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Croatian Musicians in Venice, Rome and  
Naples during the Period 1650–1750

Stanislav Tuksar

Introduction

The ethnic-national determinant appearing in the title of this paper – the ›Croa-
tian‹ – has been proposed in order to draw attention to the fact that on the eastern 
shores of the Adriatic and their hinterland there existed, during the period under 
consideration, a succession of cultural circles differing to a certain extent from their 
counterparts on its western shores.1 This difference (or, better, these differences) 
were manifold, and I will now try to summarize them in the shortest possible way, 
thereby providing some preliminary insights to aid our understanding of the reasons 
why the mentioned musicians visited not only the Italian cities in question but also 
various places elsewhere in Europe.

The geopolitical and socio-cultural situation of the territory known today as the 
Republic of Croatia, stretching some 600 kilometres from Istria near Trieste down 
to the Bocca di Cattaro (Boka Kotorska) in today’s Montenegro, and some 300 km 
to the north-east towards the Hungarian border, was full of variability. This vari-
ability extended to political-administrative affairs, cultural patterns and, to a lesser 
extent, religious allegiance. The coastal region was a complex patchwork of portions 
governed by Venice (such as the Istrian Littoral, the greater part of Dalmatia and 
Bocca di Cattaro), the Habsburg Monarchy (inner Istria and the Croatian Littoral) 
and the independent Republic of Dubrovnik (Ragusa), the islands being divided 
between these three administrations. The inland territory was split between the 

1 On the music-historical aspects of life in the main cities of Croatia, see: Josip Andreis, Music in 
Croatia, Zagreb 21982; Miho Demović, Musik und Musiker in der Republik Dubrovnik vom Anfang des 
11. Jahrhunderts bis zur Mitte des 17. Jahrhunderts, Regensburg / Zagreb 21981 (Kölner Beiträge zur 
Musikforschung 114 / Studien zur kroatischen Musikkultur. Übersetzungen 2); Zoran Hudovsky, 
Razvoj muzičke kulture u Zagrebu od XI do konca XVII stoljeća [The Development of Musical Culture 
in Zagreb from the 11th to the End of the 17th Century], in: Rad JAZU 351 (1969), pp.  5–61, and 
Miljenko Grgić, Glazbena kultura u splitskoj katedrali 1750–1940 [Musical Culture in Split Cathedral 
from 1750 until 1940], Zagreb 1997.
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Habsburg Monarchy (Croatia proper with the Military Border and part of Slavo-
nia) and the Ottoman Empire (the greater part of Slavonia, Bosnia-Herzegovina 
and a small part of Croatia proper). Cultural patterns showed either close or more 
distant similarities, as well as – in one case – a marked diff erence. Close similarities 
were perceivable between Venetian Dalmatia and the Republic of Dubrovnik, while 
more distant similarities were observable between Habsburg and Venetian territories 
on the one hand, and the Military Border and the civil Habsburg territories on the 
other. The Ottoman territories had been brought under control and organized in 
a completely diff erent manner from that of all the Christian-dominated areas, fol-
lowing the practices of Oriental-feudal societies. In religious matters, the Christian 
(that is, Habsburg, Venetian and Dubrovnik) areas were Roman Catholic, whereas 
the Ottoman-occupied territories were Islamicized, albeit with pockets containing 
Catholic and Christian Orthodox minorities. However, there was one basic feature 
that functioned as a unifying element, leading like a red thread through all these 

Illustration 1:  Map of the historically Hungarian and Croatian provinces occupied by the Ottomans: »Les confi ns 
des Chrestiens et des Turcs en Terre Ferme, c’est à dire la Hongrie, l’Esclavonie, la Croatie, la Dalmatie« (Pierre Du 
Val, [Paris] 1663). Source: Mirko Marković, Descriptio Croatiae, Zagreb 1993
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Illustration 2: Map of the historically Croatian provinces: Croatia proper, Slavonia, Dalmatia, Istria, Republic of 
Dubrovnik, Bosnia (Amsterdam c. 1720). Source: Mirko Marković, Descriptio Croatiae, Zagreb 1993
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areas: the ethnic dimension. Namely, the majority of their population – alongside 
the ancient Romanic, modern Italian, Germanic and Orthodox minorities – was 
of Slavic Croatian descent, deriving its historical and civilisational identity from 
the Medieval Triune Kingdom of Croatia, Slavonia and Dalmatia. This entity sub-
sequently disintegrated by stages during the Late Middle Ages and Renaissance 
periods through its unification with the Kingdom of Hungary in 1102, the sale 
of Dalmatia to Venice in 1409 and the Ottoman conquests during the sixteenth 
century – its tiny stretch of unconquered land being nicknamed the »reliquiae rel-
iquiarum olim inclyti regni Croatiae« (»the remnants of the remnants of the once 
mighty Kingdom of Croatia«).2

The art-music culture in these areas followed the variation of their cultural 
patterns in general terms. The Venetian towns of Dalmatia (Zadar, Šibenik, Trogir, 
Split and Hvar), plus the city of Dubrovnik, the coastal towns of Rijeka and Senj and 
the inner-Croatian cities of Zagreb and Varaždin – all had their own civic musical 
establishments taking the form of specific networks of ecclesiastical music-making 
(in parish churches, cathedrals and various monastic institutions, including those of 
the Franciscans, Dominicans, Jesuits and Paulites, and the sisters of the Benedictine, 
St Clare and Ursuline orders), which were complemented by moderately well devel-
oped domestic music-making in aristocratic and wealthy bourgeois households. The 
Islamic society of Slavonia left practically no traces of art music after its disappear-
ance at the end of the seventeenth and the beginning of the eighteenth centuries, 
and only a comparison with the situation in neighbouring Bosnia would be able 
to offer some basic insight into its character and functioning. In all Christian areas, 
however, elementary, and possibly some advanced, church music could be studied at 
the cathedral high schools in Zagreb ( Jesuit University, from 1669), Zadar (Domin-
icans; Studium generale, from 1495), Split (Archiepiscopal Seminary, from 1700) and 
Lepoglava (Paulites, from 1674), alongside probable private teaching by individual 
choir masters and organists. Although secular music, sometimes of high quality, was 
cultivated up a point (for example, Corelli’s sonatas are preserved in some Dalma-
tian music collections),3 the lack of secular music-teaching establishments4 until the 
1780s and of opera performances until the 1720s certainly pushed talented musicians 
to seek to advance their careers abroad, principally in various Italian cities, among 
which Venice and Rome proved the most attractive.

