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2. Introduction 

 

Research Question 

 How were cellists instructed in the Neapolitan conservatories at the turn of the 

18
th

 century, and how did they contribute to the development of the instrument?  

 

In the 16
th

 century Naples, there were four conservatories that became main centers for 

music teaching. They taught musicians that later belonged to or influenced the main 

performing and composing schools in Europe. They instructed pupils in all different 

music skills, such us singing, composing, keyboard, violin, cello, and recorder, and they 

participated in the active musical scene of the city. It was in this context that the first 

generation of virtuoso cellists appeared. Francesco Alborea, Francesco Supriano, Rocco 

Greco, and Giulio Ruvo were some of the most outstanding among them.  

 

 The main goal of my research is to present an overview of performance practices 

related to the cello in the city of Naples in around 1700, with special focus on the 

training of this instrument in the Neapolitan conservatori. In order to achieve this, I 

have studied the historical, cultural and musical context of the time, the teaching 

methods employed in the Neapolitan conservatories, the skills the pupils were expected 

to acquire (with special attention to the cellists), and the main roles and duties of 

professional cellists in the Neapolitan musical scene. I present some biographical 

information on the main Neapolitan cellists of the period, and offer a catalogue of 

Neapolitan Baroque cello repertoire. Moreover, I have included in my paper an edition 

and a recording of two of the pedagogical sources discussed in the paper, in order to 

further illustrate it and to give an idea of how these materials could have been used in 

the period. Though there is already a considerable amount of research about Neapolitan 

Baroque music, there is, in my opinion, a lack of studies on the development of the cello 

within this context. I hope my paper helps to shed more light on this subject. 

 

 An equally important purpose of my paper is to unearth this repertoire and to 

make it known to a larger audience. I am developing a duo program with a 

harpsichordist that we will be presenting in public performances. Also, as a historically 

informed musician that is interested in all sorts of information about varied sources of 
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instrumental pedagogy, it is very exciting to get to know more about the practice and 

the pedagogy of my instrument. 

 

Research Process 

 I have gathered information on the historical and cultural background of the city 

of Naples at the beginning of the 18
th

 century, in order to contextualize my 

paper. 

 

 Through diverse primary and secondary sources, I have come to better 

understand the role of the Neapolitan conservatories as educational centers in 

order to understand the skills the pupils were expected to acquire and how they 

were introduced to the active musical life of the city. 

 

 I have read diverse secondary sources about the general development of the cello 

as a solo instrument that have helped me to better understand the context of my 

research. 

 

 I have undertaken a study of the didactic pieces which have survived. These 

include the Principij da imparare a suonare il violoncello, the Sonate per 2 

Violoncelli e basso and the Studio per Violoncello by Supriano; the 28 Sonate à 

due Viole by Greco and the 10 Passagagli [sic] per Violoncello by Francone. I 

have found it important to study them in order to better know the instrumental 

and musical skills the cello students were meant to acquire. 

 

 I searched for various kinds of primary and secondary sources (contemporary 

writings, portraits, essays, payment lists, etc.) that can tell us more about the life, 

work, teaching career and influence of the most relevant cellists of the 

Neapolitan school.  

 

 I engaged in a practical approach to this repertoire working not only on solo 

pieces, but also on obbligato arias from operas, chamber music, etc. I am 

interested in discovering any repertoire that can help me to better understand the 

Neapolitan style of beginning of the 18
th

 century. I am also interested in this 

repertoire to find out how demanding the music written for cello was, and how I 

can connect this aspect to the technical skills that cellists such as Supriano were 

developing in their writings. Since most of this music is unedited, this part of the 

research process required me to look for manuscripts on internet databases, and 

eventually to request and edit materials from libraries. It is also my future goal 

to bring some of these works to the stage in public concerts and exams in 

coming months.  
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3. Historical Background of Naples 

Naples was founded by the Greeks in the 6
th 

century BC. Greeks, Etruscans, 

Romans, Goths, Byzantines, Lombards, Normans and Angevins ruled and settled in the 

city through the centuries. In the 1430s, Naples and its kingdom were conquered by 

Alfonso V of Aragon (king of Aragon, Sardinia and Sicily). Under his rule, the city 

became a main focus for Humanist studies and Renaissance art.
1
  

 

In the last years of the 15
th

 century, the Spanish and the French kingdoms fought 

for the domain of Naples kingdom. Finally, the Spanish Crown won and established a 

viceroyalty which lasted for more than two centuries. In this period, the city’s 

population grew, making it one of the largest cities in Christian Europe, together with 

London and Paris. Rural masses immigrated to Naples attracted by cheap bread and low 

taxes, and feudal lords, diplomats, soldiers and clerics went seeking proximity to the 

government and easy access to the cultural and social life of the city.
2
  

 

In the 17
th
 century, Naples suffered from the eruption of Vesuvius, a revolt, and 

a devastating plague outbreak. In spite of these misfortunes, it remained the biggest city 

in the peninsula and gradually recovered its population. Its literary, intellectual and 

musical life kept growing through the decades and it became a major center of art and 

architecture.
3
 

 

In 1707, due to the Spanish Succession War, the Austrians rulers replaced the 

Spanish rulers. In 1734, Charles of Bourbon, the youngest son of the king of Spain, 

conquered Naples. When he succeeded the Spanish throne in 1759, he left for Spain and 

ordered his son Ferdinand IV to become king of Naples. Subsequently, the Bourbons 

ruled the kingdom until the Italian unification in 1861. They only lost control of the 

kingdom during the Napoleonic invasion at the beginning of the 19th century. This 

Bourbon period brought economical, demographic and cultural development to the city. 

By the mid-18
th

 century, Naples was a principal stop in the so called “Grand Tour,”
4
 

attracting foreign visitors to its museums, musical performances, street life, volcanic 

landscape and the recently discovered ruins of Herculaneum and Pompeii.
5
 One of the 

most noted gentlemen who visited Naples on his “Grand Tour” was the English 

musician and traveler Charles Burney. As he indicated in one of his books,6 Naples’ 

streets were even more animated than the ones of Paris or London: 

 

                                                
1 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 1-4. 

2 Ibid. 

3 Ibid. 

4 The “Grand Tour” was a trip around Europe, undertaken by young upper-class Northern European men. 

It was in fashion from the 17th to 19th centuries. The purpose of these trips was to form a foundation in 

Western culture roots. Typically, the itinerary included Paris and some other French cities, Venice, 

Florence, Rome and sometimes, Naples. The reason for including Naples in the itinerary was, among 

other things, to experience its musical life. See Fabris, 2002. p. 19. 

5 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 1-4. 

6 Burney, Charles. Music, Men and Manners in France and Italy. Edited by H. Edmund Poole. Eulenburg 

Books, 1974.  p. 159. 
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“The entrance into Naples is through a fine fauxbourg of which the streets are 

very wide, well built and paved with lava. It is amazingly populous and has 

the air of bustle and business beyond even London or Paris.” 
 

 

 

4. Musical Scene in Naples Around the Turn of the 18
th

 Century 

 Thanks, among other factors, to its political and economic supremacy, Naples 

was a cultural center for centuries and was especially renowned for its musical scene. 

The soundscape of the city was incredibly rich and diverse, and some of the most famed 

musicians of the Baroque era contributed to its musical supremacy.   

4.1. Institutions, Ensembles and Concert Venues 

The most prestigious institution and ensemble was the Reale Cappella (Royal 

Chapel). It was established in the 15th century and lasted for more than two centuries. 

Since its beginnings it consisted of singers and instrumentalists.
7
 In the 18

th
 century the 

number of voices generally doubled the number of instruments.
8
 Eventually, its forces 

could be augmented or diminished depending on the needs of each performance. They 

performed mainly for official occasions of State, for audiences of the viceroy and the 

Neapolitan aristocracy. Sometimes they also took part in diverse civic and religious 

feasts, such as balls or processions,
9
 and engaged in opera performances.

10
 The 

leadership of the ensemble was appointed to the maestro di cappella and the vice-

maestro. These positions were won after passing an admission exam, and were retained 

for life.
11

 Some famous musicians who held this position were Alessandro Scarlatti, 

Gaetano Veneziano, Francesco Mancini, Domenico Sarro, and Leonardo Leo.
12

 In 1707, 

the first year of Austrian rule in the city, the cappella totaled with thirty-three members, 

among them Francesco Mancini (maestro di cappella), Gaetano Veneziano (organ), 

Rocco Greco and Giulio Marchetti (violoncello), Pietro Marchitteli, and Gian Carlo 

Cailò and Giuseppe Avitrano (violins).
13

 

 Another important music institution was the Cappella del Tesoro di San 

Gennaro. They served the musical needs of the Naples Cathedral, and were named after 

the patron of the city, San Gennaro. The first information we have about it dates from 

the 1660s.
14

 l. Its repertoire was mainly religious and it had a structure very similar to 

                                                
7 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 359-361. 

8 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

9 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 359-361. 

10 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

11 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 359-361. 

12 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

13 Cotticelli, Francesco and Maione, Paologiovanni. Le Istituzioni Musicali a Napoli durante il 

Vicerregno Austriaco (1707-1734). Luciano Editore, 1993. pp. 19-20. 

14Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 
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the Reale Cappella - a flexible group of singers and instrumentalists led by a maestro di 

cappella. From the 1670s onwards, it had a fixed body of musicians, comprised of nine 

singers (often divided in two or more choirs), two organists, four violins, one cornetto, a 

cello, a harp and a bassoon.
15

 In 1686, Francesco Provenzale became its maestro di 

cappella. Later on, in 1711, Nicola Fago was also appointed maestro di cappella.
16

  In 

the 18
th
 century, the ensemble increased players, adding a few singers and wind players 

(oboes) and standardizing the division of the string section to four parts. The cappella 

performed on religious occasions, and sometimes in social and political events.
17

 The 

most important feasts in which it regularly took part were the feasts of S. Gennaro in the 

month of September.
18

 

 There were many other ensembles active in the musical events of the city 

besides the Reale Cappella and the Cappella del Tesoro di San Gennaro. The Eletti,
19

 

an autonomous representative institution in the city, was in charge of organising public 

celebrations like processions and Carnival entertainments, which involved musical 

performances. These performances were entrusted to a maestro di cappella; Francesco 

Provenzale and Gaetano Greco, among others, occupied this position.
20

 The religious 

orders (Jesuits, Philippians, Theatines, Franciscans, etc.) and charitable organizations 

were also engaged in music events.
21

  

 The Teatro San Bartolomeo, the main theater of early modern Naples, was built 

in 1621-22. Initially it was devoted to the staging of prose plays, but later on it also 

hosted opera productions (mainly tragic drama) that before were only presented inside 

the Royal Palace. In the early 18
th

 century, it engaged renowned singers and composers 

such as Carlo Broschi, Francesco Mancini and Alessandro Scarlatti. Many other theatres 

of smaller dimensions were built in the city, such as theTeatro dei Fiorentini which was 

constructed in the mid-17
th
 century. It was initially dedicated to Spanish comedies, but 

later in the 18
th

 century, focused more on comic operas. The Teatro della Pace was built 

in 1723 and devoted to staging comedies, and the Teatro Nuovo was built one year later 

- its target audiences were the aristocracy and the middle classes.
22

  

 The Teatro di San Carlo, inaugurated in 1737, replaced the Teatro San 

Bartolomeo, which was no longer viable. It was named after Charles of Bourbon, and 

was controlled and managed by his court from its beginnings. The first operas presented 

there were written by Pietro Metastasio and set to music by Domenico Sarro, Leonardo 

Leo and Nicola Porpora. The king established a severe protocol during performances: 

he was the only one who could ask for an encore, the audience was not allowed to go on 

                                                
15 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013.  pp. 361-363. 

16 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 
Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

17 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013.  pp. 361-363. 

18 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. 

19 Literally “The elected”. 

20 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

21 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013.  p. 363. 

22 Ibid. pp. 366-368. 
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stage and intermezzi were replaced by ballets.
23

 An account by Charles Burney shows 

us how magnificent this hall was, and he compared it to the French opera in Paris:24 

 “I went to the opera and was there honoured with a place in our Minister, Mr. 

