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Raphael Gecrg Kiesewstter at the
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ABESTRACT OF THE DISSERTATION

The Late Baroque Serenata in Rome and Naples:
A Documentary Study with Emphasis

on Alessandro Scarlatti

by

Thomas Edward Griffin
Doctor of Philosophy in Music
University of California, Los Angeles, 1983

Professaor Edwin H. Hanley, Chair

The importance of opera and oratcrico during the Italian
Baroque has at length come to be understood. Performances
of works in these genres were largely limite& to carnivail
and Lent, respectively. Documents reported in this study
reveal that by the 1670s a tradition of open-air, summertime
music had also been established in Rome and Naples which in
quantity and quality rivaled that of opera and
oratorio. Large occasional cantatas, customarily called

serenatas, were often performed at Rome under tae auspices

sf ambassadors and princes to celebrate such events as a
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victory aver the Turks or the birth of an heir. At Naples
during the Spanish domination the namedays of the GQueen
Mother and of the Queen of Spain wers celebrated each July
and August by decree of the Viceroy. Serenatas were
customarily heard at these festivities, which usually took
place near a seaside cove called the Mergellina. Later,
during the Austrian dominaticn, serenatas were more

frequently heard in the palaces of the Neapolitan

aristocracy.

Although a seresnata required only one or two voices and
was possibly little more than a gallant offering to a lady.
larger serenatas were divided into two or more parts
requiring threoco, four, or five soloists, a large orchestra,
and sometimes even a chorus. Like contemporary opera and
oratorio, they were dramatic works in which each soloist
assumed the role of an allegorical or mythological
character. Librettos, often making explicit reference to
the occasions celebrated, were sometimes printed for the
aristocratic audiences. Numerous ac:ounfs éurvive which
describe the sumptuous temporary theaters erected in Rome

and Naples for these serenatas.

Scores of nineteen serenatas by Alessandro Scarlatti are
known, and the texts cf three mcre can be identified in

printed librettos. In addition, other documents name him as
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the composer of ten serenatas. A substantially revised list

and chronology of these works is the result. In a field so

little studied. it is inevitable that additional information

will be brought to light. This study discloses oniy in part
Alessandro Scarlatti®s preeminent role in the musical life

of Rome and Naples.
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Chapter 1

The Tradition of the Serenata

In a notable study of Alessandrc Scarlatti’s early
operas, Alfred Lorenz sought the antecedents of Scarlatti®s
operatic style in those warks performed in Rome during the
composer”s youth.1 Since the publication of Lorenz’® wark,
the wisdom of this approach has bez2n confirmed by Edwin

Hanley’s demonstration that the tradition which named

Carissimi as Scarlatti®s teacher is false and that it is not
-

-

known with whaom il Scarlatt¢ino studied in Rome. Loren: was
able to adduce the names of some of Scarlatti®s immediate
predecessors by listing the operas known to have been

performed between 1671 and 1683 in Rome, but his insistence

1. Alfred Lorenz, Rlessandro Scarlatti”s Jugendoper
{Augsburg: Filser, 1927), 1. 165-71, in a chapter entitlad
"Die Wurzeln von Scarlatti®s Operncstil” (The roots of
Scarlatti®s operatic style).

2. Edwin Hanley, "Scarlatti., Alessandro," Die Musik in
Geschichte und Gegenwart X1 (Kassel: BVrenreiter, 19263),
cols. 1482-83.



on the importance of on- man, Rernardc Pasguini, is surely

too limited.

1.1 Alessandro Scarlattis Stylistic Heritage

Edwin Hanley lists only some of those camposers who
influenced Scarlatti when he writes:

The stylistic developments aof the entire
Baroque period converge in Scarlatti. Nothing is
knaown of the personal teachings thanks to which
this versatility would be due. However, the
stylistic influences to which he was exposed
during his youth can be nearly reconstructed.
During the 146470°s the repertory of operas,
oratorios and cantatac perforassd in Rome comprised
nct only works of vounger masters (Stradella,
Pasquini, P.S5. Agostini, Boretti, et al.), but
also those of the older generations (Cesti,
Sartcrio, even Cavalli, L. Rossi, Carissimi, and
F. Foggia). From the beginning Scarlatti drew
camprehensively upon this extensive heritage of
stylistic elements, sometimes making use of those

- from the most recent period. at other times those
from older stac2s of development.

