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As lirico-spinto soprano commonly indicates a soprano with a heavier voice than lyric 

soprano and a lighter voice than dramatic soprano, there are many problems in the assessment 

of the voice type. Lirico-spinto soprano is characterized differently by various scholars and 

sources offer contrasting and insufficient definitions. It is commonly understood as a pushed 

voice, as many interpret spingere as ‘to push.’ This dissertation shows that the meaning of 

spingere does not mean pushed in this context, but extended, thus making the voice type a 

hybrid of lyric soprano voice type that has qualities of extended temperament, timbre, color, 

and volume. This dissertation indicates that the lack of published anthologies on lirico-spinto 

soprano arias is a significant reason for the insufficient understanding of the lirico-spinto 

soprano voice. The post-Verdi Italian group of composers, giovane scuola, composed operas 

that required lirico-spinto soprano voices. These giovane scuola composers include Alfredo 

Catalani (1854 –1893), Umberto Giordano (1867 –1948), Pietro Mascagni (1863 –1945), 

Giacomo Puccini (1858 –1924), and Riccardo Zandonai (1883 –1944). Descriptions of the 

soprano voices that premiered these roles are included in this document to determine the 

suitability of the lirico-spinto soprano voice for each role. 
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CHAPTER 1  

INTRODUCTION 

By the end of the 19th century, the classification of operatic voices had become highly 

detailed. Italian sources from this period generally divided the soprano voice into 

categories. For example, Eduardo Sonzogno in the article Le nostre illustrazioni published in 

1892 wrote that soprano voice is recognized into various types including lyric soprano, 

light soprano, and dramatic soprano.1 Although the voice type was organized into these 

categories, composers nonetheless wrote female roles with additional complexity, blending 

leggero (light), lyric, and dramatic vocal elements which resulted in generating hybrid voice 

types. One of these voice types depicted especially by Italians is the “lirico-spinto soprano” 

which is found in sources published as early as 1917.2 In the 21st century, renowned voice 

pedagogue Richard Miller (1926-2009), among others, recognized the lirico-spinto soprano as 

one of the categories of the soprano voice type.3 

Lirico-spinto soprano commonly indicates a soprano with a heavier voice than the lyric 

soprano and a lighter voice than dramatic soprano,4 there are many problems in the 

assessment of the voice type. Lirico-spinto soprano is characterized differently by various 

scholars and sources offer contrasting and insufficient definitions. Richard Miller in Training 

Soprano Voices defines lirico-spinto soprano as a voice type that lies between light and heavy 

types of soprano voices.5 Anthony Frisell in The Soprano Voice: A Personal Guide to Acquiring a 

                                                      
1 Eduardo Sonzogno, “Le nostre illustrazioni,” Il Teatro Illustrato e la Musica Popolare 11, no. 125 (May 1892): 

66.  
2 Carlo Edwards, “The San Carlo Company,” Pearson's Magazine 38, no.1 (July 1917): 225. 
3 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 7.  
4 Gustav Meier, The Score, the Orchestra, and the Conductor (New York: Oxford University, 2006), 314. 
5 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9. 
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Superior Singing Technique considers dramatic sopranos as same as spinto soprano.6 Other 

scholars such as Rushmore7 and Vennard8 interpret it as a strained, pushed voice.  

In addition to these different ideas, there remains confusion over the terminology of the 

voice type. Some sources write that the term is “lirico-spinto soprano”, others use “spinto 

soprano”, or both. Writers such as Owen Jander and Ellen T. Harris in Grove Music Online 

equate spinto and lirico-spinto sopranos without clearly distinguishing between them.9 While 

sources such as The NPR Classical Music Companion: An Essential Guide for Enlightened 

Listening suggests that spinto is the short form of lirico-spinto,10 Miller attempts to differentiate 

between lirico-spinto and spinto sopranos.11 Other sources offer different terminologies such as 

soprano assoluta12 and soprano falcon13 under similar description.  

Moreover, most sources dedicated to the voice type tend to focus on one English 

translation of the word spingere, from which spinto is derived. ‘Pushed’ is the only translation 

offered from sources such as The Guardian14 and Vocal Technique: A Physiological Approach for 

Voice Class and Studio15 among many others. This resulted in insufficient understanding about 

                                                      
6 Anthony Frisell, The Soprano Voice (Boston: Bruce Humphries, 1966), 43. 
7 Robert Rushmore, The Singing Voice (New York: Dembner, 1971), 59.  
8 William Vennard, Singing: The Mechanism and the Technic (New York: Carl Fisher, 1967), 79. 
9 Owen Jander and Ellen T. Harris, "Spinto," Grove Music Online, Oxford University Press, accessed December 

28, 2016, http://www.oxfordmusiconline.com/subscriber/article/grove/music/26428. 
10 Miles Hoffman, The NPR Classical Music Companion: An Essential Guide for Enlightened Listening 
(Boston: Houghton Mifflin, 1997), 272. 
11 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9. 
12 Geoffrey Riggs, The Assoluta Voice in Opera, 1797-1847 (Jefferson: McFarland, 2009), 7. 
13 Hervé Lacombe, The Keys to French Opera in the Nineteenth Century, trans. Edward Schneider (Berkeley: 

University of California Press, 2001), 41.  
14 George Hall, “Who's who: the different voices in opera,” The Guardian. Accessed December 28, 2016. 

https://www.theguardian.com/music/2011/aug/20/different-voices-in-opera. 
15 Jan Bickel, Vocal Technique: A Physiologic Approach for Voice Class and Studio Book (San Diego: Plural 

Publishing, 2008), 75. 
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the vocal quality of lirico-spinto soprano as written by Rushmore16 and Vennard17 that the voice 

is strained and pushed. This created a negative connotation for opera singers and discouraged 

them to identify themselves as lirico-spinto sopranos. This is because a “pushed” voice is seen 

as a poor vocal technique singers strive to avoid. As explained by Edmund Myer in The Voice: 

Devoted to the Human Voice in all its Phases written in 1888, the artistically sang voice cannot 

be achieved through the pushed voice.18 

 Another problem for the lirico-spinto soprano voice type is the lack of currently 

published repertoire for the voice type. Major music publishing companies such as Hal Leonard, 

Ricordi, and Boosey & Hawkes publish anthologies for lyric and coloratura sopranos, but 

currently no published anthology of opera arias is dedicated to works for the lirico-spinto 

soprano. This may contribute to a simplified comprehension about the voice type. Several 

popular lirico-spinto soprano arias, such as “Un bel di vedremo” from Puccini’s Madama 

Butterfly and “Ebben? Ne andrò lontana” from Catalani’s La Wally, regularly appear in aria 

collections, but there is more repertoire for lirico-spinto sopranos beyond these few arias. 

Many lirico-spinto soprano roles were written by Italian composers who were collectively 

referred to as the giovane scuola (young school) who emerged around the early 20th century. 

Many of their operas are works of extreme passion and sentiment, often referred to as verismo 

(“realism”).19 Few of these operas for the lirico-spinto soprano voice type are represented in 

available aria anthology for singers. 

                                                      
16 Robert Rushmore, The Singing Voice (New York: Dembner, 1971), 59.  
17 William Vennard, Singing: The Mechanism and the Technic (New York: Carl Fisher, 1967), 79. 
18 Edmund Myer, “Artistic tone: Or the influence of a right use of the resonance-cavities,” The Voice: Devoted 

to the Human Voice in All its Phases 10, no. 2 (February 1888): 17. 
19 Jean Grundy Fanelli, Opera for Everyone (Lanham: Scarecrow Press, 2014), 203.  
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Despite these problems pertaining to the lirico-spinto soprano, there is a general 

consensus in the realization and understanding of the voice type. This process is detailed in 

Chapter 2, where the origin of spingere is explained beyond one translation of ‘to push’ and 

seeking understanding of lirico-spinto soprano voice through logical realization. Chapter 3 is 

dedicated to giovane scuola composers and discusses various elements that contributed in 

developing lirico-spinto soprano voice. These giovane scuola composers include Alfredo 

Catalani (1854 –1893), Umberto Giordano (1867 –1948), Pietro Mascagni (1863 –1945), 

Giacomo Puccini (1858 –1924), and Riccardo Zandonai (1883 –1944). From Chapters 4 to 8, 

selected lirico-spinto soprano arias are included with brief background information and text 

translation to broaden lirico-spinto soprano repertoire. These arias are “Allor che il raggio dei 

tuoi sorrisi” from Edmea (1886) by Catalani, “Fa che i pensier non tornino” from I Rantzau 

(1892) by Mascagni, “Mentre andavo via leggera” from Madame Sans-Gêne (1915) by 

Giordano, “E ben altro il mio sogno!” from Il tabarro (1918) by Puccini and “Sono la vostra 

sposa” from Giulietta e Romeo (1922) by Zandonai. The suitability of these arias for lirico-spinto 

sopranos is determined by tracing the careers of the singers the composers wrote for. These 

singers include: Virginia Ferni-Germano (1849 –1934), Hariclea Darclée (1860 –1939), Geraldine 

Farrar (1882 –1967), Claudia Muzio (1889 –1936), and Gilda Dalla Rizza (1892 –1975). 
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CHAPTER 2  

UNDERSTANDING THE LIRICO-SPINTO SOPRANO VOICE TYPE 

A common definition of the lirico-spinto soprano voice type is one that has the qualities 

of a lyric soprano with an ability to push the voice as described in literature such as The 

Performer’s Voice.20 While the general understanding of the English translation of spinto is 

pushed, the word has other meanings as well. According to Nuovo Dizionario Inglese-Italiano e 

Italiano-Inglese: Commerciale, Scientifico, Tecnico, Militare, Marinaresco, ecc written in 1892 by 

Giovanni Battista Melzi, spingere can be translated into at least 20 different English words. In 

addition to ‘to push’, it also included the following: to forward,21 to force,22 to shove,23 to run,24 

to jog,25 to put,26 to advance,27 to urge,28 to propel,29 and to thrust.30  

Despite multiple meanings for spingere from Italian language references from the late 

19th century, sources dedicated to lirico-spinto soprano voice focused on only one meaning – 

‘to push’, as shown in The Harvard Concise Dictionary of Music and Musicians.31 This may have 

resulted from more recent Italian-English dictionaries offering only one definition as shown in 

                                                      
20 Michael Benninger, Thomas Murry, and Michael Johns III, The Performer’s Voice (San Diego: Plural 

Publishing, 2016): 438.  
21 Battista Melzi, Nuovo Dizionario Inglese-Italiano e Italiano-Inglese: Commerciale, Scientifico, Tecnico, 

Militare, Marinaresco, ecc (Milano: Fratelli Treves, 1892), 204. 
22 Ibid, 201. 
23 Ibid, 470. 
24 Ibid, 444. 
25 Ibid, 281. 
26 Ibid, 406.  
27 Ibid, 10.  
28 Ibid, 561. 
29 Ibid, 400. 
30 Ibid, 526. 
31 Don Michael Randel, The Harvard Concise Dictionary of Music and Musicians (Mass: Belknap Press, 1999), 

724.   
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Webster's New World 575+ Italian Verbs.32 The problem associated with this translation is that 

pushed voice contains negative connotation for classically trained singers. This is explained in 

The Voice published in 1886. 

