edited by Adriano Dugulin, Civici Musei Storia ed Arte, Trieste 1998,

p- 236.
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was applied in other types of city in mainland Italy and understand the differences; in other
words, to establish whether or not the lieutenancy of Dalmatia, in comparison with other
environments, was particularly restrictive, and if so about what. In Dalmatia the lieuten-
ancy had control over all the theatres, whereas in the newly-formed Italy, after Law no. 1630
was passed in 1864, censorship was to become — at least theoretically — more a matter of
bureaucratic procedure.”

After the librettos had been examined, the two copies submitted for censorship were
returned. How long before the performance, one might ask, were the librettos sent back?
Much, of course, depended also on how prompt the impresario was in presenting them in
the first place. At times the timing was very tight. An extreme case is related in a letter from
the impresario Josip Karaman in Split to the management of the Teatro Verdi in Zadar. In
Split the impresario Lombardo was due to stage a performance of operetta on 5 March 1909,
but three days earlier the librettos still hadn’t been submitted for censorship. So Karaman
asked Demetrio de Medovich, director of the theatre of Zadar, for a particular favour: that
of taking the librettos to the lieutenancy in person, with an appeal for the matter to be
dealt with immediately, for Lombardo would be in Zadar on 3 March to collect them. At
times the return of the librettos could take place even one or two days before the first per-
formance; in very extreme cases on the morning of the day itself.

The practice of censorship certainly continued in the area at least until 1919. The man
now signing the censorship licences, in place of Baron Mamula, was Pietro Kasandri¢, a
Dalmatian bilingual poet and historian of journalism.>* But in the years around the end
of the First World War the documented cases did not directly concern opera, but variety
entertainment, a genre that had become increasingly consolidated. The censors complained
of “obscene songs” (canzonette oscene) that caricatured “personalities and events of politi-
cal and military life” (personalita ed avvenimenti della vita politica e militare).> In Novem-
ber 1919 the comedian Bianchi was issued with a fine of 100 crowns directly by Maggiore
Gracco Golini at the territorial garrison in Sibenik. The artist in question had used inap-
propriate language, mocked the very institution of censorship, and announced the perfor-
mance of a play whose text had not been submitted to the control of the censor. All of this

was considered unseemly and irreverent. Also prohibited was the practice of wearing the

23 See Gabriele Moroni, La censura sulle opere di Verdi, Createspace, [n. p.] 2015, p. 5. In accordance with
royal decree (Regio Decreto 1630 of 14.1.1864) the prefects (preferti) had the authority to license the
performance of stage works within the confines of their respective provinces.

24 Compared to Mamula, Kasandri¢ had perhaps a more specific training. His main area of study was
Dalmatian journalism from 1848 to 1860. Among his various works, he also translated and annotated
a volume of Serbian and Croatian folk songs (Istituto Veneto di arti grafiche, Venezia 1913).

25 It was a certain Colonello Capone who directly asked the theatre management of Sibenik to prevent
the variety troupe engaged by the theatre from performing this repertoire; Letter from Capone to the
theatre management of Sibenik, Sibenik, 2.7.1919, HR-DASI-103, folder 4.
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uniforms of the army or navy on stage. The fine would have to be collected by the theatre

management itself.¢ A few months later another reprimand was levelled against Bianchi’s

company, this time against the farse 7/ Callista, which had again been staged without prior

clearance from the competent office. The production, which was deemed “scurrilous and

vulgar” was cautioned through the theatre management of Sibenik. The letters from the

territorial garrison point out that in the event of further violations, the artists could also

be expelled from the area.?”

26

27

Thus wrote Maggiore Golini in his statement: “T order also: a — that the announced performance
of the play Gli studenti di Sebenico must not take place today. b — that the acting of any produc-
tion for which prior permission has not been granted by this Office remains strictly prohibited.
To this end your management may submit the material to be examined in a sealed envelope before
9 o'clock. ¢ — as regards the costumes and staging, I repeat the prohibition to wear uniforms of
the Royal Army and Royal Navy, both those in present use and those of the past, with or without
stars. d — that all the artists must be severely warned that in the event of any unobservance of the
above provisions, they will incur severe penalties. I beg your honourable management to take all
the preventive measures needed to avoid the repetition of accidents on which the attention of this
Office has already once before had to dwell.” (“Dispongo inoltre: a — che non abbia luogo oggi I'an-
nunziata rappresentazione della commedia ‘Gli studenti di Sebenico’ b — che resta tassativamente
proibita la recitazione di qualsiasi produzione per la quale non sia stato preventivamente concesso
il nulla osta di questo Ufficio. Cotesta Direzione potra all’'uopo trasmettere giornalmente per le
ore nove il materiale da esaminare in piego chiuso. ¢ — Per quanto riguarda il vestiario e la messa in
scena, rinnovo il divieto che sieno indossate uniformi del R. Esercito o della R. Marina, in uso al
presente o per lo passato, con o senza stellette. d — Sieno severamente diffidati tutti gli artisti che in
caso di eventuali inosservanze delle disposizioni di cui sopra, incorreranno in severi provvedimenti.
Prego cotesta spettabile Direzione voler prendere tutte le misure preventive atte ad evitare il ripe-
tersi di inconvenienti sui quali si ¢ dovuto gia altra volta fermare I'attenzione di questo Ufficio.”);
Letter from Maggiore Gracco Golini to the theatre management of Sibenik, Sibenik, 1o. 11. 1919,
HR-DASI-103, folder 4.

This is how a certain Capitano Matone put it: “This production, which has an absolutely negative
artistic value, is, for its scurrilous and vulgar content, in open conflict with the regulations issued by
the present writer concerning the conduct of theatrical spectacles. It is very strange and regrettable,
after the warnings conveyed in Notice no. 548 Comm. of this office, dated 10 November, that a similar
oversight could still occur. I remind you that the orders expressed in the aforementioned notice are in
force and I beg you to strictly admonish the troupe leader Bianchi, cautioning him that, in the event
of a further transgression, the immediate expulsion from the territory of occupation will be ordered
against him.” (“Detta produzione, che ha un valore artistico assolutamente negativo, ¢, per il suo con-
tenuto scurrile e volgare, in aperto contrasto colle norme impartite dalla scrivente circa 'andamento
degli spettacoli teatrali. E assai strano ed increscioso che dopo gli ammonimenti di cui al foglio n. 548
Comm. di questo ufficio, in data 10 novembre, si sia potuto ancora verificare un simile inconveniente.
Richiamo in vigore le disposizioni di cui al foglio precitato e prego di ammonire severamente il capoco-
mico Bianchi, diffidandolo, che in caso di ulteriori inadempienze, verra provveduto al di lui immediato
sgombero dal territorio di occupazione.”); Letter from Capitano Matone to the theatre management
of Sibenik, 21.12. 1919, HR-DASI-103, folder 4.

© 2024 Bohlau Verlag | Brill Osterreich GmbH
https://doi.org/10.7767/9783205216537 | CC BY 4.0



208 Choosing the impresario

As well as the licence to perform, another document that had to be requested from the
lieutenancy of Dalmatia, at least at the end of the 19th century, was a licenza d'agilibita or
certificate of use. Again, in the request for this document it was necessary to indicate the
number of performances, the relevant time of year and the titles of the works to be staged.®
It was only thus — after obtaining both the licence to perform (following the procedures of
censorship) and the certificate of use — that one was ready to stage operas with all the nec-
essary papers in order.

Staging opera performances was also subject to the current fire regulations, which intensi-
fied above all after the notorious fire at Vienna’s Ring Theater in 1881 and that of the Théatre
Municipal in Nice in the same year, events that drew particular attention to the question of
safety in theatres. There were various incidents in the coastal area too, for theatres caught fire
there as in other parts of Europe: the problem was indeed widespread at the time.> Here,
however, the spectre of arson also raised its head. The Italian press attributed the events to
political causes and claimed that they happened because the Italians were not welcome in
the area. We have the example of the Teatro Bajamonti in Split, which was burned down in
1881, so the rumour went, by the Austrians after all the Iralian schools in the city had been
made to close the year before. These were Austrians who supported the Croatian National
Party (the very next year the city would actually come under Croatian administration).®
The theatre was depicted as a “true symbol of the irredentism of the Dalmatians, destroyed
a few decades later by Austro-Croatian fire”.> Many soutces, reporting public opinion,

28 An example is the request made by the impresario Luigi Dessanti for the Teatro Nuovo of Zadar: “The
undersigned Luigi Dessanti, resident in Zadar, who has taken on the impresa of the local Teatro Nuovo
for the forthcoming opera season with a regular contract, respectfully requests this Excellent Royal
Lieutenancy that a regular certificate of use be issued for it to give a run of 24 opera performances to
take place in the months of April and May of the current year, with the operas Bohéme and Otello,
and others if the circumstances should require it [...]” (“Il sottoscritto Luigi Dessanti residente in Zara;
avendo con regolare contratto assunta 'impresa del locale Teatro Nuovo per 'imminente stagione lirica
fa rispettosa istanza, presso questa Ecc. S.R. Luogotenenza perché gli venga rilasciata regolare licenza
d’agibilitd onde dare un corso di 24 rappresentazioni liriche da esperirsi nei mesi di aprile e maggio
anno corrente, con le opere Bohéme e Otello ed altre nel caso le circostanze lo esigessero [...]7); Letter
from Luigi Dessanti to the lieutenancy of Dalmatia, Zadar, 11. 4.1897, HR-DAZD-562, folder 3.

29  La Musica Popolare even published a list of as many as 32 theatres burned down just in the year 1882;

y ¥
La mu;z’mpopolare, anno II, no. 3, 18.1.1883, p. 12.
30 “It’s not the first time that Bajamonti says that the theatre was burned down and he repeats it ever

y y
time. It was burned down means that it didn’t just happen by accident. But who Bajamonti was, the
newspapers I/ Dalmata, L'Avvenire and La Difesa do not say” (“Che Bajamonti dica che il teatro venne
incendiato non ¢ la prima volta e ogni volta lo ripete. Venne incendiato significa che non si sia trattato
di un puro caso. Ma chi sia stato Bajamonti, 7/ Dalmata, L'Avvenire, La Difésa non lo dicono”); see
Dusko Kec¢kemet, 1/ Teatro Bajamonti, p. 260.

31  “vero simbolo dell’irredentismo dei Dalmati, distrutto alcuni decenni piti tardi dal fuoco austro-cro-
ato”; Alessandro Dudan, La Dalmazia nell arte italiana, Treves, Milano 1921, p. 339.
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believed the event to have been intentional: “It was necessary to snatch power from the
[talian Autonomist Party, and this was achieved. The aim was to sacrifice its chief, and this
was done without scruple. And along with his name it was necessary to destroy his most
brilliant work, and the fire at the Teatro Bajamonti accomplished their aspiration”.* The
theatre of Sibenik, on the other hand, had already burned down twenty years earlier, and
was rebuilt in 1870. In Zadar, after an attempt to burn the theatre in 1870, the theatre pres-
idency even offered a reward of 1,000 florins plus 2,000 lire to anyone who succeeded in
discovering the culprit.® In view of the frequency of these fires, regardless of whether or
not they were started with malicious intent, on 17 January 1882 the lieutenancy of Dalmatia
took the problem in hand and conducted an investigation into the theatres of the area. It
recorded the following assessment of the fire precautions:

Cattaro — teatro quartieroni interdetto [interdicted]

Lesina — teatro adottate misure di sicurezza [safety measures adopted]

Makarska — teatro interdetto

Ragusa — teatro Bonda adottate misure di sicurezza

Sebenico — teatro Mazzoleni [adottate misure di sicurezza]

Zara — teatro Nuovo [adottate misure di sicurezza]

[Zara] — teatro Paravia (nobile) — non consta che sia stato fatto [it seems not to have been done]

[Zara] — Anfiteatro Manzin — non consta che sia stato fatto’*

It goes without saying that a theatre pronounced as “interdetto” could not go ahead with
any theatrical performances. The Politeama of Pula, not mentioned in the list, complied
with the new regulations in 1887: Ciscutti had external staircases built for the theatre on the
orders of the municipality.” In 1895 the district captain Rossetti, on a visit to the building,
made a report on his inspection to the lieutenancy.’¢ Two years later he drew up a set of

32 “Bisognava strappare il potere al partito autonomo-italiano, e lo si ottenne. Si voleva sagrificare il suo
capo e lo si fece, senza scrupoli. Bisognava distruggere col suo nome 'opera sua piti geniale; e 'incendio
del Teatro Bajamonti compi il loro voto”; “Per Antonio Bajamonti”, 7/ Piccolo, no. 6590, 19.1.1900.