In Scarlatti fliesst die stilistische
Entwicklung des ganzen Barockzeitalters zusammen.
Von einem persdnlichen Unterricht, dem diese
Vielseitigkeit zu danken ware. ist nichts
bekannt. Die stilistischen Einflusse jedoch,
denen er wahrend seiner Jugend ausgesetzt war,
kann man anndhernd rekonstruieren. Das Repertoire
der rém. Opern—-, Oratorien- und Kantaten-Auff. der
1670er Jahre umfasst nicht nur Werke jungerer
Meister (Stradella, Fasgquini. P.S. Agostini,
Boretti u.a.), sondern auch solcher alterer

3. Laorenz. Ioc. cit.

")



Seneraticnen (Cesti, Sartorio, sogar Cavalli, L.
Rossi, Carissimi und F. Foggia). Von anfang an hat
Scarlatti diese Stil-Erbteil umfassend aufgesogen
und sich einmal der aller jungsten
Entwicklungsphase, das andere Mal Alteren Stufen

4

angeschl ossen.

In light of the above, it would seem essential to
summarize what is known of the serenata and the traditions
pertaining to it in Italy before attempting a chronicle of

Scarlatti®s compositions in this genre.

1.2 The Serenata_in_the Renaissance

Evidence has been presented elsewhere that the social

custom of serenading can be traced at least as far back as

=
~d

the Renaissance in Europe. During this period a wide
variety of popular or folk music appears to have been used
in the serenade, and there is some evidence that art music
must occasionally have been employed to this end. Because
the serenade occurred out-of-doors, often below a lady®s

window or balcony. instruments seem to have accompanied

4. Hanley, M66, col. 1501.

S. Thomas Edward Griffin, "Alessandro Scarlatti®s Serenata:s
Erainia, Tancredi, Peolideoro e Pastore (1723),." (unpublished
M.A. Thesis, University of California. Los Angeles. 19275:,.
pp. 1-11.



1.2.1 Early Use aof the Term Serenata

During the second half of the sixteenth century the term
serenata is found 235 vcart of the title for a few printed
collections of art music. The earliest is Alessandro
Striggio®s "L aria s oscura e di minute stelle," designated
a serepata in his Il Primo libro de madrigali a seil voci
(1560). The piece consists of a polyphonic framework in the
style of the contemporary madrigal, which serves to set the
scens of everyday street life. Within this framework are
preserved six folk tunes set in a more homophonic idiom.
Evidently they are sxamples of texts and melodies actually
amployed in sixteenth-century serenades.é

The term serenata is also found applied to pieces in
Filippo Duc®s first book of four—-voice madrigals (1570), 1in
the anecnymous Yillotte martovane (15B83), and in Orazio
Vecchi’s Selve di varie ricreatione (1590).7 Vecchi makes
no use of folk tunes but depicts in his serenatz the tuning
and strumming of instruments below a balcony in preparaticn

6. The folk tunes are printed in the appendix of Johannes C.
Hol., Horatio Vecchi s weltliche Herke (Leipzig: Heit:z,
1934).

7. Vecchi®s serenzta., "Tiridola, non dormire,” is printed in
Ginter Hausswald, The Sorenade for Crchestra (Coleogne: Arno

Voika. 1970). pp. 27-30.



for the serenade.

It would probably be a mistake to suppose that any of
these works were meant to be employed in actual serenading.
Composed to amuse a sophisticated, aristocratic audience.
hey merely satirize this custom, especially as practiced

amang the lower classes. In this respect they rzsemble surch
8

pieces as Filippo QAzzaiolo’s “"Bernardo non pud stare" or
?

Orlando di Lasso’s well-known "Matonna mia cara." Alfred
Einstein classifies these twe pieces generically as
todesche——warks which comically depici the serenading of

10
drunken German mercenaries. Oncz again instruments seem
to be an integral part of the serenetz,. for in both todesche

the onomatopoetic refrain suggests tnat the serenader is

playing upon his lute.

