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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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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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resident™s wife. which pleased these devotees of
Apollo. :

The Marchese Corsini also prepared one which
after having been offered to the sea and the
earth——the above mentioned Duchess, to whom he
wanted to give it, not wishing to accept it--was
performed for the Marchessa Lancellotta, by whom
it was received as the most singular grace
bestowed by God.

The Prince of Palestrina, not having been able
to execute his that night in the Fiazza di Spagna
because the ambassador found himself involved in
affairs for Madrid, had it performed in his garden
at the Quattro Fontane with the Duchess of Modena,
the Princess of Rossano. and other ladies and
gentlemen in attendance to whom refreshments were
generously not given.

Roma, 11 settembre 1677

Nell ogzic di questa corte, che tutta
sta dormendo con il capo., si sono risvegliati
alcuni col fare delle serenate, stimate
appropasito per passare il sonno e la fame, &
Dom.epica sera tra le altre ne fu fatta una alla
Duchessa di Guadagrniolo & nome della Residentessa
di Genova. che sodisfece al gusto de Apollantici.

11 Marchese Corsini ne prepard anch’esso una,
che non essendosi voluta accettare dalla sud.detta
Duchassa, a chi voleva farla, dopo haverla offerta
al mare, et alla terra. la fd alla Marchessa
Lancellotta, dalla quale fU ricevuta per gra
singo.larissima qua Deus.

11 Principe di Pelestrina nan havendo potuto in
d.otta sera spacciara la sua in Piazza di Spagna
per ritrovarsi 1°Amb.esciztore intrigato ne afari
per Madrid, ia fece nel suo Giardino alle guattro
fontane con 1% intervento della Duchessa di Modena,
della Principessa di Rossano, et altre Dame, et
Cavaglieri, a quali non furono dati generosi

24
rinfreschi. LIllustration 23

24, I6id.. fol. 62%9v.
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Il1lustration 2

Avviso @i Roma dated September 11, 1677

D Mbs, Cod. Ital. 192, fol. 6Z%v.

18
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Rome, September 11, 1677

Finally, on Wednesday night the Princz of
Palestrina’s serenata was given in the Piaz:za di
Spagna with all the tranquillity that one could
desire. considering the disturbance occasioned Gy
a rash fellow who stabbed with his knife someone
nearby and as the fruit of his temerity received a
solemn, two-fisted drubbing., which he got from the
ambassador’®s servants.

Roma, 11 settembre 14677

fu finalm.ente mercordi sera fatta la serenata
del Principe di Pelestrina a fPiazza di Spagna con
tutta quiete che essendosi voluta intorbidare da
un temerario con una Coltellata, che diede ad un
suo vicino, ne riceve i1 frutto della sua
temerita con la solenne bastonatura fattaseii cda
o5

quelli dell’Amb.ascizéore a due mani.
Rome, September 18, 1677

The serenata that the Marchese Corsini had
perfarmed faor the Duchess of Acguasparta [Giacinta
Cesil having nothing good about it except its
beginning. with its middle and end caused the
audience to laose all desire to hear any more of
it., especially in these extraordinary times now
running rampant when Rome has nead neither of
music nor of song.

Roma. 18 settembre 1477

La serenata che dal Marchese Corsini fu fatta
fare alla Duchessa d’Aquasparta non havendo havuta
di buonc che il principio si fece con il mezzo, e
fine passar la voglia agli ascoltanti di sentirla
piu massimé ne tempi stravaganti che corrono, ne
quali Roma norn ha bisogna di Musica ne di

26
canzone.

2S. Ibid.. fol. &3Cr-v.

26. Ibid.. fol. &34v.



As mentioned above, these documents show that a tcotal of
eight serenatas were heard in Rome during the summer o+
1677, and it appears that two of them were repeated. It is
of interest to note that all but one were given in honor of
a prominent lady. The French Marquis Phillippe Emanuel de
Coulanges mentions Guadagnolo and Acguasparta in his
chansons which satirize the Roman court of the period
1689-71. Alessandirc Ademollao, who reprints several extracts
from these poems, identifies the Duchess of Gaudagnolo. born
a Colonna, as Lucrezia Conti. and the Duchess of

2
Acquasparta, born a Conti. as BGiacinta Cesi.h7 Cleria
Colonna, the Princess of Sonnino. born a Cesarini, was
married to Filippo Colonna, the younger brother of the Gran
2
Contestabile Lorenzo Onofrio lZ'Jr:slr:u'ma.-8

From the very beginning of his career, Alessandro

Scarlatti moved in this circle of aristocratic Romans.

