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Introduction 

 

 Francesca Caccini, born in 1587, was the daughter of Giulio Caccini. A renowned 

musician in her own right, she is credited with being the first female opera composer and the first 

Italian composer to have their opera performed outside of Italy. Under the tutelage of her father, 

Caccini became a masterful musician and composer, and was widely acclaimed for both from a 

young age. She joined the Florentine court and served there as a composer, musician, and 

teacher, becoming the highest paid musician in the Medici household within a few years. Caccini 

was a prolific composer, as documented by letters and other sources from her lifetime, but only 

two of her works have survived: her opera, La liberazione di Ruggiero dall’isola d’Alcina and 

her book of songs, Il primo libro delle musiche. It is perhaps because of this loss of music that 

the research is somewhat lacking regarding her life and compositions. She was mostly forgotten 

to history for three centuries, with only a handful of articles or books printed that even included 

her name, much less any substantial research about her. She was brought back into the public 

consciousness in the 1940s, when Maria Giovanna Masera published three articles about her life 

and works. However, it took another twenty years for interest to revive in the United States, 

when Caroline Raney published an introduction to Caccini in 1965. Since then, the studies 

printed about her have increased, but it is still a sparsely populated topic that deserves more 

attention. 

 Though the research is scarce, it covers a wide range of methodologies. Most of the 

sources about Caccini begin with a biography of her life; a necessity considering she is fairly 

unknown to the public. The biographies are fact-based; only a few of them extrapolate past key 

dates and events. In fact, most of the articles about Caccini are biographies, only some venture 

beyond and explanation of her life and her importance as a composer. They are usually written in 
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a way that is accessible to a wide audience, unsaturated with footnotes and scholarly analysis. 

That being said, there are quite a few analyses of her music, mostly style and formal, with some 

harmonic as well. Included with the analyses are reprints of her music, always in modern 

notation (with the exception of one source, which is a reprint facsimile of her Primo libro). Only 

one critical edition of her Primo libro is included, which is the lone example of a source study of 

Caccini’s works. 

 Other than biographies, the next most common methodology is gender studies. As a well-

regarded female composer in a century that is seen as male-dominated, she is a fascinating study 

for modern researchers who seek to understand how her femininity influenced her music and her 

everyday life. Suzanne G. Cusick is the foremost scholar on this topic and has published 

numerous studies about it, including the most comprehensive biography of the composer known 

to date (written from a gendered perspective). There has also been research done on the influence 

the Medici court had on Caccini, as the court was led by powerful women during her tenure 

there. 

 As for the rest of the field of research, the methodologies vary. Books and articles have 

been published regarding the correct way to perform Caccini’s music, based on the musical 

styles and instrumentation of seventeenth century Italy. Some sources even discuss the 

difficulties associated with singing her music in the modern age. Letters she wrote and libretti 

she used have been translated into English and are available in many of the sources. The 

reception of her opera has been analyzed, including its premiere in Poland.  

 One of the challenges of studying Caccini is the relatively small pool of information 

available about her. Most of her works are lost, and once she left the Medici court records of her 

actions drop dramatically. There is still much more to learn about her life post-Medici, her 
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compositional style and development as a composer, and what outside forces may have 

influenced her. There are no thematic indexes or discographies for her music. Many of the 

sources about her are overviews of her life, and more analysis is needed from varying 

perspectives, not just a feminist one (which is the most prominent so far). Considering this field 

of study is only a little over half a century old, more could still be uncovered in the future to help 

tackle these gaps in the world’s knowledge about Caccini. 
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________. “Una musicista fiorentina del seicento; Francesca Caccini.” La Rassegna Musicale 

15 (1942): 249-66. 

Unavailable for verification. 

Neuls-Bates, Carol. “Five Women Composers: 1587-1875.” The Feminist Art Journal 5 

(Summer 1976): 32-35. 
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Gives an overview of Caccini’s life, especially her unique training as a singer and composer. 

Mentions the respect she was given for her music, especially considering she was a young 

woman. 

________. “Francesca Caccini: Singer-Composer.” In Women in Music: An Anthology of 

Source Readings from the Middle Ages to the Present, edited by Carol Neuls-Bates, 55-

61. New York; Cambridge; Philadelphia, Pennsylvania; San Francisco, California; 

London; Mexico City; São Paulo; Sydney: Harper & Row, Publishers, 1982. 