Although a wide and bewildering variety of music seems to

have been employed in serenading. “here can be 1little doubt

8. Filippo Azzaiclo, Il secondo libro de villotte del fiore
a2lla padovarna (1559). ed. Giuseppe Vecchi. Maestri
Bolognesi, 2 (Bolaogna: Antiquaria Palmaverdi. 1953),

pp. 33-34.

?. This work first appear=sd in Lasso™s Libro de villanelle.
soresche, et altre canzoni, a 4, 5, et & voci (15B1).

10. Alfred Einstein, The Italiap Madrigazl,. trans. by
Alexandar H. Krappe. Roger H. Sessions and 0Oliver Strunk
(Princeton, New Jersey: Princeton University Fress., 1249),

1, 3S1.



that occasionally, among more cultivated segments of
sixtesnth-century society., polyphonic compositions were used
for this purpaose. This is suggested. albeit with satire. in
Orazio Vecchi®s L’A#»fiparnasc (1594, published 1597). In

act three scene one, Pantalone asks Doctor Gratiano, who
wishes to mariy Pantalone’s daughter, to sing a little
madrigal. Pantalone orders his daughter to come ocut on the
balcony, and Gratiano responds in scene two with a botched
attempt to sing Cipriano de Rore®s madrigal "Ancor che rol

partire.”

No doubt many sixteenth—-century madrigals as well as
pieces in related genres were employed as serenades,
especially if their texts expressed the sentiments
appropriate to a wooing lover. There is little evidence,
however, that many polyphonic works were expressly written
for this purpose during the Renaissance. Antonio Pace’s
"Hor che le negre piume"” is evidently a rare example of such
a renaissance sgsrenata. Found in his Il Seconde !ibro de
wadrigeli @ sei voci (1573), it is a conventional lover’s
lament bearing the superscription “Serenata fatta con 1i
strumenti," which again points to the traditional

11
association of instruments with the serenade.

11. The author is indebted to Prof. Frank D’ Accone for
bringing this piece to his attention.



1.3 "Hor che . . ." A Conventional Text Incipit

1
Prof. Owen Jander has called attention to the fact that

)

many seventeenth—-century serenatas, like the work mentioned

above, begin with the textual incipit:

"Hor che . . .

Petrarch®s nocturnal sonnet "Hor che®l ciel et la terra e71
vento tace / Et le fere e gli augelli il sonno affrena”™ (Now
that heaven and earth and the breezes are still / And sleep
holds the beasts and birds in thrall}), in which the pocet
describes the tranquility of a beautiful eveninc and
contrasts it with a lover’®s anguish, probably served asithe

model for these texts.

Besides Pace’s madrigal, two multivoice cantatas by Luigi

Rossi, "Horche in notturna pace il mioc bel sol riposa" an

"Horcir2 notte guerriera d’ombre e d orrori armata," each of

1Z. Owen Hughes Jander, "Alessandro Stradella and His Minor
Dramatic Works," (unpublished Ph.D. Dissertation, Harvard
University, 1962, pp. 114-15.



which is called a serenatar in at least one source. make use
1
of this conventicnal opening. In addition, two serenatas
by Alessandro Stradella, an anonymous Venetian work of 164635,
and two of Alessandro Scarlatti’s cantatas for solo
voice--to cite just a few examples--can be identified as
serenatas which begin in this manner. The.wcrks of
Stradella in questicn are "Hor ch”alla dea notturna"” and Il

Damone. "Hor che il mondo ristaura il ciel co 1 ombre

14
sue."

The anonymous Venetian serenata of 1665 is documented by

a libretto entitled:

SERENATA/PER MUSICA/D2 Cantarsi/NEL CANAL

ERANDE/DEDICATA/ALLE DAME/DI VENETIA.

A copy of this libretto is preserved in the Venetian
libretto collection of the University of California, Los
Angeles. 1t begins with a recitative sung by Venus: "Hor,

ch’in placida calma., / Tenendomi su’l dorso."

1Z. Eleanor Caluori, The Hellesley Edition Cantata Index
Seriess Fascicle 3a, Reliabls Atitributions: Leigi Rossi,
Wellesley College, 1965, numbers 274 and 27S5.

14. The sources for these are given by Owen H. Jander, #
Catalogue of the Manuscripts of Cowmpositions by BRlessandro
Stradella Found in Euaropecen and Awerican Libraries,
Wellesley College, 1960, pp. S9-61.