Hamilton’s box. It is not easy to imagine or describe the splendour [sic] and 
grandeur [sic] of this theater when doubly illuminated as was the case to night 

[sic]. In the front of each box there is a mirrour [sic] 3 or 4 ft long by 2 or 3 

wide, before which are two large wax tapers. These by reflexion being 
multiplied and added to the lights of the stage and to those within the boxes 

make it too much for the aching sight. [...]  The stage, the scenes, dresses and 

decorations were extreamly [sic] magnificent, and this theater is superiour 
[sic], I think in these particulars as well as in the music to that of the great 

French opera at Paris. It surpasses all that poetry and romance have painted.” 

 Confraternities were very important communities in Neapolitan society, and 

music making was one of their main activities. By the end of 17
th

 century there were 

about one hundred of them in the city. They performed in religious, political and 

military events, and employed renowned maestri, local musicians and students of the 

conservatories. One of the most outstanding confraternities was the Confraternity of the 

Madonna of the Seven Sorrows, originally related to Spanish nobility. It commissioned 

the Stabat Mater by Scarlatti and Pergolesi and favored the composition of oratoria and 

sacred dramas by Porpora, Fago, Mancini, Sarro, Vinci and Leo.
25

  

 Apart from all of these main, stable institutions that organized musical 

performances throughout the year, many of the more than 500 churches of the city 

organized musical events occasionally. This is clear by the number of surviving organs 

in these churches.
26

 

Furthermore, individual patronage was of high importance in the city. Among 

the middle-class section of society there were well-educated citizens called dottori 

(graduated) who often supported musicians. This can be seen in the dedications of 

music books, which often mention the names of some of these dottori. Noblemen also 

played an important role in music patronage.
27

 The Duke of Maddaloni, Domenico 

Marzio Carafa, played an important role in the development of cello repertoire. He was 

himself a skillful amateur cellist. From 1734 he was the patron of Giovanni Battista 

Pergolesi, who wrote for him his Sinfonìa à Violoncello Solo.
28

 The six cello concertos 

by Leonardo Leo
29

 and one of the cello concertos by Nicola Fiorenza are also dedicated 

to him.
30

  

                                                
23 Ibid. pp. 368-370. 

24 Burney, Charles. Music, Men and Manners in France and Italy. Edited by H. Edmund Poole. 

Eulenburg Books, 1974. p. 192. 

25 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. p. 371. 

26 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. pp. 59-60. 

27 Ibid. pp. 87-88. 

28 See works list in chapter 7.2. 

29 These works can be found in the list of Neapolitan cello repertoire in Chapter 7. 

30 Olivieri, Guido. “Cello Teaching and Playing in Naples in the Early Eighteenth Century: Francesco 

Paolo Supriani’s Principij da imparare a suonare il violoncello.” Performance Practice: Issues and 

Approaches. Steglein Pub, 2009. See Chapter 8.2 for further information about these pieces. 
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4.2. Musicians 

 There was already a large community of well established professional musicians 

in the decade before 1700. They performed in the ensembles described in the previous 

chapter and taught in diverse institutions: conservatories, religious circles and also 

privately. Some of the major figures were Francesco Provenzale, Alessandro Scarlatti, 

Leonardo Vinci and Nicola Fiorenza. There was a growing tradition of violin playing 

which had its roots in the late 17
th
 century and which is best represented by the figures 

of Gian Carlo Cailò
31

, Giuseppe Avitrano and Pietro Marchitelli. Cailò was a member 

of the Reale Cappella, the Teatro San Bartolomeo and the Virtuosi di San Gennaro. He 

arrived in Naples from Rome with Scarlatti, taught at the Loreto and Turchini 

conservatories.
32

 Avitrano and Marchitelli were both employed at the Reale Cappella as 

well. With regards to keyboard playing, Gaetano Greco was one of the most outstanding 

musicians. He graduated at the Conservatorio dei Poveri di Gesù and became maestro 

di cappella in the same institution immediately following his studies. Some of the most 

outstanding cellists were Rocco Greco, Francesco Supriano, Giulio Ruvo and Francesco 

Alborea (who wrote the first Neapolitan compositions for solo cello).
33

 

4.3. Music Genres 

 Within the frame of this diverse and rich musical environment, many different 

genres were developed. Most of these genres were assimilated from other musical 

centers, such as Rome and Venice.
34

 Sacred genres were widely cultivated in churches, 

theatre music was always present in the theatres throughout the city, and instrumental 

music, originally in close relation to sacred music, underwent an unprecedented 

development. 

 

 The sacred genres were divided into two categories: liturgical and devotional. 

Among the liturgical we find masses, Te Deum, requiems, psalms, antiphons, hymns, 

litanies, etc. Devotional music included oratorios, cantatas, passions, motets, madrigals, 

etc. These genres were mainly vocal, but were rarely sung a cappella. In most cases 

there was a continuo part, and the inclusion of violin parts became more and more 

frequent, especially in instrumental intermezzi such us sinfonias, sonatas and 

ritornelli.
35

   

 Opera was a widely cultivated genre in the city. In 1650, “Didone” became the 

first opera represented in Naples. The next productions brought operas from Venice and 

adapted them to the local taste. When Alessandro Scarlatti arrived in Naples in 1683, he 

became the leading figure in opera. He wrote around forty operas and produced a wide 

                                                
31 For further biographical information, see chapter 6.2. 

32 Olivieri, Guido. “Cailò, Gian Carlo”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 15, 2015). 

33 For further information, see chapters 5.3, 6 and 7. 

34 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

35 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 373-374. 
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number of works by northern Italian composers. Some of his successors in this genre 

were Sarro, Porpora, and Vinci.
36

 

 Besides the mainstream opera seria, one of the most important theatrical genres 

was the commedia per musica napoletana, known in Neapolitan as commeddeja pe’ 

mmuseca. It was a local genre which was largely influenced by the use of Neapolitan 

language and local idioms, and had often libretti based on low classes subjects.
37

 The 

first performance of a comic opera, “Patrò Calienno de la Costa” by Antonio Orefice, 

was given in 1709 at the Teatro dei Fiorentini.
38

 

 There is little extant instrumental music before 1700.
39

 However, starting in the 

16
th

 century, Naples was a main centre for instrumental music playing. From this early 

date, the city counted with a considerable amount of virtuosi on the lute, viol, lira da 

gamba, keyboard and harp. There was a place for violin teaching in one of the 

conservatories as early as 1630, and throughout the 17
th

 century virtuosi on the cornet, 

shawm, bassoon and recorder joined the vibrant community of performers in the city.
40

 

The first examples of Neapolitan instrumental music can be found in the sinfonie and 

ritornelli of vocal compositions. The sinfonia “Lo schiavo di sua moglie” (1671) by 

Provenzale is considered to be the earliest example of Neapolitan sinfonia.
41

 Later on, 

from the beginning of 18
th

 century onwards, the composition of instrumental music 

grew considerably and became more independent from vocal compositions. 

Instrumentalists employed by the main ensembles in the city devoted part of their talent 

to writing music. Moreover, local churches, besides being interested in sacred music, 

began to be more interested in instrumental music. Thus, composers like Mancini, 

Alessandro Scarlatti and Sarro produced concertos, sonatas and sinfonias that were 

meant to be performed in church. Some of the first examples of instrumental music are 

the two sonatas for violin and continuo by Gian Carlo Cailò, the sonatas by Avitrano 

(his sonatas for two violins and continuo are the earliest Neapolitan trio sonatas known), 

the keyboard works by Gaetano Greco (toccatas, suites and other pieces) and the 

compositions for solo cello by Rocco Greco, Giulio Ruvo or Francesco Supriano.
42

  

 

We should also not forget the rich, intangible cultural heritage of the traditional 

music that has been performed for centuries in the streets of Naples. This unique music 

surely had some influence in the 18
th

 century composers who worked in the city. When 

Charles Burney visited Naples in 1770 he had the opportunity to listen to some of this 

                                                
36 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

37 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. p. 378. 

38 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

39 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 374. 

40 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 12, 2015). 

41 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p. 271. 

42 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 375-376. 
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music, and was surprised by its uniqueness, its special harmonies and the richness of its 

instrumental accompaniments. He noted down his thoughts about it:43 

 
“[...] Neapolitan national music, which is quite singular being totally different 
both in melody and modulation from all I have heard. Last night in the street 

there were 2 people singing alternately one of these conzoni [sic], 

accompanied by a violin and a calascione.[sic] The singing is noisy and 

vulgar, but the accompaniments were admirable, and well performed. The 
fiddle and the calascione [sic] part was incessantly going during the song part 

as well as the ritornells. The modulation surprised me very much: from the 

key of A to that of C and F was not difficult or new - but from that of A# to 

E was astonishing, and this was done without offending the ear , and the 

return to the original key so insensibly managed as neither to shock the ear or 
for it to be easily discovered by what road or relations it was done.” 

 

He continues:44 

 
 “And at night hearing in the street some genuine Neapolitan singing, 
accompanied by a calascioncina, [sic] a mandaline [sic] and a violin [...] the 

instruments going all the time in quick notes without intermission. - The voice 

part is very slow, a kind of psalmody, the words of which there are many 
stanzas, are Neapolitan. It is a very singular species of music, as wild in 

modulation and different from that of all the rest of Europe as the Scots and 

‘tis perhaps as ancient, being among the common people merely traditional: 

however the violin player promised to write it down for me. [...].” 

 

 

5. Musical and Instrumental Instruction in Naples  

 There were three means to learn music in Naples: receiving private lessons at 

home, in religious institutions, and in the conservatori. The latter were the most 

successful music teaching institutions in the 17
th
 and 18

th
 centuries and will be 

extensively studied in the next three chapters.
45

  

 Although the amount of documentation is quite scarce, some surviving contracts 

and payment registrations dating from 16
th

 and 17
th
 century show the private teaching 

agreements between musicians and noblemen or mid-class individuals.
46

 

 Church-based music schools were common in the city. The main one was the 

Seminary, a school annexed to the Duomo whose role was to train individuals to 

                                                
43 Burney, Charles. Music, Men and Manners in France and Italy. Edited by H. Edmund Poole. 

Eulenburg Books, 1974.  p.161. 

44 Ibid. pp. 170-171. 

45 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. pp. 63-65. 

46 Keith Larson lists 29 surviving contracts or payment registrations between musicians and noblemen or 

mid-class individuals (between 1506 and 1640). See Fabris, Dinko. Music in Seventeenth-Century 

Naples: The Case of Francesco Provenzale (1624-1704). Royal Holloway, University of London, 2002. p. 

63. 
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become part of the Neapolitan Curia. Music education was part of this training, and was 

managed by a maestro di musica and a maestro di canto. In the S. Casa dell'Annunziata, 

an orphanage for girls, there was private teaching between maestro and pupil, and also 

lessons given to the girls and the nuns who lived there. In the Oratorio dei Filippini, 

various Jesuit institutions, the convent of S. Chiara and the monastery of S. Maria La 

Nova there was also some musical instruction. This was mainly in the form of singing 

lessons with the purpose of including vocal music in the services.
47

  

5.1. Origins of the Neapolitan Conservatories 

 For many centuries, instrumental playing was a craft kept almost in secret by its 

masters. These masters passed their knowledge to their apprentices directly, and almost 

no written manuals about instrumental playing were available for the public. This 

situation started to change at the end of the 16
th

 century, when conservatories, 

orphanages and hospitals became common in many places in Europe. These charitable 

centers were devoted to hosting poor or orphaned children and to giving them an 

education which prepared them to earn their living when they grew up.
48

 

 Naples is a great example of the rise of these institutions. The four 

conservatories in Naples devoted to music teaching were Santa Maria di Loreto, Poverì 

di Gesù Cristo, Santa Maria della Pietà dei Turchini and Sant’ Onofrio a Capuana. All 

were founded in the 16
th

 century as charitable centers in charge of the orphans and 

foundlings of the city. Initially, their basic purposes were to provide clothing and 

lodging to the children, and to offer them classical education and catechism. Soon, their 

governors realized the professional viability that music could have for the orphans. 