Begins with a short biography of Caccini, leading into her friendship with Michelangelo 

Buonarroti the Younger, whom she collaborated with on many projects. Includes two letters 

Caccini wrote to Buonarroti, the first about their work on parts of a festa (a production similar 

to an opera, but less elaborate), and the second about her and her husband’s (Giovannibattista 

Signorini) singing success in Genoa. 

Noon, Sarah. “On a Mission.” Early Music Today 10 (December 2002/January 2003): 9. 

A discussion with Richard Savino, who edited La liberazione di Ruggiero for modern 

performers. Gives a short biography of Caccini, then delves into this new edition of the opera. 

Savino used the original score, transcribing the notation into a modern one. Mentions the two 

musical influences of the opera: recitar cantando and Monteverdi's L’Orfeo. 

Paronuzzi, Giorgio. “Die Rolle der Emotionen: Fragestellungen rund um die Interpretation des 

recitar cantando in La liberazione di Ruggiero dall’isola d’Alcina von Francesca 

Caccini.” In La liberazione di Ruggiero dall’isola d’Alcina: Räume und Inszenierungen 

in Francesca Caccinis Ballettopera (Florenz, 1625), edited by Christine Fischer, 55-66. 

Zürich: Chronos Verlag, 2015. 

Based on his personal experience with a production of Caccini’s La liberazione di Ruggiero, 

Paronuzzi describes the demands that recitar cantando has on singers. Singing in this style 

requires the musicians to expand beyond their musical education in order to perform it 

correctly, imitating the meaning of the words musically so as to produce the proper sound. 

The author emphasizes the familiarity the singers of the past would have had with commedia 

all’improvviso and their declamation style, suggesting that this same technique be used when 

singing recitar cantando. (Adapted from the abstract at the end of the chapter.) 

Polk, Joanne. “Distaff Dynasties.” American Music Teacher 41 (April/May 1992): 34-43, 90, 

92-93. 

Gives a short biography of Caccini and her accomplishments. Written in the context of 

women musicians who were born into musical families, which gave them the opportunity to 

succeed in their society. 

Predota, Georg A. “Towards a Reconsideration of the ‘Romanesca’: Francesca Caccini’s Primo 

libro delle musiche and Contemporary Monodic Setting in the First Quarter of the 

Seventeenth Century.” Recercare 5 (1993): 87-113. 

Predota uses harmonic and formal analysis to prove that Romanesca motives appear in every 

song of Caccini’s Il primo libro, though they vary from what is seen as “traditional,” 

specifically in terms of the bass line. Includes musical examples from the score in modern 

notation. 
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Raney, Caroline. “Introduction to Francesca Caccini.” The NATS Bulletin 22 (October 1965): 

12-15. 

Raney introduces Caccini to the reader, since at this point she was unknown to most 

musicians. She mentions her two surviving works, La liberazione di Ruggiero and Il primo 

libro, but most of the article is her describing the struggle she had discovering information 

about Caccini. Most of the records about her had been lost or never existed, so Raney 

mentions the few surviving details of her life that were known up to that point. 

________. “Vocal Style in the Works of Francesca Caccini.” The NATS Bulletin 22 (February 

1966): 26-29. 

The majority of the article is a biography of Caccini, written in an accessible way for a large 

audience. Explanations of words that might be unfamiliar to the reader, such as romanesche, 

ritornello, and mottetto are included. Raney ends the article with a stylistic analysis of Il 

primo libro, specifically examining the vocal style. She concludes that it is unique and 

expressive. 

Raney, Carolyn. “Francesca Caccini, Musician to the Medici, and Her Primo libro (1618).” 

PhD diss., New York University, 1971. 

Details the life of Caccini, from her birth to her full maturity as a composer. Specifically 

focuses on her Primo libro, with a comprehensive style analysis of the music contained 

therein. 

________. “Francesca Caccini’s ‘Primo Libro’.” Music & Letters 48 (October 1967): 350-57. 

Gives a biography of Caccini’s life up until the publication of her Primo libro, all based on 

letters the composer sent to her friends and family. Also includes a brief stylistic analysis of 

some songs in the Primo libro, specifically “Nube gentil,” “Maria, dolce Maria,” and 

“Laudate Dominum.” 

________. “Francesca Caccini (1587-c.1630).” In Historical Anthology of Music by Women, 

edited by James R. Briscoe, 22-38. Bloomington and Indianapolis: Indiana University 

Press, 1987. 