33 “Avillain, who has not yet been identified, attempted to set fire to the fine Teatro Nuovo. He sneaked
in and tried to start the fire in three different places, using a few bunches of matches, which he had
placed near the wings of the stage and in other places. It was a miracle that his infamous plan was foiled
by chance.” (“Uno scellerato che non si ¢ potuto ancora scoprire, ha tentato di dare fuoco al bellissimo
teatro Nuovo. Introdottosi di soppiatto cercd di appiccare il fuoco in tre punti diversi, servendosi di
alcuni gomitoli di cerini, che aveva disposti presso le quinte del palcoscenico e in altri luoghi. Fu un
vero miracolo se il suo infame proposito ando sventato dal caso.”); “Estero”, LEuterpe, anno 11, no. 9,
3.3.1870, p. 7 and “Mosaico”, L’Euterpe, anno 11, no. 10, 10.3.1870, p. 7.

34 Lesina. District captain, [Hvar-Lesina], 17.1.1882, HR-DAZD-562, folder 1.

35 “Il binoccolo sulla citta. Politeama Ciscutti”, L'’Eco di Pola, 8.10.1887.

36 Bogneri, Il Politeama Ciscutti, pp. 44—46.
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theatre regulations in which he ordered all the scenery used at the Politeama Ciscutti to be
coated with fire-resistant materials. This rule, however, was not binding in all the theatres
of the coastal cities. For example, Italian companies working in Zadar, Sibenik and Split
were not obliged to carry out this procedure. Some believed that adding a fire-resistant
coating damaged the materials, given that the impregnated paper lost its elasticity and was
liable to tear; the impresarios often complained about this.’” In 1903 a municipal delegation
(rappresentanza comunale) from Pula drew up a petition aimed at abolishing the obligation,
pointing out the various inconveniences.® The actual cost of coating was shouldered by the
impresario running the theatre, for it was his duty to comply with all fire regulations. In
Sibenik, on the other hand, it was the theatre management that made an official request to
the municipality directly for firemen, security guards and other personnel, and requested
that the municipal acqueduct be supplied with water.»

Although efforts were made to comply with the rules, attention to the problem over the
years was not always high. In 1913 in Zadar the officers of the inspection police heard var-
ious complaints from the firemen engaged in the surveillance of the theatre: the fire hoses
were allegedly in a poor state, showing signs of rotting, and certain hosepipes were appar-
ently unusable. It also appeared that the “Minimax” fire extinguishers in certain parts of
the theatre were defective and that one of them had no water in it. All were circumstances
that could have been fatal in a fire. The management of the theatre was therefore instructed
to return to a state of compliance.+

One document found in the theatre archives is the Vorschlige des Niederisterreichischen
Gewerbevereines betreffend die Sicherung von Theatern gegen Feuersgefahr (Proposals of the Lower
Austrian Trade Association concerning the safeguarding of theatres against fire hazards),* a
booklet that was evidently distributed for the benefit of theatre managements and that aimed
to inform about, and promote, conformity with the regulations. Moreover, in 1907 the lieuten-
ancy of Lower Austria, on the strength of a conclusion arrived at by the provincial theatrical
committee, established that a plan of the theatre marking all the exits should be printed at the
back of the programmes distributed to the public, along with short instructions on how to
use them. One drawback of all these highly proper obligations, however, was that they added
yet another burden on the impresarios wishing to produce opera in full respect of the rules.

37 Bogneri, I Politeama Ciscutti, p. 65.

38 “Notiziario cittadino”, I/ Giornaletto di Pola, 28.10.1910.

39 Request for the sending of security staff for the performances of the Compagnia Lirica Lillipuziana,
Sibenik, 13. 5.1906, HR-DASI-103, folder 9.

40 The same report also noted that unauthorised people were allowed access to the stage and that there
was no inspection room for the police officer; Report from the police section of the district captaincy
to the theatre management of Zadar, Zadar, 8.5.1913, HR-DAZD, folder 23.

41 Vorschliige des Niederisterreichen Gewerbevereines betreffend die Sicherung von Theatern gegen Feuersgefahr,
Verlag des Niederdsterreichen Gewerbevereines, Wien 1882.
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4.3 The opera seasons in Pula

Regarding the situation in Pula, unfortunately no tender specifications or contracts have
survived. If we take into account the presence of external impresarios and the seasons
contracted out in the city, a minimum of at least forty contracts should have been con-
cluded during the period. We know that as well as opera seasons featuring Italian com-
panies, the Politeama also hosted troupes of German spoken theatre and operetta. In
fact the audience frequenting the theatre at the end of the 19th century — at least judging
from reports in 7/ Diritto Croato — consisted largely of non-Italians. So it was mainly the
“Slavs”, along with the Germans, who championed and applauded the Italian artists,
more indeed than the actual Italian audience that allegedly represented the “Latin her-
itage” (coltura Latina) .+

In the first ten years of its existence the Politeama offered performances of opera less
frequently than from 1890 onwards.# The building was inaugurated in 1881 with a perfor-
mance of Ruy Blas and, like every self-respecting official opening, among those attending
were not only various dignitaries from the town, but also one of Archduke Karl Albre-
cht’s sons in the imperial box.# The emperor, Franz Joseph, was also to come and visit,
though only in the next year. But in choosing to make the inauguration a gala night,
Ciscutti, the founder of the Politeama, made what was considered to be his first mistake.
From the contemporary reports we gather that this first performance was inadequately
prepared. The choruses had succeeded in rehearsing just one evening. And rehearsals
with the orchestra, made up entirely of musicians from the band of the Austrian navy
(some of whom were completely new to opera), went “uncomfortably” (con disagio).
“Everything conspired, therefore, to turn the first performance into a dress rehearsal”,
was the assessment of a certain Minuto Secondo writing in the journal LArte.# Arriving
at the opening night with an opera that was poorly rehearsed and patched together in a
rough-and-ready manner was something that also seemed to have happened again some
years later; indeed we find more than one such occurrence over the years. In 1900 the
impresa staging a production of Rigoletto had its performances suspended because they
failed to meet the artistic expectations of the theatre, which (it pointed out) “did not have

42 “l placito di Carlo Magno e i Croati nell'Istria”, I/ Diritto Croato, 24.10.1888.

43 Even though there appears to be no trace of opera productions for the years 1896 and 1897, at least
judging from the newspapers.

44 “Teatri — Pola”, Gazzetta Musicale di Milano, anno XXXVI, no. 40, 2.10.1881, p. 358.

45 “Tutto quindi concorreva a rendere la prima recita una prova generale”; “S. M. Limperatore Francesco
Giuseppe al Ciscutti”, LArte, 21.9.1882, quoted in Bogneri, 7/ Politeama Ciscutti, p. 18. The season had
been organised by Francesco Razzani, who was not new to the theatre in Pula, given that four years
carlier he had been engaged to stage a ballet of his own composition in the Lent season; LAre, anno
VII, no. 6, 29.3.1876.
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the artistic direction of the production”.* Concerning a previous Faust, brought there by
the Barlani-Dini impresa and conducted by Giulio Buzenac — who happened to be a pupil
of Ponchielli+” — the reports spoke of a work that was “barely pieced together” (imbastito
appena), one whose “strange beauties could be appreciated” (si poté gustare le pellegrine
bellezze) only after the fourth night. Before finally achieving some form of artistic stability
this Faust changed two baritones and four sopranos (for the role of Margherita), all at the
public’s expense. La Favorita, the next opera in that season, saw the replacement of two
tenors and two female voices; Carmen that of two baritones, not to mention the baritone’s
part being turned into that of a bass.#® In spite of all this, the theatre was well-attended
and the earnings from the season in question (1890) actually amounted to almost 19,500
florins.# This was money that circulated in the town and was enjoyed by all, “from the
shop-keeper to the last extra” (dal negoziante all'wltima comparsa). And yet, “the luxury
of opera production” (i/ lusso d’uno spettacolo d’opera), when not sustained by substantial
capital, was often loss-making for the organisers. For in spite of the large takings, the
impresa involved suffered a heavy deficit.

One way of economising was to make use of local resources in the productions, thereby
saving on transportation costs. This was what was done in 1891 by the impresario Angelo
Fantuzzi, who employed the manpower available in Pula and ordered the stage materials
and equipment for the season directly on site. By doing this he above all hoped to win the
approval of the citizenry. Unfortunately we have no information on how this particular
season went. We only know that the impresario was moved “by the best intentions of pleas-
ing the public” (dal miglior buon volere di accontentare il pubblico) and would have done
a lot more if he had been assisted by “a greater share of the evenings’ takings” (i/ concorso
pins generoso per la cassetta). After all, it was also the box-office receipts that enabled the
impresario to cover his many expenses.

Complementing the efforts of the impresario, attempts were also made in Pula to organ-
ise opera seasons with the help of specially created citizens’ committees. For example, the
project for an autumn season in 1901 was to be launched if the impresa was supported
by a committee working with it and guaranteeing the success of the season with strong
financial backing. Details of the project would be decided by the committee itself. In the

46 “del quale spettacolo non aveva essa la direzione artistica”; “Politeama Ciscutti”, I/ Giornaletto di Pola,
28.12.1900.

47 Giulio Buzenac (1858-1925) was a conductor and formerly director of the Teatro Civico and conductor
of the municipal orchestra of Cagliari.

48 ‘“Confidenze di casa”, LEco di Pola, 17.10.1890.

49 To be precise, the earnings came to 19,498.74 florins over the course of forty days; “Teatralia”, LEco di
Pola, 13.12.1890.

50 “Teatralia”, L’Eco di Pola, 13.12.1890.

51 “Politeama Ciscutti”, L'’Eco di Pola, 24.10.1891.
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event, productions of Mignon and Carmen did indeed take place.* The intention, how-
ever, was also to stage Giovanni Rossi’s Sangre mezclada, an opera that had never been
performed (meaning that it would be a world premiere). This part of the project, however,
had no follow-up.” Another instance of a citizens’ committee being created to organise
opera regarded the staging of Antonio Smareglia’s Nozze istriane, which was moreover
a work on a local subject. “We all hope”, the newspapers wrote, “that the project being
aired in many circles of the city will soon enter the decision-making stage and that the
said committee will be set up to realise the idea and give the score a performance of the
very first order, as both Smareglia’s glory and the city’s artistic aspirations demand”.5+ In
this case the project did come to fruition in the spring of 1908: Nozze istriane was actu-
ally performed.

