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Lost Castrati Voices

One of the difficulties in trying to stage an authentic performance of baroque opera or some
renaissance polyphony is the lack of castrati.! It is inevitable and regrettable that we can no
longer hear a type of voice which, at its best, fascinated all who heard it. Indeed, nowadays we
do not know exactly how it sounded. Only two recordings of the castrato Alessandro Moreschi
made in old age in 1902 and 1904 can give us clues. _They could never represent the sound of
the greatest 18th-century castrati.

There are, however, some clues to the sound in historical sources. Gounod went to the
Sistine Chapel in 1839 and was deeply impressed by the sound of works by Giovanni Palestrina
sung by a choir including castrati: _he wrote of the ‘firm attack, verging on harshness of those
special voices...”. There are also reports from the 18th-century heyday of the castrati. In 1755
Roger Pickering wrote, ‘Farinelli attracted everybody to the Haymarket Theatre. What a
[voice]! What modulation! What ecstasy to the ear!’ Such enthusiasm resulted from tough
training. If sufficiently talented, a castrato could make his debut in his mid-teens with a voice of
such flexibility and power that no woman or ordinary male singer could equal () _it. And the
possible earnings encouraged upwards of 4,000 poor families every year in the 1720s and ’30s
to castrate their young sons.

That famous vocal skill came from an increased breath capacity. The lack of testosterone
allowed bones to grow to more than normal length so that ribs became longer and that was why
castrati had such exceptional lung power and flexibility. The child-sized vocal cords also
contributed to that extraordinary vocal quality. However, soprano range was not guaranteed:
many of the most prominent castrati were in fact altos, whether because the operation took place
too close to puberty or due to some other factors.

The leading castrati were international superstars, commanding very high fees and behaving
as if they were royalty. Their decline began when women were fully accepted on the operatic
stage, and when ideas on cruelty to children advanced, though it wasn’t until 1903 that the Pope
finally banned castrati from the Sistine Chapel choir. The irony is that if a really good castrato
soprano emerged today. he would certainly become the most popular and perhaps the richest

singer of his time. and we could hear for ourselves that agile. unexpected but appealing tone of

voice for which great musicians. including Handel and Gluck. composed.

! castrato (B¥EFY). castrati (BYIE) HRAPT—b : PEMOBEERREOLDICES U BEHRE,
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Questions (EFOEMICIIHEFE T, BARBOEMICITBELATFTEAREN,)

1. What do the underlined pronouns refer to?
(2) they (b) he
2. B2BEOTHLITED G X, MEBHELETH
() it

3. HRAFS—rOFOEBXLZHEFCBGITH DT, 2 AOBEHRERNETY b
FHRTWETR, ZRIZED L 5 BRETT, BERICELHREN,

4, Taking 1725 as a sample year, how many families had their sons castrated? Circle
the most suitable answer.

a) fewer than 4,000 families b) exactly 4,000 families
¢) about 4,000 families d) more than 4,000 families

5. Who are the two castrati named in this text?

6. What range of female voices could castrati cover?

7. Explain in your own words the two main reasons why castrati have disappeared

according to this text?

8. F4BRFEOTHRMEMR LRIV,
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To memorize or not to memorize

! Playing from memory in public is a recent fashion. Before the late 19th century,
performing without the score was often considered casual, even arrogant. From that time,
though, teachers increasingly encouraged students to memorize a classical repertoire.
Nevertheless, there might have been numerous musicians who were resistant to that trend.
2 Some conductors use scores, while others rely on memory, but they make no sounds,
so mistakes may go unnoticed. Opera singers have to memorize, but they have the help of
prompters. Moreover, songs have words, and because words are our everyday language,
(a)they help singers to memorize. On the other hand, wordless instrumental music is
abstract, and thus memorizable meaning is less clear.

3 Younger players memorize more easily, but remembering gets harder with time. The
pianist Charles Rosen said, ‘With advancing age, memorization becomes doubly
uncertain: what begins to fail is both confidence in one’s memory, and the assurance that
the next note will follow with no conscious effort.” Clara Schumann may be an exception;
she felt that playing by heart ‘gave her wings power to soar’. Despite her view, numerous
musicians find memorizing so stressful that they play less naturally than they do with the
score, but today the pressures to memorize are much worse than they were in Clara's day.
4 Composers have never required musicians to memorize. In Beethoven's time, his
pupil, Carl Czerny, had such memory power that he could play all (b)his master’s works
by heart, but Beethoven disapproved, saying it would make (c)him casual about detailed
markings on the score. Chopin felt likewise when he heard one of his pupils intended to
play a nocturne from memory. Others, too, felt it would be inappropriate to play without a
score. (d)Mendelssohn. who had an amazing musical memory. was modest about @ When
he was visiting London and performing one of his own trios, the piano part of the score
was missing. ‘Never mind.” he said. ‘put any score on the stand. and let someone sit
beside me and turn the pages. and then no one need know I play from memory.’ Liszt,
though, often looking upwards when playing, performed half of his repertoire by heart.
When he performed his own compositions, he used the score in order to show they were
seriously constructed and not improvisations.