The push or the pushed voice or tone is the worst and, at the same time, the most 
common condition of voice. The push is due to wrong effort, to a wrong direction of 
effort. Reinforcement without force or push, but with a full, free expansion of all parts, 
which is due to a right director of effort, is the grandest accomplishment of the artist. 
Reinforcement of by expansion, -herein lies the secret of genuine power, of correct 
crescendo, diminuendo, swell, etc.33  
 

As explained, healthy vocal techniques allow the singer to sing with a flexible and resonant 

sound and this cannot be obtained through ‘pushing’ the voice. Associating lirico-spinto 

soprano voice with the realization of ‘to push’ resulted in the idea that it pushes the voice 

“relentlessly” as written by Vennard.34 

Further investigation on spingere shows that it has many other interpretations than ‘to 

push’. Il Dizionario della Lingua Italiana di Nicolò Tommaseo e Bernardo Bellini published in 

1861 provides a separate entry of spingere to explain what it means in the context of music. It 

offers the meaning of spingere as a term for bowed string instruments: 

Parlando d'istrumenti d'arco, dicesi Arcata in su, o Tirar l'arco in su, ovvero Spingere, 
qualora un'arcata comincia in punta d'arco, e, seguitando per l'insù, termina vicino al 
naso dell'arco.35   
(Speaking of bowed string instruments, it is said “arcata up” or “pull the bow up or 
spingere”, if the motion begins on the arc tip, and continuing the upward motion ending 
near the bow nose.) 

To up-bow, a violinist must bend the arm at the elbow and extend it to complete the action. It 

is this motion of extending the arm that should be applied to describe the voice type. Thus, 

                                                      
32 Laura Soave, Webster's New World 575+ Italian Verbs (Hoboken, NJ: Wiley, 2006), 557.  
33 Edmund Myer, “Opera in English,” The Voice 8, no. 3 (March 1886), 40.  
34 William Vennard, Singing: The Mechanism and the Technic (New York: Carl Fisher, 1967), 79. 
35 Nicolò Tommaseo and Bernardo Bellini, Il Dizionario della Lingua Italiana di Nicolò Tommaseo e Bernardo 

Bellini. (Torino: Dalla Società L’unione Tipografico-Editrice, 1861), 1112. 



7 

lirico-spinto soprano is a type of soprano who extends their temperament, timbre, color, and 

volume from the abilities of lyric soprano. It is a true statement that spingere means ‘to push’. 

However, ‘pushed’ should not be understood literally. For the lirico-spinto soprano voice type, 

spingere is used figuratively as ‘pushed’ and is the action to cause the desired effect of 

‘extending’ the sound without losing flexibility and resonance. Some scholars agree that the 

meaning of ‘pushed’ should not be taken literally as shown in the Opera News article written by 

Joseph Horowitz. In his article Letters published in 2005, he introduces Willie Anthony Waters’ 

letters about soprano Leontyne Price’s voice that spinto should not be taken literally as a 

pushed voice. 

He errs when he says "… her voice - a generous lyric soprano, but not a spinto … (she 
never really pushed it)." She was considered by most a true spinto soprano - that is, one 
able to sing lyrically and dramatically, who can sing piano especially in the upper 
register, but can "easily soar over a Verdian ensemble." The term spinto is not to be 
taken literally as an indication of a pushed or forced sound. 36 

In the context of lirico-spinto voice, the realization of ‘to extend’ would be more suitable than 

‘to push’. The desired full and natural resonance in the voice will be lost through ‘pushing’. 

Edmund Myers in Pearson's Magazine explained the lirico-spinto soprano voice through the 

description of soprano Luisa Darclée’s voice. 

…She was Luisa [sic] Darclée…with whose voice, artistry, good looks and general ability I 
was thoroughly impressed. She is a dramatic soprano, or rather a lirico spinto, as the 
Italians say. Her voice is clear, rich and powerful. Her singing is scrupulously true to 
pitch- on the whole, a soprano of commanding distinction, to my mind the real prima 
donna of the San Carlo company.37 

                                                      
36 Joseph Horowitz, “Letters,” Opera News 69, no. 10 (April 2005). 
37 Carlo Edwards, “The San Carlo Company,” Pearson's Magazine 38, no.1 (July 1917): 225. 
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The lirico-spinto soprano voice exemplifies clarity, fullness and strength of voice and extends 

the sweet and ringing qualities of the lyric soprano voice. As a result, it became suitable for the 

demands of dramatic Italian verismo repertoire.  

An additional problem related to lirico-spinto soprano voice type is the terminology 

used to refer to this voice type. Some scholars such as Bickel explain that the term spinto 

soprano is used as a short form of lirico-spinto soprano.38 Others express lirico-spinto soprano 

as the full expression of spinto soprano.39 Scholars such as Miller differentiate lirico-spinto and 

spinto sopranos by explaining that lirico-spinto soprano’s ability is to sing a number of high, 

sustained tessitura passages that compete with full orchestra40 and spinto soprano is defined as 

the singer who can sing the operatic roles that demands both dramatic vocalism and sustain 

high tessitura.41 Miller added a number of opera roles as examples of spinto soprano roles, such 

as the title roles of Aida, Tosca, as well as Donna Elvira in Don Giovanni. However, these roles 

are listed as lirico-spinto soprano roles in L'anima nella voce: Il canto come meditazione attiva e 

crescita interiore: 

La voce del soprano lirico spinto viene considerata la voce italiana per eccellenza, la più 
usata verso la fine dell’Ottocento in parti come Tosca (Puccini) o Wally (Catalani). Altri 
ruoli attribuiti al lirico spinto o al drammatico più leggero sono generalmente Aida e 
Elizabetta in Don Carlos (Verdi); Donna Elvira in Don Giovanni (Mozart); Elizabeth in 
Tannhäuser e Elsa in Lohengrin (Wagner).42 
(The voice of the lirico-spinto soprano is considered the Italian excellent voice, most 
used towards the end of the 19th century, as in roles such as Tosca (Puccini) and Wally 
(Catalani). Other roles generally attributed to lirico-spinto or lighter dramatic are Aida 

                                                      
38 Jan E. Bickel, Vocal Technique: A Physiologic Approach for Voice Class and Studio Book (San Diego: Plural 

Publishing, 2008), 75.  
39 Owen Jander and Ellen T. Harris. "Spinto," Grove Music Online. Oxford University Press. Accessed December 

28, 2016. http://www.oxfordmusiconline.com/subscriber/article/grove/music/26428. 
40 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9.  
41 Ibid, 10.  
42 Françoise E. Goddard, L'anima nella voce: Il canto come meditazione attiva e crescita interiore (Milano: 

URRA, 2006), 63. 
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and Elizabeth in Don Carlos (Verdi); Donna Elvira in Don Giovanni (Mozart); Elizabeth in 
Tannhäuser and Elsa in Lohengrin (Wagner).). 
 

In other words, both definitions used by Miller for lirico-spinto and spinto sopranos are true to 

the definition of lirico-spinto soprano and both terminologies mean the same voice type.  

 While lirico-spinto soprano and spinto soprano could be used interchangeably, the 

proper term for the voice type is “lirico-spinto soprano” and not “spinto soprano”. This can be 

realized through studying Italian sources such as L'anima nella voce. Spinto soprano is not listed 

as one of the voice types for soprano but lirico-spinto soprano is mentioned.  

Il soprano è fra le voci femminili, quella che la tradizione operistica ha amato di più. 
Anch’essa viene suddivisa in categorie che meglio definiscono le sue qualità: il soprano 
drammatico, il soprano lirico “spinto”, il soprano lirico, il soprano lirico-leggero e il 
soprano leggero.43  
(The soprano is among the female voices, the most loved one by the operatic tradition. 
It is divided into categories that best define its qualities: dramatic soprano, lyric 
“spinto”, lyric soprano, lyric-leggero and soprano leggero).  
 

It may be acceptable to shorten the term to spinto soprano for convenience but the actual term 

for the voice type is lirico-spinto soprano as shown by a source published in 1917.44 This can be 

argued from the grammatical point of view as spingere is a verb. To have spinto alone would be 

incomplete. It needs a subject to show where it is extending, pushing, thrusting, and moving 

from. The word lirico is vital in this sense as the voice type is a hybrid of the lyric soprano voice 

type. It must have the subject lirico to make the addition of spinto valid. Therefore, naming this 

voice type as spinto soprano would be insufficient. 