A brief overview of Caccini’s life is given before delving into a stylistic analysis of two of 

her works from Il primo libro and one from La liberazione di Ruggiero: “Laudate Dominum,” 

“Maria, dolce Maria,” and “Aria of the Shepherd.” Raney remarks that Caccini has an 

unusual tonal sense and individual style, which is apparent in all three pieces. A modern 

reprint and notation of all three songs are included at the end of the chapter. 

Roberts, Deborah. “Women’s Lib.” Opera Now (September 2015): 30-32. 

Roberts gives background on Caccini and her opera, La liberazione di Ruggiero. She 

discusses how it is an allegory about female power, which coincides with the historical 

context in which it was written. 

Roster, Danielle. “Francesca Caccini (1587-1645?) ‘Bevor Ich den Wunsch zu studieren 

aufgäbe, verlöre Ich eher mein Leben…’.” In Annäherung IX, an Sieben 

Komponistinnen Mit Berichten, Interviews und Selbstdarstellungen, edited by Clara 

Mayer, 6-24. Kassel: Furore Verlag, 1998. 
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A brief biography of Caccini’s life, who became one of the most famous opera singers of her 

time. While working for the Medicis, she founded a women’s ensemble and composed, most 

notably La liberazione di Ruggiero, the first opera written by a female. Also included is a 

discussion of her Primo libro. (adapted from RILM Abstracts) 

Roughol, Sophie. “Mujeres Barrocas Baroque Women 4: La Cecchina and La Flora.” Goldberg 

5 (Fall 1998): 110-13. 

Gives a history of Caccini: her upbringing, her compositions, and her life. Briefly describes 

the unique contributions and characteristics of Caccini’s musical compositions.  

Schumacher, Holger. “Raum, Ereignis, Darstellung––Die Bildtafeln Alfonso Parigis zu 

Francesca Caccinis Ballettoper La Liberazione di Ruggiero (Florenz, 1625).” Basler 

Jahrbuch für historische Musikpraxis [35/36] (2011/2012): 291-315.  

Explains the context in which La liberazione di Ruggiero was written, namely to impress 

Władysław of Poland and convince him to join Archduchess Maria Magdalena’s “Catholic 

League,” and also to present the duchess’ newly renovated estate to the public. The majority 

of the article is dedicated to the stage settings of the opera, designed by Giulio Parigi. 

Schumacher discusses the conditions that led to their creation, Parigi’s interpretation of the 

opera, and the relationship between the display and historical stage realities. He also 

addresses Alfonso Parigi’s sketches of the event. 

Silbert, Doris. “Francesca Caccini, Called La Cecchina.” The Musical Quarterly 32 (January 

1946), 50-62. 

Silbert examines Caccini’s life and compositions from a critical point of view, detailing the 

possible motivations behind her compositions and their historical context. She focuses on La 

liberazione di Ruggiero specifically, describing the historical influences that affected the 

trajectory of the opera, such as the female-led court Caccini lived in and the necessity of 

impressing the visiting Prince Władysław of Poland. A brief stylistic analysis is included. 

Szweykowski, Zygmunt M. “Ideał muzyki starożytnej w praktyce kompozytorskiej wczesnego 

seicenta.” Muzyka 28, no. 3 (1983): 3-26. 

An analysis of Caccini’s “Pascomi di sospir” as it relates to the Florence Camerata. 

Szweykowski looks at how Caccini writes the text in relation to the music, as well as a formal 

and harmonic analysis of the piece. 

Timmerman, H. T. “Premiere balletopera van Francesca Caccini [La liberazione di Ruggiero 

dall'isola d'Alcina].” Mens en Melodie: Tijdschrift voor Muziek 26 (January 1971): 25-

26. 

Unavailable for verification. 

Tomlinson, Gary, ed. Introduction to Florence Volume 1 of Italian Secular Song 1606-1636: A 

Seven Volume Reprint Collection, ix-xvii. New York and London: Garland Publishing, 

Inc., 1986. 

Tomlinson writes and introduction to Caccini’s Primo libro, consisting of 32 solo songs and 

four duets for soprano and bass. The work is divided fairly evenly between sacred and secular 

songs. He offers formal analyses of the pieces, writing that most are in strophic form and five 

are through-composed. He comments on the oddness of Caccini labeling six of her songs 
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Romanesche when only one of them uses the Romanesche bass line. A complete facsimile 

reprint of the Primo libro manuscript is included later in the book. 

 