Music performances were in great demand in the city (partly because of the recent 

building of new churches and chapels), and the available professional musicians could 

not handle the demand.
49

 Thus, by mid-17
th
 century, these four conservatories started to 

specialize in music instruction by hiring some of the leading maestri of the city to 

educate the children in music.  Gradually they acquired a good reputation as music 

education centers, due to the fame that many of their students (singers, instrumentalists 

and composers) achieved in the whole continent. For this reason, in the 17
th

 century 

they began to accept pupils on a fee-paying basis (students who were not orphan or 

from lower classes, but wanted to receive music training), developing the double 

function of orphanage and music school. This created a distinction between the orfani 

(orfans with musical aptitudes who received free education) and convittori (boarders, 

students who were required to pay an annual tuition fee). However, the orfani repaid the 

conservatories by performing in churches, private houses, theaters and other venues.
50

 

Besides them, there were also some adult students who wished to have a musical 

education that entered the conservatorio, paying an annual fee. Also, when these 

schools gained a solid reputation in the rest of Europe, several foreign musicians moved 

to Naples to enroll in the conservatori. This was the case with J. A. Hasse, H. Langlé 

                                                
47 Fabris, 2002. pp. 63-65. 

48 Arnold, Denis. “Instruments and Instrumental Teaching in the Early Italian Conservatoires.” The 

Galpin Society Journal, Vol. 18 (Mar., 1965), pp. 72-81. 

49 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p. 65. 

50 Ibid. p. 121. 
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and A. F. Gresnick.
51

 When entering the school, students signed a contract specifying 

the number of years they would be enrolled, and agreeing to different engagements and 

duties they would need to observe. They received food, lodging, clothes, shoes, books 

and musical instruments.
52

 Students were generally admitted at the age of eight or ten 

and stayed between eight and ten years.
53

  

 

 The oldest of these schools, the conservatorio of Santa Maria di Loreto, was 

founded in 1537 by Giovanni di Tapia.
54

 It was located outside the walls of Naples in 

the Via Marina.
55

 The first time its accounts mention a maestro di cappella is in 1633, 

and there are records of payments for maestri of the cornett and violin in 1644. There 

was always one maestro for winds and one for violin, and in some years there were also 

records of payments for maestri of lute, violoncello and singing.
56

 Francesco Provenzale 

became its first maestro di cappella in 1663. After him followed names such as Gaetano 

Veneziano, Francesco Mancini, Nicola Fiorenza and Nicola Porpora.
57

 Students were 

required to wear a white cassock, except in musical performances out of the 

conservatorio when they would dress in black (probably because of their frequent 

participation in funerals).
58

 

 

 The conservatorio of Santa Maria della Pietà dei Turchini appeared in 1583. It 

was located in the Rua Catalana, nowadays called Via Medina. It was named after the 

deep blue (turchino) colour of the students’ uniform. Reading through the rules of the 

conservatorio,
59

 we get an idea of the strictness regarding clothing and appearance:
60  

 
“Everyone has to wear a modest and decent floor length robe, in deep blue 
color, long as a clerical cassock, with a white collar, buttons, belt and chimere 

                                                
51 Imbimbo, Emmanuel. Observations sur l’enseignement mutuel appliqué à la musique, et sur quelques 

abus introduit dans cet art: précédées d’une notice sur les conservatoires de Naples. Paris, 1821. p. 3. 

52 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p.121. 

53 Imbimbo, Emmanuel. Observations sur l’enseignement mutuel appliqué à la musique, et sur quelques 

abus introduit dans cet art: précédées d’une notice sur les conservatoires de Naples. Paris, 1821. p.3. 

54 Fabris, 2002. p. 124. 

55 Amato, Enzo. “I Quattro Antichi Conservatori di Napoli.” 

http://www.domenicoscarlatti.it/files/attach/4%20CONSERVATORI.pdf. (Accessed January 23, 2015). 

56
 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p. 66. 

57 Benedetto, Renato Di, et al. “Naples.” Grove Music Online. http://www.oxfordmusiconline.com/ 

(Accessed January 12, 2015). 

58 Fabris, 2002. p. 124. 

59 See Figure 1. 

60 “Ognuno che vive in Conservatorio deve vestire con un abito modesto, e decente, di color torchino che 

vada al pavonazo, lungo a modo di sotana ecclesiastica, con collare bianco, bottoni, cintae zimarra 

dell’istesso colore torchino, capello e scarpe nere, calzette torchine o bianche. […] Non ardischino portare 

Capelli lunghi o inanellati, o sparsi con povere di cipro, o toppè di sorta alcuna, ma che quelli siano corti 

e decenti all’honestà del Santo Luogo, chepperciò almeno se li facciano tagliare una volta al mese. […].” 

Translated by the author. From “Regole e statuti del Real Conservatorio della Pietà dei Torchini da 

osservarsi dalli ministri, maestri alunni e serventi.” Quoted in Amato, Enzo. “I Quattro Antichi 

Conservatori di Napoli.” http://www.domenicoscarlatti.it/files/attach/4%20CONSERVATORI.pdf. 

(Accessed January 23, 2015). 

http://www.oxfordmusiconline.com/
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in the same deep blue color, black hat and shoes, deep blue or white socks. 

[...] It is not allowed to have long, curly or powdered
61

 hair, or to have any 

kind of patches?, but the hair must be short and decent for the sake of the 
honesty of this Holy Place. Thus we have their hair cut at least once a month. 

[...].” 

 

 As early as 1615 the conservatorio started offering singing lessons to the 

children so they could sing in the chapel.
62

 Some of its maestri di cappella were 

Francesco Provenzale, Nicola Fago and Leonardo Leo. It had only one maestro for 

strings and one for winds. It was the wealthiest of the four conservatories and the last 

one to dissapear.
63

  

 

 The conservatorio of Poverì di Gesù Cristo, located in the Piazza dei 

Gerolomini,
64

 was established in 1599 and was always under the control of the 

Archiepiscopal Curia of Naples. The first music maestri are recorded from 1606 

onwards. In about 1644, it received an annual income for funding children’s musical 

performances.
65

 Gaetano Greco, Francesco Durante and Francesco Feo were some of its 

maestri di cappella.
66

 The pupils were originally dressed in Franciscan garb, but later, 

by request of the Cardinale Caracciolo, they changed to a red cassock with a light blue 

chimere (the traditional clothing Jesus wears in iconography).
67

 

 

 The conservatorio of Sant’ Onofrio a Capuana has its origins in a congregation 

of merchants and artisans who were specialized in textile manufacturing.  It was only in 

1598 that, following the example of the Pietà dei Turchini and the Poverì di Gesù 

Cristo, the institution decided to devote itself to charity.
68

 We can find the first hint of 

musical instruction at this conservatorio in a document dated in 1653; it lists eleven 

paying pupils, a mastricello, a singing master and a maestro di cappella. Later on, 

musicians such as Pietro Andrea Zani, Cristofaro Caresana, Nicola Fago, Francesco 

Durante, Nicola Porpora, Francesco Feo and Leonardo Leo were employed as maestri di 

cappella. The maestro di cappella was assisted by a violin master and a cornetto master. 

It was not until 1785 that they hired a cello maestro. During the 17th century, the 

school’s main role was to supply young students for the city processions and oratoria 

performances.
69

 Students were dressed in white and puce.
70

 

                                                
61 “sparse con polvere di cipro.” Polvere di cipro, or cipria, was a cosmetic used to render skin soft and to 

powder wigs. 

62 Arnold, Denis. “Instruments and Instrumental Teaching in the Early Italian Conservatoires.” The 

Galpin Society Journal, Vol. 18 (Mar., 1965), pp. 72-81. 

63 Benedetto, Renato Di, et al. “Naples”. Grove Music Online. http://www.oxfordmusiconline.com/ 

(Accessed January 12, 2015). 

64 Amato, Enzo. 

65 “diverse musiche et processions, esequie et servitii de figlioli.” In Fabris, Dinko. Music in Seventeenth-

Century Naples: The Case of Francesco Provenzale (1624-1704). Royal Holloway, University of London, 

2002. p. 68. 

66 For further information about these four institutions see Benedetto, Renato Di, et al. “Naples”. Grove 

Music Online. http://www.oxfordmusiconline.com/ (Accessed January 12, 2015). 

67 Amato, Enzo. 

68 Ibid. 

69
 Benedetto, Renato Di, et al. “Naples.” Grove Music Online. http://www.oxfordmusiconline.com/ 

(Accessed January 12, 2015). 

http://www.oxfordmusiconline.com/
http://www.oxfordmusiconline.com/
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 Through the second half of 18
th

 century, these schools experienced a progressive 

decline, caused by the economical crisis of the kingdom. In 1743, the Poverì di Gesù 

Cristo closed its doors. In 1797, Santa Maria di Loreto and Sant’ Onofrio a Capuana 

merged together.
71

 In 1806, the students from this joint school were transferred to Santa 

Maria della Pietà dei Turchini, which in that same year was transformed into a 

professional music school named Real Collegio di Musica.
72

 Later on, this school 

became the Conservatorio di Musica San Pietro a Majella, which still exists today.
73

 

5.2. Music Teaching in Neapolitan Conservatories 

 The maestro di cappella was at the top of the teaching staff, being responsible 

for teaching compositional skills among other tasks.
74

 He had an assistant, or vice-

maestro, who was in charge of teaching keyboard playing and singing. Both were 

required to compose music for students’ performances, which was mainly sacred music: 

masses, psalms, motets, etc. Besides these two positions, there used to be a maestri di 

scola (teaching the humanities, grammar, rhetoric, religion and philosophy) and, from 

the 18
th
 century onwards, a maestri di scienza and maestri di geometria (teaching 

science and geometrics).
75

  

 The string teacher was in charge of different tasks. He had to teach the elder 

students once a day and also compose didactic pieces specially written for them, as well 

as works for the student’s public performances.
76

  

 

 The music instruction was structured on various skills. Beginner students started 

learning solfeggio, naming the notes, beating time and applying the solmization rules.
77

 

Once they mastered these skills and after their voice changed, they continued learning 

solfeggio exercises by singing them. These teaching materials were written by the 

maestri themselves, and many of them are extant in manuscripts collections. The pupils 

learnt to sing in tune, both solo and in a cappella ensembles. They often practiced music 

written by composers who were not teachers at the conservatori. Thus, they were in 

                                                                                                                                          
70 Amato, Enzo. “I Quattro Antichi Conservatori di Napoli.” 

http://www.domenicoscarlatti.it/files/attach/4%20CONSERVATORI.pdf. (Accessed January 23, 2015). 

71 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. p. 366. 

72 Robinson, Michael F. “The Governors' Minutes of the Conservatory S. Maria Di Loreto, Naples”. 

R.M.A. Research Chronicle, No. 10 (1972), pp. 1-97. 

73
 Benedetto, Renato Di, et al. “Naples.” Grove Music Online. http://www.oxfordmusiconline.com/ 

(Accessed January 12, 2015). 

74 The figure  of Francesco Provenzale illustrates the labour of a maestro di cappella in a Neapolitan 

conservatorio. He was the most important music teacher in Naples for about forty years, from 1663 to 

1701. He was nominated maestro di cappella to Santa Maria di Loreto  in 1663 and to the Pietà dei 

Turchini in 1673. His teaching influenced succeeding generations of Neapolitan musicians in the 18th 
century. See Fabris, 2002. pp. 119, 123, 127. 

75 Fabris, 2002, p. 124. 

76 Olivieri, Guido. “Cello Teaching and Playing in Naples in the Early Eighteenth Century: Francesco 

Paolo Supriani’s Principij da imparare a suonare il violoncello”. Performance Practice: Issues and 

Approaches. Steglein Pub, 2009. 

77 Tartini pointed out that the "usual Italian solfeggio" was based on the hexachord system: Ut-Re-Mi-Fa-

Sol-Re-Mi-Fa ascending (in major) and "Fa-Mi-La-Sol-Fa-Mi-Re-Ut" descending. In Gjerdingen, Robert 

O. 2005. Monuments of Partimenti: http://faculty-

web.at.northwestern.edu/music/gjerdingen/partimenti/index.htm (Accessed  January 30,  2015). 
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close contact with the music written in their time, which helped them to develop their 

taste and sensibility. After this phase, whose length was decided by the maestri, they 

had to choose between learning to sing, to compose and to play an instrument. This 

process was complemented with the learning of improvising partimenti
78

 and the study 

of counterpoint. The children used a cartella, a varnished canvas with staves, where 

they could write and erase their music exercises.
79

  

 The study of partimenti was a cornerstone of the music teaching in the 

Neapolitan conservatori. Pupils were given practical exercises for learning to improvise 

upon a bass line on a keyboard. In the extant collections of partimenti, we often find an 

introductory statement of rules,
80

 followed by a set of partimenti. These are sorted by 

grade of difficulty: the first ones with figures, and the more advanced ones without 

figures, with more complex, longer, contrapuntal basses. Composers and maestri like 

Gaetano, Rocco Greco, Alessandro Scarlatti, Francesco Durante, Nicola Fago and 

Leonardo Leo devoted themselves to composing and teaching these learning materials.
81

 

 

 Every year students had to pass an exam where all the maestri were present. 