27. Alessandro Ademollo, I Teaétri dJi Rema nel secolo
decinosetiimo (18883 rpt. Bologra: Forni, 196%9). pp-

242-43.

28. L[Abbé de Pageanli, #emoires des intrigues de 12 cour de
Rome, depuis l1°anpnée 1669, jusques en 1676 (Estienne
Michallet: Paris., 1677), pp. 68 ff. Ffompeo Litta. Femiglie
celebri italizpe (Milan: P.E. BGiusti, 18B19-83), dispensa 5,
tavola unica; dispensa 59, tavola XV.

b
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For example, the first printed librettb of his earliest
opera, &li Equivoci nel se»biante, was dedicated to Giacinta
Cesi.49 And in an as yet unpublished study of this opera,
Frank D" Accone calls attention to a Monsignore Cesi, the

secretary of the Ministry for the Propagation of the Faith,

who was one of this opera’s first sponsors.

Like the Cesi family., the Colonna were occasional patrons
of Alessandro Scarlatti. In Maples on August 2, 1488.
Cleria Colonna®s son. Giuliano, married Giocvanna
Vaendeneiden Picecolomini. An account cited in chapter I11
of this dissertation reports that an anonymous serenata was
heard on this occasion. A. Scarlatti may well have been its
composer. bGiovanna and Giuliano®s son Filippo Colonna
married Maria Luisa Caracciolo, the Princess of Santo Buono,
in Naples on- June 13, 1723. This occasion was marked by
the performance of thes serenata £rpinie, Alessandro
Scarlatti®s last known serenata. In addition to secular
serenatas, Alessandro is also known to have produced sacred
music under the patronage of the Colonna. An account cited
in chapter V of this dissertation drawn from the diary of

Francesco Valesio records one such occasion in 1703, In

29. Lorenz, op. cit., I, 18. BGiacinta’s first born,
Isabella, becaine the wife of Francesco Maria Ruspoli., an
important eighteenth-century patron of A. Scarlatti.

)
)



light of the above, one may wonder i1if the young Scarlatti
had a hand in any of the Roman serenatas of 1677. Scarlatti
is believed to have been living in Rome at this time. but
nothing is known of his activity as a musician before

1679. Until more information regarding these serenatas

comes to light they must remain anonymous.

1.4.2 The Political Function of the Serenata

At first glance such serenatas as those reported for the
summer of 1677 might appear simply as examples of
seventeenth-century gallantry. The fact that they are
reported in the diplomatic dispatches of the era., however,
points to an underlying political function. often difficult
to discern today. but of considerakle interest to the

society of the time.

The information reported in the avviso of August i4.
1677, cited a2bgve may serve as an example. Cardinal

Francesco Maldachini is reported among the “Faction des
Francios" in at least one contemporary dccument,uo and when
by order of the French Ambassador. Frangois Annibal

D’ Estrées, the cardinal repeated his serenata for the
Princess of Sonnino, contemporary observers would surely

Z0. [Abbé de Pageanl, op. cit.., p. 256.



have viewed this as a Bourbon initiative aimed at securing

the friendship of the powerful Colonna familvy.

The serenata prepared by the Prince of Palestrina, Don
Taddeo Barberini, in honor of the newly-arrived Spanish
Ambassador is the only serenata not offered a lady that
summer'."1 Originally scheduled for performance on the
evening of August 29, 1677, in the Piazza di Spagna, it was
cancelled when the singer "Verdone," probably the bass

32
Francesce Verdoni, toock ill.u~ I1ts subsequent performance
in the prince’s garden at the Quattro Fontane and finally in
the Piazza di Spagna on the evening of September B, 1677, is
conspicucusly mentioned {four times in the avvisi cited

above. Clearly, the political nature of this gesture on the

part of the Prince of Palestrina was widely appreciated.