                                                      
43 Ibid., 62. 
44 Carlo Edwards, “The San Carlo Company,” Pearson's Magazine 38, no.1 (July 1917): 225. 
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Confusion regarding lirico-spinto soprano continues as some consider lirico-spinto 

soprano and dramatic soprano synonymously. Scholars such as Frisell45 and Chapman46 define 

lirico-spinto and dramatic sopranos as synonymous voice types. This result perhaps arose from 

Italians occasionally describing lirico-spinto soprano as dramatic soprano. Unlike today, where 

voice type categorization is more detailed and complete (which includes German Wagnerian 

dramatic voices), Italians in the early 20th century perceived lirico-spinto soprano voice type as 

dramatic voice. This is shown on the personaggi page in the piano vocal score of Catalani’s 

Loreley (1890). The title role of Loreley is indicated sop. dramm. (soprano drammatico, dramatic 

soprano). It is feasible to know that soprano drammatico is not same as the dramatic soprano 

voice type that we know today by tracing the opera roles the singer who premiered the role 

frequently sang. Loreley was written for Soprano Virgina Ferni-Germano. Although little 

information about Ferni-Germano is currently available, sources such as Annuario italiano per 

l'annata 1887 notes that she sang lirico-spinto roles such as Margherite in Boito’s Mefistofele 

(1868).47 Her regular repertory did not include dramatic soprano roles such as Isolde in Tristan 

und Isolde (1865) to be considered as dramatic soprano.  

Another method to differentiate lirico-spinto soprano from dramatic soprano is through 

the study of other singers included in this document. Among them are Claudia Muzio and 

Hariclea Darclée who were recognized as lirico-spinto sopranos and created the roles of 

Giorgetta in Il tabarro and Luisa in I Rantzau, respectively. Darclée also created the title role of 

                                                      
45 Anthony Frisell, The Soprano Voice (Boston: Bruce Humphries, 1966), 43. 
46 Janice Chapman, Singing and Teaching Singing: A Holistic Approach to Classical Voice (San Diego: Plural 

Publishing, 2011), 74.  
47 Enrico Carrozzi, Annuario italiano per l'annata 1887 (Milan: Tipografica Nazionale, 1887), 582.  
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Tosca48, another lirico-spinto role.49 In addition to an assessment of the roles they created, a 

closer look at the roles they frequently sang is necessary. Muzio often sang the title role of Aida 

and the role of Leonora in Il trovatore, both for lirico-spinto voices. 50- 51 Darclée, 29 years older 

than Muzio, pioneered several lirico-spinto soprano roles of the giovane scuola composers’ 

works. She also sang standard lirico-spinto soprano roles such as the title role in Aida and 

Valentine in Les Huguenots.52 That these two singers dedicated their careers to lirico-spinto 

roles does not align with the understanding that the lirico-spinto soprano is synonymous with 

the dramatic soprano, as has been asserted by some scholars. The dramatic soprano voice type 

is a separate, valid category represented by sopranos that include Kirsten Flagstad (1895-1962), 

who had a powerful and incisive voice and sang Wagnerian roles such as Isolde.53 Lirico-spinto 

sopranos are required to sing in mature and full-resonant sound. Dramatic sopranos expand 

this requirement, needing much more sustaining stamina to be able to perform lengthy roles 

over the heavy Wagnerian orchestra. They must be able to sing most of the Wagnerians roles as 

well as the title role of Puccini’s Turandot.  

 Other scholars use different terms to describe the lirico-spinto soprano voice. The 

relationships between lirico-spinto soprano and the other terms given can be determined by 

tracing the singers who sang the roles and reading descriptions of their voices. Composers, of 

course, did not write these roles for an ideal voice type, but rather were inspired by the singers 

                                                      
48 William Weaver and Simonetta Puccini, eds. The Puccini Companion (New York: W.W. Norton and 

Company, 1994), 161.  
49 George Martin, The Opera Companion (New York: Amadeus Press, 2008), 25.  
50 Laura Macy, ed., The Grove Book of Opera Singers (New York: Oxford University Press, 2008), 171.  
51 Ibid. 
52 Ibid, 110. 
53 Enrico Stinchelli, Greatest Stars of the Opera: The Lives and Voices of Two Hundred Golden Years, trans. 

Theophilatos Hellé (Rome: Gremese International,1992), 102.  
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that were available to them. Soprano falcon is considered by some to be the French equivalent 

of lirico-spinto soprano.54 The voice type is named for soprano Cornélie Falcon (1814-1897) 

who, by all reports, had a voice with lirico-spinto qualities.55 While Lacombe wrote that the 

Falcon voice type is an extended mezzo-soprano,56 Sapio asserts that Falcon means a dramatic 

and heavy soprano.57 To determine if Falcon was a mezzo-soprano or dramatic soprano, it is 

necessary to read the description of her voice and consider the roles she created.  

Falcon created roles such as Valentine in Meyerbeer’s Les Huguenots (1836) and Rachel 

in Halévy’s La juive (1835).58 These roles have been interpreted by soprano Martina Arroyo who 

is considered as full voiced lirico-spinto soprano who premiered the dramatic work of 

Andromache's Farewell Op. 39 by Samuel Barber.59 As explained by Somerset-Ward, she had a 

voice with lirico-spinto qualities60 and the description of her voice written by Julia Byrne shows 

the quality of the voice she had. 

with grace, facility, and purity of style, she combined a voice such as had rarely before 
been heard; the notes were clear and ringing, the tone was at once sweet and rich, and 
it had been trained to be perfectly at the command of its owner, whose cultivated taste 
directed its gushing volume and controlled its warbling flexibility.61   
 

                                                      
54 Richard Somerset-Ward, Angels and Monsters: Male and Female Sopranos in the Story of Opera, 1600-1900 

(New Haven: Yale University Press, 2004), 172. 
55 Ibid, 215. 
56 Hervé Lacombe, The Keys to French Opera in the Nineteenth Century, trans. Edward Schneider (Berkeley: 

University of California Press, 2001), 41.  
57 Romualdo Sapio, “Names and Misnames,” The Music Magazine Musical Courier 81 no. 2099 (August 1920): 

12.  
58 Honoré de Balzac, Repertory of the Comédie Humaine, trans. J. Walker McSpadden (Philadelphia: The Avil 

Publishing, 1902), 153.  
59 Barbara Doscher, From Studio to Stage: Repertoire for the Voice (London: The Scarecrow Press, 2002), 331.  
60 Richard Somerset-Ward, Angels and Monsters: Male and Female Sopranos in the Story of Opera, 1600-1900 

(New Haven: Yale University Press, 2004), 215. 
61 Julia Clara Byrne, Gossip of the Century: Personal and Traditional Memories--Social, Literary, Artistic, etc. 

(London: Ward and Downey, 1892), 35. 
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Byrne’s quote shows the qualities of a lirico-spinto soprano: clear and ringing, sweet and rich. 

These are the qualities one cannot achieve through ‘pushing’ the sound. Falcon’s description of 

her voice, and the roles she created lead to the realization that soprano falcon is the French 

equivalent of lirico-spinto soprano and not extended mezzo soprano. 

 In addition to the term soprano falcon, Geoffrey Riggs suggests the term soprano 

assoluta for a soprano voice that can surpass and blend the traditional limits of mezzo, 

dramatic, and coloratura in The Assoluta Voice in Opera, 1797-1847. 62  He adds that the role of 

Lady Macbeth from Verdi’s Macbeth (1847) is a soprano assoluta role. Some literature such as 

Training Soprano Voices, classifies the role of Lady Macbeth as lirico-spinto soprano role. A 

critical question presents itself: is the soprano assoluta the equivalent to the lirico-spinto 

soprano? Some roles such as Lady Macbeth might be considered as both lirico-spinto soprano 

and soprano assoluta role, but the voice types are not completely the same. While soprano 

assoluta is represented by sopranos such as Maria Callas who can sing operatic roles with 

varied vocal demands, lirico-spinto sopranos excel in uninterrupted lyricism with occasional 

power, grace and warmth, and adept in Italian verismo repertory.  

 In conclusion, it is a safe assumption to consider lirico-spinto soprano as a voice type 

that has its roots in lyric soprano repertoire. It is not a ‘pushed’ voice as many explain. The 

lirico-spinto soprano voice emerges to sing with extended strength, volume and dramatism 

from lyric but not more than dramatic soprano. However, understanding the voice type must go 

beyond these definitions. It is important to understand the operatic roles written for the voice 

type and know the vocal and dramatic demands. Lirico-spinto sopranos’ vocal strength must be 

                                                      
62 Geoffrey S. Riggs, The Assoluta Voice in Opera, 1797-1847 (Jefferson: McFarland, 2009), 7. 
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strong enough to be heard over the size and volume of verismo opera orchestra written by 

giovane scuola composers. Miller explains that these roles need the ‘spinto’ quality.63 

Moreover, their vocal timbre and depth must have the adequate dramatism to portray the 

verismo female characters. In the next chapter, this document further explains the composers 

of giovane scuola and how their works are significant in the development of the lirico-spinto 

soprano voice.  

  

                                                      
63 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9. 
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CHAPTER 3  

GIOVANE SCUOLA COMPOSERS AND LIRICO-SPINTO SOPRANOS 

The Giovane scuola (young school) composers include Italian composers such as Alfredo 

Catalani (1854 –1893), Umberto Giordano (1867 –1948), Pietro Mascagni (1863 –1945), 

Giacomo Puccini (1858 –1924), and Riccardo Zandonai (1883 –1944). This post-Verdi group 

pioneered verismo works which changed the musical scene in Italian opera around 1890.64 

These composers brought at least four significant changes to Italian opera that 

established the lirico-spinto soprano voice: first, changes in vocal composition style which 

developed from bel canto melisma to long held legato lines; second, the changes in the opera 

orchestra between the bel canto and the verismo eras; third, writing the vocal lines to utilize 

the revolutionary vocal technique of do di petto as exemplified by tenor Gilbert-Louis Duprez 

(1806 – 1896), which enabled singers to sing with increased vocal weight; finally, the 

emergence of mature, desperate, and extreme female characters that portrayed the harsh 

reality of everyday life. These four factors are closely related. 