Those who did not progress enough or did not like to work were dismissed, and the 

students who showed some improvement since their last exam were rewarded.
82

   

 

 Students spent their days practicing vocal and instrumental exercises, scales, and 

learning ornamentation, counterpoint and music theory. Besides this, they took lessons 

in the humanities and sciences, and often had the opportunity to listen to professional 

musicians perform.
83

 They had very strict and precise rules for lesson schedules and 

practicing times and rooms, as it can be observed in the “Regole e statuti del Real 

Conservatorio della Pietà dei Torchini da osservarsi dalli ministri, maestri alunni e 

serventi”:
84

 

 
 “To avoid the confusion which could happen if the music masters would 
come all at the same time, it has been decided that some of them will come in 

the morning and others after lunch. Nevertheless, students who do not have 

lesson, whether in the morning or in the afternoon, should not be losing time 

                                                
78 See next paragraph. 

79 Imbimbo, Emmanuel. Observations sur l’enseignement mutuel appliqué à la musique, et sur quelques 

abus introduit dans cet art: précédées d’une notice sur les conservatoires de Naples. Paris, 1821. p. 3, 4, 6. 

80 One fundamental rule was the Rule of the Octave. It consists of playing the most common chords over 

each grade of an ascending and descending scale. 

81 Gjerdingen, Robert O. 2005. Monuments of Partimenti: http://faculty-

web.at.northwestern.edu/music/gjerdingen/partimenti/index.htm (Accessed January 30, 2015). 

82 Imbimbo, Emmanuel. Observations sur l’enseignement mutuel appliqué à la musique, et sur quelques 

abus introduit dans cet art: précédées d’une notice sur les conservatoires de Naples. Paris, 1821. p. 6. 

83 Amato, Enzo. “I Quattro Antichi Conservatori di Napoli”. 
http://www.domenicoscarlatti.it/files/attach/4%20CONSERVATORI.pdf. (Accessed January 23, 2015). 

84 “Per evitare la confusione che potrebbe nascere se li maestri di musica venissero tutti in un medesimo 

tempo, s’è determinato che alcuni venghino la mattina ed altri il doppo pranzo. Non per questo devono 

coloro ai quali manchi il Maestro, o la mattina o doppo il pranzo, perderé e consumare il tempo nell’otio 

ma starsene nel luogo del proprio dormitorio, applicati allo studio. […] La clase delli Eunuchi faccia 

l’esercitio di cantare uniti nel proprio dormitorio, la clase delli Tenori nella sala, la clase delli Bassi nel 

guardarobba superiore, la clase delli Violini nell’ angolo inferiore del dormitorio dei grandi, la clase dell’ 

Oboè nell’ ubbidienza, la clase delli Violoncelli e Contrabassi nel passetto della guardarobba superiore, e 

la clase delli Tromboni e Trombe nella guardarobba inferiore.” Translated by the author. Amato, Enzo. 
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but keeping practicing in their bedroom. [...] The castratti practice all together 

their singing exercises in their bedroom, the tenors in the room, the basses in 

the upstairs cloakroom, the violin class in the bottom corner of the elder’s 
bedroom, the oboe class in the ubbidienza, the cello and double bass class in 

the upstairs cloakroom’s stairs, and the trombone and trumpet class in the 

downstairs cloakroom.” 

 

 There are also some extant accounts describing the menu planning and the 

children’s alimentation. The boys of Santa Maria di Loreto were fed with tonnina (tuna 

loins preserved in salt in barrels) and tarantiello, which was salami made of tuna belly, 

named after its Taranto provenance. According to a document dated in 1777, this was a 

typical week menu in the conservatorio:
85

 

 
-Sunday and Tuesday. Lunch: vegetable soup, boiled cabbage, antipasto and fruit. 

Dinner: pasta, cheese and fruit. 
 

-Monday and Thursday. Lunch: gnocchi soup, boiled cabbage, antipasto and fruit. 

Dinner: meat antipasto and fruit. 
 

-Wednesday, Friday and Saturday. Lunch: vegetable soup, potato soup and fruit. 

Dinner: salad, cheese and fruit. 

 
Every dinner was accompanied by the aforementioned fish preserves.  

 

 A characteristic feature of the Neapolitan conservatories was the application of 

so-called mutual instruction, which means that some of the advanced students (called 

sottomaestri or mastricelli
86

) were in charge of teaching and supervising beginners’ 

learning. These elder students learnt directly from the maestri. After their lessons, they 

would pass their knowledge to the younger students.
87

 In this way, students could 

achieve teaching skills at an early stage, and the institution, without having to employ 

many teachers, was able to educate all the students and to sustain a good financial 

situation.
88

 Thus, the education was mainly oral and based on direct imitation from 

                                                
85 “Si dava ai figliuoli di Santa Maria di Loreto la “Tonnina”, alimento composto dalla schiena del tonno 

a pezzi e conservata sotto sale in botticelle, il “Tarantiello” alimento a forma di salame ricavato dalla 

pancia del tonno e così chiamato in quanto la produzione avveniva prevalentemente a Taranto. Una 

settimana culinaria del 1777 riportata del 1777 riportata dagli antichi documenti: 

-Domenica e Martedì: La Mattina la Minestra verde col bollito, antipasto e frutta. La sera; una pietanza di 

pasta fina, formaggio e frutta. 

-Lunedì e Giovedì: Minestra bianca di gnocchi, col bollito, antipasto e frutta la mattina. La sera; antipasto 

di carne e frutta. 

-Mercoledì, Venerdì e Sabato: La mattina minestra verde, minestra bianca e frutta. La sera insalata, 
formaggio e frutta.  

A ogni vigilia si aggiunge alle sollite pietanze il pesce.” Translated by the author. cit. in Amato, Enzo. 

86 diminutive of maestro. 

87 The mutual (or monitorial) instruction was further developed in primary schools in England, India  and 

North America along late 18th century and 19th century. Its main developers were Joseph Lancaster and 

Andrew Bell.  In Encyclopædia Britannica Online, s. v. "monitorial system", (Accessed January 29, 

2015). http://www.britannica.com/EBchecked/topic/389525/monitorial-system. 

88 For more information on the origin and early organization of the Neapolitan conservatories see 

Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. pp. 363-365. 
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teacher to student. This is may be one of the reasons for the scarcity of written treatises 

on instrument playing in Naples.
89

  

 

 One of most notable exceptions to this fact is a truly illustrative and valuable 

manuscript dated ca. 1700 and attributed to Gaetano Greco, teacher in the Poverì di 

Gesù Cristo.
90

 It is a progressive method to learn composition on the keyboard, well 

structured with gradual exercises for the learner. It starts with exercises for learning the 

different cadences. Some of them are written for the archlute, which indicates that this 

instrument might have been used as an early didactic aid for children. It continues a 

sucession of dances (corrente, ciaconne, minuets, siciliane, tarantelle, balletti, 

sarabande, etc). It also includes some partimenti and some sonate and sinfonie for violin 

and basso continuo. This gives an idea of the importance that continuo and ensemble 

playing had in these schools from almost the initial stage of their music education. 

Furthermore, there are other pieces for violin and continuo written by Bononcini and 

Pietro Marchittelli.
91

 In the next chapter I will examine other sources which shed some 

light on cello pedagogy within this context. 

 

 Apart from relying on mastricelli for the instruction of the youngest students, the 

conservatori came up with other ways to remain financially stable. One of the methods 

was the concept of conductio musici, consisting in tying a student to a teacher by 

notarial contract in exchange for a portion of his future professional income. The boy 

was expected to give the maestro a fraction of his future earnings, in some cases, for 

life.
92

 On other occasions, the students were under the patronage of a rich person or a 

nobleman; in this case, the conservatorio received important sums of money for the 

education of these children.
93

 Another way to get income for the conservatorio was by 

sending students to perform outside the school, practice that also helped children gain 

professional experience. These musical performances were carried out by vocal and 

instrumental ensembles led by the maestro di cappella and sometimes involved 

professional musicians not employed by the school.
94

 The groups of boys who 

participated in these ensembles were called flotte, flottiglie or frottole (fleet) or paranze 

(fishing boat), in reference to the nautical language.
95

  

 

 With the practice of all these economic strategies, the conservatori’s accounts 

were stable for decades, as can be seen by the extant bookkeeping documents. The 

annual average number of students during the 17
th

 century was about one hundred for 

                                                
89 Olivieri, Guido. “Cello Teaching and Playing in Naples in the Early Eighteenth Century: Francesco 

Paolo Supriani’s Principij da imparare a suonare il violoncello.” Performance Practice: Issues and 

Approaches. Steglein Pub, 2009. 

90 This manuscript is kept in the library of the Conservatorio di Musica S. Pietro a Majella, in Naples, 

with the signature I-Nc 45-1-65. 

91 Fabris, 2002. pp. 129, 130, 131, 132, 133. 

92 Fabris, 2002. pp. 120, 319. 

93 Ibid. p. 120. 

94 The engagements involved the performance of various genres (masses, motets, litanies, Vespers, etc.) 

in very diverse events and venues (funerals, processions, secular and sacred popular feasts, performances 

of sacred dramas in the Royal Palace, churches, private palaces, etc.). Fabris, 2002. pp. 121-122. 

95 Fabris, 2002. pp. 121-122. 
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each conservatorio.
96

 However, in the first decades of the 18
th
 century, the musical 

market in Naples started to be overloaded with professional musicians, so recent 

graduates from the conservatori experienced difficulties finding a position. Many 

musicians were forced to emigrate to other places in Europe or even to the New World. 

This led to a crisis in the schools, and they no longer held the status that they used to 

have.
97

 

5.3. Cello teaching in Neapolitan conservatories 

 For many decades, there was a single string teacher in each Neapolitan 

conservatorio, as this order stated in 1763 by the governors of Conservatorio de Santa 

Maria di Loreto reflects: “The violin master must teach not only this instrument but also 

the violoncello, as is customary in all the other conservatories.”
98

 This tradition did not 

change until as late as the 1770s, when cello teaching was finally assigned to a cello 

master. Thereby, two instructors, a violin master and a cello master, were hired in the 

string department.
99

 This practice, which might have also been common in the other 

three conservatori, indicates the close relationship that the violin and the cello had in 

this period. The violin was an instrument with a larger repertoire, a more fixed 

technique and a longer solo history than the cello. It is plausible that the violin teachers 

played the cello themselves and were completely capable of teaching this instrument to 

their pupils. Ultimately, this practice could have benefited both violinists and cellists, 

since they were together in the same class and could learn from each other. 

 

 In the next two chapters, I present three musical sources which I believe were 

used as learning materials for cellists in the turn of the 18
th
 century.   

5.3.1. Teaching Continuo Realization on the Cello  

 The first movements of the sinfonìe quinta and sesta by Rocco Greco
100

 

represent what is probably the first source of continuo realization on the cello. Although 

it is difficult to determine how common the practice of the chordal realization of basso 

continuo was, this is a valuable document to examine this practice in the context of the 

late 17
th

 century Neapolitan music. These sinfonìe are preserved in the manuscript 

RISM ID no.: 852024107 in the library of the Abbey of Montecassino (located about 

eighty kilometers to the southeast of Rome). This library has a large collection of 

Neapolitan instrumental music.
101

 The manuscript, dated 1699, is in itself a precious 

source for the study of the early Neapolitan repertoire, since the fifty-two pieces 

contained on it are all written for cello and basso continuo. 

                                                
96 Ibid. pp. 316, 317. 

97 Ibid. p. 122. 

98 Quoted in Robinson, Michael F. “The Governors' Minutes of the Conservatory S. Maria Di Loreto, 

Naples.” R.M.A. Research Chronicle, No. 10 (1972), pp. 1-97. 

99 Robinson, Michael F. “The Governors' Minutes of the Conservatory S. Maria Di Loreto, Naples.” 

R.M.A. Research Chronicle, No. 10 (1972), pp. 1-97. 