The two seresnatas for selc voice by Alessandre Scarlatti
in question are "Hor che di Febo ascosi" and an easily
recagnizable variant of this convention *Allor che stanco il
sole.” Prof. Edwin Hanley has been able to identify at
least eight of Scarlatti®s cantatas for solo voice as

=
':-.er¢.=.'nataf_—'..1‘-J It is interesting to note that of these eight
serenatas, all but two (numbers 252 and 710) require treble
instruments in addition to the usual baesso continuo. In the
seventeenth—century monodic repertory there are numerous
other pieces suitable for evening performance by a courting

lover which begin with this incipit. It is likely that many

of them served as serenatas.

Unlike tihe two cantatas for solo voice by Alessandro
Scarlatti mentioned above, wihich probably served as amorous
serenades below a lady’s balceony or in some such similiar
setting, none of this composer’s multivoice serenatas begins
with this literary formula. The texts of these larger, more
ambitious compositions are typically of an occasional,
sametimes even political nature. In this respect they aie
not directly related to the lover’s serenade, but are the
descendants of another tradition.

1S. They are numbers 33, 249, 22, 480, S11, 551, 673, and
710 in Edwin Hanley, "Alessandro Scarlatti®s Cantate da
camera: A Bibliographic Study.” (unpublished Ph.D.
Dissertation, Yale University, 1963).



During the Renaissance. events of political conszquence
such as an aristocratic marriage. the signing aof a treaty.
the birth of an heir. ar the election of a pope were
normally celebrated with large festival motets, the texts of
which made explicit reference to the occasion. Leo Schrade
outlines the nistory of this type of motet through the
sixteenth century and closes with the observaticn that "the
great festival motet., however, died out and was in purpose
and artistic quality. replaced by the cantata."16 In this
dissertation it will be shown that the type of cantata toc
which Schrade refers aften took the form of the large

congratulatory serenata during the lifetime of Rlessandro

Scarlatti.

How the term serenata came to be applied to such cantatas
is suggested in an article by Elena Povoledo. In a study
of the symbolic and allegorical significance of the firework
displays erected in Rome by the French and Spanish
diplomatic representatives there, she cites documents

14. Leo Schrade., Monteverdi: Creator of Modern Music (New
York: W.W. Norton, 17358}, o. SZ2.

10



showing that shortly after the middle of the seventeenth
century, vocal and instrumental works were being sung
out-or-doors in conjunction with the celebration of
impertant political or dvynastic Dccasions.l7 Senerically,

these were cantatas, but when performed outdeoors at nignt,

which was cften the case., they were rafzsrred to as serenate.

During the first half of the seventeenth century there
are relatively few references to such pieces., but in the
second half of the century, certainly by the 1670s and 80s,
it i1s clear that a tradition of such cutdoor music had been
established in Rome. The Manuscript Division of the
Bavarian State Library, Munich, owns seven volumes of
Italian diplomatic correspeondence consisting primarily of
weekly news sheetcs from Rome reporting on events for much of
the period 1671—1712.18 The earliest of these volumes of
so-called avvisi Jdi Roma contains a seemingly complete set
cf weekly dispatches for the year 1477, and these documents

show that at least eight serenatas were heard that summer in

Rome.

17. Elena Povoledo, "Gian Lorenzo Bernini, 1 Elefante e i
Fuochi Artificiali," Riviste iteliana di wusicelogia X
(1973, 499, S01, S04,

18. Dbrd Mbs (Munich, Bavarian State Library). Cod. Ital.
192-198.

11



As can be seen in the foliowing extracts., the writers of
these vvisi display by their incessant sarcasm great
contempt for many of the social customs of Rome, including
that of the serenata. These avvisi neveritheless serve to
document a vigorous tradition of summertime open—air music

almost totally ignored by music historiograpby.

1.4.1 Roman Serenatas during the Summer of 1677
Rome, July 17, 1677

The beautiful serenatas, sweet playing and
singing., pertormed for the Prircess of Sonnino and
the Duchesses of Guadagnole and Acquasparta were
heard these evenings. Since dinner was also
served in honor of those great ladies, many,
hungry for lack of bread, went in those neocturnal
hours to get a bellyful.