We have a third example of the citizenry possibly having to shoulder the costs in order to
guarantee performances of opera: for December 1907 when both Rigoletto and La favorita
were due for performance. It was reported that the negotiations would certainly be success-
ful because the citizens themselves would pay 15 crowns a head for 10 performances.” In
this case, unfortunately, we do not know how the matter ended. All that is known is that
La favorita was given a year later, without saying that this was also with financial support
from the public; indeed an impresario called Pietro Pedrazzi is now mentioned as being
the organiser of the season.

Among those who had difficulties going to the opera there were some who notified the
newspapers, in the hope that extra performances would be organised at reduced prices. This
certainly also happened in Pula. In September 1894 the opera and ballet company of Gio-
vanni Ansaldo had come to town, to give a few nights of opera buffa, followed by Pagliacci,
imported directly from the Anfiteatro Fenice of Trieste with Gaetano Cimini conducting.s®
Many local families, which had not been able to attend the event, contacted LEco di Pola
in the hope that a fourth performance (in favour of the city’s less affluent citizens) might be
added.” Popular evenings of opera, with cheaper tickets, were therefore organised.

52 “Per una stagione d’opera al Politeama”, I/ Giornaletto di Pola, 23.8.1901.

53 “Politeama Ciscutti”, I/ Giornaletto di Pola, 8.9.1901. In fact the opera is still unknown today. Nor is
it possible to have detailed information on the composer Giovanni Rossi, apart from the fact that he
appears to have been an amateur musician. See Pierluigi Forcella, Opere e operette a Bergamo: Otto-
cento — Novecento, Edizioni Villadiseriane, Villa di Serio 2005, p. 50 and 178.

54 “Noi facciamo voti che il progetto che viene ventilato in parecchi circoli cittadini passi ben presto nel
periodo risolutivo e venga istituito il detto comitato che certo sapra concretare in forma pratica I'idea
e dare allo spartito una esecuzione di primissimo ordine quale la esigono la gloria dello Smareglia e le
esigenze artistiche della cittd.”; “Politeama Ciscutti”, I/ Giornaletto di Pola, 12. 4.1906.

55 “Lopera’, Il Giornaletto di Pola, 25.10.1907.

56 “Politeama Ciscutti”, LEco di Pola, 27.10.1894.

57 “Politeama Ciscutti”, LEco di Pola, 27.10.1894.
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The newspapers might also inform the impresario simply of the public’s desire to hear
a given opera again: “[...] we have received the request”, the Giornaletto di Pola wrote, “if
it would still be possible to give another performance of Lucrezia Borgia. We convey all
these wishes to the impresa”.® The journalist might also try to interpret popular feeling by
asking the impresario directly from the pages of the newspaper for extra performances of
a given opera. The papers often made appeals to the citizenry, encouraging it to go to the
theatre; and here and there one reads the occasional complaint about the low attendance
at certain productions. It is also worth remembering that the cinema was emerging also in
Pula in the early years of the 20th century: a phenomenon that certainly competed with
evenings at the opera.

There was the case of Alberto Vernier, who organised the arrival of various opera companies
in Pula, before leaving the position to Alessandro Bolzicco for a few years. The impresario
was publicly praised in the columns of the newspapers,® only subsequently to be accused
by 1/ Piccolo della Sera in 1896 of having pocketed the municipal subsidy (which evidently
had been granted for the year in question). Vernier duly defended himself publicly from
the insults and from accusations of having cheated the public, as well as from the rumour

that he had been denied the subsidy for the following year:

Indeed, all the authorities without exception did nothing but encourage the owner and myself,
for it is certain that without the selflessness of the former of wishing to sacrifice substantial
sums to bring the theatre to the solidity of the leading [theatres] of the monarchy, and with-
out my modest cooperation, Pula would have been left without a theatre. [...] For the pro-
ductions given in the two years in which I have had the privilege of running the theatre, I
need merely appeal to the good memory of the public, which remembers things much better
than the aforementioned journalist and knows that, for the variety, quality and quantity of
the productions given, I need fear no comparison with my predecessors.

As regards Traviata and Fra Diavolo (two operas in two evenings), I merely recall that the

company had just been, to great applause, at the Teatro Comunale of Rijeka, a theatre that

58 “[...]ci perviene la domanda se fosse ancora possibile di dare ancora una rappresentazione della Lucre-
zia Borgia. Rivolgiamo tutti i desideri all'impresa.”; “Il Politeama Ciscutti”, I/ Giornaletto di Pola, anno
11, no. 306, 11.5.190I.

59 “When we think that the impresa of A. Vernier, regardless of expense and without the support of any-
one, is capable of staging similar spectacles, we cannot help but feel for it that lively sense of admira-
tion that our newspaper here expresses on behalf of the whole population.” (“Quando pensiamo che
I'impresa A. Vernier non badando a spese e a sacrifizi, senza 'appoggio di nessuno, ¢ in grado di alle-
stirci simili spettacoli, non possiamo fare a meno di provare per essa quel vivo senso di ammirazione
che ora a nome di tutta la popolazione, il nostro giornale le porge.”); “La compagnia Zucconi-Pilotto
al nostro Politeama. Il ‘Fra Diavolo’, la “Traviata”, L'’Eco di Pola, 16.11.1895.
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has ten times the resources of the theatre in Pula, and that a member of the company was

Cavalier Lombardi, who now sings with such success in Trieste!®

That in Pula, “in spite of its 38,000 inhabitants”, it had not been possible to put on produc-
tions of a certain splendour, was something well known even to “the women in the square”
(le femminette di piazza), and was well known also to the theatre owner and the impresarios
who succeeded one another over the years, given that “not even once can one succeed in not
making a loss, sometimes even of conspicuous sums” (107 una sola volta si riesci a non perdere, e
talvolta anco somme vistose).© Unfortunately this predicament seemed not to improve even with
the impresario Bolzicco from Udine, who we find more or less permanently at the Politeama
from 1901, even though he simultaneously worked at other piazze (like Gorizia, for example,
in January 1903). One step taken to make up for the losses was that of abolishing the tickets
at reduced prices for the employees and the city’s companies. Naturally by taking this measure
Bolzicco hardly endeared himself to the public, which had already been annoyed by another
incident: at a performance of La bohéme in 1903, his colleague Luigi Bernardi had the soprano
taking the role of Mimi replaced with another novice. This action was considered particularly
tactless towards the public, because the substitution had not been communicated with proper
announcements, but simply with a handwritten notice posted in the theatre foyer.”* What
was defined a “shameful opera season” (disgraziata stagione d'opera) at the Politeama turned
out, in March 1903, to be disastrous also for the artists who found themselves stranded in
Pula without the necessary means for returning home. With the intention of coming to their
assistance, it was decided to give two performances of Un ballo in maschera for their exclusive
benefit. For the occasion Bolzicco made the theatre available free of charge, Smareglia agreed
to conduct the event, and the orchestra of the navy waived their earnings for the rehearsals;
even the printers and the billposting company cooperated at no cost. The public was once again

invited to come to the performances in large numbers, in an attempt to save the situation.®

60 “Anzi tutte le Autorita indistintamente non fecero che incoraggiare il Proprietario e me, perché ¢ certo
che senza 'abnegazione del primo di voler sagrificare una ingente somma per portare il Teatro al livello
di sicurezza dei primari della Monarchia, e senza la mia modesta cooperazione, Pola sarebbe rimasta
senza Teatro. [...] Per le produzioni date nei due anni nei quali mi onoro di esser alla Direzione del
Teatro, non ho che appellarmi alla buona memoria del Pubblico, il quale ricorda le cose molto meglio
che non lo faccia il sullodato corrispondente e sa che, per varietd, qualitd e quantitd degli spettacoli
dati, non ho a temere alcun confronto con i miei predecessori. Rispetto poi alla Traviata e al Fra Dia-
volo (due opere in due sere) ricordo solo che la compagnia proveniva, applauditissima, dal Comunale
di Fiume, Teatro che ha decuplicate le risorse che ha questo di Pola, e che della compagnia faceva
parte il cav. Lombardi che ora canta con tanto successo a Trieste!”; “Per la pura veritd”, L'’Eco di Pola,
28.11.1896.

61 “Per la pura veritX”, LEco di Pola, 28.11.1896.

62 “Politeama Ciscutti”, I Giornaletto di Pola, 16.3.1903.

63 “Due rappresentazioni al Politeama Ciscutti”, I/ Giornaletto di Pola, 4. 4.1903.
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Soon after, fresh attempts were made to organise a production of Ernani by entering
into negotiations with the artists engaged in the opera season who had already sung in the
opera at the Politeama Rossetti of Trieste. While the artists agreed, the political authorities
let the impresario know that permission to produce the opera in Pula would not be given;
so the project came to nothing.®* At the same time, the theatre management had initiated
negotiations to stage Aida and I/ trovatore in the following Lent season with both Ricordi in
Milan and the Broglio theatrical agency, though they were conditional on the acceptance —
by the municipality of Pula — of a request for subsidy.% The Comune evidently did accept,
for it turns out that the season actually took place. The same thing possibly happened two
years later, when in 1906 the theatre, presented with the proposal of an opera company
offering 18 evenings, asked for, and obtained, a subsidy of 5,000 crowns from the municipal
government, in addition to being exonerated from all charges and taxes for lighting and
security guards.®® It is not known, however, which productions the subsidy was designed
to cover: whether those of March or the following performances of opera buffa with the
Compagnia lirica lillipuziana.

From this moment until the period of the First World War, two passages of the aforemen-
tioned Compagnia lirica lillipuziana are worth noting: first in 1906, then, in the following
year, when there was another ‘Lilliputian’ company, that of the brothers Guido and Arnaldo
Billaud. In May 1907 the Billaud company gave various titles of opera buffa, different from
those proposed by Guerra in the following October, even though the repertoires of the two
companies were practically identical.

While the ‘Lilliputian’ companies were thus engaged, negotiations were started with
a “very well-known impresa” in Milan to organise the opera season of the following year.
The idea was to stage both Fedora and Massenet’s Manon or a combination of Fedora and
Faust. A certain interest was also expressed for Lobengrin and Otello, though it was feared

64 “LErnani proibito”, I/ Giornaletto di Pola, 30-31.5.1903. As the newspapers of the time recall, the
performance of Ernani at Pula back in 1888 had inflamed the patriotic ardour of the audience: “I...]
when at the third act the plotters intone the popular chorus Siamo tutti una sola famiglia, some four
thousand spectators erupted into such applause that the theatre seemed about to collapse. Three times
an encore was clamoured for, but seeing that the demonstration of applause was too insistent, orders
were given to drop the curtain. Many went away, but many stayed. An attempt was made to continue
with the fourth act, but woefully, as soon as the curtain was raised, a salvo of whistling made it drop
again. To no avail! A fourth encore was wanted.” (“[...] quando al terzo atto i congiurati intuonarono
il popolare coro Siamo tutti una sola famiglia, quei quattromila spettatori proruppero in tale applauso
che pareva crollasse il teatro. Per tre volte si acclamo il bis ma visto che la dimostrazione applauditiva
era troppo costante si fece calar la tela. Molti se ne andarono ma molti restarono. Si tentd di prose-
guire col quarto atto, ma disgraziatamente appena alzato il sipario un subisso di fischi lo fece ricadere.
Inutile! Si voleva il quarto bis.”); “In teatro”, LEco di Pola, 24.11.1888.

65 “Politeama Ciscutti”, I/ Giornaletto di Pola, 16.3.1903.