100 See chapter 7.4. for more biographical information about this cellist and composer. 

101 Insom, Giovanni. “The Music Archives in the Abbey of Montecassino and the Library of S.Domenico 

in Ortona: Multifunctional Activity for a High-Quality Cataloguing”. Fontes Artis Musicae, Vol. 56, No.1 

(January-March 2009), pp. 36-50. p. 44. 
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 Both movements present a single bass line with continuo figures, with the 

indication “la prima viola
102

 sona le numeri” (Examples 1 and 2). Thus, the second cello 

was meant to play the bass line, while the first cello would play the harmonies 

suggested in the figures. In my view, this practice is related to the teaching of partimenti 

in the conservatori, since these movements are very similar to the extant partimenti for 

keyboard instruments. Moreover, Rocco Greco was the brother of Gaetano Greco, 

maestro di cappella in the Conservatorio dei Poveri di Gesù Cristo, and author of many 

partimenti, which might have had some influence on Rocco’s compositions. Rocco was 

himself violin teacher in the same institution from 1677 to 1695.
103

  

 

 
 

Ex.1: Incipit of the first movement of Sinfonìa quinta104 

 

 

Ex. 2: Incipit of the first movement of Sinfonìa sesta105 

 

5.3.2. Teaching Ornamentation and Diminution 

 Francesco Supriano was one of the most outstanding Neapolitan cellists in the 

turn of the 18
th

 century
106

. Despite the fact that he never held a position in a 

conservatorio, he wrote several pieces with clear pedagogical purposes: his Principij da 

imparare a suonare il violoncello e con 12 Tocatte à solo, the Sonate per 2 Violoncelli e 

basso, and a Studio per violoncello.
107

 

 The Principij da imparare a suonare il violoncello e con 12 Tocatte à solo is 

considered to be the first manual for cello playing. Its first part is an introduction to note 

values, measures and other basics of music theory, followed by some scale exercises. It 

continues with a set of twelve toccate for solo cello, which progressively showcase 

different skills: string crossings, sixteenth-note runs, bowings in tarantella rhythm 

patterns, etc. (Example 3). 

                                                
102 See chapter 6.1. for further information about the term “viola” in this context. 

103 Fabris, Dinko. “Greco, Gaetano”. Grove Music Online. Oxford Music Online. Oxford University 

Press. (Accessed October 22, 2014). 

104 Edition on Chapter 9. 

105 Edition on Chapter 9. 

106 Further biographical information in chapter 7.7. 

107 See chapter 8.1. 
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Ex. 3: Incipit of the Toccata no.10 by Francesco Supriano 

 

 However, the work which concerns us in this chapter is the set of Sonate per 2 

Violoncelli e basso. They are unique in the cello repertoire, due to their demanding 

technique, their pedagogical value, and their importance as a source for ornamentation 

in cello repertoire in the early 18
th
 century. Although the cover of the manuscript refers 

to two cellos and a bass line,
108

 a careful look on the score shows that these pieces are 

not actually intended for this setting. In the manuscript, we find three staves per system. 

The upper one corresponds to the tocatte annexed to his tutor (see previous paragraph). 

The lower one is a simple bass line constructed under the toccate lines. The middle one 

consists of a diminution, elaboration or written out improvisation upon the tocate 

melody (the upper staff). However, the top line of the eleventh sonata does not 

correspond with any of the toccate, and the twelfth sonata misses the middle voice.  

 In the following example, (Example 4) the upper line corresponds to the Toccata 

10 shown in the previous example, the middle voice is a diminution upon this Toccata, 

and the low line is a bass line added to the original Toccata line. 

 

 

Ex. 4: Incipit of the Sonata no.10 by Francesco Supriano109 

 

 I believe these pieces were used by Supriano for teaching ornamentation and 

diminution to his students, since they present a large variety of resources for melody 

variation and are built upon a harmonic bass which support this ornamented melody. 

Furthermore, they can be seen as an example of how mutual instruction (the practice of 

experienced students teaching younger students) was applied to instrument learning. 

They are composed of a bass line, and two upper lines of which the student would 

choose one or the other depending on his level. The bass line would be probably played 

by the mastricello or maestro. 

                                                
108 This title was probably added later in the 19th century. In Olivieri, Guido. “Cello Teaching and Playing 

in Naples in the Early Eighteenth Century: Francesco Paolo Supriani’s Principij da imparare a suonare il 

violoncello”. Performance Practice: Issues and Approaches. Steglein Pub, 2009. p. 122. 

109 Edition on Chapter 9. 
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 Besides the richness of its ornamentations, the pieces require a high technical 

level. The use of the thumb position technique is very remarkable, taking into account 

they were composed in the beginning of the 18
th
 century (Example 5). 

 

 

Ex. 5: Sonata no.10 by Francesco Supriano, bars 42-45. Passage in the high range of the instrument 

(going up to the d’’)110 which requires the use of thumb position 

 

  Aside from Supriano’s sonatas, we find another set of pieces that could have 

also been a teaching resource for ornamentation. These are the 10 Passagagli [sic] per 

Violoncello by Gaetano Francone (Examples 6 and 7). They are preserved in the same 

manuscript as the Sinfonìe by Rocco Greco. Few details are known about Francone, 

except that he was the violin teacher of Francesco Durante at the Conservatorio di S 

Onofrio a Capuana.
111

 The ten pieces, based on the passacaglia bass pattern, are written 

for cello and basso continuo. Through the various sections, we find different melodic 

and rhythmical patterns that can serve as suggestions for further development of the 

basic melodic pattern. However, they could also have been intended for performing for 

an audience and not just for pedagogical purposes, since they are composed in a very 

pleasant way. 

 

 

Ex. 6: Incipit from Passagaglio quarto by Gaetano Francone 

 

                                                
110 Helmholtz pitch notation 

111 Dietz, Hanns-Bertold. “Francesco Durante”. Grove Music Online. Oxford Music Online. Oxford 

University Press. http://www.oxfordmusiconline.com/ (Accessed February 4, 2015). 
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Ex. 7: Two of the variations from the same Passagaglio quarto by Gaetano Francone 

 

 

 

6. The Performance Practice of the Cello in Naples at the Turn of the 18
th

 Century  

6.1. Organology: The Origins of the Neapolitan Cello 

 The bass member of the violin family experienced a wonderful development 

throughout the 17
th
 century, receiving different names depending on the region and 

period, and having different tunings, number of strings and sizes.
112

 The same case can 

be applied to the rest of the members of the violin family, except, maybe, the violin 

itself.
113

 The first bass violins were made by Andrea Amati in 1538, and the instrument 

is first mentioned in “Epitome Musical” (1556) by Jambe de Fer. The first references to 

the use of the instrument in a printed score are in “Sacrae symphoniae” by Giovanni 

Gabrieli (1597) and “Orfeo” by Claudio Monteverdi (1607).
114

 Two main types of bass 

                                                
112 Bonta, Stephen. “Terminology for the Bass Violin in Seventeenth-Century Italy.” Journal of the 

American Musical Instrument Society 4 (1978). pp. 5–42.  

113 It took a lot of time to match the ease of playing, tone quality and power of violas, cellos and doubles 

basses This is the reason we find a huge variety of sizes and models of these instruments in this period. 

The violin reached a standard size and proportions much earlier and with less trouble. 

114
 Bonta, Stephen. “The Use of Instruments in Sacred Music in Italy 1560-1700.”  Early Music, Vol. 18, 

No. 4 (Nov., 1990), pp. 519-520. 
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violins coexisted for decades: a larger instrument (often called violone), quite 

cumbersome to play, but with a rich bass sound; and a smaller instrument, easier to 

play, but of a weaker sound. With the invention of wire-wound strings in Bologna circa 

1660, it became possible for the advantages of both models to meet in a single 

instrument of smaller size, which became more common thereafter.
115

 

 Due to the aforementioned lack of standardization of the bass string instruments, 

they had different nomenclature in music manuscripts, music printings and payrolls 

throughout the 17th century. The large size model received, among others, the following 

names: violone (from 1610, outside Venice), viola (Venice, from 1644), violone da 

brazo, viola da brazzo (Venice, from 1663), basso di viola (Florence, c. 1688), and 

violone basso (northern Europe). On the other hand, the small size model was called 

bassetto or bassetto di viola (mainly Ferrara and Mantua, 1674-1693), violetta (Chierici 

and Perti), violoncino (Bergamo, Bologna and Venice), violoncello, violonzino and 

violonzono.
116

 

 

 Unfortunately, not much scholarship has been undertaken about the organology 

of low string instruments specifically in Naples. The two most frequent terms I have 

found in music manuscripts and payrolls are viola
117

 and violoncello.
118

 The possibility 

that the term “viola” in this context refers to the bass viol is not very plausible in my 

opinion, due to the fact that the use of this instrument in Italy in the 17
th

 century was 

progressively more and more scarce.
119

 All these evidences point out that Neapolitan 

bass string instrument players performed on two different sorts of bass violins, as it was 

usually the case in Northern Italy. Moreover, the fact that both terms appear together in 

the payrolls of the Reale Cappella in 1708 suggests that they were actually two different 

instruments.
120

 Nevertheless, further research, which exceeds this paper, should be 

undertaken in this field. 

 

 

                                                
115 Thanks to this invention, it was possible to have low strings as dense and tense as the long ones used 

in large bass violin models, but of a shorter length. Thus, this invention allowed the building of small 

instruments with rich and powerful tone in the low range and yet with  a good playability. In Bonta, 

Stephen. “Terminology for the Bass Violin in Seventeenth-Century Italy.” Journal of the American 

Musical Instrument Society 4 (1978): 5–42. p.13. 

116 Ibid. pp. 21-22. 

117 Appears in Rocco Greco’s 28 sonate per due viole, payrolls of the Reale Cappella in 1708 (in Olivieri, 

Guido. 2009. p.110.), Messa a 4. et 5. Per li morti di Francesco Provenzale, possibly copied by Gaetano 
Veneziano (in Fabris, 2002. p.139) and payrolls of the Tesoro di S. Gennaro c.1660-80 (Fabris, 2002. p. 

280). 

118 Appears in the aria “Se la gioia non m’uccide, il timor forze non ha” in “La Giuditta” by Alessandro 

Scarlatti (1693), Francesco Francone’s 10 Passagagli [sic] per Violoncello (1699), and all the extant 

pieces by Giulio Ruvo and Francesco Supriano, among other composers. 
119 Bonta, 1978. p5, and Robinson, Lucy. “Viol”. Grove Music Online. Oxford Music Online. Oxford 

University Press. http://www.oxfordmusiconline.com (Accessed February 4, 2015). 

120 “Rocco Greco and Giulio Marchetti, viola; Checco Supriani, violoncello de Spagna.” (in Olivieri, 

Guido. 2009. p. 110). 
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6.2. Violin Makers Active in Naples 

 The art of violin making was present in the city from the 16
th
 century, seen by 

records of violinmakers from Bavaria who established themselves in Naples. Jörg 

Hellmeier, Georg Kaiser, Jacob, Michael Stadler and Michael Rauscher were some of 

the Bavarian violinmakers who were working in the city throughout the 17
th
 century. 

They would gather in the church of S. Maria dell’Anima dei Tedeschi, donated to the 

city’s German citizens in 1586. In the early 17
th

 century, the work of the Cremona 

school became very valued by the string players in Naples, and soon overtook the 

market of the Bavarian violinmakers.  From the end of the 17
th

 century to the mid-19
th

 

century we find the most renowned family of luthiers in Naples, the Gagliano family. 

Alessandro Gagliano was the first father of this dynasty. His violins and cellos typically 

feature irregular proportions, long bodies, and rich tone, characteristics which are more 

connected with the German school established in the area than with the Cremona school 

that was developing at the time in Northern Italy. Alessandro was hired in 1702 by the 

Conservatorio de S. Maria di Loreto as repairer (accomodatori d’istrumenti) of the 

instruments used by the students.
121

 The collection of musical instruments of the 

Conservatorio di San Pietro a Majella has some notable instruments from that period, 

for example a cello dated 1600 by Petrus Zaxura, who was active in Brixen (South 

Tyrol) in the beginning of the 17
th
 century, and a Mattia Goffriller cello dated 1708.