2 For a general history of Croatia, see: Ludwig Steindorff, Kroatien: Vom Mittelalter bis zur Ge-
genwart, Ratisbon / Munich 22007, italian translation: Croazia. Storia nazionale e vocazione europea, 
Milan 2008; Croatia in the Late Middle Ages and the Renaissance. A Cultural Survey, ed. Ivan Supičić, 
London / Zagreb 2008, and Croatie. Le temps du baroque et des lumières, ed. Ivan Golub and Ivan 
Supičić, Rennes / Zagreb 2011.
3 See Vjera Katalinić, Pregled izvora o glazbenoj kulturi baroknog razdoblja na tlu SR Hrvatske [A 
Review of Sources of Musical Culture in the Baroque Period in the SR of Croatia], in: Glazbeni 
barok u Hrvatskoj [Musical Baroque in Croatia], ed. Ennio Stipčević, Osor 1989, pp.  20–47.
4 See Ladislav Šaban, 150 godina Hrvatskog glazbenog zavoda [150 Years of the Croatian Music 
Institute], Zagreb 1982.
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This general situation prevailing during the period under consideration – 
with its pervasive social atmosphere of uncertainty arising from the wars against 
the Ottomans that proceeded almost continuously from 1683 until 1739, and the 
relatively limited opportunities for producing, performing and listening to the most 
advanced music of the time5 encouraged musical talents of various kinds – compos-
ers, performers and theorists – from all the Croatian areas to transfer themselves, 
temporarily or permanently, to Western countries, Italian towns featuring among 
the most attractive destinations. The outstanding figures among these musicians 
were: Vicenzo Comneno (Vinko Komnen, 1590–1667) from Slano in the Republic 
of Dubrovnik; Juraj Križanić (Georgius Crisanius / Georgio Crisanio, 1618–1683) 
from Obrh near Zagreb in Croatia proper; Cristoforo Ivanovich (Kristofor Ivanović, 
1628–1688) from Budva in the southernmost part of Venetian Dalmatia (today in 
Montenegro); Domenico Giovanni Sebenico (Ivan Šibenčanin, 1630/1640–1705) 
from Šibenik / Sebenico in Venetian Dalmatia; and Giuseppe Michele Stratico ( Josip 
Mihovil Stratico, 1728 – after 1782) from Zadar / Zara, also in Venetian Dalma-
tia. It is worth mentioning at this point that these persons were preceded in their 
migrations already during the fifteenth and sixteenth centuries by a succession of 
important musical figures originating from the same areas, such as Mihael Bogotić 
(mid-fifteenth century), Andrea Antico da Montona (c. 1480 – after 1538), Fran-
ciscus Bossinensis (fl. 1510), Andrea Patritio (c. 1530 – ?), Ivan Lukačić (1587–1648), 
Damian Nembri (1584 – c. 1648), and many other, less well known ones. I will now 
present, one by one, the personalities from the 1650–1750 period, outlining their 
careers and their connections with the domain of art music as viewed in the perspec-
tive of the cultural-historical and musicological knowledge of the present day.

5 The great majority of the music preserved in Croatian musical archives and collections from 
that period consists either of local liturgical (for example, manuscript collections of Masses, mostly 
anonymous) and paraliturgical (sacred songs in Latin and Croatian) items or of imported sacred 
music (for example, by minor composers such as Bartolomeo Cordans, Giuseppe Antonio Banner 
and Carlo Francesco Pollarolo), while art music of the same period by more prominent composers, 
including printed items by Arcangelo Corelli, Jean-Philippe Rameau and Benedetto Marcello, 
has turned up only sporadically, and mostly in major centres such as Dubrovnik and Zadar. Cf. 
Katalinić, Pregled izvora (see note 3), pp.  32–36.
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Vicenzo Comneno (Vinko Komnen, Naples 1590 – Naples 1667)6

Naples – Slano – Rome – Dubrovnik – Salamanca – Rome – Naples – 
Spain – Japan – Dubrovnik – Naples

Vicenzo Comneno was one of the most picturesque personalities among the out-
standing people originating from the Croatian regions. From the very outset, the 
task of acquiring reliable biographical data on him poses serious problems, since 
the main work from which these data are usually taken is enigmatic in its own 
way. This work is Le glorie cadute dell’antichissima, ed augustissima famiglia Comnena 
[…] dall’abbate don Lorenzo Miniati,7 encompassing some 800 pages and published 
in Venice in 1663 – where it is not clear whether the work is Miniati’s own or a 
disguised self-presentation by Comneno. Be this as it may, the central assertion of 
the entire book is that Comneno was »a direct descendant of the famous imperial 
Byzantine family of Comnens, which ruled in Constantinople from 1057 to 1185 
and in Trapezunt from 1205 to 1467, and that he [that is Vicenzo] did not lag behind 
his famous ancestors in his intellectual, moral and other virtues«.8 According to this 
source, Vicenzo was a great-grandson of the last Byzantine Emperor, Alexius Com-
nen (1432–1505), whose grandson Petrus married a daughter of a rich Dubrovnik 
patrician from Slano, Jela Ohmučević Grgurić. Our Vicenzo, their eldest son, was 
born – with the given name of Alexius – fortuitously in Naples, on 23 April 1590, 
but spent his childhood in the small town of Slano in the Republic of Dubrovnik. 
He was educated initially at the Jesuit College in Rome, but later, in 1608, entered 
the Dominican Order in Dubrovnik, changing his name from Alexius to Vicenzo. 
He was subsequently sent for further schooling to Salamanca, after which he settled 
in Rome and Naples, joining the Accademia degli Incauti of the second city. He 
travelled throughout Italy, participating in academic debates and preaching; he also 
taught on various occasions; Giulio Mazzarino, later to become Cardinal Mazarin, 
was reportedly one of his outstanding students. Later still, Comneno revisited Spain  
 
 