Such conspicuogus entertainments organized in the
furtherance of both political and artistic goals had been
recognized since antiquity as a Roman phenomenon.-. During
the Barogue, when such displays were widely culiivated

throughout Europe and even Latin America., their association

Zl. Don Taddeo Rarberini was the nephew of Cardinal
Francesco Barberini. The Spanish Ambassador was the Marchese

del Carpio.

32. Concerning Francesco Verdoni see Hans Joachim Marx, “Die
Musik am Hotfe Pietro Kardinal Ottobonis unter Arcangelo
Corelli1,” Anelecte Musicologiz, S (1968), 177.
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with Roman culture was still recognized. Even the French
bore witness to this when, in an anonymous account praising
Louis XIV for an entertainment the king gave in the gardens
of Versailles, ﬁhe proverbial saying of a Roman captain was
cited as justification for this extravagance.

A Roman captain once said that it was no less
for a great man to know how to arrange well an
agreeable festival for his friends thnan to dispose
a fearsome army before his enemies. One therefore
sees that His Majesty conducts all his actions
with equal grandeur, and be it in peace or war, he
is wholly inimitable.

Un Capitaine Romain disoit autrefois, quil
n“estoit pas moins d’un grand homme de sgavoir
bien disposer un Festin agréable a ses amis. gque
de ranger une Armee redoutable & ses ennemis:
ainsi 1’on voit que Sa Majesté fait toutes ses
actions avec une grandeur égale, & que soit dans
la Paix, soit dans la Guerre, Elle =st par tout

33

inimitable.

0f this and other entertainments at the French court,
Heinz Kindermann writess:

All these performances of opera and ballet at
the court of Louis XIV were indeed to the highest
degree an exhibition of power, a reflectiocon of
political spheres of influence——diplomatic and, at
the same time, artistic events.

All diese Opern— und Ballett—-fufflhrungen am
Hof Ludwigs XIV. waren ja in héchstem Masse
Reprasentation der Macht. Spiegelung der

23. Relation de la feste de Versailles e 12. Juillet mil
5ix cens solixaentehuit (Imprimerie rovale: Paris, 1679,
p. 42.



politischen Einflusspharen, diplomatische
T4

Ereignisse-und kiinstlerische zugleich.

In a like manner the sersnatas performed in Italy during
this era served similar functions, both artistic and
political. Giovanni Mario Crescimbeni alludes to the
dipiomatic and political role assigned the serenata in
barogque Rome when he specifies “ambassadors and ather
princes and personages" as their sponsors and patrons. His
remarks, coming at the end of a paragraph devoted to the
cantata as a laiterary genre, recognize the serenata as a

specific type within the generic classification of cantata:

Nowadays when cantatas composed in this way are
presented at night for the public., they are called
serenatas; and we have heard many of them which
were given with great magnificence and splendor by
ambassadors and other princes and personages of
this great court.

Ora si fatte cantate. quando si mettono al
pubblico, soglion farsi di notte tempo, e si
dicono Serenate:; e molte ne abbiamo ascoltate, che
sono state fatte con somma magnificenza, e
splendore da gli Ambasciadori, e da altri IS
Principi, e Fersonaggi di guesta gran Corte.

Writing a decade later, Francesco Saverigo Guadrio alludes
to the ocrasional nature of the baroque serenata. He
confirms the fact that the amorous serenata of an earlier

34. Heinz Kindermann., Thegtergeschichte Europas,IV (Otto
Muller: Salzburg., 1961), p. 47.

IS. Giovanni Mario Crescimbeni, L7 Istoria delle velgar
poesia (Venice: Larenzo Basegio, 1731), I, Z0C.



pericd had by his time evolved into a more broadly conceive

evening’s entertainment:

Gottfried Walter reminds his reader that the term serernate

should only be applied to compositiaons performed "meist bei

Like Crescimbeni and Quadrio,

Sometimes compositions of this kind are also
called serenatas (from the serenity of the night)
when they are given in public a2t night, which not
infrequently takes place on special occasions,
chiefly those involving great personages, at which
they customarily are sung at night with
magnificence and splendor. And this name has naow
become proper for these cantatas since in earlier
times one meant by it nothing but an ordered piece
sung precisely during the calm of night below the
window or at the door of the beloved.