122
 

 

6.3. The Origins of Solo Cello Playing in Naples  

 

 The roots of the cello as a solo instrument are found in Northern Italy; in 

Bologna, Modena and Ferrara. Some of the first renowned cellists were Giovanni 

Battista Vitali, Petronio Franchesini, Domenico Gabrielli, Giuseppe Jacchini, Pietro 

Gaetano Boni and Giovanni Battista Bononcini, who flourished around 1680.
123

 

Bononcini might have been of significant relevance for the development of the 

Neapolitan cello school, since he was active in Rome in the 1690s and could have had 

some influence on musicians such as Alessandro Scarlatti, who was working both in 

Rome and Naples in that period. Two of his works for solo cello and basso continuo are 

kept in the same manuscript as the Rocco Greco pieces are kept.
124

 

 

 The cello as a solo instrument became more frequent in the Neapolitan repertoire 

of the early 18
th
 century. Its broad use for opera arias, recitatives and in obbligato arias 

in cantatas and serenatas was connected with its technical development. The playing of 

the first generations of cellists instructed in the Neapolitan conservatories inspired 

                                                
121 Olivieri, Guido. ”The Gaglianos: Two Centuries of Violin Making in Naples”. Sleuthing the Muses. 

Essays in Honor of William Prizer. Pendragon Press, 2012. pp. 365-368, 370. 

122 Gregorio, Vincenzo de. The Conservatorio of San Pietro a Majella. Musical tradition and art history 

heritage. Electa Napoli, 2013. p. 70. 

123 Walden, Valerie. One Hundred Years of Violoncello: A History of Technique and Performance 

Practice, 1740-1840. Cambridge University Press, 2004. p. 7. 

124 Sinf.a per Violoncello del Sig.r Giov.i Bononcini (RISM ID no.: 852024051) and Sinf.a del Sig.r 

Gio.ni Bononcini (RISM ID no.: 852024081). See chapter 5.3.1. for further information about this 

manuscript collection. 
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composers to pen many works for this instrument.
125

 Thus, its presence in the orchestra 

became more important. In an engraving by Francesco de Grado, depicting an orchestra 

performance in Naples, dated 1713, we find two cellos on the stage, one on each side of 

the orchestra (Figure 2). Moreover, this regular association between the cello and the 

voice in Neapolitan repertoire might have had an effect on the cantabile idiom that is 

often present in Neapolitan cello repertoire.
126

 

 

 

 

7. Cellists Active in Naples at the Beginning of the 18th Century 

 The musicians listed below represent the first generations of Neapolitan cellists. 

Some cellists of whom we do not have much information are left off the list.
127

 On the 

contrary, I have included the figures Gian Carlo Cailò and Nicola Fiorenza, because, 

even though they were more known as violinists, violin teachers and composers, they 

also taught the cello and in the case of Fiorenza, composed remarkable works for the 

instrument.  

7.1. Francesco Alborea 

 Francesco Alborea (nicknamed Francischello, or Franciscello) (b Naples, 7 

March 1691; d Vienna, 20 July 1739). He studied at the Conservatorio di S Maria di 

Loreto for twelve years, as a pupil of Gian Carlo Cailò
128

 and Francesco Provenzale.
129

 

Through Alessandro Scarlatti’s recommendation, he was employed at the Royal Chapel 

from 1713, where he remained until 1727.
130

 (See also
131

 and
132

). Most of the limited 

information we have about him are contemporary accounts of his playing. J. J. Quantz 

listened to him in Naples in 1725, and described his playing as “incomparable.”
133

 

                                                
125 Olivieri, Guido. “Cello Teaching and Playing in Naples in the Early Eighteenth Century: Francesco 

Paolo Supriani’s Principij da imparare a suonare il violoncello”. Performance Practice: Issues and 

Approaches. Steglein Pub, 2009. p. 113, 114. 

126 Halton, Rosalind. “Nicolò Porpora and the cantabile Cello”.Nicola Porpora: Musicista europeo: Le 
Corti, I Teatri, I Cantanti, I Librettisti. Laruffa Editore, 2011. pp. 303-305. 

127 Antonio Caliento, Rinaldo Monaco (Manco), Francesco Letizia and Cesario are cited as cellists in the 

Cappella del Tesoro di San Gennaro. In Columbo, Marta  and Maione, Paologiovanni. La Cappella 

musicale del Tesoro di San Gennaro di Napoli tra Sei e Settecento. Napoli, Turchini Edizioni, 2006. 

128 Cyr, Mary. “Alborea, Francesco”. Grove Music Online. Oxford Music Online. Oxford University 

Press.  http://www.oxfordmusiconline.com (Accessed January 15, 2015). 

129 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p.275. 

130 Cyr, Mary. “Alborea, Francesco”. Grove Music Online. Oxford Music Online. Oxford University 

Press.  http://www.oxfordmusiconline.com (Accessed January 15, 2015). 

131 Protta Giurleo, Ulise. http://www.treccani.it/enciclopedia/francesco-alborea_(Dizionario_Biografico)/. 
(Accessed October 22, 2014). 

132 Cotticelli, Francesco and Maione, Paologiovanni. Le Istituzioni Musicali a Napoli durante il 

Vicerregno Austriaco (1707-1734). Luciano Editore, 1993. p.239. 

133 “[...] Das Orchester war ziemlich gut. Vom hervorragenden Instrumentisten war weiter nichts 

sonderliches da, als der unvergleichliche Violoncellist Francischello, welcher nachher in Kaiserlichen 

Dienste getreten ist.”: [...] The orchestra was pretty good. There were not outstanding instrumentalists 

except for the incomparable violoncellist Francischello, who later joined the Imperial service. (Translated 

by the author) In Marpurg, Friedrich Wilhelm. Historisch-Kritische Beyträge zur Aufnahme der 

Musik. Bd.I. Berlin 1754. p.227.  
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According to F. J. Fétis, F. X. Geminiani also had the chance to listen to Francischello 

when the latter was performing an obbligato cello part from a cantata by A. Scarlatti 

(with Scarlatti on the harpsichord). Geminiani, describing Alborea’s playing, said that 

“only an angel in human form could play in this manner.”
134

 In 1726, he was appointed 

chamber musician to Count Uhlenfeld in Vienna where he was the highest paid cellist in 

the 18th century.
135

 He worked together with F. Benda, who became his admirer, stating 

that “after hearing him, his talent on the cello became his model for his violin 

playing”.
136

 It is also plausible that he met Martin Berteau, one of the founders of the 

French cello school, and that he gave Berteau some lessons.
137

 

  

 Besides these few historical accounts of his playing, we have two iconographic 

sources: one portrait by Martin van Meytens (court painter at Vienna from 1732) 

(Figure 1)
138

, and a large canvas painted by Niccolò Maria Rossi entitled “The 

Procession of the Feast of the Four Altars” (Figure 2). This painting is preserved in the 

collection of paintings of the Counts of Harrach
139

 in the Rohrau Castle. The work 

represents the Austrian viceroy, his ministers, and the Royal Chapel musicians in 

Naples. It is very likely that Alborea is the cellist situated in the front of the group of 

musicians.
140

 

7.2. Gian Carlo Cailò 

 (b. Rome,?1659; d. Naples, 2 May 1722). A violinist and composer, Cailò 

possibly studied with Carlo Mannelli (also teacher of Arcangelo Corelli)
141

 in his 

hometown of Rome, where he started his career as a violinist. In 1683, he travelled to 

Naples with Alessandro Scarlatti and made his debut there at the Teatro S Bartolomeo. 

He remained in the city for the rest of his life. He served as violinist in different 

institutions, such as the Reale Cappella and the Tesoro di San Gennaro,
142

 and also 

became a reputed string teacher. From 1686 he taught at the Conservatorio di S Maria 

di Loreto and from 1694 also in the Conservatorio di S Maria della Pietà dei Turchini. 

He trained violinists such as Francesco Barbella, Angelo Ragazzi, Giovanni Antonio 

Piani and Tomasso Piani. As was the common practice in Neapolitan conservatories, he 

                                                
134 “[…] celui-ci s'écria qu'il n`y avait qu'un ange, sous la forme humaine, qui pût jouer ainsi.” Translated 

by the author. Fétis, François Joseph. Biographie universelle des musiciens et bibliographie générale de 

la musique. Paris, 1834-1835. p.301. 

135 Bonta, Stephen, et.al. “Violoncello”. Grove Music Online. Oxford Music Online. Oxford University 

Press. http://www.oxfordmusiconline.com (Accessed January 14, 2015). 

136 “F. Benda l'entendit à Vienne; il a souvent declaré depuis lors que le talent de Franciscello sur le 

violoncelle devint son modèle pour le violon.” Translated by the autor. In Fétis, François Joseph. 

Biographie universelle des musiciens et bibliographie générale de la musique. Paris, 1834-1835. p. 301. 

137 Protta Giurleo, Ulise. http://www.treccani.it/enciclopedia/francesco-alborea_(Dizionario_Biografico)/ 

(Accessed October 22, 2014). 

138 Kept in the Wien, Österreichische Nationalbibliothek. 

139 Count Aloys Thomas Raimund Harrach was viceroy of Naples from 1728 to 1733. 

140 Protta Giurleo, Ulise. http://www.treccani.it/enciclopedia/francesco-alborea_(Dizionario_Biografico)/. 

(Accessed October 22, 2014). 

141 Cotticelli, Francesco and Maione, Paologiovanni. Le Istituzioni Musicali a Napoli durante il 

Vicerregno Austriaco (1707-1734). Luciano Editore, 1993. p. 230. 

142 Astarita, Tomaso. A Companion to Early Modern Naples. Brill, 2013. p. 375. 
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also taught the cello, which is the reason why I have included him in this chapter. The 

talented cellists Francesco Supriano and Francesco Alborea were among his students. 

Though he devoted his life to performing and teaching, he also wrote music. Two of his 

compositions have survived: a sonata for three violins and organ and a sonata for two 

violins and harpsichord. 
143

 

7.3. Nicola Fiorenza  

 (d. Naples, 13 April 1764). Fiorenza was a string teacher at Santa Maria di 

Loreto from 1743 to 1762. He was repeatedly accused of punishing and threatening his 

pupils, this being the reason for his dismissal from the position. He also worked as a 

violinist at the Royal Chapel, to which he was appointed around 1750.
144

 Fiorenza was 

also a talented composer of instrumental music.
145

 Most of the music which has 

survived is preserved in manuscript in the library of the Conservatorio de San Pietro a 

Majella, in Naples. Among his works, his fifteen solo concertos (four of them for cello) 

and his nine symphonies (one of them with a solo part for cello) are noteworthy. In the 

words of the Neapolitan historian and librarian Giuseppe Sigismondo, his musical talent 

in composition could be compared with that of F. J. Haydn:
146

 

 
“Among the violin masters I knew there about thirty-five years ago was the 

clever professor D. Nicolo Fiorenza, who composed excellent symphonies so 

full of inspiration and charm that only the sublime productions of truly 
Pindaric music by the German Haide [sic] have since reminded me of them.” 

7.4. Rocco Greco (Roque Grieco, Rocco Grieco)
147

 

 (b. Naples, c1650; d. Naples, before 1718). Greco was born in a family of 

musicians. His father, Francesco, was a teacher of wind instruments at the 

Conservatorio della Pietà dei Turchini, and his young brother, Gaetano, was a 

renowned composer, organist and teacher.
148

 Rocco studied at the Conservatorio dei 

Poveri di Gesù Cristo with Francesco Provenzale
149

 and later, between 1677 and 1695, 

                                                
143 Olivieri, Guido. "Cailò, Gian Carlo." Grove Music Online. Oxford Music Online. Oxford University 
Press.  http://www.oxfordmusiconline.com (Accessed October 22, 2014). 

144 Robinson, Michael F. “Fiorenza, Nicola.” Grove Music Online. Oxford Music Online. Oxford 

University Press.  http://www.oxfordmusiconline.com (Accessed October 16, 2014). 

145 His only vocal works are the two cantatas, attributed to him, preserved in the manuscript collection 

Cantate alla virtù di Maria Pignatelli in Antoniana Pontifical Library in Padova. Borrelli, Giovanni. 

Nicola Fiorenza Opera Omnia, Vol.I. Ut Orpheus Edizioni, 2010. 

146 “Tra i maestri di violino io vi conobbi, circa 35 anni indietro, il valente professore don Nicolò 

Fiorenza, il quale faceva delle ottime sinfonie, così piene d’estro e di grazie che, dopo quelle, soltanto le 

sublimi produzioni di musica, veramente pindarica, del signor Haiden tedesco me ne ànno risvegliata la 

memoria.” In Sigismondo, Giuseppe. Escrizione della citta di Napoli e suoi borghi, Tomo III. Naples, 

1788.Translation into English from: Robinson, Michael F. “The Governors Minutes of the Conservatory 
S. Maria Di Loreto, Naples.” R.M.A. Research Chronicle, No. 10 (1972), pp. 1-97. 