6 The only known study on Vicenzo Comneno as a musician is a publication by Miho Demović: 
Dubrovački ranobarokni skladatelj Vicenzo Komnen (1590–1667) [The Dubrovnik Early-Baroque Com-
poser Vicenzo Komnen (1590–1667)], in: Rad JAZU 377 (1978), pp.  315–336.
7 The full title is: »Le Glorie cadute Dell’Antichissima, ed Augustissima Famiglia Comnena, Da 
Maestosi Allori dell’Imperial Grandezza, ne’ Tragici Cipressi della privata Conditione. Nelle quali 
si scuoprono le Preminenze d’alcuni Prencipi Sovrani, e di molte nobilissime Famiglie da quella 
originate nell’Europa; Con varie, curiose, et erudite Compositioni. Cavate dal buio dell’oblivione 
alla luce del Mondo, dall’Abbate Don Lorenzo Miniati«, Venice 1663. It was dedicated to Philip IV 
of Spain.
8 Comneno was »direktni potomak slavne carske bizantske porodice Komnena, što je vladala od 
1057. do 1185. u Carigradu i 1205–1467 u Trapezuntu, i da on po svojim intelektualnim, moralnim 
i drugim vrednotama ne zaostaje za svojim slavnim precima«. Cf. Demović, Dubrovački ranobarokni 
skladatelj (see note 6), p. 316.
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in order to become spiritual adviser to the Armada of Philip II and III and a mission-
ary to Japan. In 1660 he returned to Dubrovnik, but in the following year – follow-
ing an attempt on his life by his fellow brothers – he moved once more to Naples, 
where he died in 1667. Vicenzo’s claimed imperial origins were disputed already in 
the eighteenth century by the Dubrovnik historian Serafin Crijević (died 1759), who 
claimed that he was in fact the son of a commoner from Slano, Pietro Piranese. Min-
iati’s book contains, in addition, a list of the titles of thirty-three published books 
by Comneno, but up to the present day not a single one of these has been found.9 
This fact adds another layer of mystery to Vicenzo’s life and intellectual career. 
Twentieth-century scholars are largely agreed that most of the purported facts in 
Miniati’s book are inventions, including both his biography and his bibliography, 
and have to be taken with caution.

Regarding musical matters, Miniati’s book includes three madrigals by Vicenzo, 
one listed work entitled Annotationes in geometriam, arithmeticam, musicam et astrologiam 
and a remark that »he is not only skilful in belles lettres, but also shows inclination 
towards painting, music, playing various musical instruments, and composes motets, 
madrigals, and very arioso canzonettas of which listeners are very fond because of 
their pleasant harmonies«.10 The last remark – no matter whether written by Miniati 
or by Vicenzo himself – may well be considered plausible, since the three madrigals 
included in the same book offer proof of Vicenzo’s compositional abilities. The the-
oretical book concerning (inter alia) music, Annotationes […] (s. d., s. l.), has not so far 
been located in either printed or manuscript form. The three madrigals, presented 
in Miho Demović’s article of 1978,11 have not attracted much attention. Demović 
published facsimiles of them and his own transcriptions in modern notation, along 
with Vicenzo’s portrait and the text of Comneno’s dedication of the madrigals to 
King Philip IV. The compositions themselves are for one and two voices with basso 
continuo and for three unaccompanied voices, all using the same Italian text. They 
are rather simple in their melodic, rhythmic and harmonic structure, making little 
artistic impact, and seem to be more a display of elementary compositional skills 
than serious artistic works intended for public performance.

9 All bio-bibliographical data are taken from: ibid., pp.  315–321.
10 Le glorie cadute dell’ antichissima ed augustissima famiglia Comnena (see note 7), vol. 1, p. 136. 
Cited in English translation according to the Croatian version given in: Demović, Dubrovački rano-
barokni skladatelj (see note 6), pp.  320 s.
11 See note 6.
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Juraj Križanić (Georgius Crisanius / Georgio Crisanio,  
Obrh 1618 – Vienna? 1683)

Obrh – Zagreb – Graz – Bologna – Zagreb – Nedelišće – Varaždin – 
 Vienna – Warsaw – Smolensk – Moscow – Warsaw – Vienna –  
Constantinople – Rome – Venice – Zagreb – Vienna – Moscow –  
Tobolsk –  Moscow – Vilnius – Warsaw – Vienna

Outside musicological circles Juraj Križanić has been most familiar since the mid-
nineteenth century for his early Pan-Slavic ideas, expressed predominantly in Croa-
tian and Russian cultural and church histories. The course of his life shows clearly 
what a restless and unusual spirit he was. He was born, in a village some 60 km 
to the south of Zagreb, into a family that moved westwards within Croatia ahead 
of the sixteenth-century Ottoman conquests in Dalmatia. He attended the Jesuit 
Gymnasium in Zagreb (1629–1635) and the Faculty of Philosophy in Graz (Mag. 
phil., in 1638), undertook studies in law and theology in Bologna, and earned his 
doctorate (S. T. D.) in Rome (1642). There, in the Greek Seminary of St Athanasius, 
»he was intensively occupied learning Greek, studying and translating the works of 
the Russian ecclesiastical writers and preparing himself for missionary work among 
the followers of the Eastern Church«.12 After occupying several minor ecclesiastical 
posts in Zagreb, Nedelišće and Varaždin, all in the north-western area of Croatia, 
he journeyed to Moscow for the first time in 1647. Following sojourns in Warsaw, 
Vienna and Constantinople, he returned to Rome in 1652, where »he was deeply 
immersed in literary and scientific work«,13 at St Jerome’s College, publishing several 
works, including Biblioteca schismaticorum universa (1656). In 1659 Križanić went, via 
Zagreb and Vienna, to Moscow for a second time, but on this occasion »against the 
will of the Roman church authorities«.14 After spending a little over one year as Czar 
Aleksej Michajlovič’s »writer, translator and adviser in political, historical, cultural 
and other matters«,15 he was inexplicably exiled, on 8 January 1661, to Siberia: to the 
town of Tobolsk, where he was to remain for the next fifteen years. In Tobolsk – 
which at that time was a prosperous city lying on the trade route to China and the 
Far East – Križanić was intensely active as a man of letters, writing there some of 
his most important and influential works. These included Politika or Razgovori ob 
vladatel’stvu (Politics or Conversations about Governance), a mixed Church-Slavonic 
and Croatian Grammar, and a series of other texts dealing with providence, baptism, 
predictions etc. Receiving a pardon from the new Czar, Fëdor Alekseevič, in early 
1676 Križanić returned to Moscow, where he stayed for another year before finally 

12 Albe Vidaković, Yury Krizanitch’s Asserta musicalia (1656) and His Other Musical Works, Zagreb 
1967, p. 7.
13 Ibid., p. 8.
14 Ibid.
15 Ibid.
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leaving for the West. He settled first in Vilnius, entered the Dominican order there 
and penned his last important work, Historia de Sibiria (The History of Siberia). In 
1683, while in Warsaw, he joined the army of the Polish King Jan Sobieski and went 
with him on his Vienna campaign; he was probably killed that same year during the 
Ottoman siege of Vienna.