Le medesime Composizioni sogliano anche
Serenate nominarsi talvolta dal Sereno delie
Nottis; quando in tempo notturno si mettono in
pubblico: il che non di rado avviene per occasione
massimamente di gran parsonaggi, a gquale con
magnificenza., e splendore si sogliono di notte
tempo cantare. E questo nome si & fatto omai
proprio di gueste Cantate: poicheé ne’ tempi
passati con esso non s’intendeva, che un
Compcniments regolato. cantato appunto al Seren
della Notte sotto la finestra, o in sulla porta

&

dell® Innamaorata.

36.

Francesco Saverio Quadrio,

d’ogni poesia (Milan: Francesco Agnelli, 1742), vol. 1I1.

pt.

Tz

11, p. 33Z.

the German theorist Johann

Della storia e della ragione

<4
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still und angenehmer Nacht" (usually during a quiet,
37
pleasant night). Johann Mattheson also mentions this in

hhis detailed description of the barogue serenata. He

disapproves of the fact that during his lifetime this term

was being applied to occasional cantatas not performed at
night nor associated with an amorcdus emotional state or

occasion.

1.4.3 Johann Mattheson®s Definition of the Serenata

0f secularx vocal pieces outside the theater,
the serenata or night music (for one or more
voices, always with instruments) has deserved
superiority.

*I remember that certain night music is
performed in Lubeck during Christmas season
in the church, since in such cases serenatas
are included also in the sacred style, being
a2bout a child to whom the entire world is
indebted for gentleness and love.

Nowhere can one batter hear such a serenata than
on the water during calm weather, for there one
can use various instruments (such as trumpets,
drums, horns. etc.) with their full strength which
would sound too violent and deafening in a room.

The chief characteristic of the serenata must
always be tenderness, Ia tendresse. 1 say the
chief characteristic, for in this genre there are
also very many marginal circumstances. Cantatas,
each in its own way, employ various emotions and
passions, only one however at a time, and present

37. Johann Gottfried Walter, "Serenata," Musikalisches
Lexikon oder musikalishce Bibliothek 1732, ed. Richard
Schaal, Documenta Musicolagica, 3 (Kassel: Barenreiter,
1933, p. S56S.



them in a narrative. story—-telling fashion.
Serenatas as a whole, however, require primarily
nothing but tender, strong love, by which the poet
must be guided if he desires to apprehend their
correct nature. There must be no melody so small
nor piece so large that a chief mark of
distinction does not assuredly prevail before and
above others in it, clearly distinguishing it from
the others. Otherwise it means little or

nothing.

Gooordinaly, it runs counter to the very nature
of the serenata if one makes use of it, so to
speak, outside its own element (I refer to the
affection) at congratulatory celebrations,
official pageantry., graduation ceremonies, etc.
Political and military occasions are alien to its
nature, for the night is not connected with
anything else in such tender intimacy as with love
and sleep. The other occasions are served by
oratorios and aubades and all kinds of morning
music, and have as special chairacteristics some
splendid, bombastic and rousing traits which would
hardly be appropriate for tenderness and secret
stirrings of the heart. Thus an oratorio needs
more voices, while a solo singer or a pair of
voices suffices for a serenata, which is again a
goad feature.

Unter den weltlichenx Vocal-Sachen hat
ausserhalb des Schau-Flatzes billig den Vorzuag

Die Serenata a Voce sola,

oder Abend-Musik di piu Voci,
sempre con Stromenti

XEs fallt mir ein, dass =zu Lubeck die
Weinacht-Zeit gewisse Abend-Musik in der
Kirche gemacht werden: da denn solchen Falis
die Serenaten auch mit zur geistlichen
Schreib-Art gehéren, und von einem Kind
handeln. dem die ganze Welt Zartlichkeit und

Liebe schuldig ist.

Nirgend lasst sich eine solche Serenata besser
hoeren, als auf dem Wasser bei stillem Wetter: denn
da kan man allerhand Instrumente ip ibrer Stérke
dabei gebrauchen die in einem Zimmer zu heftig und

)
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iibertaubend klingen wirden, als da sind Traompeten,
Paucken, Waldhdrner u.