Virtuosic vocal agility had been a significant feature of the bel canto era and continued 

in such operas as Verdi’s Les vêpres siciliennes (I vespri siciliani) in 1855. The elaborate vocal 

melisma passages fell out of favor largely due to the rise of giovane scuola composers who 

encouraged the singers to perform with heavier and more dramatic voices. Melismatic singing 

was gradually replaced by long held vocal lines that demanded sustaining stamina. As Richard 

Miller explains, these roles require spinto quality.65 The iconic bel canto composer Gioachino 

                                                      
64 Charles Affron and Mirella Jona Affron, Grand Opera: The Story of the Met (Oakland: University of 

California, 2014), 71.   
65 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9. 
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Rossini (1792 –1868) grieved over this development and said, ‘we have lost our bel canto.’66 

This change in vocal composition can be seen in the comparison of vocal excerpts from Bellini’s 

Norma (1831) and Puccini’s Madama Butterfly (1903) as shown in figures 3.1 and 3.2.  

Figure 3.1. Casta Diva (mm.30-32) from Bellini’s Norma (1831) –Act 1. 

 

Figure 3.2. Che tua madre (mm.46-50) from Puccini’s Madama Butterfly (1903)- Act 2.  

 

The type of Italian virtuosity in bel canto which required the singers to execute 

extravagant ornaments, rapid and precise scale passages, and long melismatic phrases as 

shown in Norma, diminished significantly by the time of Puccini’s Madama Butterfly. 

Composers gradually began to seek for ‘extended’ lyric sopranos to sing such roles. The lirico-

spinto soprano voice thus began to flourish due to these vocal requirements.  

                                                      
66 Anthony Tommasini, “Bel Canto: Audiences Love it, but What Is It?,” New York Times. Accessed December 

7, 2016. http://www.nytimes.com/2008/11/30/arts/music/30tomm.html. 
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In addition to the changes in the vocal composition style, there were changes in the way 

the opera orchestra was used. Scholars explain that the opera orchestra was small in size during 

Bellini’s time67 and normally used only two trumpets and two French horns in the brass 

section.68 Not only they were small in size, bel canto orchestra mainly played an undulating 

chordal pattern against the vocal lines, reportedly derided by Richard Wagner as ‘the big 

guitar’.69 This bel canto style had frequent rests within the chordal pattern that gave an 

acoustical advantage for the singer’s voice to propagate more easily than singing over the 

verismo opera orchestra.  

The singing demands became much more challenging towards the post-Verdi era. 

Giovane scuola composers wrote verismo operas and their orchestration was different from 

typical bel canto operas. While chordal, undulating pattern accompaniment style survived in 

some works, the bel canto orchestration was largely replaced. By late 1880s and early 1890s, 

Wagner was part of the musical atmosphere for the giovane scuola composers. Their works 

reflected on the influence they received from Wagner’s operas.70 Puccini for example, used a 

fortissimo brass section to double the melody of the vocal line as in Madama Butterfly’s aria 

“tu, piccolo iddio!” during the words “guarda ben! Amore, addio!” for dramatic emphasis. 

String, woodwind, and brass sections grew in number and played mostly legato. This device is 

explained in Il Trittico, Turandot, and Puccini's Late Style by Andrew Davis.  

Puccini’s lyric style is also marked by a distinctive [sic] orchestrational approach, the 
most notable characteristic of which is the tendency to double the vocal melody in the 

                                                      
67 Bruce Scott, “Bel Canto with Balance: Bellini's 'Norma',” National Public Radio. Accessed December 10, 

2016. http://www.npr.org/templates/story/story.php?storyId=130411026. 
68 George Martin, The Opera Companion (New York: Amadeus Press, 2008), 58.  
69 Ernest Newman, "Hugo Wolf," The Living Age 23 (June 1904): 735. 
70 Alan Mallach, The Autumn of Italian Opera: From Verismo to Modernism, 1890-1915 (Boston: Northeastern 

University Press, 2007), 307. 
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strings (or even winds) at the unison or -more often- at the octave or multiple octaves. 
This technique, known as the violinata or sviolinata, is employed throughout Italian 
opera, though Puccini almost certainly was directly influenced in this regard by the late 
nineteenth century giovane scuola italiana.”71 
 

Violinata in the opera orchestration demanded heftier and more dramatic voices from the 

singers. Sopranos were demanded to produce vocal strengths that can compete with these 

changes.  This aspect largely influenced the development of lirico-spinto soprano.  

The issue of projection over an expanded and grander opera orchestra is connected to 

the revolutionary shift in the history of vocal pedagogy. The discovery of the radical technique 

known as do di petto or ut de poitrine allowed the singers to sing high C5 in chest voice. The 

first occurrence of its usage is well-documented. Many sources such as Bel Canto: A History of 

Vocal Pedagogy by James Stark mentions that this technique became popular by tenor Gilbert-

Louis Duprez (1806-1896) in 1837, while singing the role of Arnold in Rossini’s Guillaume Tell.72 

This technique was also named as voix sombrée and voix couverte by the Spanish voice 

pedagogue Manuel García (1805–1906). This technique gradually replaced how singers 

produced high notes: such as switching to falsetto and using the veiled sound voix sourde. Do di 

petto technique is achieved by low laryngeal position that promotes voix éclatante (the ringing 

quality) throughout the vocal registers. Singers were then able to sing high notes with the vocal 

strength which enabled them to have their voices projected over enlarged opera orchestra. 

Modifications in the opera orchestra and the gigantic shift in vocal pedagogy contributed 

greatly to the development of lirico-spinto soprano voices.  This technique should not be 

                                                      
71 Andrew Davis, Il Trittico, Turandot, and Puccini's Late Style (Indiana University Press, Bloomington, 2010), 

30. 
72 James Stark, The Bel Canto: A History of Vocal Pedagogy (Toronto: University of Toronto Press, 1999), 41. 
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confused with ‘pushed’ voice, which is a not a healthy technique. Insufficient interpretation of 

spingere caused the misconception of the voice type as explained in the previous chapters. 

Rather than ‘pushed’, do di petto sound enabled some lyric sopranos to achieve denser and 

louder vocal quality to sing verismo opera roles and they were able to transition as lirico-spinto 

sopranos. Among these singers, selected lirico-spinto sopranos are shown in this document 

from Chapters 4 to 8.  

Finally, in addition to the orchestral and pedagogical aspects that affected the voice 

type in question, change in the characterizations of the female roles was evidently influential. 

According to Celletti in The History of Bel Canto, the female image between 1830 and 1860 

focused on submissiveness, virtue, and the glorification of virginity which women were to 

protect from their birth until their marriage.73 Bel canto composers often portrayed the 

heroine’s character as angelic and pure, distant from the rest of the world. This aspect can be 

seen from the roles such as Giulietta in I Capuleti ed i Montecchi (1830), Amina in La 

sommanbula (1831) and the title role of Lucia di Lammermoor (1835). 

During the rise of giovane scuola composers around 1890, views towards the female 

image were changing drastically and they began to depart from the traditional character types. 

A common theme is unrequited love that resulted in murder, along with jealousy and carnal 

passion as shown in Cavaleria Rusticana (1889), Pagliacci (1892), and Il tabarro (1921). In 

search for a modified Italian temperament along with changes in the use of orchestra, lirico-

spinto soprano voices were preferred. Their warm yet powerful, lyrical, yet fiery voices 

                                                      
73 Rodolfo Celletti, A History of Bel Canto, trans. Frederick Fuller (New York: Oxford University Press, 2006), 

195. 
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expressed femme fatales of Italian opera, where the previously held ideals gradually 

disappeared.  

As explained in these chapters, lirico-spinto soprano is best explained as a hybrid 

soprano voice type, expanded from lyric soprano. It is more dramatic and louder than the lyric 

soprano but not more so than dramatic soprano. It does not mean ‘pushed’ as spingere has 

many interpretations. The best interpretation of spingere for this voice type should be 

‘extended’. Lirico-spinto sopranos are the experts in Italian verismo opera repertoire, providing 

the voice that has enough stamina to sing long held lines over the enlarged opera orchestra 

with effective, free and sustainable vocal quality derived from do di petto vocal technique. 

Moreover, they must be able to successfully dramatize Italian verismo female characters. In the 

next five chapters, selected lirico-spinto arias are included to broaden the spectrum of the 

repertoire. Brief information will be given about the singers who premiered the roles to aid 

deeper understanding of lirico-spinto soprano voice type.  
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CHAPTER 4  

CATALANI, EDMEA (1880) 

Alfredo Catalani was the youngest composer in giovane scuola, and his work Edmea 

(1880) was a great success during his lifetime.74 Mallach explains that Catalani was directed by 

Boito who was then working on Verdi’s Otello, to reach out to Antonio Ghislanzoni (1824 – 

1893) for a libretto for his new opera. Ghislanzoni, who worked on Verdi’s masterpieces such as 

La forza del destino and Aida gave him the libretto on Edmea, which was based on the play Les 

Danicheffs.75  

 The prominent aria for lirico-spinto soprano from Edmea is “Allor che il raggio de’ tuoi 

sorrisi” from Act 1. This canzone is written in the early part of Act 1 immediately followed by 

preludio and a chorus scene that questions Edmea’s sadness. The aria explains Edmea’s misery 

and yearning heart towards her star-crossed lover Oberto. Catalani gives a simple repeating 

sweet melody but with an embellishment of trills and emphasizing accents to show that she is 

not one of the innocent and angelic characters that might be found in bel canto operas. The 

Text and translation of the aria is as follows.  

Table 4.1. Text and translation of Act 1 aria “Allor che il raggio de’ tuoi sorrisi” 
Allor che il raggio de' tuoi sorrisi 

sulla mia vita non splenderà, 

quando raminghi, dal mar divisi, 

deserto il mondo per noi sarà, 

Then the rays of your smile  
will no longer shine on my life, 
when the wanderers by the sea divided, 
an empty world for us will be: 
of your walks  
what is the destination, 
in the hour of sadness 
in the hour of happiness 
my thought will follow you.  