A phantasmagoric idealist, but also a man of exceptional culture and an ency-
clopaedic knowledge, Križanić dreamed throughout his life of the reconciliation of 
the Western and Eastern Christian churches on the one hand, and the liberation of 
Eastern Europe from the Ottoman Turks on the other. However, generally misun-
derstood on both sides, »in Rome he was considered an exaggerated Slav national-
ist, while in Moscow he was considered a suspicious foreigner and, for the state, a 
dangerous man«.16 And yet his œuvre was later studied by Peter the Great and the 
Russian nineteenth-century Slavophiles, as well as by South-Slavic nationalists of the 
nineteenth and twentieth-centuries.17

Considering Križanić’s main preoccupations, the attention he devoted to musi-
cal matters is quite surprising. It was François-Joseph Fétis who first drew attention 
to this interest in the second edition of his Biographie universelle des musiciens.18 At the 
end of the nineteenth century and the turn of that century, both Robert Eitner, in 
his Quellen-Lexikon,19 and several Croatian scholars, including Eusebius Fermendžin 
(Fermendzhin, Fermendjin), Franjo Rački and Vjekoslav Klaić,20 confirmed the 
position of Križanić’s musical writings as part of the history of seventeenth-century 
music theory. Here is a list of his musical writings:

1) Asserta musicalia nova prorsus omnia (Rome, 1656; printed);
2) Nova inventa musica or Tabulae nouae, exhibentes musicam, late augmentatam: clare 

explicatam: valde facilitatam (Rome, 1657–1658; ms.);
3) De modo facilitandi cantum ecclesiasticum (Rome, 1658?; ms.; uncertain);
4) Sopra le proportioni musicali (Rome, 1658?; ms.; uncertain);
5) Novum instrumentum ad cantus mira facilitate componendos (Rome, 1658; printed);
6) Musica, manoscritto di Crisanio (Rome, 1658?; ms.; uncertain);

16 Ibid., p. 9.
17 See Ivan Golub, Počeci slavenske misli [The Beginnings of Slavic Thought], in: Hrvatska i Eu-
ropa. Kultura, znanost i umjetnost, vol. 3: Barok i prosvjetiteljstvo (XVII–XVIII. stoljeće) [Croatia 
and Europe. Culture, Science and the Arts, vol. 3: Baroque and Enlightenment], ed. id., Zagreb 
2003, pp.  123–140; Aleksandr L. Goldberg, Juraj Križanić in Russian Historiography, in: Russophile 
and Ecumenic Visionary, ed. Thomas Eekman and Ante Kadić, The Hague / Paris 1976; Život i 
djelo Jurja Križanića [The Life and Work of Juraj Križanić], ed. Radovan Pavić, Zagreb 1974, and 
Sergej M. Solov’ev, Istorija Rossii s drevneejšich vremen, St. Petersburg 1868, vol. 8.
18 François-Joseph Fétis, Crisanius (Georges), in: id., Biographie universelle des musiciens et bib-
liographie générale de la musique, Paris 1878, vol. 5, p. 391.
19 Robert Eitner, Biographisch-Bibliographisches Quellen-Lexikon der Musiker und Musikgelehrten der 
christlichen Zeitrechnung bis zur Mitte des neunzehnten Jahrhunderts, Leipzig 1900–1904, vol. 3, p. 104.
20 Cf. Solov’ev, Istorija Rossii s drevnejšich vremen (see note 17), pp.  12 s.
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7) De musica (Tobolsk, between 1663 and 1666; ms.);
8) O cerkovnom penju [On Church Singing] (Tobolsk / Moscow, 1675; ms.);
9) Novi uzorak glazbe [A New Pattern of Music] (Moscow, 1676; uncertain).

Since there is no space to enter here into closer discussion of Križanić’s writings 
and musical activities, permit me merely to mention the most important aspects of 
this matter. In his twenty »Musical Assertions all truly New«, which were intended 
to be »beneficial for practice«, Križanić discussed some elements of music theory 
(staves, metres, scales) and certain topoi of music history (the Pythagorean and Gui-
donian rules, Boethius, Zarlino). In his Novum instrumentum, as its full title suggests, 
Križanić proposed a »new tool suitable for composing songs in an exceptionally 
easy way« – that is, a compositional method through which, with the help of a 
mechanical device, one could obtain an overview of various chordal combinations, 
thereby obtaining various possibilities for adding chordal support to a melodic line. 
Križanić’s Nova inventa musica – that is, »Innovative Idea about a Transposing Key-
board for Various Keys«, inclines towards tempered tuning. He also corresponded 
on musical matters with Athanasius Kircher and João IV, King of Portugal.21

In recent times three scholars have been particularly meritorious in the study 
of Križanić as music theorist: the musicologist and priest Albe Vidaković, who 
published a dissertation on Križanić’s Asserta musicalia in 1965;22 the theologian Ivan 
Golub, who investigated Križanić primarily from a bio-bibliographical standpoint;23 
and the Italian mathematician and music theorist Patrizio Barbieri,24 who studied 
in detail Križanić’s assertions concerning the nature of consonances. It was Barbieri 
who pointed out Križanić’s advocacy of tempered tuning (which possibly set him 
at odds with the coeval circle of music theorists in Rome around Juan Caramuel y 
Lobkowitz and Pierfrancesco Valentini) long before its reaffirmation, several decades 

21 Križanić wrote an enthusiastic letter to Kircher on 3 March 1653, after reading his Musurgia 
universalis; it seems that he also supervised the printing of two works (Difesa della musica moderna and 
Risposte alli dubii) by João IV in Rome, both probably around 1656. Juan Caramuel y Lobkowitz 
and Križanić met in person some time between 1647 and 1650, and were probably in contact in 
Rome during the mid-1650s. Caramuel left remarks on Križanić’s Asserta musicalia in his manuscript 
entitled Musica. Cf. Ivan Golub, Juraj Križanić. Glazbeni teoretik 17. stoljeća [Juraj Križanić. A The-
oretician of Music from the 17th Century], Zagreb 1981, pp.  67–118; id., Juraj Križanić’s »Asserta 
musicalia« in Caramuel’s Newly Discovered Autograph of »Musica«, in: International Review of the Aes-
thetics and Sociology of Music 9/1 (1978), pp.  219–278; id., Juraj Križanić and João IV or Križanić’s 
Supervision of the Printing of João’s Music and Works about Music, in: ibid. 11/1 (1980), pp.  59–86; id., 
On the Manuscript of Juraj Križanić’s De musica, in: ibid. 17/1 (1986), pp.  123–128, and 18/1 (1987), 
pp.  163–168.
22 Albe Vidaković, Asserta musicalia (1656) Jurja Križanića i njegovi ostali radovi s područja glazbe, 
in: Rad JAZU 337 (1965), pp.  41–159, the same in English as a separate volume: Yury Krizanitch’s 
Asserta musicalia (see note 12).
23 Cf. the bibliographical items by Ivan Golub cited in footnote 21.
24 Patrizio Barbieri, Križanić, Caramuel e P. F. Valentini sulla divisione dell’ottava musicale, in: Rad 
JAZU 454 (1992), pp.  19–40. Cf. www.patriziobarbieri.it.
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later, by the German theorist Andreas Werckmeister. In contrast, Križanić’s chapter 
»De musica« in his Politika, which contains thoughts on the organization of military 
music and its role in the future Russian state, has not been studied in detail so far.25