Der Serenaten Haupt—-Eigenschafft muss allemahl
die Zartlichkeit, la tendresse, sein. Ich sage
die Haupt-Eigenschafft: denn es gibt dieser
Bbattung noch sehr viele Neben-Umstande. Die
Cantaten nehmen., jede fur sich, allerhand Regungen
und Leidenschafften an; doch nur eine zur Zeit,
und stellen dieselbe auf eine historische Art,
Erzehlungs-Weis=e, vor. Die Serenaten hergegen
wollen alle mit einander vornehmlich vor nichts
anders, als von zartlicher und starcker Liebe, als
der Poet, bei denselben darnach richten., wenn er
ihr rechtes Wesen treffen will. Es ist keine
Melodie so klein, und kein Stick s gross, ein
gewisses Haupt-Abzeichen muss vor andern, und uber
andre darin herrschen, und sie van den ibrigen
deutlich unterscheiden: sonst heisst es wenig oder

nichts.

Es laufft demnach wieder die eigentliche Natur
der Serenata, wenn man sich ihrer, so zu reden,
ausser ihrem Element (ich meine den Affect) bei
Glickwiinschungen, affentlichen Gepriangen,
Beforderungen auf hohen Schulen u.s.w. bedienen
will. Staats— und Regiments-Sachen sind ihr
fremd: denn die Nacht ist keinem Dingen mit
solcher innigen Freundschafft zugethan, als der
Liebe und dem Schlaf. Jenen Handeln dienen die
Oratorien wund Aubaden oder Morgen—-Musiken
allerhand Art, und fthren eine prachtige
hochtrabende ermunternde Eigenschafft, in
weltlichen Materien zum besondern Abzeichen, die
sich zur Zartlichkeit und geheimen Regung des
Hertzens schlecht reimet. Derowegen haben auch
die Dratorien mehr Stimmen néthigs; da es hergegen
bei den Serenaten gar wol ein Solo, oder nur ein
Paar Sanger bestellen kdnnen: welches ein

38
abermahliges gut Abzeichen ist.

38. Johann Mattheson, Der vollkommene Capellmeister I739.
ed. Margarete Reimann, Documenta Musicologica, S (Kassel:
Rarenreiter, 1934). pp. 216-17.
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Mattheson’s discussion of the serenata is the most
detailed written by any seventeenth- or eighteenth-century
theorist, vet it is not without its faults. Love and
tenderness may well have been the chief characteristics of

the amorous serenata below a lady®s balcony., and in fact
they are prominent in the two-voice serenatas of Alessandro
Scarlatti, but Mattheson’s observation that these qualities
wera the hallmark of all such works is not confirmed by
historical evidence. Mattheson himself is known to have
composed a number of serenatas, and at lesast one of them.
Rie Froblockende Thepwse, appears to contradict his own

assertion as to the.nature of this genre.

Die frobhlockende Themse was performed in Hamburg in 1714
in cel=bration of the coronation of George I as King of
England. Beekman C. Cannon reprints the title page of the
libretto for this serenata and adds that, although the score
is lost, fouwr soloists represented Die Thewse, Der Ocean,
Hybernia, and Das Gluecke. Choruses'representing Die
Fluss-Nymphen, Die Tritonen, Die Land-Nywphen, and Die
Lustbarkeiten accompanied the sclcists.aq This serenata,

undoubtedly of a bombastic and adulatory nature, is

I?. Beekman C. Cannon, Jokapn Matthescon: Spectator Iin Music
(New Haven: Yale University Press, 1947), p. 1S%.
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precisely the sort of work to which Mattheson the theorist
objected. Clearly much of Mattheson®s writing as a theorist

ics of a prescriptive rather than descriptive nature.

1.4.4 The Instrumental Component of the Ser=nata

Mattheson™s assertion that the baroque serenata is always
40

accompanied by instruments appears to be generally valid.
This use of instruments appears to be a direct legacy of the
renaissance serenata and furnishes a link between it and the
larger occasional serenata of the Baroque. Michael
Praetorius mentions the serenata of the late Renaissance as
follows in his definition of the word ritornello:

= = « the word riternello is construed as
follows by the Italians: if in the evening one
promenades in the street or, as it is called at
universities, gassaten gebht, a serenade ar
evensong (referred to in the first part) may be
sung with two, three, or more voices, followed by
some music performed on a aguintern, lute,
chitarrone, theorbo, or other instruments. Then
again a stanza or verse of the serenade is sung,
followed again by auintern or theorbos; and in this
way singing and playing alternate by turns.