                                                      
74 John Klein, “Toscanini and Catalani: A Unique Friendship,” Music and Letters 48, no. 3 (July 1967): 214.  
75 Alan Mallach, The Autumn of Italian Opera: From Verismo to Modernism, 1890-1915 (Boston: Northeastern 

University Press, 2007), 52. 
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del tuo cammino 

qual sia la meta, 

nell'ora mesta, 

nell'ora lieta, 

il mio pensiero 

ti seguirà. 

 

Lo spirto amante non si divide 

da quei che parte, da quei che muor; 

al fato, al tempo che tutto uccide, 

sublime, eterno sorvive amor. 

Là, negli spazi 

d'ignoti cieli, 

ci incontreremo 

Ah! sovra un sentiero 

di luce e fior. 

 
The loving spirit does not divide 
From those who depart and die 
to fate, to the time that kills everything, 
sublime, eternal love survives. 
There, in the spaces 
of unknown skies, 
We will meet again 
Ah! Over the pathway 
of light and flowers. 

(Translated by Youna Jang Hartgraves) 

The aria contains the undulating chordal pattern in the orchestra as widely used by bel canto 

composers. The vocal line demands declamatory agility in the tessitura of D5 to G5 that calls for 

lirico-spinto soprano voice. This example is shown in Figure 4.2. 
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Figure 4.1. Except from Act 1 aria “Allor che il raggio de’ tuoi sorrisi” (mm.23-26). 
 

 

 

 

 

This aria combines simplistic melody to uncomplicated accompaniment, without the use of 

verismo violinata technique, making this aria suitable for a lyric soprano transitioning to lirico-

spinto soprano. The complete role of Edmea must be able to demonstrate vocal strength and 

the Italian verismo temperament to sing the dramatic scene and aria in Act 3 – “Ch’io vi baci, 

ch’io vi sugga”.  

Assessing Edmea as a lirico-spinto soprano role requires a deeper look at the soprano 

who premiered the role. Published information on soprano Virgina Ferni-Germano is limited. 

However, one can speculate how important she was to Catalani as she premiered the title role 

of Loreley in 1890 in addition to Edmea. Catalani’s admiration towards Soprano Ferni-Germano 

is obvious: in the piano-vocal score of Edmea published by Ricordi, it is written “alla celebre 

artista signora Virginia Ferni-Germano” (the famous artist Ms. Virginia Ferni-Germano) as 

dedication on the preface page before the page of Catalani’s bust portrait.76 

According to Annuario Teatrale Italiano per L’annata 1887 by Enrico Carozzi, soprano 

Ferni-Germano was featured in operas such as Mignon, Mefistofele, Carmen, Fra Diavolo, 

Barbiere di Siviglia, Crispino e la Comare, Faust, Don Pasquale, Figlia del reggimento (La fille du 

                                                      
76 Alfredo Catalani, Edmea Opera Completa per Canto e Pianoforte (Milan: Ricordi, 1886), 2.  
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regiment), Lohengrin, Favorita, Emdea and Flora Mirabilis.77  Information found in Großes 

Sängerlexikon, adds that she also premiered the role of Isora d’Aix in Isora di Provenza and her 

role in Faust was Siébel.78 Although little information survives to the present day, a 

classification of her vocal capabilities can be made through the roles she sang and premiered. 

She is a suitable example of lirico-spinto sopranos who successfully transitioned to the vocal 

demands of the giovane scuola composers from the bel canto singing tradition. She had precise 

and florid singing technique, and could meet the melismatic and agility demands from operas 

such as Don Pasquale, La fille du regiment, and Barbiere di Siviglia.  

                                                      
77 Enrico Carozzi, Annuario Teatrale Italiano per L’annata 1887 (Milano: Tipografia nazionale via acro 4, 1887), 

582.  
78 Karl-josef Kutsch and Leo Riemens, Großes Sängerlexikon (München: K. G. Saur, 2003), 1436.  
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CHAPTER 5  

MASCAGNI, I RANTZAU (1892) 

After the great success of Cavalleria Rusticana (1889) and L’Amico Fritz (1891), Pietro 

Mascagni (1863 –1945) completed I Rantzau in 1892. It was first performed in the Pergola 

Theater in Florence with soprano Hariclea Darclée (1860-1939) as Luisa.79 I Rantzau was well 

received by the opera goers who admired Mascagni’s previous works. Critics, on the other 

hand, were not enthusiastic about the newest work.80 The reputation of the opera did not 

improve with additional performances, even after the famous soprano Nellie Melba (1861– 

1931) took on the role. That production closed after only one performance, while Leoncavallo’s 

I pagliacci ran for nine performances.81 

It is feasible to determine the type of voice Darclée had through the description of her 

voice and the roles she sang and created.  Various descriptions of her voice reveal that she 

possessed a voice with exceptional qualities.  

Among Darclée’s exceptional qualities were power, tonal beauty, evenness, agility and 
an excellent technique. She was extremely handsome, with a stage presence as elegant 
as her vocal line.82   
 

Published sources portray Darclée as a dramatic soprano in Italian lyric field, which suggests 

that she was a lirico-spinto soprano.83  A Concise Biographical Dictionary of Singers by Kutch 

                                                      
79 Alan Mallach, Pietro Mascagni and His Operas (Boston: Northeastern University Press, 2002), 85.  
80 Ibid, 86.  
81 Ann Blaniney, I am Melba (Melbourne: Black, 2009), 11. 
82 Laura Macy, ed., The Grove Book of Opera Singers (New York: Oxford University Press, 2008), 110. 
83 Michael Edward Henstock, Fernando De Lucia: son of Naples, 1860-1925 (Portland: Amadeus Press, 1990), 

286.  
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and Riemens84 and Baker’s Dictionary of Opera by Kuhn85 provided with the information on the 

lirico-spinto soprano roles she sang. The complete list of the roles is shown in tables 5.1 and 5.2 

below. 

Table 5.1. Opera roles performed by Darclée 
Roles performed  Opera  Composer  

Marguerite  

Santuzza  

Chimène 

Eva  

Marschallin 

Faust  

Cavelleria Rusticana 

Le Cid 

Die Meistersinger 

Der Rosenkavalier 

Gounod 

Mascagni 

Massenet  

Wagner 

Strauss 

 

Table 5.2. Opera roles premiered by Darclée 
Roles premiered  Opera  Composer  

Odalea 

Wally 

Iris 

Tosca 

Condor  

La Wally 

Iris 

Tosca 

Gomes 

Catalani 

Mascagni 

Puccini 

 

  The opera I Rantzau was not a success compared to Cavalleria Rusticana and L’Amico 

Fritz. Regardless, the Act 1 aria, “Fa che i pensier non tornino,” shows the Italian verismo style 

of singing that Darclée was exceptional at. The romanza “Fa che i pensier non tornino” 

                                                      
84 Karl-Josef Kutsch and Leo Riemens, A Concise Biographical Dictionary of Singers (Philadelphia: Chilton, 

1966), 99. 
85 Laura Kuhn, Baker’s Dictionary of Opera (New York: Schirmer Books, 2000), 164. 
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expresses Luisa’s love for her cousin Gianni, they become the victims of a family feud between 

the young couple’s fathers who are brothers in a small town set in Alsace. Text and translation 

is shown in table 5.3.  

Table 5.3. Text and translation of act 1 aria “Fa che i pensier non tornino”. 
Fa che i pensier non tornino 

al tempo soavissimo  

della mia prima età, 

quando le madri nostre più santi e forti 

vincoli, che le famiglie unissero,  

per noi sognavan già. 

Quando comuni I giuochi e lo carezze, 

ai palpiti primi si schiuse l’anima,  

e in sogno vagheggiò una tranquilla vita 

i più sereni gaudi, sogno che senza lacrime 

io ricordar non so. 

Ed ora? 

Ed ora invece come i due padri s’odiano,  

egli pensa che debbano odiarsi i figli ancor 

e m’evita, mi fugge.  

Nè vedrò più rivolgersi le sue pupille a 

chiedermi,  

Come una volta amor! 

May the thoughts do not come back 

to the sweetest time 

of my early life, 

when our mothers, more saint and strong  

binds that united families,  

were dreaming for us.   

When common games and caresses, 

To the first beats opened the soul, 

and in a dream he yearned for a peaceful life 

the most serene joys, dream that, without 

tears,  

I cannot recall. 

And now? 

And now instead as the two fathers’ hate, 

he thought that the children should still hate 

each other and he I avoid me and fled. 

Nor I shall see his eyes turn to wonder me, 

like we used to, my love! 

(Translated by Youna Jang Hartgraves) 
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I Rantzau may have not survived in the competitive scene of giovane scuola composers’ 

verismo era but the aria in discussion deserves to be published in an anthology. The range is 

from Eb4 to Bb5 and the melody carries the Italian dramatic temperament. It is suitable for a 

lirico-spinto soprano who has mastered the technique to have Darclée’s exceptional qualities: 

power, tonal beauty, evenness, agility and an excellent technique. 
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CHAPTER 6  

GIORDANO, MADAME SANS-GÊNE (1915) 

Umberto Giordano (1867 –1948) was a prominent member of giovane scuola. Sources 

indicate that he won the Sonzogno Prize with his one act opera Marina (1888), the same prize 

Mascagni won with Cavalleria Rusticana (1889).86 Giordano secured his reputation as Italy’s 

foremost composer by writing a significant number of operas which includes Andrea Chénier 

(1896) and Fedora (1898). His opera Madame Sans-Gêne was first performed on January 25, 

1915 at the Metropolitan Opera, New York, conducted by Arturo Toscanini (1867 –1957) and 

recaptured the attention of the audience who loved his previous works.87 Mallach explains that 

it was Giuseppe Verdi who persuaded Giordano to write an opera based on the story of 

Madame Sans-Gêne, inspired by a historical comedy-drama by Victorien Sardou (1831 –1908) 

and Émile Moreau (1852 – 1922).88 

The role of Caterina in Madame Sans-Gêne was sung by soprano Geraldine Farrar (1882-

1967). Farrar was an international opera star, renowned for possessing one of the best voices of 

her time, and was noted for her wide range and expressiveness and gained popularity as a 

Puccini specialist.89 Descriptions of her voice show that she had a magnificently powerful, agile 

voice (although occasional difficulties in the top register), and was acclaimed as the interpreter 

of Cio-Cio-San, Manon, and Zazà.90 Table 6.1 shows the list of the roles she sang at the 

                                                      
86 Gustav Kobbé, The Complete Opera Book (New York: G.P. Putnam’s Sons, 1919), 707.  
87 Laura Kuhn, Baker’s Dictionary of Opera (New York: Schirmer Books, 2000), 268.  
88 Alan Mallach, The Autumn of Italian Opera: From Verismo to Modernism, 1890-1915 (Boston: Northeastern 

University Press, 2007), 112. 
89 Karl-Josef Kutsch and Leo Riemens, A Concise Biographical Dictionary of Singers (Philadelphia: Chilton, 

1966), 127. 
90 Enrico Stinchelli, Greatest Stars of the Opera: The Lives and Voices of Two Hundred Golden Years, translated 

by Theophilatos Hellé (Rome: Gremese International, 1992), 78.  
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Metropolitan Opera, New York. Her wide range allowed her to sing roles from Carmen to 

Juliette.  