Cristoforo Ivanovich  
(Kristofor Ivanović, Budva 1628 – Venice 1688)

Budva – Verona – Venice

Cristoforo Ivanovich is probably the best known international name and author to 
both musicologists and theatre historians among the five figures mentioned in this 
paper.26 Paradoxically, he is at the same the least well known personality among them 
in his home region. Let us first recall some established facts about him. Born into 
a patrician Slavic Catholic (that is, Croatian) family in Budva, a small township in 
the then Venetian Dalmatia, lying south of Dubrovnik and Bocca di Cattaro (Boka 
Kotorska) but today in Montenegro, Ivanovich became a canon and a public judge 
in his home town already in his earlier twenties. However, at the age of twenty-five 
or twenty-six, in 1653 or 1654, he left for Verona and, soon afterwards (in 1657), 
for Venice, where he would stay and work until his death in 1688. The course of 
his life was not unidirectional: he pursued public and ecclesiastical careers as »Juris 
utriusque Doctor« on the one hand and as »sottocanonico« (from 1681 onwards, 
»canonico«) of the ducal church of San Marco on the other; in addition, he mani-
fested a strong, active inclination towards literature and theatre, becoming an author 
and a member of several academies in Verona (Accademia Filarmonica, Accademia  
 

25 See Stanislav Tuksar, Glazbeni pisci i teoretičari [Music Writers and Theorists], in: Hrvatska i 
Europa (see note 17), pp.  735–742.
26 See, for example: Arnolfo Bacotich, Cristoforo Ivanovich (1628–1688), poeta, drammaturgo e 
storico del teatro, in: Archivio storico per la Dalmazia 23 (1937), pp.  107–120; James Morton Pa-
ton, The Venetians in Athens (1687–1688), from the Istoria of Cristoforo Ivanovich, Cambridge / Mass. 
1940; Miloš Velimirović, Cristoforo Ivanovich from Budva, the First Historian of the Venetian Opera, in: 
Zvuk 77 s. (1967), pp.  135–145; Thomas Walker, Gli errori di »Minerva al tavolino«, in: Venezia e il 
melodramma nel Seicento, ed. Maria Teresa Muraro, Florence 1976, pp.  7–20; Lorenzo Bianconi, 
Il Cinquecento e il Seicento, in: Letteratura italiana, ed. Alberto Asor Rosa, Torino 1986, vol. 6; Fab-
rizio Della Seta, Il librettista, in: Storia dell’opera italiana, ed. Lorenzo Bianconi and Giorgio Pestelli, 
vol. 4, Turin 1987; Miloš Milošević, Il contributo dei libretti e della corrispondenza di Cristoforo Ivanovich 
nell’evoluzione del melodramma seicentesco, in: Il libro nel bacino adriatico (secc. XV–XVIII), Florence 
1992, pp.  111–124; Ivano Cavallini, Questioni di stile e struttura del melodramma nelle lettere di Cristoforo 
Ivanovich, in: Giovanni Legrenzi e la cappella ducale di San Marco (Atti dei convegni internazionali 
di studi – Venezia 1990, Clusone 1990), ed. Francesco Passadore and Francesco Rossi, Florence 
1994, pp.  185–199; Paolo Fabbri, Il secolo cantante. Per una storia del libretto d’opera nel Seicento, Bolo-
gna 1990; Norbert Dubowy, Un Dalmato al servizio della Serenissima. Cristoforo Ivanovich, primo storico 
del melodramma, in: Il teatro musicale del Rinascimento e del Barocco tra Venezia, regione Giulia e 
Dalmazia: idee accademiche a confronto, ed. Ivano Cavallini, Trieste 1991, pp.  21–31.
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dei Temperati) and Venice (Accademia Delfica). Leaving aside his odes, sonnets, 
panegyrics, madrigaletti and other smaller poetic forms, Ivanovich’s achievement lies 
primarily in his librettos, letters and well-known chronicle of Venetian opera. His 
librettos, totalling five,27 were set to music as »drammi per musica« between 1663 
and 1673 by Pietro Andrea Ziani, Francesco Cavalli and Giovanni Maria Pagliardi, 
being staged in Venice (Teatro Grimani, Teatro San Moisè), Vienna (Hoftheater) 
and Piacenza (Teatro Farnese). Already during his stay in Verona, in the mid-1650s, 
the Venetian poet Giacomo Castoreo wrote a drama, entitled La regia pescatrice, 
dedicated to Ivanovich.28 Of special interest is Ivanovich’s book Poesie, published 
in 1675: more precisely, its appendix, which contains his correspondence (»Varie 
lettere di proposta e risposta«). Besides their epistolographic value as testimonies to 
the relationship between men of letters and artists in the late seventeenth century, 
Ivanovich’s ideas about literary-musical topics such as rhythm and the aria, and even 
some assertions regarding aesthetics he made in letters exchanged with the compos-
ers Ziani and Pagliardi, are of particular interest for historical musicology and the 
social history of music.29 In a response to Marquis Pio Enea degli Obizzi (Letter 
no. 39) Ivanovich offered valuable remarks on the criteria governing the selection of 
theatrical pieces for staging in Venice during his time, drawing attention to the mer-
ciless competition in the theatrical arena of a city with twelve opera houses, which 
led to underhand and irrational backstage manoeuvring on the part of impresarios, 
critics and other persons involved in production and marketing.30 I believe there is 
no need to repeat well-known facts on Ivanovich’s most famous work, Minerva al 
tavolino (1681; 21687), with its appendix Memorie teatrali. The celebrated chronology 
of Venetian operas performed between 1637 and the respective year of publication 
has been drawn on by early chroniclers such as Carlo Bonlini, Antonio Groppo and 
Livio Niso Galvani,31 in addition to being analysed in detail (and criticised for its 
errors) by modern musical and cultural historians such as Thomas Walker.32 The 
same could be said about the major part of the Minerva al tavolino text, with its topo-
graphical description of Venice, its discussion of the phenomenon of the theatre 