147 Cotticelli, Francesco and Paologiovanni Maione: Le Istituzioni Musicali a Napoli durante il Viceregno 

Austriaco (1707-1734): Materiali inediti sulla Real Cappella ed il Teatro di San Bartolomeo. Naples, 

Luciano Editore, 1993. pp. 117, 123. He is listed in 1708 as Roque Grieco Viola and in 1713 as Rocco 

Grieco. 

148 Fabris, Dinko. “Greco, Gaetano”. Grove Music Online. Oxford Music Online. Oxford University 

Press, Grove Music Online.  http://www.oxfordmusiconline.com (Accessed October 22, 2014). 

149 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p.275. 
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was employed there as a violin teacher. In the 1660s he was employed at the Cappella 

del Tesoro di San Gennaro
150

 and on 1695 he was appointed first violin at the Royal 

Chapel.
151

 His Sonate a due viole (1699), preserved in the library of the Montecassino 

Abbey, are the first known Neapolitan works for solo cello. They are a precious 

document for the study of cello performance in the turn of the 18
th
 century, as well as 

being a source of information about chordal realization of basso continuo and its 

teaching.
152

  

7.5. Salvatore Lanzetti 

 (b. Naples, c. 1710; d. Turin, c. 1780). He studied at the Conservatorio di S 

Maria di Loreto. After his training he left for Lucca where he worked at the court 

chapel. After that he was in Turin employed by Vittorio Amedeo II. In around 1735 he 

moved to Paris and then to London. He lived abroad until 1760 when he returned to 

Turin to work again at the court chapel.
153

  

 It must be said that Lanzetti belongs to a later generation of cellists, and that he 

spent most of his life outside of Naples, so he was not in close contact with the rest of 

the cellists who are presented in this chapter.  In spite of this, I have decided to include 

him in this list. He was one of the most outstanding cellists of the century and a notable 

composer for his instrument. His technique was very innovative, introducing new 

fingering patterns, bow strokes, and broad use of the thumb position. I believe all these 

improvements he brought to cello technique have their roots in his early training in 

Naples. There is one extant portrait showing him playing in the cello. It is painted by 

Charles van Loo ca. 1750 in Turin and is entitled “Ritratto a sanguigna di Salvatore 

Lanzetti”. (Figure 3) 

7.6. Giulio Ruvo 

 (fl ?Naples, 1703 – 16). Probably born in Apulia (his last name is an Apulian 

place name), few details are known about his life. He dedicated some of his 

compositions to Duke of Bovino, a nobleman from Apulia settled in Naples. His works 

have several features that tend to confirm that he actually worked in Naples: the use of 

the lowered second, the tempo indications “largo” and “piano” (used by A. Scarlatti, 

among others), the use of traditional rhythms like the tarantella, etc.
154

 

 

                                                
150 Ibid. p.280. 

151 Fabris, Dinko. “Greco, Gaetano”. Grove Music Online. Oxford Music Online. Oxford University 
Press, Grove Music Online. http://www.oxfordmusiconline.com (Accessed October 22, 2014).  
152 See chapter 5.3.1 for further information. 

153 Salvetti, Guido/Walden, Valerie: “Lanzetti, Salvatore”. Grove Music Online. Oxford Music 

Online. Oxford University Press, Grove Music Online. http://www.oxfordmusiconline.com. 

(Accessed October 22, 2014).  

 

154 Costantini Danilo/ Magaudda Ausilia. “Ruvo, Giulio”. Grove Music Online. Oxford Music 

Online. Oxford University Press, Grove Music Online. http://www.oxfordmusiconline.com 

(Accessed October 22, 2014). 
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Tarantella for solo cello. Ms. MI0344 Noseda Noseda O.46.4bis. I-Mc. 

 

  

 All his compositions that have survived are preserved in the library of the 

Conservatorio di Musica Giuseppe Verdi in Milan. These pieces consist of some vocal 

works, a balleto for two violins and continuo, five sonatas for cello and continuo and 

five dances for violoncello solo.
155

 Considering the early composition date of his cello 

sonatas (1703), we can say they require an advanced technique. Ruvo was probably a 

talented cellist, which would explain why he composed all those works for the cello. 

Unfortunately, I have not found more evidence about his activities as a cellist, such as 

performances, teaching employment, etc.  

7.7. Francesco Paolo Supriano 

 (11 July 1678; 28 August 1753) Supriano, also spelled Supriani, Sopriano
156

 or 

(erroneously) Scipriani in modern studies, was born in Conversano, region of Apulia. 

He enrolled in the Conservatorio of Pietà dei Turchini when he was fourteen. His initial 

intention was to become a singer,
157

 but after having studied with Gian Carlo Cailò
158

 

and Francesco Provenzale,
159

 he graduated in 1700 as a very talented cellist.  

 He was employed for some time at the Royal Chapel. In 1707, he was selected 

together with other six musicians from the Royal Chapel to join the Real Capilla de 

Barzelona. He remained there until 1711, when the Archduke Charles of Habsburg 

dismissed the Chapel. He then returned to Naples, where he stayed for the rest of his 

life. He was hired as cellist in the ensemble of the Tesoro di San Gennaro, the Teatro 

San Bartolomeo and again in the Cappella Reale.  

 Although he never occupied a teaching position, his name is relevant to the 

history of the instrument due to his cello tutor Principij da imparare a suonare il 

violoncello e con 12 Tocatte à solo. It was never published during his life,
160

 and the 

manuscript is now preserved in the library of Conservatorio San Pietro a Majella, in 

Naples. Besides his tutor, Supriano also composed a set of 12 sonatas which deserve 

                                                
155 Ibid.  

156 Francesco Cotticelli and Paologiovanni Maione: Le Istituzioni Musicali a Napoli durante il Viceregno 

Austriaco (1707-1734): Materiali inediti sulla Real Cappella ed il Teatro di San Bartolomeo. Naples, 

Luciano Editore, 1993. p. 197. 

157 He is cited in the records of the Conservatorio della  Pietà dei Turchini as “musico che canta de 

Soprano” (musicians who sings as a soprano). In Cotticelli, Francesco and Maione, Paologiovanni. Le 

Istituzioni Musicali a Napoli durante il Vicerregno Austriaco (1707-1734). Luciano Editore, 1993. p.238. 

158 Olivieri, Guido. “Cello Teaching and Playing in Naples in the Early Eighteenth Century: Francesco 

Paolo Supriani’s Principij da imparare a suonare il violoncello”. Performance Practice: Issues and 

Approaches. Steglein Pub, 2009. 

159 Fabris, Dinko. Music in Seventeenth-Century Naples: The Case of Francesco Provenzale (1624-1704). 

Royal Holloway, University of London, 2002. p.275. 

160 There is a modern edition by Marco Ceccato, published in Musedita (code no. SU 1 TO) in 2008. 
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special attention due to its singularity and technical level. These are his Sonate per 2 

Violoncelli e basso.
161

  

 

8. Catalogue of Neapolitan cello repertoire 

 This catalogue is not meant to be exhaustive, but to present an overview of the 

repertoire produced by or under the influence of the aforementioned cellists. In order to 

keep this list of works in the temporal context of this paper, I have included works 

written between 1699 (the date of composition of the first known piece for solo cello in 

Naples) and 1737 (when Leo’s concertos were written). For this reason, relevant works 

written by Neapolitan cellists such as the late opera by Salvatore Lanzetti or the six 

sonatas for two Violoncellos and two Violins with a Thorough Bass by Nicola Porpora 

are omitted. Next to the title, I have added the date of composition, catalogue number, 

RISM number (when available) and library where the manuscript is kept. 

8.1. Didactic pieces 

 Supriano, Francesco Paolo 

 Principij da imparare a suonare il violoncello e con 12 Tocatte à solo. c. 1700. 

Ms. 9607-9608. Ms, I-Nc. 

 Studio per Violoncello. c. 1700. Ms. 9607-9608. I-Nc. 

 Sonate per 2 Violoncelli e basso. c.1700. Ms. 9607. I-Nc. 

8.2. Solo repertoire 

 Greco, Rocco 

 28 Sonate à due Viole del Sigr. Rocco Greco 1699. Ms. 2-D-13a1 to Ms. 2-D-

13a28. I-MC. RISM ID no.: 852024023 to RISM ID no.: 852024050. 

 Del Sig.r Rocco Greco | viri galilei. 1699. Ms. 2-D-13f1. I-MC. RISM ID no.: 

852024095.  

 Loquebantur. 1699. Ms. 2-D-13f2. I-MC. RISM ID no.: 852024096.. 

 Miserator Dominus. 1699. Ms. 2-D-13f3. I-MC. RISM ID no.: 852024097. 

 Dum esset Rex. 1699. Ms. 2-D-13f4. I-MC. RISM ID no.: 852024098 

 Veni sponsa. 1699. Ms.  2-D-13f5. I-MC. RISM ID no.: 852024099. 

 Ecce sacerdos magnus. 1699. Ms. 2-D-13f6. I-MC. RISM ID no.: 852024100. 

 Non est inventus. 1699. Ms. 2-D-13f7. I-MC. RISM ID no.: 852024101. 

 Sacerdos Dei. 1699. Ms. 2-D-13f8. I-MC. RISM ID no.: 852024102. 

 Domus mea. 1699. Ms. 2-D-13f9. I-MC. RISM ID no.: 852024104. 

 Fidelis servus. 1699. Ms. 2-D-13f10. I-MC. RISM ID no.: 852024105. 

 Veni electa mea. 1699. Ms. 2-D-13f11. I-MC. RISM ID no.: 852024106. 

 

 Francone, Gaetano 

 10 Passagagli [sic] per Violoncello. 1699. Ms. 2-D-13e1 to 2-D-13e10. I-MC. 

RISM ID no.: 852024084 to RISM ID no.: 852024093. 

 

 

 

 

                                                
161 This works has been formerly discussed in chapter 5.3.2. 
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 Scarlatti, Alessandro 

 Three Sonatas for Two Violoncellos. c.1700. I-Mc.
162

  

 

Ruvo, Giulio 

 [5] Sonate Per Violoncello | Solo | Di Giulio Ruvo | 1703. Ms. MI0344 Noseda 

Noseda O.46.12 to MI0344 Noseda Noseda O.46.16. I-Mc. 

  [5 danze per violoncello solo]: Romanella, Tarantella, Romanella, Tarantella, 

Ciccone. Probably c. 1716 (the previous piece in the manuscript has this date 

indication). Ms. MI0344 Noseda Noseda O.46.4bis. I-Mc. 

 

 Supriano, Francesco Paolo 

 Sonata. Violoncello, Basso continuo, la minore | Supriano, Francesco. c.1700. 

Ms. IT\ICCU\MSM\0172701.I -Nc. 

 Sinfonìa di Violoncello à Solo. c. 1700. Ms. 9608. I-Nc. 

 

Alborea, Francesco 

 Sonata a Violoncello e Basso Del Sigl. Francischello. n.d. MS no. XLI. B. 17. 

CZ-Pu. 

 Sonata a Violoncello e Basso Del Sigl. Francischello. n.d. Ms no. XLI. B. 18. 

CZ-Pu. 

 Sonata in C Major. n.d. In Harrach Collection at Schloß Rohrau. 

 

 Majo, Giuseppe de 

 Concerto per violoncello ed archi. Naples, 1726. I-Nc. 

 

Fiorenza, Nicola 

 Concerto p. 2 Violini e Violoncello Del Sig. Fiorenza 1727. M.S. 2162-2165. I -

Nc. RISM ID no.: 850009336.  

 Concerto per 2 Vl., Violoncello | obligato, e Basso | Del Sig. Nicolò - Fiorenza 

1728. M.S. 2197-2200. I -Nc. RISM ID no.: 850009564.  

 Concerto con Violongello | VV, Violetta & | Basso | Del Sig. Nicolò Fiorenza 

per | Esercitio Del Ill.mo Sig
r
 Marchese | de Simone. M.S. 2179-2183. I -Nc. 

RISM ID no.: 850008501.  

 Concerto con due Violini, Violoncello obligato & Basso. Del Sig
r
 Nicolò 

Fiorenza | 1728. M.S. 2175-2178. I -Nc. RISM ID no.: 850009335.  

 Concerto con due Violini, e Violoncello | e Basso | Del Sig. Nicolò 

Fiorenza | 1728. M.S. 2201-2204. I -Nc. RISM ID no.: 850009569 

 Sinfonia a violoncello solo con violini I e II e basso in Fa maggiore. n.d. Ms. 