Table 6.1. Opera roles Farrar sang at the Met from 1906-1922. 
Composer  

 

Opera  Role  

Berlioz La Damnation de Faust Marguerite 

Bizet Carmen Carmen 

Boito Mefistofele Margherita 

Carpentier  Louise  Louise  

Giordano Madame Sans-Gêne Caterina 

Gounod 

 

Roméo et Juliette 

Faust 

Juliette 

Marguerite 

Leoncavallo 

 

Pagliacci 

Zazà 

Nedda 

Zazà 

Mascagni Lodoletta Lodoletta 

Massenet 

 

Manon 

Thaïs 

Werther 

Manon 

Thaïs 

Charlotte 

Mozart 

 

Don Giovanni 

Le nozze di Figaro 

Zerlina 

Cherubino 
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Puccini 

 

La Bohème 

Madama Butterfly  

La traviata 

Tosca 

Suor Angelica 

Mimì 

Cio-Cio-San 

Violetta 

Tosca 

Angelica 

Thomas Mignon Mignon 

Wagner Tannhäuser Elisabeth 

 

Despite her impeccable vocal ability to sing various types of roles, her voice belongs to 

lirico-spinto soprano category. This can be supported by considering the roles that were written 

for her. These roles are the title role of Lodoletta, Angelica from Sour Angelica, and Caterina 

from Madame Sans-Gêne, all of which were composed by giovane scuola composers. 

Moreover, the description of her voice is written in Geraldine Farrar: Opera's Charismatic 

Innovator explains she had lirico-spinto soprano voice. 

By this time, her voice evolved from light to full, but flexible soprano, referred to by the 
Italians as a spinto. This added power and richness enabled her to perform both the 
ingénue roles of Auber and the light dramatic parts of Wagner.91 
 

This quote is vital to the understanding of the lirico-spinto soprano voice type. Lirico-spinto 

sopranos are expected to display full, powerful voices utilizing a strong and healthy technique 

that allows the voice to project in a flexible manner.  

                                                      
91 Elizabeth Nash, Geraldine Farrar: Opera's Charismatic Innovator (Jefferson, NC, McFarland and Company, 

2012), 29.  
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 The recommended lirico-spinto soprano aria from Madame Sans-Gêne is “Mentre 

andavo via leggera”. This aria is from Act 1, where Caterina is surrounded by her co-workers 

(chorus) at the work in the laundry, describing her experience with the rough soldiers.  Her 

personality is straightforward, curious, and impatient toward injustice. Giordano wrote the 

music to flow in vivacity to exhibit her traits. This aria would be a suitable addition to a standard 

lirico-spinto soprano repertoire. Most verismo Italian arias depict tragedy, ardent love, jealousy, 

or death as the main subject. This comic story provides a varied character to the usual lirico-

spinto sopranos repertoire. This aria showcases the character’s charm as she curiously 

describes the soldiers that provided amusement to her co-workers, to the extent that the aria 

ends with the chorus laughing. The text and translation is shown in table 6.2.  

Table 6.2. Text and translation of “Mentre andavo via leggera” from act 1. 
Mentre andavo via leggera tra le grida,  

gli urli, i canti,  

batto il naso in una schiera 

di giganti 

con la barba nera nera! 

Un di quelli balza avanti 

e comincia a domandare 

"Dove vai? "Dove mi pare! 

Dice "Chiuso t'e il passaggio 

se non paghi il tuo pedaggio. 

E m'afferra per la vita. 

While I was going light among shouts,  

cries, songs, 

I bump my nose to a troop  

of giants,  

all with black dark beards! 

One of them jump ahead  

and started to ask  

"Where are you going?" I said, "Where I please." 

"Closed is the road," he said, " 

until you paid the fees"  

Then without grace 
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Mi solleva su su su e mi schiaccia 

un gran bacio sulla faccia 

con quell' ispida baraccia!  

Bestia!grido inviperita 

ride il mostro, e poi mi slancia 

tra la barba folta folta 

del vicin, che alia sua volta 

mi scaciucchia sulla guancia! 

E cosi di bocca in bocca 

passeggiare, abime, mi tocca 

tra le barbe di carbone 

lungo tutto il battaglione! 

Mi rassegno al mio destino, 

lascio fare a quegli audaci 

che m'azzeccan cento baci, 

profumati all'aglio e al vino! 

Finche libera mi stacco, 

batto il tacco 

svolto in fretta per la via 

e son giunta a easa mia. 

He picked me up and planted  

A big kiss on my face 

with his rough beard  

"You beast!" I cried. Maddened. 

the monster laughs, and at his 

side passed me on to the next man, who in turn 

Made his foul kisses  

on my white cheek burn. 

And so from mouth to mouth  

I have to walk around,  

by those black beards in the group  

throughout the battalion!  

I gave up then to my destiny. 

And let those hundred soldiers fling at me 

Their hundred kisses,  

sweet with garlic and with wine. 

And then at last, when liberty was mine, 

I did not seem to have much wish to roam 

The streets, and so, my friends,  

I am at home. 

(Translated by Youna Jang Hartgraves) 
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The aria has the metronome marking of quarter note=100. While the tempo is faster than the 

usual verismo lirico-spinto soprano arias, the range is comparably small: E4 to G5. The most 

challenging section of the aria begins from measures 33 – 39. Figure 6.1 shows the rapid 

passage. 

Figure 6.1. Excerpt from Act 1 aria “Mentre andavo via leggera” (mm.33-39). 

 

 

 

 

 

The most rigorous element of this aria is performing this section with clear and precise diction. 

A feat such as this would have brought acclaim to a singing actress like Geraldine Farrar. This 

aria is suitable for lirico-spinto sopranos who are looking for a rare opportunity to add a comic, 

curious, and witty role to their repertoire. 
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CHAPTER 7  

PUCCINI, IL TABARRO (1918) 

 Giovane scuola composers such as Giacomo Puccini (1858 – 1924) typify the new 

generation after Verdi, Meyerbeer, and Wagner. They brought with them a revolution in Italian 

opera to compose operas about the realistic lives of ordinary people with violent events in 

poverty. This new Italian idiom was known as verismo.92 Puccini was inspired to work on his 

opera Il tabarro after attending the pièce noire play by Didier Gold La Houppelande in 1910.93 

The play focused on the misfortunes of the Parisian lower class who were regularly exposed to 

adultery, crime, and mysterious death. Puccini then presented the work at the Metropolitan 

Opera in New York under the title of Il trittico, along with two other operas sharing the same 

theme of death: Sour Angelica and Gianni Schicchi.  

 It was Claudia Muzio (1889 – 1936) who premiered the role of Giorgetta. She was 

praised as one of the great opera singers of her time and opera lovers in Milan especially 

adored her.94 She had a successful international career and sang a variety of roles. Steane in 

Voices: Singers and Critics included a review from Morning Post published in 1914 which 

describes her voice and performing abilities. This review is about her performance as the title 

role of Manon Lescaut at Covent Garden:  

Her voice is a legitimate dramatic soprano of most musical quality throughout its range, 
and capable of meeting all the varied demands modern Italian opera makes upon it. Its 
timbre is usually charming. There is a complete freedom from tremolo, and there is in it 
the natural vibrato of a perfectly produced voice. No unpleasant quality mars it even 
when used in the most dramatic way, and it can be made to express a great deal since 

                                                      
92 Henry Pleasants, The Great Singers from the Dawn of Opera to Caruso, Callas and Pavarotti (New York: 

Simon and Schuster, 1981), 285.  
93 Burton Fisher, Puccini’s Il Trittico (Miami: Opera Journey’s Publishing, 2003), 28.  
94 John Steane, Voices: Singers and Critics (Portland: Amadeus Press, 1992), 145. 
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its owner understands the art of vocal gesture…Signora Muzio is well equipped as an 
actress, for her struggles with those who attempted to put her on the ship were very 
real, and the pathos of her dying moments was very touching.95  

 
The review highlights her voice type as “a legitimate dramatic soprano”. Given the fact that this 

was written in discussion with “the varied demands of modern Italian opera”, the writer means 

she is a lirico-spinto soprano who responds to the demands of giovane scuola’s works, better 

known as verismo operas. Considering that this article was written in 1914, ‘modern’ for their 

time would be the giovane scuola composers. Muzio is considered as lirico-spinto soprano in 

sources such as Facets of the singer's art96, 100 grandes gantantes del pasado97, and Grand 

Opera: The Story of the Met.98 

 Another important aspect is her impeccable vocal technique. Lirico-spinto sopranos are 

known to have a powerful voice to respond to the demands of dramatic moments with vocal 

freedom. Muzio’s voice demonstrated precisely that. Her voice that has “natural vibrato… even 

when used in the most dramatic way” suggests she had a complete command over her voice.  