27 They are: L’amor guerriero (Venice 1663; music by Pietro Andrea Ziani); La Circe (Vienna 1665; 
music by Pietro Andrea Ziani); Il Coriolano (Piacenza 1669; music by Francesco Cavalli); La costanza 
trionfante (Venice 1673, music by Gian Domenico Partenio; in 1679, music by Bernardo Pasquini as 
Dov’è amore è pietà); Lisimaco (Venice 1673; music by Giovanni Maria Pagliardi). L’africano trionfo di 
Pompeo (1678) and La felicità regnante (serenata, 1681) were not set to music.
28 »La regia pescatrice, favola scenica e maritima di Giacomo Castoreo, rappresentata sovra il Teatro 
dell’Accademia de’ SS. Temperati, Verona (i Merli) 1656.« Cf. Dubowy, Un Dalmato al servizio della 
Serenissima (see note 26), p. 22.
29 Cf. ibid., pp.  26 s.
30 Ibid., p. 27.
31 Carlo Bonlini, Le glorie della poesia e della musica, Venice 1730, reprint Bologna 1979; Antonio 
Groppo, Catalogo di tutti i drammi per musica, Venice 1745, reprint Bologna 1977, and Livio Niso 
Galvani, I teatri musicali di Venezia nel secolo XVII, Milan 1879, reprint Bologna 1984.
32 Walker, Gli errori di »Minerva al tavolino« (see note 26).
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in general and the Venetian theatre in particular, and Ivanovich’s critical remarks 
on the dramma per musica genre, which point out the widespread shortcomings and 
abuses in its staging and production and lead to a final plea for drama to return to 
being a spoken, not sung, genre.

In our attempt to contextualize Ivanovich’s output in general, and his musical 
output in particular, as well as to cast more light on the motivation behind his per-
manent emigration from his homeland, several aspects should be brought into focus. 
Firstly, Ivanovich was almost obsessed during the whole of his life by a fear that the 
Ottoman Turks would prevail in the conflict between the Christian and the Islamic 
worlds.33 In order to escape the overhanging fate of possible death, or an enforced 
change of socio-cultural patterns, he left for north Italian towns, having obviously 
made a decision not to return to his threatened homeland. He then strove inces-
santly to find his place under the intellectual sun of Venice, using all kinds of ›new-
comer‹ strategies to be accepted by his new Wahlheimat or città adottiva: by means 
of membership of several learned societies (accademie); by penning numerous exag-
gerated encomiums to Venice and its political system and socio-cultural values;34 in 
barely concealed propaganda for his own worth and talent as a writer and scholar; 
and in his obvious disquiet when exposed to the uncertainties of market forces as 
applied to art, engendering a conservative preference for a courtly ambience as the 
proper setting for artistic production and the determination of an artist’s status. If 
we consider more closely his libretto production and his dealings with the theatre in 
general, what can we infer about his early experiences in these matters? As a young 
man, before moving to Verona and Venice, he could have seen staged performances 
either in the nearby town of Kotor or, probably, also in the thriving theatrical arena 
of early-Baroque Dubrovnik, with its dramas by Ivan Gundulić, Junije Palmotić, 
Antun Gled̄ević and many others, embracing tragedies, comedies and theatre pieces 
of several types in the vernacular and featuring music – fashionable within the city 
itself but without influence beyond the Republic’s borders. If so, he may have devel-
oped the idea, and an accompanying wish, to go abroad in order to enjoy more 
advanced theatrical experiences. If, conversely, in his hometown and homeland at 
large he had no previous contact with theatre at all, which may be as plausible as the 
first scenario, he could then have discovered his inclination towards theatre in situ, in 
which case his failure to return to his theatrically and operatically under-developed 
home town is quite understandable.

33 Dubowy, Un Dalmato al servizio della Serenissima (see note 26), pp.  21 f.
34 Cf. ibid., pp.  25 f.
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Domenico Giovanni Sebenico  
(Ivan Šibenčanin, 1630 / 1640–1705)

Šibenik? – Venice – London – Turin – Cividale del Friuli

Domenico Giovanni Sebenico was, along with Giuseppe Michele Stratico, equally 
outstanding as a performer and as a composer. However, much less is known con-
cerning his life, activities and compositional output35 than is the case with Stratico. 
First of all, it is only a presumption, although the most plausible one, that he origi-
nated from the central Dalmatian town of Šibenik (Sebenico in Italian), creating 
his identity by adding the name of his home town to his Christian name, as his 
compatriot Ivan Lukačić (»Joannes de Sibinico«)36 had done half a century earlier. In 
addition, Velimirović has offered a hypothesis »that […] Sebenico’s family fled from 
Šibenik to escape the Turks during the Candian war […] moving to the other side of 
the Adriatic to the region of the Venetian Republic«.37 Sebenico appears for the first 
time (according to the documentation known up to the present) in 1660 in Cividale 
del Friuli, where he is described as vicemaestro, thus an evidently accomplished musi-
cian. His next post was in Venice, where he was employed as a tenor in the Cappella 
ducale from 1663 until 1666; later, he moved to London, remaining there for the next 
eight years (that is, until 1673) as a member of a group of Italian singers employed 
at the court of Charles II and his Catholic Queen Catherine, from the Portuguese 
House of Braganza. In 1673 Sebenico moved back to Italy, where he would stay 
for the rest of his life in various localities, serving principally as a maestro di cappella: 
in 1673–1690, at the court of the House of Savoy in Turin; in 1692–1695, at the 
cathedral of Cividale del Friuli; finally, during an undefined period, in Córbolo near 
Adria.38 It is therefore obvious that Sebenico was a skilful singer during his early life 
and a sought-after choirmaster throughout his life. Given the variable nature of his 
employment, secular or ecclesiastical, his compositional output naturally embraced 
both spheres. The four works by Sebenico that have been located up to now (three 
in chapter archives in Cividale, one in the Moravské Muzeum in Brno), belong to 
the domain of church music (Mass, motet, responsory).39 Conversely, his secular 
music – including that of three operas produced for the House of Savoy – has not 
been preserved.40