66 “I denari dei contribuenti”, Omnibus, 15.2.1906.
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that this might lead to “parodies” of the operas, as might well happen in other small thea-
tres of the coastal region. In some newspapers there was talk of Massenet’s Werther instead
of Manon. The performers for Manon would be the same as those who had given it at
the Teatro Minerva of Udine shortly before: hence further confirmation of how produc-
tions from Friuli and Julian Venetia could then move to Istria or Dalmatia. In the end no
opera by Massenet was given, for the choice fell on Smareglia’s Nozze istriane mentioned
above.? To conduct the work they brought in Gialdino Gialdini, a musician of a certain
stature who, before coming to Pula, had appeared at the Teatro Comunale of Rijeka and
before that in Trieste.%® Gialdini — who even then was better known as conductor than
composer — was also invited to conduct the orchestra of the navy in La Wally in 1909.
He evidently succeeded in enjoying a good rapport with both the owner of the Politeama
and its impresarios if the following year he succeeded in having his own one-act opera La
bufera performed in Pula.®

The seasons in which Alessandro Bolzicco played a leading role in the organisation of
opera at Pula thus unfolded until we come to a performance of Strauss’s operetta Sangue
viennese (Wiener Blut) during which an irredentist demonstration took place that cost the
impresario his career and even forced him to leave Pula immediately. The ballet dancers on
stage were representing “The Great Nations”, and at the entrance of the couple representing
France and Italy there was apparently an outburst of clapping accompanied by “voices of
approval” (voci di plauso) that forced the orchestra to stop playing. The police commissioner
gave orders for the audience to evacuate the theatre, but to no avail. He therefore ordered
the orchestra and soldiers present to depart. The Magnani opera company, which was per-
forming the work, had to leave the city; and the theatre was closed.” The affair caused a

67 “Laserata a teatro”, I/ Giornaletto di Pola, 30.3.1908.

68 He was also director of the conservatoire of Trieste until May 1915. On Gialdino Gialdini, in addition
to the biographical entry devoted to him in the Dizionario Enciclopedico Universale della Musica e
dei Musicisti, Le biografie, vol. III, Utet, Torino 1983, p. 188, see Annalisa Sandri, ...e Massener disse,
“Bravissimo!!”. Gialdino Gialdini e il suo tempo, Pizzicato, Udine 2001, or Albano Dini—Vivaldo Pagni,
Gialdino Gialdini. La vita-le opere, Societdh Musicale Gialdini, Pescia 1995.

69 On this little-known work, see Corrado Ambiveri, Operisti minori dell’ Ottocento italiano, Gremese, Roma
1998, p. 78. The opera was given the next year at Pescia, birthplace of the composer and conductor.

70 Bogneri, I/ Politeama Ciscutti, p. 117. See also “Una proibizione inaudita — Pola senza teatro”, I Giornal-
etto di Pola, 23. 4.1912, concerning the restrictive measures taken by the lieutenancy against performances
at the Teatro Ciscutti. The population was witnessing a “speztacolo di repressione”. In the Giornaletto di
Pola of 24.12.1912 we read: “After the attack on our schools and after the attack even on our industrial
school, because it produces Italian workers, having got rid of the municipal prerogatives and slavicised
the offices, the time has now come to destroy the theatre, this training ground of our civilisation. But
yes, it is said in certain circles that there is no need for Italian theatre in Pula. For those wanting enter-
tainment there is the theatre of the Narodni Dom. That, you could say, is patriotic theatre; never mind
if they also hold highly inflammatory speeches against the Hungarians ...” (“Dopo la lotta alle nostre
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stir also because Bolzicco, who by then was sixty-eight and had worked in Pula for sixteen
years, had never provoked quarrels. Evidently the times were changing and the political
friction with the Iralian community was starting to be felt. Bolzicco duly tried appealing to
the lieutenancy of the Littoral against the “order of eviction from the kingdoms and lands
represented at the Council of the Empire”.”" But whatever the outcome of his appeal, he
was no longer found working in the area.

With the onset of the First World War the Italian population protested, angered because it
felc excluded from the earliest performances of operetta with German companies (from 1914
onwards operetta was no longer sung in Italian in the city). This development, contrary to
the interests of the Italian community, had already been anticipated in 1911 when an article
in La Fiamma expressed the fear that the Politeama would be sold not to a consortium of
local citizens but to a non-Italian. It speculated that the future owners might want to get
rid of the theatre: “Let us imagine what will happen to this great and unique theatre of ours
when it has fallen into foreign hands. Today, excepting certain brief Teutonic (or Hungarian
or Japanese) parentheses, the theatre gives performances of Italian opera and theatre with
Italian actors. Tomorrow we could have the surprise of seeing that Italian spectacles have
become a parenthesis”.” It would therefore not be absurd to hypothesise that within a short
space of time the theatre could become “a trilingual or quadrilingual institution” (un isti-
tuto trilingue o quadrilingue), a “new instrument for corrupting” the city’s character (nuovo

scuole, dopo la lotta persino alla scuola industriale, perché produce operai italiani, infrante le prero-
gative municipali, slavizzati gli uffici ¢ venuta l'ora di abbattere il teatro, questa palestra della nostra
civilta. Ma gia, si dice in certi circoli che a Pola non occorra il teatro italiano. Per chi vuol divertirsi
v'¢ il teatro del Narodni Dom. Quello si che ¢ il teatro patriottico; non importa se anche vi tengano i
discorsi pitt inflammati contro gli ungheresi...”); “Pola ex lege”, I/ Giornaletto di Pola, 24. 4.1912. On
the closure of the theatre, see also “Il teatro chiuso...fino a nuovo ordine”, La Fiamma, 27. 4.1912.

71 “nozione di sfratto dai Regni e paesi rappresentati al Consiglio dell'Impero”; See Grazia Tatd, Trieste,
Gorigia e I'Unita d’Italia, Deputazione di storia patria per la Venezia Giulia, [Trieste] 2012, p. 167.

72 “Immaginiamoci che cosa accadra di questo nostro massimo ed unico teatro quando sara caduto in
mani straniere. Oggi, salvo qualche breve parentesi teutonica (o ungherese o giapponese) vi si danno
spettacoli di opera e di prosa italiani con attori italiani. Domani potremo avere la sorpresa che gli spet-
tacoli italiani siano una parentesi.” And the article went on: “And let it not be said that, as the city is
Italian, no impresario will be so much at war with his own pockets as to banish from the theatre not
only the Italian language but also the public. Among the most assiduously attended productions, we
have seen certain German operettas that were a parody of the art. The eminent impresario Bolzicco
could tell us something about this. And we ourselves have seen the flower of our intellectuals attend
all such performances with edifying persistence.” (“E non si dica che, essendo italiana la citta, nessun
impresario sara in tanta guerra colle proprie tasche da bandire dal teatro, colla lingua italiana, anche il
pubblico. Noi abbiamo veduto fra gli spettacoli piti frequentati certe operette tedesche che erano una
parodia dell’arte. Qualche cosa in proposito potrebbe raccontarci I'egregio impresario Bolzicco. E noi
stessi abbiamo veduto il fiore dei nostri intellettuali assistere con un’assiduita edificante a tutte codeste
rappresentazioni.”); La Fiamma, anno I, no. 23, 26.8. 1911.
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strumento di corruzione), bringing with it an increase in “the number of humiliations” one
would have to put up with (crescere per esso il numero delle vergogne).s

In the same year an article appeared in the Giornaletto di Pola, protesting against the
much-feared foundation of a Croatian National Theatre in Istria. The foundation of what
was to be called the “Croatian Provincial Theatre” was the idea of the administration of
the theatre of Zagreb and would avail itself of repertoire, artistic staff and scenery from the
Croatian capital itself.7# The Italian community therefore felt threatened, and duly shifted
the discussion to opposing the Croatian plans. The language used was indeed tough, evok-
ing ideas of confrontation and combat: “This Slavic tenacity needs to be well understood
by the Italians”, it warned, “who must (how and where possible) prevent and paralyse the
conquering work of their national adversaries”. Italian theatre, according to the writers, had
no formidable competitors in any other national theatre and would surely have no reason
to fear the Croatian national theatre.”s

Such hostility didn’t come from nowhere. A few years earlier an imposing rally was held
at the Politeama Ciscutti to contest the planned institution of a Serbo-Croatian secondary
school (gymnasium) in the eminently Italian town of ‘Pisino’ (today Pazin); the honourable
Felice Glezer had sent a long telegram of protest to the Prime Minister in Vienna, emphasis-
ing that since the region had been occupied by the “Latin race” (razza latina) for thousands
of years, it therefore belonged to it “by right of fact” (per diritto di farto). Hence it would not
be possible to surrender this territory to “other guest peoples” (a/tre genti ospiti).” Bearing

73 La Fiamma, anno 1, no. 23, 26.8.1911.

74 The article went on to pour scorn on the role of Croatian literature and its repertoire for the theatre: “We
know how little Croatian literature amounts to, in spite of all its literary ambitions, made up as it is of
imitating works from other literatures, when it doesn’t also pass off, under its name, the equally wretched
Serbian literature. All the poorer is the Croatian theatre repertoire, which for the most part is limited to
imitations of German, French and Iralian works, concocted mainly by Dalmatians of Tralian background,
in spite of the fact that the Croatian newspapers speak of famous plays and celebrated national playwrights.
But the Croatians have no intention of halting on the road towards the national conquest of the province;
here again they make this effort aided by their brothers, indeed by the government of Croatia.” (“Si sa a
che poca cosa si riduca ad onta di tutti i conati letterari, la letteratura croata, fatta di imitazioni di opere
delle altre letterature, quando non passa sotto il suo nome la pur meschina letteratura serba. Tanto pitt
povero ¢ il repertorio drammatico croato, che si limita in massima parte a versioni o imitazioni di lavori
tedeschi, francesi e italiani, fatte per lo pit da dalmati di coltura italiana, sebbene i giornali croati parlino
di rinomati drammi e di celebri drammaturghi nazionali. Ma non percio si arrestano nella via della con-
quista nazionale della provincia i croati, che fanno ora questo sforzo, anche qui aiutati dai fratelli, anzi
dal governo della Croazia.”); “Il teatro nazionale croato”, Il Giornaletto di Pola, 31.10.1911.

75 “Questa tenacia slava deve essere ben compresa dagli italiani che devono, come e dove ¢ possibile, pre-
venire e paralizzare 'opera conquistatrice dei loro avversari nazionali.”; “Il teatro nazionale croato”, 7/
Giornaletto di Pola, 31.10.1911.

76 “the projected institution of a secondary school in Pisino on the part of the imperial government”, Glezer
wrote in his message, “as well as constituting a grave and unprovoked offence towards all Italians, by
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this in mind, it is clear that any change in the programming of opera or operetta in Italian
would be viewed with disfavour.

Those frequenting the theatre in those very years nonetheless agreed that the Politeama
failed to satisfy the needs of a changing city. What was required was an overall refurbish-
ment of the interior, including the creation of a new gallery “with seats” (a sedie), to provide
access to members of the public who, for various reasons, had been excluded.”” A need for
renewal was widely felt. In the following years, up until the end of the War, ownership of
the Politeama changed hands various times, with some owners obliged (in spite of them-
selves) to take on the impresa as well — as happened in 1913. Teodoro Mattiassevich, who
is mentioned as part-owner and administrator, at his death in 1916 handed the reins to
Vincenzo Viezzoli, who officially asked the lieutenancy for the Politeama’s certificate of use
(licenza di esercizio) to be issued in his name.” Even a certain Petinelli featured as owner
and impresario for various years.”? When the War came to an end, the co-owners of the
Politeama were Stipanovich, Viezzoli and Cirillo Metodio Koch.

