


having a lower action, a flatter finger board, and 8 or 9 strings), Grieg created a
compositional style that is distinctly Nordic.'® This set him apart from contemporaries
who were still imitating German style. His enthusiasm for his native resources had such a
tremendous impact on all other Nordic composers that came after him. Grieg’s
experiments with harmony exploited parallel chord motion, pedal points, and chord
extensions (ninths, elevenths, and thirteenths). These would, in turn, influence the
French impressionistic composers Debussy and Ravel, reversing the tide of influence. He
was a master of art songs, composing over 200."" These works were compositionally

complex and incredibly difficult.

After Grieg, the powerful influences of Liszt, Berlioz, Strauss, and Wagner crept
into the work of Nordic composers. However, the Nordic style established by Grieg was
so firmly entrenched that it was not easily displaced. It provided a point of reference for
northern composers who wanted to escape Wagner’s shadow. For Sibelius and Nielsen
this escape was a herculean task, but was one they managed, while branching out and

enriching the catalogue of Scandinavian art music. '?

Early on, Wilhelm Stenhammar (1871-1927) struggled to establish his style
against the looming shadow of Wagnerism, and many of his early works betray the
Bayreuth master’s influence. Later, he rejected Wagner in favor of stylistic eclecticism.
His influences ranged from the classical models of Mozart, Haydn, and Beethoven to the

Nordic influences of Grieg, and from Swedish Renaissance polyphony to the more recent

10 Smith, 47.

" Smith, 50.

"> Smith, 55.
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Figure 14. Stenhammer: “Jung fru Blond och Jung fru Brunett,” mm. 40—45.

This contrast effectively divides the piece into alternating A and B sections. While the
dance-like A sections are tonally straightforward, the B sections become increasingly
chromatic. Figure 15 shows the end of the second B section, which arrives via a
chromatic sequence to a tonicized A-flat minor, which stands in a remote tritone relation
to the tonic D minor. The traditional symbolism of the tritone, the Medieval diabolus in
musica, was surely not lost on Stenhammer. Stenhammer then immediate juxtaposes
this remote A-flat with F#-major triad. Equally abrupt is the return from F# major to the

tonic D minor. Such passages strain harmonic syntax to its breaking point.
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singing. She possessed an uneven instrument and was utterly devoid of any dramatic
skills.

Adriana later premiered the role of Fiordiligi in Cosi fan tutte to great praise. In
Cosi Mozart was able to develop a character for Ferrarese from the beginning, creating a
role tailored to Adrianna’s limitations and strengths, even turning her limitations into
strengths.'® For Cosi Mozart created a role tailored to her wooden acting ability, vocal
range, and the bravura devices she favored. Her preferred bravura device involved
swooping down from the top of her range to her chest voice, which was formidable. This
is featured extensively in Fiordiligi’s music (see Example 26). To a less dramatic degree,
it is also found in “Un moto di gioia” which replaced “Venite” in Act Two of Nozze (see

Figure 27).

“Venite” required the singer to dress Cherubino while being funny, which
Adrianna could not do."” “Un moto” requires very little acting and movement; Susanna
need only stand apart from the rest of the scene and sing, which is typical of opera seria
dramaturgy. The aria contains much longer lines than “Venite,” and with opportunities

for Adrianna’s famous swoops.
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Figure 26. Mozart: “Per pieta, ben mio,” from Cosi fan tutte.

' Patricia Lewy Gidwitz, “Mozart’s Fiordigligi: Adrianna Ferrarese del Bene,”
Cambridge Opera Journal 8/3 (1996): 199.
Y Gidwitz, 198.
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Figure 27. Mozart: “Un moto di gioia.”

Though its melodic phrases are not as formidably long as those written for the role of
Fiordiligi, “Un Moto” is distinctly different from the aria it replaced, which mostly stayed
within the buffa tradition of nota e parola, assigning one musical note per syllable, which
emphasizes the more speech-like nature buffa singing. “Un Moto” contains multiple
notes per syllable and fioritura on single syllables for the sake of vocal display (see

Figure 27).

While Adrianna lacked the true high notes in her top register that most seria
singers commanded, she had a fearsome chest voice. The tessitura for her arias is wide-
ranging, but the bulk of takes place in the middle voice. Her music employs bravura
devices intended to impress but stays closely within her limited range. In Le nozze
Mozart does his best to marry Adrianna’s bravura needs to Suzanna’s more buffa
character. Though he succeeds in writing beautiful music, he fails to retain Susanna’s
multi-dimensionality. In Cosi he actually exploits Adrianna’s inability to act and her
unique vocal abilities to create Fiordiligi, a character who is comically wooden. Mozart

took pride in his ability to tailor arias and roles to a singer, and in the case of Cosi he uses
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this ability to create a role for a limited singer who in the end would find much less

success with other composers.

“Ch’io mi scordi di te?”” (“You Ask that I Forget You?”) is a concert aria written
for Nancy Storace’s Vienna farewell concert, which was held in February 1787. The
aria’s text is excerpted from Idomeneo, libretto by Giambattista Varesco with revisions
by Lorenzo Da Ponte. This work is unlike any of the other arias written for Nancy
Storace, and at first glance more closely resembles a seria singer’s bravura aria than a
buffa aria. It contains copious amounts of coloratura, and we can hear how Mozart used
this opportunity to provide his friend and collaborator with a spectacular send off. The
choice of text is appropriate to the occasion. The singer assures her interlocutor, “You
ask that I forget you.... fear nothing my love my heart will always be yours.” The text is

code for Mozart and Storace’s relationship.

The aria is a scene in and of itself, containing a wide emotional range: despair,
ardent love, and anger at the gods. It employs tempi changes. The seria nature of the
aria creates a curious anomaly in Nancy’s repertoire, but upon close examination there
are numerous catch breaths built into the music; a seria singer would prefer longer,
unbroken melodic lines. In Figure 28 the catch breaths are indicated by arrows. The

singer is able to sneak in breaths between phrases.
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Figure 28. Mozart: “Ch’io mi scordi.”
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These catch breaths are necessary for a singer of Nancy’s type to negotiate the extensive
coloratura and rise above the complicated, richly textured accompaniment. Mozart
himself accompanied Nancy during that farewell concert. The formidable combination
surely must have left a major imprint on Vienna, precisely what Mozart had intended for

his dear friend’s farewell concert.
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