- -~ <-das wort Ritornello von den Italianern
dahin gedeutet und verstanden: wenn man des Abends
auff der Gassen Spazieren/oder wie es auff
Universitetten genennet wird/Gassaten g=het: do
erstlich ein Serenaitz oder Abends bBesang (davon im
ersten Theil meldung geschehen) mit zwo/drei wnd
mehr Stimmen gesungen/darauff alsbald auff einer

40. Serenatas like the two for solo voice by Alessandro
Scarlatti mentioned above on page 9 are rare in this period.



Quintern, Lauten/Chitarron., Theorba oder andern
Instrumcniten etwas darzwischen Musiciret und
gespielet; Alsdann wiederumb ein Geses oder
Verslin von der Sererne#a gesungen/darauff abermahl
mit der &Zuintern aoder Theorbz respondiret, und
also eins umb ander abgewechselt gesungen und

41
geklungen wird.

Praetorius goes aon to suggest that this same sort of
vocal procedure be used when music is heard at social
gatherings, which suggests that the "bangquets of nablemen
and other joyful gatherings" of his day were the
predecessors of the occasions served by the baroque

serenatas

One can proceed in a similar manner when trying
to arrange some good music for banquets of
noblemen and other joyful gatherings. Thus after
one has had two or mcre boys——or other voices,
such as alto, tenor =nd bass (which 1 call Voces
Concertatae)~-sing along with a harpsichord, regal
or a similar fundamental instrument, one
immediately begins to play something else with
lute, pandoras, Geigen, cornetts., trombones. and
the like, with instruments alone and no voices.

Also und dergestalt kan man es mit anordnung
einer guten Musik vor grosser Herrn Taffel oder
bei andsrn frdlichen Converiibus auch
halten/dass/wenn man zween oder mehr Knaben/oder
auch andere Rlt: Tenor: end Bass: Vocal-Stimmen
{(so van mir Veoces Concertatae genennet werden) zu
ein Clavecymbel . Regal oder dergleichen fundament
Instrement hat singen iassen/aiso bald mit
Lauten/Bandorn, Geigen/Zincken/Posaunen und

41. Michael Praetorius. Syntagpe Husicuew 111, ed. Willibald
Gurlitt, Documenta Musicologia., 15 (16193 rpt. Kassel:
Barenreiter, 1958)., p. 128.

-
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dergleichen/etwas anders ohne Vocal-Stimmen/allein
42
mit Insiremenien zu Musiciren anfange.

1.4.5 Aquatic Settings for the Serenata

There is ample evidence to support Mattheson®s assertion
that serenatas performed “on the water during calm weather”
were highly regarded during the Baroque. The libretto cited
above on page 8 documenting a 1665 performance on the Grand
Canal, Venice, begins with the following recitative sung by

Venus with which she sets the scene:

Now that the trembling waters, wearied.
seem to glide with slow

steps, silently, in peaceful calm.,
bearing me upon their surface;

Now that the rotating stars

shine, serene and clear., as if it

were day from the vault of night.

Hor, chin placida calma.

Tenendomi su ~1 dorso.

Par. che 17 acgue tremante

Stanche con lento pié scorrin tacendos
Hor che gl’astri rotanti

Nel volto della notte

Splendaono al par del di sereni, e chiari.

This serenata, the score of which is evidently lost.
probably resembled Alessandro Stradella’s I! Baercheggio. a

4z
serenata given at Genoa in 1681. As the title suggests,

——— s e et S e o e

42. Praetorius, op. cit., p. 130.

4%. Cf. Jander, "Alessandro Stradella and His Minor Dramatic
Works,"” pp. 130-31.



Il Barcheggioc was performed from some sort of barge or
skiff. Besides the basso continuo. two violins, a trumpet,

and a trombone to double the continuo line accompanied the

L=

three soloists representiﬁg Neptune (bass). Anfitrite

{soprano), and Proteus (contralto).