The end of the War brought a mood of deep unrest, with control of the city divided
between German and Austrian soldiers. By then the Politeama had given up proposing to
organise seasons of Italian opera, most certainly also for financial reasons. Performances of

damaging their rights, tends to create artificially a foreign culture in favour of the few who, for just a
few decades, have brought discord among the Istrian people in order to achieve specific political aims
in the future; that this projected school offers fresh proof of the government’s intention to deprive the
Italians of their national patrimony in order to favour a few political agitators who are their enemies;
that the Iralians contribute to the expenses of the state in an exorbitant manner in proportion to the
costs sustained by the other peoples who came to this region, to whom the government is generous with
all kinds of concessions, especially in the field of education — whereas to the Italians it does not even
recognise the right to set up, even with its own money, an Italian university at Trieste, also prohibiting
the establishment of other educational institutions that correspond to the needs of Italian culture, the
oldest and one of the most illustrious in the world [...]”; (“la progettata istituzione da parte dell'impe-
riale governo di un ginnasio serbo-croato a Pisino, oltre che costituire una grave offesa, non provocata,
a tutti gli italiani, intaccando i loro diritti, tende a creare artificialmente una coltura straniera a favore
dei pochi i quali da alcuni lustri hanno portato la discordia fra il popolo istriano per conseguire in future
evenienze noti fini politici che questa progettata istituzione offre una novella prova della tendenza del
governo, di spogliare gl'italiani del loro patrimonio nazionale per favorire pochi agitatori politici nemici
degli stessi, che gl'italiani contribuiscono alle spese dello Stato in esorbitante proporzione di fronte a
quelle sostenute dalle altre genti sorvenute in questa regione, verso le quali il governo ¢ largo di ogni
sorta di concessioni specialmente nel campo scolastico — mentre agli italiani non riconosce neppure il
diritto di istituire anche con i propri denari una universita italiana a Trieste, negando d’altronde altri
istituti di educazione corrispondenti ai bisogni della coltura italiana la pili antica e una delle pit illustri
del mondo [...]”); Bogneri, I/ Politeama Ciscutti, pp. 52—54.

77 “Lannata teatrale”, I/ Giornaletto di Pola, 5.6.1913.

78 Bogneri, Il Politeama Ciscutti, p. 135.

79 Bogneri, I/ Politeama Ciscutti, p. 306. The Politeama had been bought by Viezzoli, Pregel, Petinelli and
Mattiassevich on 15 April 1910; Marseti¢, 1/ cimitero civico di Monte Ghiro a Pola, p. 606.
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German operetta did, however, continue and it was precisely during one of these events
that tensions between the different ethnic groups in the city came out into the open. On
the evening of 20 October 1918, a group of Italian demonstrators gathered and marched
through the streets of the city singing patriotic songs. In the course of the march the group
became larger, eventually amounting — according to the local journalist Rodolfo Manzin — to
“a few hundred” (alcune centinaia) in number. Armed with sticks this crowd burst into the
theatre, invading the parterre and generating confusion among the Austrian officers seated
to watch the show. The intention was to stop the performance, but the officers insisted that
the show should continue and that the demonstrators be ejected. As Manzin reported, “the
news that the show was continuing inside, with us in the street hearing the singing of the
German singers, was enough to stoke our fury”.* This statement is revealing of how the
War had exacerbated the tensions; the fury (pazzia) caused by seeing that the Politeama
had by then fallen into the hands of what was effectively the political enemy led to a sec-
ond, sudden incursion that almost ended in the destruction of the theatre: “the first wings
of canvas and paper caught fire and the spectators escaped from the parterre, while others
tried to reach the stage, which by then was overwhelmed with smoke” . This resulted in a
setback for performances, albeit a temporary one. In any case the War had caused a general
decline in the organisation of theatrical productions. And what the War failed to do was
completed by the outbreak of Spanish flu that followed immediately afterwards, ensuring
that the situation was further complicated.*

4.31 Census of the opera seasons at the Politeama Ciscutti of Pula

The seasons at the Politeama Ciscutti have been reconstructed with the aid of the articles
collected in Marcello Bogneri’s book (// Politeama Ciscutti di Pola), the periodicals 1/ Pro-
letario, Pola, Il Giornaletto di Pola, Siidisterreichische Nachrichten, L'Eco di Pola, Il Popolo
Istriano, La Fiamma, Omnibus and Il Diritto Croato, and information found in the state
archives of Zadar and Sibenik. In italics are indicated the seasons realised in the theatre
founded by Ciscutti before the Politeama.

80 “La voce che dentro lo spettacolo continuava, e noi dalla strada si sentiva arrivare la musica ed il canto
degli interpreti tedeschi, ci fece montare la pazzia.”; Bogneri, I/ Politeama Ciscutti, p. 140.

81 “le prime quinte di tela e carta prendevano fuoco e dalla platea gli spettatori scappavano, altri tentavano
di raggiungere il palcoscenico ormai invaso dal fumo.”; Bogneri, 7/ Politeama Ciscutti, p. 140.

82 On musical performances at the Politeama Ciscutti in the period following the First World War (and
the 1930s in particular), see for example Lada Durakovi¢, “Glazbeno-scenske izvedbe u pulskom kazal-
iStu ‘Ciscutti’ u tridesetim godinama dvadesetog stolje¢a”, in Medunarodni znanstveni skup Cakﬂwkag
sabora “Boje zavicajnosti”, Rovinj, Zminj 2003.
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. Maestro concertatore and Start of
Year Impresario Operas
Chorus master season
1863 | Sanguinazzi nf [March] Marin Faliero
I masnadieri
1874 | n.f n.f n.f 1l barbiere di Siviglia
La sonnambula
Lucia di Lammermoor
1876 | Mirco e Giani n.f March Lelisir damore
Don Pasquale
1881 | Francesco Razzani Giuseppe Grisanti September | Ruy Blas
m.c.: Giorgieri La traviata
Rigoletto
Poliuto
1882 | Pietro Ciscutti [Riccardo] Bonicioli September | n.f.
1883 | [Ernesto Bellini-Venturini] | [Adolfo Baci] [Autumn] | [Rosilde di Saluzzo]
1884 | Felice Brandini n.f. n.f. n.f.
1885 | n.f. n.f. May La campana dell’eremitaggio
1887 | n.f. Giuseppe Grisanti October Don Sebastiano [announced)
m. c.: Giulio Smareglia La forza del destino
Lucia di Lammermoor
1888 | n.f. n.f. November | Ernani
1889 | Ernesto Piacentini-Bellini Giovanni Guarnieri October La favorita
m. c.: Furian Rigoletto
1890 | (Compagnia lirica di canto | n.f. January Don Pasquale
Conti) Il barbiere di Siviglia
Barlani-Dini Giulio Buzenac November | Carmen
m. c.: Giulio Smareglia Faust
La favorita
1891 | Angelo Fantuzzi Luigi Bernardi October Jone
1l Guarany
1l trovatore
Cavalleria rusticana
1892 | Ernesto Piacentini-Bellini m. c.: Giulio Smareglia October Ernani
Norma
1893 | Ernesto Piacentini-Bellini | Antonio Rupnick October Un ballo in maschera
Osvaldo Zanetti Lebrea [announced)
m. c.: Giulio Smareglia Maria di Rohan
Ruy Blas
1894 | Delinato Antonio Rupnick April Faust
Rigoletto
Alberto Vernier (Com- Ettore Mariotti September | Il barbiere di Siviglia
pagnia lirico-coreografica Don Pasquale
Ansaldo) Crispino e la comare
Gacetano Cimini October Pagliacci
m. c.: Bartoli
1895 | Alberto Vernier [Enrico Riboldi] November | Fra Diavolo
Silvio Boscarini La traviata
Gli Ugonotti
1896 | [Alberto Vernier] n.f. n.f. n.f.
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Maestro concertatore and

Start of

223

Year Impresario Chorus master season Operas
1898 | Cesare Steffenoni Giuseppe Grisanti Lent La traviata
Lucia di Lammermoor
La favorita
Rigoletto
(Compagnia lirico-coreo- n.f. September | [announced)
grafica Ansaldo)
1899 | De Fanti [De Santi] Pietro de Stermich [di March La bohéme
Valcrociata] Otello
Alberto Vernier Augusto Franzoni June 1l barbiere di Siviglia
(Compagnia lirica diretta
da Anacleto Tavernari)
Ruotolo-Vernier n.f. September | La traviata
Lucia di Lammermoor
La sonnambula
1900 | (Compagnia lirica diretta Augusto Franzoni May 1l barbiere di Siviglia
da Anacleto Tavernari)
(Compagnia lirico-coreo- | n.f. November | II barbiere di Siviglia
grafica Roberto Franciolli) Cirispino e la comare
Don Pasquale
1l carnevale di Venezia
Le educande di Sorrento
Aroldo Chinaglia December | Rigoletto
Cavalleria rusticana + Act I
Lucia di Lammermoor®?
1901 | Giuseppe Corbetta Aroldo Chinaglia January Ernani
m. c.: Giulio Smareglia 1l trovatore
Aroldo Chinaglia March Pagliacci o Carmen
m. c.: Giulio Smareglia April Lucrezia Borgia
La bohéme
Cavalleria rusticana + Act
IIT La bohéme®*
Ernani
May Nabucco
Alessandro Bolzicco Luigi Bernardi November | Carmen
m. c.: Carmelo Borri Mignon
Rigoletto
1902 | Alessandro Bolzicco Silvio Boscarini March Cavalleria rusticana
Pagliacci
Alessandro Bolzicco Falconi October Manon Lescaut
[Ruotolo-Savelli] m. c.: Ricci Faust
1903 | Luigi Bernardi Luigi Bernardi March La bohéme
m. c.: Lorenzo Cheldonda Un ballo in maschera
Cavalleria rusticana
Giulio Smareglia April Un ballo in maschera
Alessandro Bolzicco Gialdino Gialdini October Mignon

Ruy Blas [announced)

83  Cavalleria rusticana and the first act of Lucia di Lammermoor were performed on the same night.

84  Cavalleria rusticana and the third act of La bohéme were performed on the same night.
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. Maestro concertatore and Start of
Year Impresario Operas
Chorus master season
1904 | Alessandro Bolzicco Fortunato Cantoni February | Il trovatore
m. c.: Ricci Aida
Raffaele Patucchi May Il barbiere di Siviglia
La sonnambula
Vittorio Riva Giulio Smareglia October Rigoletto
Alessandro Bolzicco La traviata
1905 | [Alessandro Bolzicco] Carlo Maria Smoquina December | Manon (Massenet)$’
1906 | Alessandro Bolzicco Augusto Poggi March Tosca
m. c.: Davide Soffritti La Gioconda
n.f. (Compagnia lirica Ernesto Guerra May Il barbiere di Siviglia
lillipuziana) Crispino e la comare
La sonnambula
La figlia del reggimento
Lelisir d’amore
Giulio Smareglia December | La notte di San Silvestro
1907 | Giuseppe Borboni n.f. March Pagliacci
Sarrona
Cavalleria rusticana
Antonio Guarnieri April Manon®
(Compagnia lirica lillipu- May Lucia di Lammermoor
ziana Billaud) Fra Diavolo
Il barbiere di Siviglia
(Compagnia lirica lillipu- | Ernesto Guerra October Lelisir I’amore
ziana) Crispino e la comare
Pipelet
Carmen
1908 | Alessandro Bolzicco Felice Feruglio January Lamico Fritz
Alessandro Bolzicco Gialdino Gialdini March Nozze istriane
Pietro Pedrazzi Virgilio Ricci November | La favorita
m. c.: Alfredo Martinz Andrea Chénier
I Capuleti e i Montecchi
1909 | n.f. Gialdino Gialdini March Otello
n.f. Gialdino Gialdini December | La Wally
m. c.: Alfredo Martinz
1910 | n.f. Gino Zuccoli March Rigoletto
m. c.: Alfredo Martinz La bohéme
[Gialdino Gialdini] November | La bufera
Werther
1911 | Giuseppe Borboni Giuseppe Rubino March Il barbiere di Siviglia
(Compagnia Beltramo) Don Pasquale
Il maestro di cappella
Gaetano Bavagnoli October Mefistofele
m. c.: Alfredo Martinz e
Binetti
1912 | Giuseppe Borboni Paolo Bellucci June La sonnambula
(Compagnia lirica interna-
zionale)