 Though she never sang in Germany or the countries of Eastern Europe, she enjoyed 

major success across the Americas and Italy.99 Her repertoire included a large list of lirico-spinto 

soprano roles with occasional Elsa in Lohengin and Sieglinde in Walküre. According to Rudolf 

Kloiber, Elsa in Lohengin is a jugendlich dramatischer sopran100, and Sieglinde in Walküre is 

                                                      
95 John Steane, Voices: Singers and Critics (Portland: Amadeus Press, 1992), 147. 
96 Weldon Whitlock, Facets of the Singer's Art (Minneapolis: Pro Musica Press, 1967), 13. 
97 Miguel Marchand, 100 Grandes Gantantes del Pasado (Santiago: Andrés Bello, 1990), 23. 
98 Charles Affron and Mirella Jona Affron, Grand Opera: The Story of the Met (Oakland: University of 

California, 2014), 135. 
99 John Steane, Voices: Singers and Critics (Portland: Amadeus Press, 1992), 145.  
100 Rudolf Kloiber, Handbuch der Oper, Band 2 (München: Gustav Bosse Verlang, 1951), 675.  
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dramatisher sopran.101 While she was declared a “dramatic soprano” by Musical Courier,102 and 

occasionally sang Wagnerian dramatic soprano roles, it was not her main focus as can be seen 

by how she abandoned to sing the title role of Turandot, which is an Italian dramatic soprano 

role.103 Her standard lirico-spinto soprano roles included Margherita in Mefistofele, Alice Ford 

in Falstaff, the title role of Manon Lescaut, Desdemona in Otello, and Tatyana in Eugene 

Onegin. Sources such as Almanacco delle virtuose, primedonne, compositrici e musiciste d'Italia, 

among many others, indicates Muzio’s voice as a lirico-spinto soprano.104  

 The suggested aria for a lirico-spinto soprano is “È ben altro il mio sogno!”. In the opera, 

this selection is not a solo aria but rather a scene among Frugola, Luigi, and Giorgetta. It later 

becomes a passionate duet between Luigi and Giorgetta, mostly singing the same melody. This 

can be adopted as the solo aria for Giorgetta for concert and audition setting. Text and 

translation is shown in table 7.1.  

Table 7.1. Text and translation of “È ben altro il mio sogno!” 
È ben altro il mio sogno! 

Son nata nel sobborgo, 

E solo l'aria di Parigi m'esalta 

E mi nutrisce! 

My dream is a bit different 

I was born in the suburbs, 

The air of Paris alone excites me and makes 

me feel nourished  

  

                                                      
101 Ibid, 692. 
102 Karleton Hackett, “Claudia Muzio Received Ovation,” The Music Magazine-musical Courier 85, no. 2204 

(July 1922): 34.  
103 John Steane, Voices: Singers and Critics (Portland: Amadeus Press, 1992), 147. 
104 Patricia Adkins Chiti, Almanacco delle virtuose, primedonne, compositrici e musiciste d'Italia (Rome: 

Istituto Geografico De Agostini, 1991), 45.  
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Oh! se Michele, un giorno, 

Abbandonasse...qesta logora vita vagabonda! 

Non si vive là dentro,  

Fra il letto ed il fornello! 

Tu avessi visto la mia stanza, un tempo! 

Non lo sai? 

Luigi lo conosce!  

Come me, l’ha nel sangue!  

Bisogna aver provato! 

Belleville è il nostro suolo e il nostro mondo! 

Noi non possiamo vivere sull'acqua! 

Bisogna calpestare il marciapiede! 

Là c'è una casa, là cu sibi anucum 

Festosi incontri e piene confidenze.... 

Al mattino, il lavoro che ci aspetta. 

Alla sera, I ritorni in comitiva.... 

Betteghe che s'accendono di luci e di 

lusinghe, Vetture che s'incrociano, 

Domeniche chiassose 

Piccole gite in due al bosco di Boulogne! 

Balli all'aperto, intimità amorose!? 

È difficile dire cosa sia 

Oh! If Michele would abandon this vagabond 

life someday!  

One cannot live in there, between the bed 

and the stove!  

You should have seen my room for once!  

Don’t you know? 

Luigi knows it!  

Like me, he has it in his blood!  

One needs to experience it. 

Belleville is our land and our world!  

We cannot live on the water!  

One needs to walk on the solid ground!  

There stands a house, where friends are 

Festive parties and full of trust… 

In the morning, the job awaits us, 

In the evening, return in a group, 

Shops that turn their attractive lights on… 

Carriages criss-crossing, boisterous 

Sundays…. 

Little outings in pair to the Bois de Boulogne!  

Dances in the open air, loving intimacies… 

It’s difficult to say what exactly it is 
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Quest'ansia, questa strana nostalgia...Ma chi 

lascia il sobborgo vuol tornare  

E chi ritorna non si può staccare. 

C’è là in fondo Parigi 

Che ci grida con mille voci liete 

Il suo fascino immortal!  

This anxiety, this strange melancholy… 

But whoever leaves the neighborhood wants 

to return, and whoever returns cannot tear 

himself away. 

There it is in the distance, Paris, which to us 

cries with ah thousand voices happy its spell 

immortal!  

(Translated by Youna Jang Hartgraves) 

This scene exemplifies the pinnacle of verismo lirico-spinto soprano roles. The character 

of Giorgetta is not one of angelic innocence, or one likely to submit to a male figure. She 

decides fate for herself, driven by her own passion regardless of her marital status. There is no 

sign of inner moral struggle between her passion and her fidelity. She frees herself to dream 

about an alternate life. Muzio was capable of interpreting this role on stage as one of the 

reviews read; 

Muzio portrayed Giorgetta in quite a realistic fashion, both dramatically and 
vocally…succeeded in giving a moving representation of her part.105  
 

This ultimate verismo temperament requires lirico-spinto voice. Daring, bold, and a strong 

sense of emotions are expressed through the extended timbre, color, and strength lirico-spinto 

sopranos possess.  The singer must be mature both dramatically and vocally to portray such a 

character convincingly.   

                                                      
105 Alfred Human, “Warm welcome for the three new Puccini operas,” Musical America 29, no.8 (December 

1918): 2. 
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CHAPTER 8  

ZANDONAI, GIULIETTA E ROMEO (1922) 

Giulietta e Romeo was premiered at Teatro Costanzi on February 14, 1922.106 Zandonai’s 

success in Conchita (1911) reassured publisher Tito Ricordi (1811–1888) that Zandonai could be 

Puccini’s successor.107 The librettist was Arturo Rossato (1882–1942) who provided the words 

to Giulietta e Romeo inspired by Shakespeare’s play. Keolker explains that this medieval story 

was admired by Verdi but was rejected by Puccini. Despite this, Ricordi and Zandonai took the 

chance of composing an opera based on this classic star-crossed-lovers story.108 This famous 

medieval love story has been successfully adopted as an opera by Bellini in I Capuleti e i 

Montecchi (1830).  Despite the difference between bel canto and verismo era musical styles, 

ironically, this story became a suitable story for Zandonai to transform into a verismo opera. 

Rossato, the librettist, focused on the aspect of defiant lovers: Romeo and Juliet are not just 

star-crossed lovers but also rebel against their families and elope, resulting in a tragic ending. 

The passionate nature of the story drew Zandonai’s attention to set it to music and transform 

this medieval story into a verismo gem that reflects the harsh reality of life with dense verismo 

violinata orchestration as shown in other successful works such as Francesca da Rimini (1914).  

The prima donna who premiered the role of Giulietta was Gilda Dalla Rizza (1892-1975). 

Although little information is available about her, she was considered as a great singer109 and a 

                                                      
106 James Keolker, Last Acts: The Operas of Puccini and his Italian Contemporaries from Alfano to Zandonai 

(Napa: Opera Companion Publications, 2000), 517.  
107 Alan Mallach, The Autumn of Italian Opera: From Verismo to Modernism, 1890-1915 (Boston: 

Northeastern University Press, 2007), 331. 
108 James Keolker, Last Acts: The Operas of Puccini and his Italian Contemporaries from Alfano to Zandonai 

(Napa: Opera Companion Publications, 2000), 517.  
109 Susana Salgado, The Teatro Solís: 150 Years of Opera, Concert and Ballet in Montevideo (Middletown: 

Connecticut, Weslayan University, 2003), 174.  
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great name along with Claudia Muzio.110 She was greatly loved by Puccini and was 

affectionately called as “Cara dolce Gilda”.111 Puccini saw her performance as Minnie in La 

fanciulla del West in 1913, where he said, “At last I have seen my fanciulla” and wrote the role 

of Magda in La Rondine (1917) for her voice.112 In an interview published in The Last Prima 

Donnas, Dalla Rizza claimed that she loved Zandonai’s works, especially Giulietta e Romeo.113 

Sources such as The Metropolitan Opera Guide to Recorded Opera114 and Greatest Stars 

of the Opera115 categorizes Dalla Rizza’s voice as a lyric soprano. This contradicts with the roles 

she created and sang frequently as most of them are categorized as lirico-spinto soprano roles. 

Table 8.1 shows the roles she premiered and table 8.2 shows the opera roles of Dalla Rizza. 

Table 8.1. Opera roles premiered by Dalla Rizza. 
Composer Opera  Role 

Mascagni  Piccolo Marat Mariella 

Puccini La rondine Magda 

Zandonai Giulietta e Romeo Giulietta 

 

Table 8.2. Opera roles performed by Dalla Rizza. 
Composer Opera Role 

Berlioz La damnation de Faust Marguerite 

                                                      
110 Ibid, 197.  
111 Scott, Michael. The Record of Singing, Volume Two: 1914-1925 (London: Gerald Duckworth, 1979), 82. 
112 Weaver, William and Simonetta Puccini, eds. The Puccini Companion (New York: W.W. Norton and 

Company, 1994), 364. 
113 Lanfranco Rasponi, The Last Prima Donnas (New York: Alfred A. Knoff, 1984), 128. 
114 Paul Gruber, ed. The Metropolitan Opera Guide to Recorded Opera (New York: W.W. Norton and company, 

1993), 231.  
115 Stinchelli, Enrico. Greatest Stars of the Opera: The Lives and Voices of Two Hundred Golden Years. Trans. 