35 The most reliable data on Sebenico’s biography were offered in an article by Miloš Velimirović, 
Giovanni Sebenico (Prispevek k biografiji) [(Contribution to the Biography)], in: Muzikološki zbornik 
(Ljubljana) 1 (1965), pp.  49–58. It was also presented and enlarged in an overview by Vjera Katalinić 
in: Giovanni Sebenico – A Pupil of Legrenzi?, in: Giovanni Legrenzi e la cappella ducale (see note 26), 
pp.  201–206.
36 Ibid., p. 202.
37 Cited ibid.
38 Ibid., pp.  201 f.
39 See Lovro Županović, art. Sebenico, Giovanni, in: The New Grove Dictionary of Music and 
Musicians, ed. Stanley Sadie, London etc. 22002, vol. 23, p. 26.
40 They are: L’Atalanta (Turin 1673, Teatrino della Venaria Reale); Gli amori delusi da amore 
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In the manner of Ivanovich and Stratico, Sebenico apparently left for Italy and 
England without ever returning to the eastern shores of the Adriatic. He was obvi-
ously completely acculturated within the Italian social and artistic environment, 
contributing at a high level to his adopted musical environment and earning from 
one contemporary the epithet of »soggetto notorio d’una tanta virtù ed esemplarità 
di vita, virtuoso invidiato da non poche città«.41

Giuseppe Michele Stratico  
(Josip Mihovil Stratico, Zadar 1728 – Sanguinetto?, after 1782)

Zadar – Padua – Sanguinetto

Giuseppe Michele (baptized as Michiele) Stratico was the most prolific composer, 
and probably the best musical performer, among the five personalities under consid-
eration. He was born in Zadar, then capital of Venetian Dalmatia, on 31 July 1728, 
being the third of twelve children born to Giovanni Battista Straticò / Stratico(s) 
»Cretensis« and Maria Castelli di Chio.42 Both parents were very probably descend-
ants of noble families from Crete and the Peloponnese, former Venetian colonies, 
who had fled to Zadar ahead of the Ottoman conquests in the eastern Mediter-
ranean. Beside Giuseppe Michele, the Stratico family produced several outstand-
ing personalities among his brothers: Domenicus43 (1732–1799), a Dominican who 
was an important bishop on the central-Dalmatian island of Hvar; Simeon Philipus 
(1733?–1824), a natural scientist and professor of medicine, mathematics and nautics 
at Padua University; and Gregorio Pio (1736–1806), a well-known jurist in Zadar.44 
Giuseppe Michele spent the first nine years of his life in his home town, obviously 
acquiring a general and probably a musical education there, and was then sent to 
continue his studies at the University of the Venetian Republic in Padua, where he 
enrolled in the Law Faculty and studied between 1737 and 1745. Although no cer-
tificate has so far been found to confirm his graduation, a series of later documents  
 

( Turin 1688, Teatro Regio) and Leonida in Sparta (Turin 1689, Teatro Regio). The last-named 
opera, retitled L’oppresso sollevato, was performed in 1692 in Venice at the Teatro Santi Giovanni e 
Paolo. Cf. ibid.
41 Velimirović, Giovanni Sebenico (see note  35), p. 55. Cf. Katalinić, Giovanni Sebenico (see 
note 26), p. 202.
42 Stratico’s biography is studied in detail in: Zdravko Blažeković, Elementi za životopis Josipa 
Mihovila Stratica [Elements for a Biography of Josip Mihovil Stratico], in: Radovi JAZU, Zadar 
1990, vol. 32, pp.  109–138.
43 Their names are cited in the original version of the birth register of the Church of St Anastasia 
in Zadar, books 17 and 18. Cf. ibid., pp.  113 s.
44 See Stanislav Tuksar, Giuseppe Tartini i Josip Mihovil Stratico [Giuseppe Tartini and Giuseppe 
Michele Stratico], in: Muzikološki zbornik (Ljubljana) 28 (1992), pp.  59–62: 59.
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shows that he carried out professional juridical duties (as vicario and giudice al malescio) 
during the last twenty or so years of his life, between 1763 and 1782.45

It seems certain that after his formative years, from 1745 onwards, Stratico’s 
professional life was divided into two major compartments: the first dedicated to 
music, the second to juridical activities. Regarding music: according to the memoirs 
of the Paduan musician Antonio Bonaventura Sberti (1814), Stratico was an »insigne 
aluno del gran Tartini« (»a distinguished student of the great Tartini«).46 The final 
phase of this musical apprenticeship could have taken place in Tartini’s Scuola delle 
nazioni during the period 1745–1750, and around 1750 Stratico may have become a 
leading member of Tartini’s orchestra at St Anthony’s Basilica. If a booklet entitled 
Memorie sul violinista G. Tartini from 1774, written allegedly by the mathematician, 
physicist and music theorist Giordano Riccati, is not an apocryphal text, Stratico 
was presented to the same Riccati in 1758 as Tartini’s student in both violin and 
composition. Moreover, in the same year, 1758, while attending a rehearsal where a 
Vivaldi concerto for eight solo instruments (4 violins, 2 violas, violoncello and dou-
ble bass) was played, Riccati made this remark: »Stratico was really the best among 
the violinists, who all were excellent […] In the final part of the concerto, Presto 
vivace, he played a short solo which he performed in a brilliant manner and with a lot 
of emotion, while Tartini [as conductor] was watching him with a satisfied smile«.47 
Leaving aside his reputedly high ability as a violinist, Stratico is even more interest-
ing as a composer. Up to 350 of his compositions have been preserved; they are 
preserved today mainly in the library of the University of California at Berkeley,48 
the rest lying scattered in manuscript collections in Padua, Venice, Modena, Verona, 
Ancona, Madrid, Berlin, Washington and perhaps also elsewhere.49 These works 
include 63 violin concertos, some 30 symphonies, over 170 trio sonatas, duos, other 
sonatas, and so on, as well as (according to Giovenale Sacchi, author of some psalms 
published in 1776) possibly some vocal, as yet unknown, sacred compositions.50 The 