85 Extra performances.

86 Eight extra performances.
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Maestro concertatore and Start of

Year Impresario Chorus master season Operas
1913 | Giuseppe Fantoni [owners | Giuseppe Marrone April Tosca
of the Politeama] Guglielmo Tell
Norma
1914 | n.f. Vertova March Mignon
m. c.: Iustolini Carmen
Umberto Braida n.f. [October] | [Nozze istriane
Abisso]
1916 | n.f. n.f. October Don Pasquale
1917 | n.f. n.f. January Rigoletto

4.4 The contracts and opera seasons at Rijeka

In the period covered by this study (1861—1918) there were two theatres operating in
Rijeka: first the Teatro Adamich and then the Teatro Comunale. Before the birth of the
Comunale, the principal season for opera was that of Lent-spring. Typically, 12 evenings
were devoted to operetta, 14 to opera seria and 14 to spoken theatre. Since both German
and Hungarian operetta companies also visited Rijeka, the theatre was well attended by
the German-speaking section of the population, as in Pula.’” Every year the opera season
of Lent-spring was interrupted for ten consecutive days during the carnival period, when
balls were held exclusively.®

For its “ambitions, splendour and taste” (esigenze, lustro e gusto) the Teatro Adamich was
compared to the theatres of Brescia, Pavia, Piacenza and Novara, all cities with a bigger
population than Rijeka.® It appears to have been frequented by a very diverse audience,
ranging from office employees and soldiers to men from business, banking and the lib-
eral professions, not to mention “shop assistants and demanding pensioners” (commessi di
banco e pensionati esigenti).?° This type of spectator made up the ranks of the season-ticket
holders. Judging from the reports in the papers, it was a somewhat unruly audience: noisy,
intolerant and easily distracted, with the power of making things difficult for the impresa-

rio, for example by zealously booing the singers.”" A caustic description in the newspaper

87 “Teatro Civico”, La Bilancia, 26.6.1871.

88 It was claimed that the balls were actually detrimental to the opera season, since the money spent on
the dancers came from savings made by the impresario in engaging the singers; “La questione teatrale”,
1l Giornale di Fiume, 8. 4.1865, p. 120—21.

89 See “Il nostro Teatro Civico”, La Bilancia, 11. 6.1870.

90 “Il nostro Teatro Civico”, La Bilancia, 4.6.1870.

91 The lack of discipline was described as follows: “At distinguished theatres, like that of Rijeka, it is in
perfectly good taste to enter your box half way through the first act and chatter throughout the per-
formance, keeping silent only in the more dramatic moments, that is if the spectators in the parterre
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La Bilancia defined these spectators as entering the fray in swarms, “guided for the most
part by a leader who was not openly acknowledged, but tacitly accepted”. This leader, in
accord with other spectators, would whistle at (i. e. boo) the singers and thereby insist on
their replacement.”* This was the type of public with which the impresarios who succeeded
one another over the years had to deal.

The newspaper La Bilancia became a sort of channel of communications between
season-ticket holders and the theatre management. Suggestions from spectators were

expressed in its columns: such as which the operas they would like to see programmed,?

should demand silence. In turn the impatient and distracted public of the parterre which usually keeps
up a constant chatter, if by any chance it should hear that some dandy in the boxes or gallery venture
to gently whisper a few words that might disturb the show, then immediately a hundred voices launch
into a prolonged hissing, and sometimes even a salvo of huffing and blustering! [...]” (“Nei teatri
distinti, qual ¢ quello di Fiume, ¢ di perfetto buon gusto entrare nei palchi a meta del primo atto, e di
chiacchierare per tutto lo spettacolo, tacendo solo nei momenti pitt drammatici, sempreche lo spetta-
tore di platea imponga silenzio. A sua volta il pubblico insofferente e distratto della platea che di solito
si mantiene in continuo cicalio, se per avventura ¢ avvertito che nei palchi o nelle gallerie qualche
damerino s'arrischia di sussurrare qualche parola a fior di labbra, che potrebbe turbare lo spettacolo,
tosto cento voci fanno sentire un prolungato sibilio, e qualche volta una salva di oh! Di uh! [...]”); “II
nostro Teatro Civico”, La Bilancia, 4.6.1870.

92 “guidati per lo pitt da un capo, non dichiarato, ma tacitamente accettato”. The article goes on: “When
two or three of these leaders....get it into their heads to whistle at a singer, they had no trouble coming
to an agreement with their companions and the outcome is guaranteed. Recent among us is the exam-
ple that in this way one can whistle at a tenor, only to have to wait twelve days for his replacement,
with another of not much greater merit or greater celebrity.” (“Quando due o tre di questi capi...
hanno il capriccio di far fischiare un artista, se la intendono di leggieri co’suoi e I'impresa ¢ sicura. Ed
¢ recente fra noi 'esempio, che in questo modo si pote fischiare un tenore per attendere dodici giorni
la sua sostituzione, con altro di non molti maggiori meriti, né di maggior fama.”); “Il nostro Teatro
Civico”, La Bilancia, 4.6.1870. The presence of an organised sector of the audience was also noted at
Pula, when during a performance of Un ballo in maschera in 1893, numerous clagqueurs annoyed the
public with somewhat insistent applause (“Teatralia”, 7/ Diritzo Croato, 11.10.1893). The same clague
seems to have been still active ten years later, as attested by the following: “the attempts at applause
were launched by the chorus boys sent into parterre and by a clague installed in the gallery” (“i tenta-
tivi di applauso partivano dai ragazzi dei cori inviati in platea e da una clague insediatasi in galleria”
“Politeama Ciscutti”, I/ Giornaletto di Pola, 11.3.1903.

93 An example was when both season-ticket holders and theatre-goers asked the theatre management “to
designate Marchetti’s Ruy Blas as the fourth opera of the season, especially since it wouldn’t be a bad
idea to have a bit of the new among so much of the old.” (“di destinare per la quarta opera della sta-
gione il Ruy Blas di Marchetti, tanto piti che un po’ di nuovo tra tanto vecchio non istarebbe male.”);
“Teatro Civico”, La Bilancia, 30.3.1872. In the event, they were humoured on this occasion, only later
to complain about the programming of the same opera two years later: it was said that the public had
reached “satiety”. And so, to forestall the danger of seeing the theatre deserted, the impresa was advised
by the journalist of La Bilancia to resort to “patchwork nights” (cenzoni), i. e. evenings in which the best

arts of the four operas programmed for the season were strung together; “Teatro Civico”, La Bilan-
3 g tog
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or about the starting time for performances (this also happened in Pula in the 7/ Giornal-
etto di Pola). Both season-ticket holders and other patrons of the theatre made a public
request for performances to start at 8 pm instead of 7.30: indeed, at 7.30 the theatre was
often still empty.9* At the same time, there were articles in La Bilancia that either encour-
aged the public to attend performances® or complained about its absence when it didn’t
go.%¢ If the public attended performances in greater numbers, it was argued, the need for
a municipal subsidy would be less pressing. And with the renting of the boxes, the season
would be at least partially paid for. Nonetheless, it was thought that even in the worst sce-
nario, the municipality could be called upon to help the season with a subsidy of around
a thousand florins. Such a sum, the theatre management believed, would not be refused
by the municipal delegation, “as a way of safeguarding the propriety of the stagings” (2
tutela del decoro delle scene).?”

4.41 Cesare Trevisan in Rijeka

Among the first names we find organising opera seasons in Rijeka in the 1860s is that of
the impresario Cesare Trevisan,”® whose management eventually turned out to be some-
what controversial. In 1862 he declared his good intentions directly on the posters for the
opera season, by proclaiming that he was honoured to be running the theatre and that he
would do his best to “deserve the public sympathy” (meritarsi il pubblico compatimento).
Furthermore, he gave evidence of having recruited some first-rate orchestral players by list-

cia, 8.5.1874. In all likelihood the scenery and costumes for Ruy Blas came directly from La Fenice in
Venice, as they did two years earlier; “Teatro Civico”, La Bilancia, 6.5.1872.

94 “Teatro Civico”, La Bilancia, 10. 4.1872.

95 The encouragement was given with statements such as: “we must surely give a word of praise to the
impresa, which spares no effort or expense to stage the operas with the greatest possible decorum, and
we stress that it would be truly deplorable if our public should not encourage it with a plentiful attend-
ance.” (“dobbiamo poi tributare una parola d’encomio all'impresa, che non risparmia fatiche e spese
per allestire lo spettacolo col maggior decoro possibile, e asseriamo che sarebbe invero cosa deplorabile
che il nostro pubblico non la incoraggiasse con un numeroso concorso.”); “Teatro Civico”, La Bilancia,
2.3.1877.

96 As when the following was written: “we like to believe on this occasion there will be no repeat of the
painful events that happened on other occasions in similar circumstances: that the reputable theatre
public should stand out... for its phenomenal absence!” (“amiamo credere che in tale occasione non
si ripetera il doloroso fatto verificatosi altre volte in circostanze consimili, che il rispettabile pubblico
teatrale brilli...per una fenomenale assenza!”); La Bilancia, 27.3.1877.

97 “Teatro Civico”, La Bilancia, 3.12.1878.

98 On the impresario Cesare Trevisan, see the doctoral dissertation of Elisabeth Probst, in progress at the
Institute of Musicology of the Karl-Franzens-Universitit of Graz. Trevisan also worked at the theatres
of Udine and Trieste in the same years.
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ing some of their names: “The orchestra will be made up of the finest musicians in the town
and by gentlemen from outside, En. Cagnoni, C. Mirco, Al. Moschini and son, Fr. Lorenz,
G. Mixa, En. di Mayer Grego, etc”.?® At the time Cagnoni and Mirco were well-known
orchestral players who were greatly favoured by many impresarios of the Venice-Trieste-Is-
tria/Dalmatia circuit. By publishing their names he therefore made a show of having made
a potentially winning choice. In fact the criticisms didn’t arrive undil three years later, when
he signed a new contract with the theatre (despite the fact that La Scena announced that
the impresario would be Carlo Gardini).*°

The performance of Bellini’s / puritani that Trevisan organised in 1865 was described as
“unworthy” (indegna) of the stage, especially considering the money he was said to have
had at his disposal. The theatre apparently had a subsidy of 8,000 florins, to which were
added over 3,000 florins from the season tickets, plus another 4,000 florins from the nightly
admissions. In other words, a total 15,000 florins for 30 performances, which was no excuse
for a poor production. Trevisan provided artists in large numbers, but, according to his
detractors, quantity was no guarantee of quality;* and the impresario had enough money
to ensure a higher standard. In actual fact, the contract signed in that year mentioned an
endowment of 7,000 florins, which was not a particularly big sum.** It also specified that
the choice of singers was left to the impresa, and that the leading roles could be dismissed
(protestati) either by the management in the course of rehearsals (as was customary) or within
three performances if they failed to win the audience’s approval.™ As none of the singers
in the company seem to have been sacked, we deduce that the opinion mentioned above
on their quality could be attributed to the critic writing in the journal. The orchestra was
to be constituted “in agreement with the conductor” (daccordo col direttore), who, in the

99 “Lorchestra sard composta dei migliori professori del paese, e dai forestieri signori En. Cagnoni, C.
Mirco, Al. Moschini e figlio, Fr. Lorenz, G. Mixa, En. di Mayer Grego, ecc.”; Programme of the Lent-
spring season 1862, HR-DARI, DS 6o, folder 10.