Roma, 17 luglio 1677

8i sona sentits di queste sere le belle
sarenate fattesi alla Principessa di Sonnina, et
alle Duchesse di Guadagnolo, et Acquasgarta,
essandoli soavi suoni, e Canti, che si’ fescero in
honore di quelle gran Dame serviti anco per Cena
a mclti che digiuni per non haver pane andarono in
19

quelle hore notturne & farsene una panzata.

Rome., August 14, 14677

At the insistence of the French Ambassador., on
Thursday night Cardinal Maldachini had the
serenata, which had been given at the Villa
Strozzi for the thirteen ladies. repeated in honor
of the Princess of Sonnino [Cleria Colonnal, His
Excellency L[tne French Ambassador Frangois Amnibal
D*Estrées] having desirasd that they might honor

19. Dbrd Mbs, Cod. Ital. 192, fpols. S98v-599r.

v
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the merits of that most worthy lady.
Roma., 14 agosoto 1677

Ad Ipsist.enza dell’Ambas.ciatore di francia fu
dal Card.ingle Maldacchini Giovedi sera fatta
reiterare la serenata, che fu fatta alla Villa
Strozzi alle 13. Dame in honor della Principessa
di Sannino havendo S.«¢z Ecc.ellenza voluto [?7],
che si honorino 1i meriti di gqeella digniss.ina

20
Dama.

Rome, August 2B, 1677

On Sunday the Marchese of Castelforte had a
beautiful serenata performed for the
Contestabilessa Colonna which. however, had first
been performed for the beautiful Buratti, who in
this way has gotten hold of His Exceliency by the
tail, he having lost his head to that lady wha
enjoyed its first blossom.

Roma, 2B agosto 1477

Dom.erica il March.ese di Castelforte fece fare
una bella serenata al Contes.iabilessa Colonna,
con haverla perd per p.rima fatta fare alla bella
Buratti, che percid fi da sua Ecc.cllenza presa
per la coda havendo lasciato il capo a quella

21
Dama., che ne gcodestte del p.rimo fiore.

Rome, August 28, 1477

The Prince of Palestrina is having a serenata
prepared for performance tomorrow night for the
Spanish ambassador, it being playing and singing
fit for the Romans and foreigners who live at this
court that they may all idle away their time among
its harmonies.

20. Ibid., fol. &15v.

21. Ibid., fol. 6&Z20r-v.
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2]



Roma., 28 agosto 1677

11 Principe di Pelestrina si sta apparecchiando
per domani a sera psr fare una serenata & questo
Ambascigtore di Spagna, essendoli suoni, e Canti
& proposito per 1i Romani, e forestieri, che
dimorano in gquesta Corte potendo tra quelle
armenie andare tutti a cantare la

22

Gierometta. fIllustration 13
Rome, September 4, 1677

A great number of Romans and foreigners, with
little in their purses and less in their stomachs,
made their way to the Piazza di Spagna on Sunday
night to hear the excellent serenata that was to
be performed in the name of the Prince of
Palestrina for the Catholic Ambassador, but which
did not take place because of the sickness that
overcame Verdone, who was to harmonize with the
other singers; everyone went away to bed hungry.

Roma. 4 settembre 1577

Una buona parte de Romani, e forestieri con
poco in borsa, e menc in pancia Dom.enica notte si
incamino alla volta di Piazza di Spagna per
sentire la degna serenata si daoveva fare a nome
del FPrincipe di Pelestrina all’Ambas.ciatore
Cattolico che non essendosi fatta per il male
sopra gionse al Verdone che doveva armoneggiare
con altri musici, ne andaro tutti & letto

232
digiuni.

Rome, September 11, 1677

From the idleness of this court, which sleeps
with its hat on, some have awakened themselves
with the performances of serenatas, consideread
appropriate for ridding oneself of lethargy and
hunger: and on Sunday night., among the others, one

was performed for the Duchese of Guadagnolo
[Lucrezia Contil in the rame of the Genoese

22. Ibid.. fol. 6&23v.

2Z. Ibid., fol. 624v.



Illustratior. 1

Bvyiso di Renmze dated August 28, 1477

D Mbs (Munich, Bavarian State Library)., Cod. Ital. 192,

fol. &23v.
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