Theophilatos Hellé (Rome: Gremese International, 1992), 78.  
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Boito Mefistofeles Margherita 

Borodin  Prince Igor Yaroslavna 

Charpentier Louise Louise 

de Falla La vita breve Salud 

Giordano Andrea Chénier 

Siberia 

Fedora 

Maddalena 

Stephana 

Fedora Romazov  

Granados Goyescas Rosario 

Mascagni Iris 

Isabeau 

Lodoletta 

L’amico Fritz 

Cavalleria Rusticana 

Iris 

Isabeau 

Lodoletta 

Suzel 

Santuzza  

Massenet Werther 

Manon  

Thaïs 

Charlotte 

Manon  

Thaïs 

Pizzetti Dèbora e Jaéle Jaéle 

Puccini La bohème 

La fanciulla del west  

Manon Lescaut 

Gianni Schicchi 

Mimì 

Minnie 

Manon Lescaut 

Lauretta 
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Suor Angelica 

Madama Butterfly 

Turandot 

Tosca  

Angelica 

Cio-Cio-san 

Turandot 

Tosca  

Strauss  Der Rosenkavalier 

 

Arabella 

Octavian 

Marschallin 

Arabella 

Verdi La traviata 

Falstaff 

La forza del destino 

Violetta 

Alice 

Leonora 

Zandonai  Francesca da Rimini Francesca da Rimini 

Wagner Die Meistersinger  Eva 

 

Dalla Rizza was considered as an “exponential verismo singer” according to Ethan Morrden.116 

Her voice and temperament was most suitable for verismo opera roles written by giovane 

scuola composers. She was praised by the composers for singing iconic roles such as Minnie in 

La fanciulla del West, Francesca in Francesca da Rimini, the title role of Fedora and Maddalena 

in Andrea Chenier, to name a few.117 These roles are considered as lirico-spinto soprano roles 

and not lyric soprano roles.  

                                                      
116 Ethan Morrden, A guide to opera recordings (New York: Oxford University Press, 1987), 196.  
117 Lanfranco Rasponi, The Last Prima Donnas (New York: Alfred A. Knoff, 1984), 121. 
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 Dalla Rizza’s perspective towards her own voice is revealed through the interview in The 

Last Prima Donnas. She explained how much Puccini adored her and mentioned that he was 

writing the role of Liù in Turandot (1926) for her voice. However, the role was given to Maria 

Zamboni.118 Dalla Rizza explains why she was not the singer who premiered the role.  

I went on singing Suor Angelica until the very end; my last appearance before the public, 
in 1942, was in this opera, exactly thirty years after my debut in Bologna. All of his 
operas (with the exception of Turandot, which I sang only once, on a special occasion) 
were to be part of my yearly fare, and Butterfly is the one I sang most often. There are 
letters from 1921, when Puccini was composing Turandot, that attest to that fact that 
he wanted me as Liù. But he ended up writing the role of a lyric, and my voice was too 
heavy by the time the opera received its world premiere in 1926.119 

 
The role of Liù is considered as a lyric soprano role.120 She claimed that her voice was too heavy 

for it but sang Butterfly often which is a lirico-spinto soprano role.121 Her voice would be best 

described as lirico-spinto soprano instead of lyric soprano.  

 Dalla Rizza said that her voice was “too heavy” to sing Liù but was able to sing the title 

role of Turandot. In the interview, she clarifies her approach to the role.  

Puccini heard me early in my career, and I became his ‘Gildina.’ He considered my voice 
suitable for all his operas, and if I had not been very firm I would have sung only his 
works. I sang them all, including the title role of Turandot- at the opera house in Monte 
Carlo, for it is a small jewel, and I knew that there I would not have to force.122 

 
Turandot is considered as a dramatic soprano role. However, she claims that she did not sing 

the role frequently. When she did, it was in a smaller venue. It would be most suitable to 

categorize her voice as lirico-spinto soprano rather than either lyric or dramatic soprano.  

                                                      
118 Dryden, Konrad. Franco Alfano: Transcending Turandot (Lanham: Scarecrow Press, 2010), 62. 
119 Lanfranco Rasponi, The Last Prima Donnas (New York: Alfred A. Knoff, 1984), 125.  
120 Richard Miller, Training Soprano Voices (New York: Oxford University Press, 2000), 9. 
121 Ibid, 150.  
122 Lanfranco Rasponi, The Last Prima Donnas (New York: Alfred A. Knoff, 1984), 125.  
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 The role of Giulietta is a lirico-spinto soprano role that demands a strong voice 

determined to be heard at all times. The suggested aria is “Sono la vostra sposa” from Act 2. 

Text and translation is shown in Table 8.3. 

Table 8.3. Text and translation of Act 2 aria “Sono la vostra sposa”. 
 

Sono la vostra sposa. Fui benedetta in segreto, 

con voi, dinanzi a Dio. 

E per l’eternità, dolce signore, or siete mio 

Come già foste mio, senza peccato. 

Ma ancor lontana son dal Vostro cuore, ma 

non vi posso tutta via seguire. 

I am your bride. I was blessed in secret with 

you, before God.  

And for eternity, sweet Lord, you are mine. 

Like you were mine already, without sin.  

But again, I became distant from your heart, 

but I cannot follow you all the way. 

 

Prendetemi, traete mi lontano. 

Salvatemi, salvatemi, amor mio,  

Da questa pena.  

Sarò piccioletta come l’ombra d’un fiore, per 

ogni strada vi accompagnerò,  

soavemente come un’agnelletta senza dar 

lagno 

E se vorreste, anche, m’accorcerò questi capelli 

che baciate tanto e come un servo vi 

accompagnerò.  

Take me, take me far away. 

Save me, save me, my love, 

From this pain.   

I will be little like the shadow of a flower, for 

each road I will accompany you,  

graciously like a little lamb without 

complains. 

And if you want, again, I will cut my hair that 

you have kissed so much and like a servant, I 

will follow you. But don’t be late, that of 

hands, I cannot face this sad wall anymore.  
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Ma non tardate, ma non tardate, che di mani io 

non sia più fra queste tristi mura. Lontanda qui, 

lontano, sul cuore Vostro più non avrò paura. 

Far from here, distant, in your heart I will not 

be fearful anymore. 

(Translated by Youna Jang Hartgraves) 

The beginning of the aria is written in a prayer-like calm vocal passage as if its intention is to 

quench the dramatic turmoil up to this moment: Tebaldo commands Giulietta to marry the 

Conte di Lodrone, but finds that she has been seeing Romeo. Two men have been killed 

outside, Tebaldo immediately speculates that the murderer is Romeo. Romeo is devastated as 

all of his plans and attempts to bring reconciliation between the families is falling apart. In the 

midst of uncontrollable chaos, Giulietta opens her aria with tranquility, in recitative-like vocal 

line as shown in figure 8.4.  

Figure 8.1. Excerpt from Act 2 aria “Sono la vostra sposa” (mm. 1-4) 

 

Although the aria does not have any extremely challenging moments, it becomes dramatically 

demanding as she is confessing her dedication to Romeo with complete understanding of the 

consequences. She had hoped to love in peace, but recognizes the impossibility of it. She calmly 

accepts her fate while strengthening and reassuring her love for Romeo. Her calm, prayer-like 

beginning turns to a passionate outcry as the aria progresses as shown in figure 8.5.  
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Figure 8.2. Excerpt from Act 2 aria “Sono la vostra sposa” (mm. 38-41). 

 

These two examples show that that the lirico-spinto soprano voice type is not all about 

‘pushing’ the voice. Composers wrote the roles for the singers with much more complexity than 

displaying only vocal drive and weight. Delicate, sensitive and intimate sections were included 

to show varying temperament and dramatism. Lirico-spinto soprano voice is thus a hybrid voice 

type that contains the sweetness of lyric soprano with spinto vocal quality that displays 

sustaining stamina over violinata orchestra.  

 The aria “Sono la vostra sposa” from Act 2 is a suitable aria for lirico-spinto sopranos to 

show their lyric side – tender, sweet, and delicate which later develops to show spinto side-  

passionate, dramatic and declamatory. Dalla Rizza certainly had both qualities, as her voice is 

described to have sweet and shrill quality while responding to the dramatic demands and 

expressing the emotion.123 

 

  

                                                      
123 Michael Scott, The Record of Singing, Volume Two: 1914-1925 (London: Gerald Duckworth, 1979), 82. 
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CHAPTER 9  

CONCLUSION 

While the common definition of the lirico-spinto soprano voice type is one that has the 

qualities of a lyric soprano with the ability to push the voice, the meaning of spingere goes 

beyond ‘to push’ when it comes to the lirico-spinto soprano voice type. As described in 

Tommaseo e Bellini, spingere contains the meaning ‘to extend’ in the context of music. Thus, 

lirico-spinto soprano is best understood as a hybrid voice type that developed from lyric 

soprano voice with extended volume, timbre, and sustaining stamina. As it is a type of lyric 

soprano, the suitable terminology for the voice type is lirico-spinto soprano among many 

variations. Spinto soprano can be used as a shortened form. 

Discussion of the giovane scuola composers is vital to understanding the requirements 

of the lirico-spinto soprano voice type. Catalani, Giordano, Mascagni, Puccini, and Zandonai 

composed verismo opera works that demanded a more dramatic sound that the lyric soprano 

to successfully sing over the enlarged verismo opera orchestra. The revolutionary vocal 

technique of do di petto contributed to the development of the voice type, as it allowed the 

singers to sing with more powerful, sustainable voices. 

It is hoped that the arias discussed in this document will provide lirico-spinto sopranos 

with new repertoire options for study, as well as audition and concert repertoire. 
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