> The growing taste for performances from memory narrows the breadth of the
repertoire. Vladimir Horowitz, for example, played a huge number of works at home from
the score, but only performed a small repertoire from memory in public. Today many
soloists play only a handful of works each season, partly because of the burden of
memorization. So, should musicians waste their time and emotional energy on
remembering? When we’ve thoroughly prepared the music, does playing from memory
really add anything worth that trouble?
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Questions

(RFEORBICIIEFE T, IAROMEICIIAEARETELRI,)

1. To what do the underlined words refer?
(a) ‘they’ in paragraph 2

(b) ‘his master’ in paragraph 4

(c) ‘him’ in paragraph 4

2. Two expressions in this passage have the same meaning: one is ‘from memory’, what is
the other? It is used three times in this passage, once in paragraph 3 and twice in
paragraph 4.

3. Why were some 18" and 19™-century composers opposed to memorizing?
4. Which three 18" and 19-century players and composers performed from memory?

5. %5 4 BEOTRE () FFRLREV, 20K, [if S8MTERLTVB00H
FEChD B LS IRLA S,

6. (a) Is the author of this passage personally for or against performance from memory?
Circle your choice.

Jor against

(b) Cite two pieces of evidence which clearly prove your answer above.
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Der 1810 in Zwickau geborene Komponist Robert Schumann war der
Ehemann der Klaviervirtuosin Clara Schumann. In seinem kurzen Leben
schuf er zahllose bekannte Klaviermusiken, vier Sinfonien und andere
Orchesterwerke, ein Requiem, Kammermusiken, Lieder und Chormusiken.
AuBerdem komponierte er die Oper Genoveval. Das Werk des deutschen
Kiinstlers wird bisher von einer Legende der Tragik eingehiillt. Demnach
soll er am Diisseldorfer Rosenmontag? 1854 in den Rhein gesprungen sein.
Danach wurde ihm Wahnsinn und Schizophrenie diagnostiziert. Er wurde
daraufhin in die Irrenanstalt Endenich3 eingewiesen. Dort starb er 1856. Die
Geschichte vom genialen aber wahnsinnigen Komponisten verkaufte sich
gut und lebt bis heute weiter.

Vor einigen Jahren erschien ein Buch mit dem Titel "Gefangen im
Irrenhaus". Der Autor Prof. Uwe Henrik Peters stellt darin fest: Robert
Schumann war gar nicht verriickt! Der Sprung Schumanns in den Rhein am
Diisseldorfer Rosenmontag 1854 hat offenbar gar nicht stattgefunden. Es
gibt dafiir keinen einzigen Augenzeugen. Seine Halluzinationen waren
Symptome einer anderen Krankheit. Schumann war Alkoholiker. Diese
Krankheit wurde aber von seinen Arzten nicht erkannt.

145)7x—77

2 HAKOHH
3 FERBE D
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“Die Erde ist mir Heimat nicht geworden”. Dieser Ausspruch Karoline von
Giinderrodes steht auch auf ihrem Grabstein in dem kleinen Dorf Winkel am
Rhein, an dessen Ufer sie sich am 26.Juni 1806 das Leben nahm. Radikal im
Denken wie im Gefiihl, traf sie diese schwerwiegende Entscheidung als ihre
groBe Liebe zerbrach. Sie war gerade 26 Jahre alt geworden.

Karoline von Giinderrode war eine begabte Dichterin der Romantik und eine
leidenschaftliche Frau, die selbstbewusst fiir ein unabhéngiges Leben und
gegen das weibliche Rollenbild der biirgerlichen Gesellschaft kimpfte, und
schlieBlich verlor. Sie hatte sich einen Freundes- und Bekanntenkreis
aufgebaut, zu dem herausragende Persénlichkeiten des zeitgen®dssischen
Geisteslebens gehérten: Friedrich Karl von Savigny, Rechtsgelehrter und
spiterer Justizminister von Berlin, Sophie von LaRoche, eine erfolgreiche
Romanautorin und die Geschwister Clemens und Bettina von Brentano, die
auch beide Schriftsteller waren.
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