100 Carlo Gardini, founder of the artistic journal LArpa in 1853, also worked as an impresario at La Fen-
ice in Venice as well as the Teatro Comunale of Trieste (we find him active in the autumn season of
1868, after having had contacts with Rijeka in the previous years; Filippo Danziger, Memorie del Teatro
Comunale di Trieste dal 1801 al 1876, raccolte da un vecchio teatrofilo, Stabilimento Grafico Appolonio,
Trieste, 1877, p. 99). In 1877 he ran an opera company in Betlin for a season of Italian opera; Signale
fiir die musikalische Welt, no. 19, 1877, p. 295. He did the same also in 1889; Signale fiir die musikalische
Welt, no. 13, 1889, p. 198.

101 “Teatro Civico”, I/ Giornale di Fiume, 8. 4.186s, p. 108.

102 As customary, the contract also indicated when the various instalments of the endowment were to be
paid. As for the cautionary deposit, it amounted to 1,000 florins. The prices of admission and season
tickets that formed part of the impresario’s revenue were also clearly indicated.

103 We find the same conditions in the subsequent contract with the impresario Carlo Gardini (1867) with
the difference that in the latter the names of the singers were precisely indicated, with the exception
of one who “was still to be engaged” (da scritturarsi).
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season concerned, was Giuseppe Alessandro Scaramelli, a musician known to have worked
for a time at the Teatro Comunale of Trieste and who was due to conduct at the opening
of La Fenice in Venice in the following year.™+

In the pre-contract with Trevisan — the preliminary agreement or compromesso; which,
we must remember, was a document that preceded the official contract — it was asserted
that musicians from the city of Rijeka were to be preferred, a point already stipulated in the
tender specifications.™ Not always, however, was this an effective policy, for it was noted
at times that the local musicians were weak and not necessarily up to the task of playing
the operas scheduled. In the event of there being an insufficient number of local musicians,
from 1867 onwards it was stated, specifically in the contract with Carlo Gardini,™¢ that the
impresario had the obligation to engage, at most, four orchestral players from outside. As
for the chorus the maximum was fixed at two external singers, who would also have the
duty of acting as section leaders. As it stood, the clause seemed to benefit the impresario,
by imposing a limit to the expenses he would sustain in engaging foreign manpower. The
theatre management, which provided the impresario with no other funding except the
endowment, did however relieve him from the expense of remunerating the local musicians
of the Istituto Filarmonico, which provided five players.”

Trevisan was under contract to stage five operas (in 1867 the number was reduced to
four). While three of the operas were specified in the contract, the fourth and/or fifth were
“to be decided” (da destinarsi) by common agreement between management and impresa-
rio, as was the custom at the time."® The number of performances remained fixed at 30 in
both contracts (1865 and 1867). As a rule, the number of benefit nights (five or six) and the
maximum uninterrupted run of a single opera were also indicated. The season and the titles
of the scheduled operas were usually stated at the beginning of the document. As regards

104 Giuseppe Alessandro Scaramelli, violinist, had an active career as maestro concertatore and orchestral
conductor. He was maestro of the municipal band and direrzore tecnico of the Istituto Filarmonico of
Rijeka. He came to the city after working for a long time in Trieste, following the refusal of the Teatro
Comunale there to guarantee him a salary and a permanent position; see Filippo Danziger, Memorie
del Teatro Comunale, p. 90. In 1866 he was engaged by the impresarios Bonola and Brunello to con-
duct the opening of the Teatro La Fenice in Venice; see “Scritture e disponibilitd”, La Scena, anno 1V,
no. 23, 4.10.1866, p. 94. On the Scaramelli dynasty, see the interesting chapter Giuseppe Radole, “Gli
Scaramelli. Tre generazioni di primi violini direttori d’orchestra”, in Ricerche sulla vita musicale a Trieste
(1750—1950), Edizioni Italo Svevo, Trieste 1988, pp. 39—65.

105 Preliminary agreement (Compromesso) between the theatre management and Cesare Trevisan, Rijeka,
16.2.1865, HR-DARI, DS 60, folder 4.

106 Contract between the theatre deputation and Carlo Gardini, Rijeka, 3.3.1867, HR-DARI, DS 6o,
folder 9.

107 We thus have clear evidence that in this period the theatre recruited its orchestral players from the city’s
Istituto Filarmonico.

108 Contract between the deputation and Cesare Trevisan, Rijeka, 10.3.1865, HR-DARI, DS 60, folder 4.
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the date of the first performance, initially only the month of the beginning of the season
might be indicated; the precise date, and the specific opera to open the season, would be
fixed at a later stage (it was a matter that would be decided between the compromesso and
the subsequent, better-defined contract). The compromesso with Trevisan consisted of eleven
short articles compared to the subsequent 17 more detailed articles of the contract prop-
er.® While the compromesso refers generally to the season opening in “mid March” (meza
di marzo), the contract gives both date and inaugural opera: “The first performance will be
staged on about 18 March with Otello”.m°

Next the ballet would be established, as well as the number of ballet performances.
The chorus numbers were fixed at twelve males and eight females (numbers that would
remain the same in the Gardini contract of 1867), saving the possibility of boosting them
for specifically-mentioned operas. A few years later the minimum number of choristers
would be increased: the contract with Giovanni Mangiamele in 1870 already calls for 20
male and 10 female choristers. The impresario is also reminded that he would have to
shoulder the nightly expenses: a reminder expressed in general terms without detailing
the amounts and types of expense. As customary, instructions were also given to guaran-
tee the decorum of the costumes, properties and scenery. The impresa could make use of
existing scenery and equipment belonging to the theatre, but would be responsible for
any damage. The contract would then have to be submitted to the municipal delegation
for approval ™

Thanks to the discovery of the contract that the impresario Natale Fabrici concluded with
the theatre management of Rijeka back in 1848, we are in a position to make a comparison
between the obligations mentioned above and the clauses included in the past. While the
earlier contract was certainly more detailed (it had 27 articles), the commitment for the
impresario was lighter: only three operas compared to the five that Trevisan had to promise.
Accordingly, the endowment, fixed at 3,500 florins, was also lower. No reference, however,
was made to a cautionary deposit. Another difference was that in the eatlier contract the city
magistrate of Rijeka specified the name and surname of the orchestral conductor, thereby
avoiding last-minute surprises.”* The impresario would have to procure as many external
orchestral players as were lacking in the city, in consideration of the fact that the military

109 The number of articles in the contracts increased over the years, as did that of the tender specifica-
tions. While the contract with Cesare Trevisan has 17 articles, already that of two years later with Carlo
Gardini has 24 articles that specify in greater detail what was required of the impresario.

110 “La prima rappresentazione andera in scena al 18 circa di marzo coll'Otello”; Art. 2, Contract between
the theatre management and Cesare Trevisan, Rijeka, 10.3.1865, HR-DARI, DS 60, folder 4.

111 Register of documents (Protocollo degli esibiti) (1885—1910), Rijeka, HR-DARI, DS 60, folder 10.

112 Here we have the proof that Scaramelli had already worked at the Teatro Adamich almost twenty years
previously. It was clearly stated that “the orchestra will have to be conducted by that excellent musician
Alessandro Scaramelli of Trieste.” (“Lorchestra dovra essere diretta dal bravo professore sig. Alessandro
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band would not be available that year.”> Once again, this attests the city’s dependence on
centres like Trieste for the recruitment of its musicians.

4.4.2 Mangiamele, Ubaldi and the inadequacy of the endowment

Cesare Trevisan was reported as having been reconfirmed as impresario in Rijeka for the year
1870,™ but in actual fact the contract was won by the impresario Giovanni Mangiamele,
who secured an endowment of 12,000 florins, a sum that included the money granted by
the municipal treasury. The amount was considered “huge” (ingente) in Rijeka’s La Bilan-
cia.™ One assumes it was Mangiamele himself who directly replied to this comment,
expressing his grievances in a newspaper article and supporting them with a few financial
calculations. Without mincing his words, the impresario begins by deploring the fact that
Rijeka had neither an elementary music school nor a municipal band, and was hence a
city “without a history” (senza storia), a city that could certainly devorte itself to trade and
make money, but would be incapable of talking about theatre and music: a sure sign of
the “decline of the population” (regresso della popolazione)."s What followed is a long —
and for us extremely useful — outline of the expenses, leaving out costs of the principal
singers. By producing this list he tried to demonstrate that the endowment is not only not
“huge”, but even inadequate.

He started with the secondary singers (comprimari), which cost 1,200 francs. As regards
the chorus, considering the type of theatre in which the season was to be organised, it was
necessary to have at least 42 singers, 30 men and 12 women: numbers that could be reduced
to 24 and 10 respectively, if one really wanted to economise. An interesting thing men-
tioned by Mangiamele is that only a few of these singers could read music; the rest would

Scaramelli di Trieste.”); Contract between the magistrate of Rijeka and the impresario Natale Fabrici,
Rijeka, 11.3.1848, HR-DARI, DS 60, folder 8.

113 Contract between the magistrate of Rijeka and the impresario Natale Fabrici, Rijeka, 11. 3. 1848, HR-DARI,
DS 60, folder 8. This contract followed an agreement between the impresario and the assistant police
officer Enrico Dall’Asta.

114 The report was in I/ Palcoscenico on 77.2.1870. On the other hand, the journalist writing on theatrical
affairs in Rijeka’s La Bilancia was convinced that the real impresario would be neither Trevisan nor
Mangiamele but “the usual impresario of the previous years known to everybody and above all to the
city treasury.” (“il solito impresario degli anni scorsi che tutti conoscono e piti di tutti la cassa civica.”);
“Teatro Civico”, La Bilancia, 12.2.1870.

115 In addition to this assessment (which amounted to an a priori judgement of the impresario responsible
for managing the endowment), the article in the paper also complained of alleged irregularities in the
financial management of the former theatre management, which had been entirely left in the hands
of its president; “Il nostro Teatro Civico”, La Bilancia, 11. 6.1870.