45 Ibid.
46 See Blažeković, Elementi za životopis (see note 42), p. 124. Cited after: Antonio Bonaventura 
Sberti, Memorie intorno l’Abate Ant[oni]o Bonaventura Sberti Padovano scrite da lui medesimo in Septembre 
1814 (ms., Padova, Biblioteca civica, B. P. 1749/v).
47 »Stratico je zaista med̄u violinistima bio najbolji […] U završnom stavku koncerta Presto vivace 
imao je jedan kratki dio solo koji je izveo sjajno i smnogo osjećajnosti, a Tartini ga je motrio sa 
zadovoljnim osmijehom.« Cf. ibid., pp.  123 s. – cited after: Giordano Riccati, Memorie sul violinista 
G. Tartini, in: Il Santo 9/3 (1969), pp.  407–423 (for Stratico, see pp.  408–411).
48 The Stratico collection is presented in: Vincent Duckles and Minnie Elmer, Thematic Catalogue 
of a Manuscript Collection of 18th-century Italian Instrumental Music in the University of California, Berke-
ley 1963, pp.  200–295.
49 Only one small collection of his compositions was published during his lifetime: Sei sonate […] 
a violino e violoncello o clavicembalo […] opera prima, Welcker, London c. 1763. In 1980 the Croatian 
composer Stjepan Šulek revised four Stratico symphonies and published them as 4 simfonije at the 
Music Information Center in Zagreb (co-publisher: Osorske glazbene večeri, Osor).
50 In 1776 Sacchi wrote to Riccati about Stratico in the role of a church music composer: »Ul-
timamente mi sono state narrate infinite lodi del Sig[no]r Michele Stratico Vicario di Sanguinetto«. 
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bulk of Stratico’s œuvre – consisting of sonatas, concertos and symphonies – was 
composed under the stylistic umbrella of his teacher Tartini and, typically for the 
north-Italian early Classical style, adopts schemes used in the latter’s late period.51

Another interesting feature of Stratico, showing his deeper interest in music, and 
especially revealing about his relationship with both Tartini and Francesco Anto-
nio Vallotti, are his theoretical treatises, surviving in manuscript at the Marciana in 
Venice. Stratico’s Trattato di musica (preserved in nine versions!), which has the same 
title as Tartini’s treatise published in Padua in 1754, deals with the same or similar 
topics – acoustic and contrapuntal problems, modulation, embellishments, cadences, 
dissonances etc. A doctoral dissertation by Lucija Konfic from Zagreb, actually a 
work in progress at Graz University in Austria, will reveal in detail the parallelisms 
and differences between the concepts of the two theorists, which were surely not 
without their tensions and misunderstandings. Stratico’s last text, written after Tar-
tini’s death in 1770 and entitled Lo spirito tartiniano, che dialogizza, e disputa con uno suo 
dormiente discepolo, sopra le materie più importanti contenute nel diatonico genere, establishes 
the existence of both parallels and divergences between the two theorists’ ideas.

So Giuseppe Michele Stratico – whether regarded as an amateur and dilettante 
composer52 or as just another European Kleinmeister genius – appears to be the musi-
cian who, among those arriving from the eastern Adriatic shores in the period 
1650–1750, contributed most in quantitative terms to the Italian music of his time.

Conclusions

1) The above-mentioned figures, with their individual destinies, formed part of a 
centuries-old tradition of people living along the eastern Adriatic shores who trav-
elled abroad in search of better education, living conditions and professional oppor-
tunities than those offered in their native regions. Musicians thus joined the ranks of 
the many other Croatian artists, scholars, scientists and intellectuals who contributed 
with their intellectual output to the furthering of arts, sciences and culture outside 
their native country.53

2) The social networks activated for the reception of these personalities varied 
from case to case. Although it is true that wider communities of Schiavoni, as Cro-

Cf. Sacchi’s letter to Riccati, now kept in Udine, Biblioteca Comunale, Correspondence of Gior-
dano Riccati, vol. 6, sign. Mss. 1025, f. 107.
51 The most relevant analysis of Stratico’s œuvre has been offered by Michael Thomas Roeder 
in his doctoral dissertation of 1971, entitled Sonatas, Concertos, and Symphonies of Michele Stratico, 
University of California, Santa Barbara.
52 As stated by James L. Jackman in his article Stratico, Michele, in: The New Grove Dictionary of 
Music and Musicians, ed. Stanley Sadie, London etc. 1980, vol. 24, p. 470.
53 For the period under consideration in this article, see Hrvatska i Europa (see note 17). Published 
in French as: Croatie. Le temps du baroque et des lumières (see note 2).
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ats were usually named in Italy, existed in Venice, Bologna, Ancona, Rome and 
some other cities, it seems obvious that ecclesiastics (Comneno, Križanić and in part 
Ivanovich) were received exclusively by church institutions, while academic circles 
took care of those who came as students (Stratico);54 Sebenico – the only profes-
sional musician among them – was left to make his own way within the structures 
of the music market.
3) Further, it can be stated that among the five persons examined in this paper, 
Comneno and Križanić preserved occasional connections with their respective 
native regions (Dubrovnik and north-western Croatia). Ivanovich at least tried to 
keep alive the memory of his home town of Budva by writing its history, while 
Sebenico and Stratico seem never to have returned or to have shown any concern 
for their respective points of physical departure (Šibenik and Zadar).
4) The fact that not a single composition by Sebenico, Stratico or Comneno nor a 
single treatise by Comneno, Križanić, Ivanovich or Stratico has been found in Croa-
tian archives, libraries or collections bears sad witness to the fact that their creative 
output had no direct impact on the musical-cultural landscape of their native regions 
or country. This means that they placed all their spiritual strength at the disposal of 
their newly acquired Wahlheimaten, taking advantage – at the same time – of the 
benefits offered by what one realistically assumes were considerably improved per-
sonal conditions of existence.
5) These musical-cultural transfer and acculturation processes were part of broader 
phenomena that occasionally emerged on a continent-wide scale at least from the 
time of the Franco-Flemish migrations to Italian Renaissance princely courts during 
the fifteenth and sixteenth centuries, and were continued by the impressive Czech 
musical ›invasion‹ of the German-speaking countries during the eighteenth century, 
the Italian ›conquest‹, during the late eighteenth century, of the musical domain of 
Czarist Russia and the modern ›infusion‹ of Japanese, Korean and Chinese musi-
cians into European and North-American music institutions. For their part, the 
so-called smaller European cultural circles have been continuously absorbed into 
this process of musical-cultural osmosis, but the emission-reception process arising 
from this should not always to be understood as a one-way street leading from the 
›weaker‹ to the ›stronger‹ element, or as a unidirectional brain-drain phenomenon. 
For there have been many examples in the reverse direction, which were not the 
subject of this paper. Such reciprocal processes should be understood, rather, as steps 
towards the creation of a kind of supranational ›Intellectual and Artistic Republic of 
Europe‹ as it existed before the advent of nineteenth-century nationalisms, where 
individual talents and potentials were able to transcend narrow local, regional or 
national boundaries to the benefit of most of the participating segments.

54 Giuseppe Michele’s uncle Padre Antonio Stratico was rector and teacher at the Collegio Cot-
tunio in Padua; he certainly helped all three of his brother’s children, including Giuseppe Michele, 
to study there. See Blažeković, Elementi za životopis (see note 42), p. 119.