2269-2273. I-Nc. 

 Concerto di Flauto, Violini, Violetta, Violongello e Basso in Fa minore. n.d. Ms. 

2293-2297. I-Nc. 

 Sonate. 2 Violini,Violoncello, Basso continuo. Re maggiore. [collocazione] 

Musica Strumentale 2286 - [collocazione precedente] 19.1.10. Ms, I -Nc. 

 

 

                                                
162 Attribution to Scarlatti is unclear, they might have been written by Francesco Alborea. See Vidali, 

Carole Franklin. Alessandro and Domenico Scarlatti : a guide to research. Garland Pub., 1993.  

 

http://opac.sbn.it/opacsbn/opaclib?db=solr_iccu&resultForward=opac/iccu/brief.jsp&from=1&nentries=10&searchForm=opac/iccu/error.jsp&do_cmd=search_show_cmd&item:8006:Titolo_uniforme:@frase@=IT/ICCU/CMP/0315472
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 Sabatino, Nicola 

 Solo for cello with two violins and basso continuo in G major. In A-Wgm. 

 

 Pergolesi, Giovanni Battista 

 Sinfonìa à Violoncello Solo del Sigr. Gio. Battista Pergolese. c.1734?. MI0344 

Noseda Noseda L.4.21 [antiche segnature:] 8028 [c. 1r in alto a destra].  I-Mc 

 

 Lanzetti, Salvatore 

 XII Sonate a Violoncello Solo et Basso Continuo op.I (Amsterdam, J.F. 

Witvogel, ca. 1736) 

 

Leo, Leonardo 

 Sinfonia concertata di Violoncello, con V.V. p. Solo servizio di S. Ecc.za 

Sig
r
 Duca di Madalona - L. Leo 8bre 1737. Ms. Rari 1.6.15/1. I -Nc. RISM ID 

no.: 850028417. 

 Concerto di Violoncello, co V.V., p. solo servizio di S. Ecc
za

 il Sig.
r
 Duca di 

Madalona - Aple 1738 L. Leo. Ms. Rari 1.6.15/2. I -Nc. RISM ID no.: 

850028418. 

 Concerto di Violoncello, co [sic] V.V., p. solo servizio di S. Ecc.
za

 Il Sig.
r
 Duca 

di Madalona. L. Leo. Ms. Rari 1.6.15/3. I -Nc. RISM ID no.: 850028419. 

 Concerto di Violoncello, co' V.V., e Basso; p. solo servizio di S. E
za

 il Sig.
r
 Duca 

di Madalona. 7bre 1737 L. Leo. Ms. Rari 1.6.15/4. I -Nc. RISM ID no.: 

850028420. 

 Concerto di Violoncello, p. solo servizio di S. Ecc.
za

 il Sig.
r
 Duca di Madalona - 

L. Leo: Agosto 1738. Ms. Rari 1.6.15/5. I -Nc. RISM ID no.: 850028421. 

 Concerto di Violoncello con V:V:, per solo servizio di S. Ec.
za

 il Sig.
r
 Duca di 

Madalona - 7bre 1737. Ms. Rari 1.6.15/6. I -Nc. RISM ID no.: 850028422. 

 

 Porpora, Nicola 

 Sonata di Violoncello solo | con V.V., e Basso | Del Sig.r Nicolo Porpora. n.d. 

Ms. JOG 72-29. US-NYp. RISM ID no.: 000109005. 

 Sonata | à Violoncello Solo | Del Sig
r
 Nicolò Porpora. n.d. Ms. Add. 14125. GB-

Lbl. RISM ID no.: 800265696. 

 Sonata à Violoncello solo, e | Basso | del Sig.r Nicolò Porpora. n.d. Ms. JOG 72-

29 (vol. 29). US-NYp. RISM ID no.: 000109006. 

 Sinfonia di Violoncello con VV. | è Basso | Del Sig: Nicolo Porpora. (Copy dated 

in 1731). Ms.Od-R. S-Skma. RISM ID no.: 190018144.  

 Concerto | Con Violoncello obligato | e Violin - Del Sig:r Nicola Porpora. 

(Copy dated in 1732). Ms. IV 89/749 a n.o 1. I-Bas. RISM ID no.: 850001939.  

 Concerto per Violoncello | Nicolò Porpora. (Copy dated in 1800-1810). Ms. 

XIX 9156 M. I-BGi. RISM ID no.: 850014872.  

 Concerto per | Violoncello. Ms. Add. 14125. GB-Lbl. RISM ID no.: 800265695. 
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8.3. Repertoire linked to vocal music 

Händel, Georg Friedrich 

 “Se m’ami oh caro” from the cantata “Aci, Galatea e Polifemo” (for two celli 

obbligatti, alto and b.c.) 
163

 

Leo, Leonardo 

 Il Dio Guerriero, from Diana Amante (for two celli obbligatti, soprano & b.c.) 

 

Porpora, Nicolo 

 “All’amor de’ nostri cori”, from L’Agrippina (for two celli obbligatti, soprano, 

alto and b.c.) 

 “Fra gl’insulti d’un mare tempestoso”, from L’Agrippina (for two celli 

obbligatti, soprano, alto and b.c.) 

 

Scarlatti, Alessandro 

 “Si la gioia non m’uccide” (for cello obbligato, violin obbligato, soprano and 

b.c.) from “La Giuditta” 

 “È meglio il tacere” from “Il Genio di Partenope, la Gloria del Sebeto, il Piacere 

di Mergellina” (for cello obbligato, soprano and b.c.) 

 “Più del vago pellicano” from “Il Giardino di Rose” (for cello obbligato, 

soprano and b.c.) 

 “Sorge su l’alba” (for two flutes, violins, viola, soprano, two celli obbligatti and 

b.c.) from “Filli, Clori, Tirsi” 

 

 

List of library acronyms used: 

 

A-Wgm: Archiv, Bibliothek und Sammlungen der Gesellschaft der Musikfreunde. 

Wien. 

CZ-Pu: Národní knihovna České republiky. Praha. 

GB-Lbl: The British Library. London. 

I-Nc: Conservatorio di Musica S. Pietro a Majella, Biblioteca. Napoli. 

I-Bas: Archivio di Stato, Biblioteca. Bologna. 

I-BGi: Civico Istituto Musicale Gaetano Donizetti, Biblioteca. Bergamo. 

I-Mc: Conservatorio di Musica Giuseppe Verdi, Biblioteca. Milano. 

I-MC: Monumento Nazionale di Montecassino, Biblioteca. Montecassino. 

S-Skma: Musik- och teaterbiblioteket. Stockholm. 

US-NYp: New York Public Library for the Performing Arts, Music Division. New 

York. 

 

 

 

 

 

 

 

                                                
163 Despite the fact that Händel was not a Neapolitan composer, I have decided to include this aria in this 

catalogue. He wrote this cantata during his stay in Naples in 1708, and got probably inspired by the 

Neapolitan cello school. The aria is the only one wrote by him featuring two obbligato cellos, and many 

independent parts for this instrument can be found in the rest of the work. 
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9. Conclusions 

 When I first started this research, I did not have a complete picture of the cello 

performance practice in the early 18
th

 century Naples, though I was already amazed by 

the repertoire I knew. However, I soon realized how vast and complex this field was, 

and how interesting it could be to modern-day performers in so many ways. We, as 

performers, music teachers and music students should get more inspired by the 

approach to music learning that the Neapolitan conservatori had. Specifically as 

historically informed musicians, we should try to get as close as possible to these 

practices, since this would bring us a better insight about how this music was thought, 

composed, learnt, experienced and performed. As Neapolitan music became so 

influential in the middle of the 18th century, and as the pedagogical tools used at the 

conservatories spread through Europe, this approach might in fact be expanded to an 

even broader context. In the following points, I will explain the practices and sources 

discussed in this paper which, in my view, could have an enormous benefit on our 

music learning and performance practice. 

 

The practical approach to music theory in the conservatori 

  These institutions provided a complete musical education for instrumentalists. 

Before they started to learn to play an instrument, they first had to learn to sing solo and 

within an ensemble, which gave them a good foundation for intonation, musicality, and 

the understanding of polyphony. Afterwards, they had to learn to play a keyboard 

instrument, which improved their understanding of polyphony and harmony. The 

learning of music theory and the rules of harmony through solfège and partimento 

exercises shows a clear stress on a practical approach, instead of treating those subjects 

as an isolated part of the music instruction, as is often done nowadays. This focus on 

practical harmony is also very useful for melodic instrument players, because learning 

the rules of the harmony to perfection allows you to have a better understanding of the 

music you perform, ornament with ease, etc. 

 

The value of mutual instruction in music learning 

 The teaching duties placed on mastricelli helped them to understand and 

assimilate better the knowledge they got from the maestri, and gave them teaching 

experience at an early stage. In my experience, teaching is one of the best ways to learn 

and to keep learning. I find too often that teaching experience starts very late in the 

instruction of musicians nowadays. Moreover, sharing knowledge and feedback among 

peers is a very valuable tool which should be used more frequently in modern 

educational institutions. 

 

The teaching of string instruments in a single class 

 The exchange of knowledge and experiences among violinists, violists, cellists 

and double basses should be more common in the music classes. Broadening our 

communication with fellow students and teachers of other string instruments could 

benefit our learning in numerous ways by creating a better understanding of our 

instruments idiosyncrasies, acquiring useful knowledge about other instruments 

characteristics that could help us in ensemble playing, and building a broader 

knowledge of music literature. 
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Musical sources for chordal realization 

 There are very few extant sources from the 18
th

 century which shed light on the 

practice of chordal realization on the cello, and Rocco Greco’s Sinfonìe Quinta and 

Sinfonìa Sesta are most likely the first of them. We do not know how common this 

practice was in the Neapolitan context, although the regular association of the cello with 

the voice in Naples points towards the possibility that this could have been a common 

practice in the accompaniment of vocal repertoire. 

 

Musical sources for ornamentation 

 Supriano’s sonatas for two cellos and Francone’s Passagaglie are valuable 

sources on ornamentation for cellists and for other instrumentalists as well. These are 

the only sources which I have found showing the ornamentation practice in this time 

and place and the only one I know entirely devoted to the cello. 

 

 Taking into account the bibliographical sources I have found, it seems that 

scholarship in this field is still quite recent and sparse. Traditionally, most of the 

musicological research on Italian baroque music has had more focus on Northern Italian 

musical centers, such as Venice or Bologna, and the scholarship undertaken in 

Neapolitan repertoire has concentrated more on vocal music, early 17
th

 and late 18
th

 

century repertoire. I hope more studies about instrumental Neapolitan music will come 

to light soon and thereby our knowledge of this field of music history will be 

broadened. 

 

 Finally, I hope this paper will contribute in demonstrating the relevance of this 

time and place on the development of the cello. Personally, I will keep performing this 

repertoire, trying to make it more known to audiences, and, eventually, I will devote my 

time and effort to prepare critical editions and recordings of this repertoire.  
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10. Appendix I: Editions 
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11. Appendix II: Musical samples list 

 

1) Sinfonìa quinta per due viole...R. Greco (b. Naples, c1650; d. Naples, before 1718) 

 First movement, bass line only 

2) Sinfonìa quinta per due viole... R. Greco (b. Naples, c1650; d. Naples, before 1718) 

 First movement 

3) Toccata 10.....F. Supriano (11 July 1678; 28 August 1753) 

 Upper staff and bass line 

4) Toccata 10.....Francesco Supriano (11 July 1678; 28 August 1753) 

 Middle staff and bass line 

 

All samples performed by Inés Salinas and Ester Domingo, baroque cellos. 
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12. Appendix III: Figures  

 

 

Figure 1: “Regole e statuti del Real Conservatorio della Pietà dei Torchini da osservarsi dalli ministri, 
maestri alunni e serventi”. Cover. 
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Figure 2: “Serenata at the Royal Palace in Honor of Empress Elisabetta” Naples, 1713 Engraving by 

Francesco de Grado. Biblioteca Nazionale Vittorio Emanuele III, Naples. 
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Figure 3: Francesco Alborea. By Martin van Meytens. 
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Figure 4: Detail from “The Procession of the Feast of the Four Altars”. By Niccolò 

Maria Rossi. Collection of paintings of the Counts of Harrach. Rohrau Castle. 
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Figure 5: “Ritratto a sanguine di Salvatore Lanzetti”. By Charles van Loo. 
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