116 “Il nostro Teatro Civico”, La Bilancia, 11. 6.1870.
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even be illiterate."” It is worth remembering that we are here dealing with a territory in
which, according to the last Austrian census of 1910, as many as 62.8 % of the inhabitants
over the age of ten could neither read nor write. The phenomenon was less marked around
the islands and along the coast (42 %), and more pronounced in the hinterland, in towns
such as Bencovaz (81%) and Tenin (84 %). 63.7 % of the illiterate would be of Slavic origin,
17.4% of Italian. In the years in which Mangiamele was operating, these percentages could
have been even higher.™ If one were to use the singers from the town, one would have to
calcolate around 100 lire per head, amounting to 3,400 lire/francs for the whole season:™ a
pay much lower than what would be required to have a good choral group. Regarding the
orchestra, we learn that it lacked at least four violins, a first clarinet, a bassoon, a first trum-
pet, two double basses, an oboe and a double horn, as well as the conductor. The orchestra
would need 40 players, each paid 120 lire, which would bring the total to 4,800 lire. For
the conductor one should calculate at least 1,000 lire.>°

As regards the music, the scores of three repertoire operas could be had for 450 francs,
whereas a new score (Mangiamele used the examples of Lafricana or Don Carlo) would
cost as much as 2,500 francs: hence a substantial difference.” The costumes would call
for another 2,000 francs. If scenery was not available, and this was certainly the case at
the Teatro Adamich, another 600 lire would have to be added, in addition to ca. soo lire
for properties. A further soo would have to be given to the prompter and chorus master,

who would have to be two distinct people and not just one (the jobs would sometimes

117 “The last chorus numbered 18 choristers, who did more than was humanly possible, overburdend with
rehearsals as they were, and were paid so badly that they got at most 20 cents per evening engaged. Only
six of these could read music a little, the others all sang by ear, and what makes it easier to employ their
services is that they can’t even read the alphabet. If one wishes to be exacting, one has to pay.” (“Gli
ultimi coristi erano 18, i quali fecero di pilt di quanto umanamente potevano sopra caricati da prove,
pagati si male, che il massimo ottennero 20 spiccioli per sera impiegata. Soli sei di questi conoscono
qualche poco la musica, gli altri sono tutti orecchiand, e cio che rende pit facile il loro servigio si ¢ che
non sanno leggere nemmeno 'alfabeto. Per essere esigenti ¢ duopo pagare.”); “Il nostro Teatro Civico”,
La Bilancia, 11. 6.1870.

118 Antonio Renato Toniolo — Umberto Nani, “Dalmazia” in Enciclopedia Treccani: htep://www.treccani.
it/enciclopedia/dalmazia_%28Enciclopedia-Italiana%29/ [accessed 14. 4.2020].

119 The terms /ire and franchi are used almost interchangeably here. In fact “I lire = 1 franc” was the
exchange rate also according to Adolph Lehmann, Allgemeiner Wohnungs-Anzeiger, Wien 1914, p. 12. 1
thank Professor Michael Walter for this information.

120 “Il nostro Teatro Civico”, La Bilancia, 11.6.1870.

121 “and if one aims to have 1/ profeta 1,500 lire would not be enough; and acknowledging the distortion
that the musical publishers Ricordi, Lucca and Strada exist only for the pomp and splendour of Tralian
music, I will limit the overall cost for four scores to 1,300 lire.” (“e se si prefigge il Proféta non baste-
rebbero lire 1.500; ed ammettendo io la stortura che gli stabilimenti musicali Ricordi, Lucca, e Strada
esistono per sola pompa e lustro della musica italiana, limiterd la complessiva spesa pei quattro spartiti
a lire 1.300.”); “Il nostro Teatro Civico”, La Bilancia, 25.6.1870.
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be combined to economise). The list went on with soo lire for the chief machinist (who
would have to be brought in from outside because Rijeka had no one), 150 lire for “Mad-
ame Police, for it to smile, watch and keep quiet”,** 200 lire for the printer. Also required
was a sum for the prima donna’s carriage (calesse), without which “her artistic susceptibility
would be offended” (ne andrebbe offesa la suscetribilita artistica), amounting to more than
200 lire (on the evidence of what was spent in the previous season), and 2,000 florins for
gas lighting. To all of this one would have to add the expenditure for the theatre staff,
which Mangiamele, with forbearance and a touch of disdain, called the “throng that is
poorly paid and duly renders a poor service” (turba che meschinamente pagata, rende essa
pure meschino servigio):

Entrance staff (Controllo) lire 6o. Firemen lire 75. Six doormen lire 220. Ticket distribu-
tion lire 80. Five in wardrobe department for both sexes 220. Thirty extras lire 230. Cleaner
post-performance 1. 20. Two stagehands . 30. Patinista 1. 15 The stage manager 1. 60. The
orchestra attendant 1. 40. The callboy I. 40. The custodian 1. 40. The gas technician 1. 20.
The heating technician L. 15. Two assistant machinists |. 30. Workers at the scenes, at the grid
(Facchinaggio alle tele, alla soffitta) 1. 140. Cost of oil for the gridding l. 40. Another . 240
for many candles to be distributed every night to the first actress, two to each artist, half to
each chorister, and eight to the royal box, etc.!s

All of the expenses were calculated for a season of sixty days. From the resulting table it
is very clear that an endowment of 12,000 florins would be completely inadequate. If we
were to add up everything he listed, the total would come to 44,165 lire (or in 1870 about
22,082.50 florins; or, even assuming the exchange to be 1 lira = 0.40 florins, 17,666 florins):

122 “madama forza pubblica, perché sorrida, guardi e taccia’; “Il nostro Teatro Civico”, La Bilancia,
25.6.1870.

123 “Controllo lire 60. Pompieri lire 75. Sei portinai lire 220. Dispensa biglietti lire 80. Cinque sarti
per ambo i sessi 220. Trenta comparse lire 230. Domestica alla ritirata 1. 20. Due servi di scena L. 30.
Patinista L. 15 Il detto butta-fuori l. 6o. Il servo d’orchestra l. 40. Lavvisatore l. 40. Il custode 1. 40.
Linserviente al gas l. 20. Daccenditore I. 15. Due macchinisti di sussidio 1. 30. Facchinaggio alle tele,
alla soffitta l. 140. Acquisto olio per la soffitta I. 40. Altre I. 240 per tante candelle [sic] da sommi-
nistrarsi ogni sera alla prima attrice, due ad ogni artista, mezza per ogni corista, ed otto al palco
regio, ecc.” To these expenses were added “the expense for the offstage musicians which, for the sake
of economy, I will restrict to just one opera, and I would also like to conjecture that the audience
will be tolerant to all the company of artists and that there should be no need to replace anyone,
in which case the impresario would have to pay up in person” (“la spesa del corpo di musica fra
le quinte che per economia restringerd ad una sola opera e voglio altresi ammettere I'ipotesi che il
pubblico sia per fare buon viso a tutto il corpo degli artisti, e non si riscontri il bisogno di rimpiaz-
zare alcuno, nel qual caso dovrebbe I'impresa rimettere del proprio”); “Il nostro Teatro Civico”, La
Bilancia, 25.6.1870.
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in any case much higher than what was offered with the endowment. Yet if we summarise
the costs in a table, the result would be something like this:

Expenses for a season of 60 days cost firemen 75 lire
(calculated for 1870) 6 doorkeepers 220 lire
comprimari singers 1,200 francs ticket distribution 80 lire
choristers 3,400 lire 5 wardrobe staff 220 lire
orchestral players 4,800 lire 30 extras 230 lire
conductor 1,000 lire JTR— 20 lire
three repertoire operas 450 francs 2 stage hands 30 lire
new opera score 2,500 francs patinista 15 lire
costumes 2,000 francs stage manager 60 lire
scenery 600 lire orchestra attendant 40 lire
properties 500 lire callboy 40 lire
prompter 500 lire custodian 40 lire
chorus master 500 lire gas technician 20 lire
chief machinist 500 lire heating technician 15 lire
police 150 lire 2 assistant machinists 30 lire
printer 200 lire scene shifters 140 lire
prima donna’s coach 200 lire cost of oil for the attic space 40 lire
gas for lighting 2,000 florins et 240 lire

Cca. 5.000lir9) | Fopy 24,795 lire
entrance staff 60 lire

The difference between the total given by the impresario (44,165 lire) and the expenses set
out above in the table is 19,370 lire, so we must assume that this higher total would also
include the fees for the principal singers (always the biggest item in the budget of an opera
season), the stage band and perhaps also the cost of heating (not indicated). In spite of this
public denunciation of the real state of affairs, with its accompanying detailed expenditure
list, the following year the contract was given — with an unchanged endowment of 12,000
florins — to the impresario Giovanni Ubaldi, a man who was not new to the theatre in
Rijeka, given that he had already run the 1864 season. Making the costs public had been to
no purpose: the city council either would not, or could not, take action.

Concerning Ubaldi the newspapers relate an unpleasant incident that was most likely
connected precisely to the inadequacy of the endowment, given that in 1864 the funds
came to as little as 6,000 florins, just half of what Mangiamele had been given. In fact it
transpires that the impresario was unable to pay the last quartale to the company engaged
in a production of Faust. When, considering the circumstances, the singers refused to
perform without any guarantee of being paid, the theatre management entreated them

124 “Il nostro Teatro Civico”, La Bilancia, 25.6.1870.
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to see the season through to its conclusion: they would receive moral support and a pos-
sible mediation to ensure that their efforts were rewarded. The singers, however, asked
for something more solid. In response to which, they were summoned to the magistrate’s
office where they were ordered to perform as usual as per contract, under pain of being
literally led to the theatre by force.” And this is precisely what happened: the men were
escorted by guards, the women by an usher. What happened later confirms to us that in
this period singers still risked going to jail if they failed to fulfil their obligations. At the
beginning of the performance the entire cast went to the front of the stage while a certain
Contadini, a bass, explained about how they had not been paid and submitted the matter
to the judgement of the public. The audience’s reaction was to protest against the man-
agement and leave the theatre. The singers were taken off to prison, though freed imme-
diately afterwards.?® Unfortunately we do not know how things turned out for Ubaldi,
for the sources are silent on the matter. What is certain is that the main issue was once
again a lack of money: it had spoiled the season and placed both artists and impresario in
a very uncomfortable position.

4.4.3 The 1870s and the new three-year contract

Just a few years later, the problems Ubaldi encountered would still appear to be unresolved.
In its 1871 season the theatre management found it necessary to reject the whole wardrobe
for Gli Ugonotti provided by the Pirola costume workshop in Milan, believing that the cos-
tumes, especially those for the choruses, were undignified. Pirola was thus forced to supply
a whole new wardrobe at its own expense.”” In 1872 the theatre contracted out the season
to an impresa from Rijeka, inviting it to make a fresh proposal for a season in the follow-
ing year as well. At the same time the theatre had received another application from Cesare
Trevisan,™® who was indeed to return to the city, but only a few years later. There was also a
year when the conductor Alessandro Bartoli, together with a few orchestral players, made
a bid to run the theatre for a season of opera buffa, but they failed to make any mention
of the cautionary deposit to be left as a guarantee for the city council. For this reason their
request was not taken into consideration.™

125 1/ Diavoletto, anno XVII, no. 101, 30. 4.1864, p. 403.

126 1/ Diavoletto, anno XVII, no. 101, 30. 4.1864, p. 403.

127 “Teatro Civico”, La Bilancia, 16.5.1871.

128 “Teatro Civico”, La Bilancia, 24.1.1873.

129 “Il Teatro”, La Bilancia, 8.1.1875. Bartoli most likely was building on the recent experience of running a
season abandoned by the Cajani impresa, which (in turn) had stepped in when Trevisan had walked out.
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It was only in 1875 that a three-year concession was approved by the theatre management
and accepted by the municipal council. This time there was no mention in the tender spec-
ifications of any subsidy from the city council. The impresario would therefore have to sus-
tain himself with the income from the public.3° While some believed that the municipality
should not be expected to cover the theatre’s expenses, given that only the more affluent
sectors of the population enjoyed its benefits, others instead — convinced that the theatre
was not only attended by the wealthy — loudly clamoured for the council to contribute as
a macter of principle. Most of the cities that had stopped giving their theatres endowments
were those of the big urban centres, where large audiences could be guaranteed. Very differ-
ent was the situation of a small town where the audience was unvaried and even the most
skilled impresario could hardly hope to earn more than a few thousand florins. Before the
end of the century Rijeka had a population of around 10,000.%" Comparisons were made
with nearby Trieste, a city with ten times the population in the 1870s: 100,000 inhabitants,
including a large contingent of foreigners that visited every year. The comparison was not
limited to the Teatro Comunale, but also extended to various private theatres in that city
where the seasons were satisfactorily subsidised.”