At Rome serenatas were also occasionally heard on the
water. During the brief pontificate of Alexander VIII
(October 4., 1689 - February 1, 16%1) the Pope’s nephew
Cardinal Pietro Ottoboni planned but never executed an
acquatic festival on the Tiber. 1In L’Istoria della volgar
poesia Crescimbeni describes it as follows in a chapter

entitled "Delle Feste musicali, e delle Cantate, a2

Serenate”:

Rome has witnessed not a few of them: and a
marvelously splendid and.ingenious one should have
Laen seen on the Tiber during the glorious
paontificate of Pope Alexander VIII if it had not
been cancelled because of the too early vacancy
which befell the papal seat. It was sponsared and
invented by the very generous Cardinal Dttoboni,
nephew of that Pontiff:; and it was prepared in a
large armed galley within which were represented a
lady and a cavalier vovyaging for pleasure. And
after a very sweet sinfonia they sang of love,
when suddenly their galley was assaulted by a
galley of Corsairs, and in the thick of the battle
between them the peaceful sinfonia was transformed
into one of war serving for the combat and
accompanying, in a way no longer heard, the
frequent firing of cannons and other similar
instruments of war until, the noise having
saomewhat abated Candl the ferocity of the Corsairs
having been conquered by the beauty of the lady,
the festival ended with a very charming and noble
serenata.

0



Non poche ne vide anche Roma; ed una
maravigliosamente splendida, ed ingegnosa dovevano
vadere sopra Tevere nel gloriosoc Pontificato di
Papa Alessandro V111, se non fusse stata
frastornata dalla vacanza della Sede Pontificia,
che troppo per tempo sopravvenne. Ella fu
promossa, e ritrovata dal generaosissimo Cardinale
Ottoboni Nipote di quel Pontefice; ed era disposta
in una gran Galea armata., entro la quale
fingevasi, che gissero a diporto una Dama, ed un
Cavaliere; e dapo soavissima sinfonia cantassero
d”amore: quando all improvviso veniva la Galea
investita da una Fusta di Corsari, e tramendue
attaccatasi zuffa, la sinfonia di placida si
volgeva in guerriera, servendo al combattimento, e
accompagnando in non piﬁ udita maniera un
frequente sparo di pezzi, e d7altri simili
strumenti da guerra: finché racquetatosi algquanto
il romore, dalla bellezza delia Dama vinta la
ferocia del Corsaro, si terminava la festa con una

34
molto vaga, 2 nobile s=renata.

Acquatic serenatas can also be documented north of the
Ailps during the Baroque. An engraving showing the 1699
performance of Giovanni Bononcini®s serenata L7fuleo
festeggiante is reproduced in the £nciclopediae dellc
spettacolo.4s It shows an elaborate ocutdoor theater erected
in the garden of the Favorita Palace near Vienna. The six

singers on stage were separated from the audience by a pool

of water, which served to reflect the sound.

Johann David Heirichan®s Sercnata fatéa sella £1ba is

44, Crescimbeni, L’Istoriae della volgar poesiz, 1, 29S.

45. Emilia Zanetti, "Pononcini. Giovanni BRattista,”
Enciclopedia dello spettacolio 1I, cols. 791-92.



another example of such a work. Given near Dresden on

September 18, 1719, as part of the wedding festivities for

the Prince Elector of Saxony, it was performed in

canjunction with a hunt along the shores of the river Elbe

rocidaed over by the goddess Diana. After the court had

been seated under a canopy on the right shore of the Elbe:

« « « the gold- and silver—-painted vessel,

constructed as if it were Diana®s carriage and
pulled by four sea horses, came down the Elbe,

on

which were found the goddess Diana with her four
nymphs, Climene, Dafne, Niese. and Alcippe, along

with the roval musical chapel, all dressed in
clothing of green laurel, and wha sang with a

variety of instruments an Italian cantata entitied

Diana suer 17Eib2 Lsici. . . ¥When this was
finished, not only Diana., but also the entire
musical chapel proceeded to come ashore . . .
where they all witnessed the hunt.

- = « kam das vergolte und versilberte Schiff,
so als der Diana Wagon erbaut und von vier Wasser
Pferden gezogen wurde, die Elbe herunter, worauff
sich die Géttin DPiana mit ihren Nimphen, als der

Climene, Dafne, Niese und Alcippe, nebenst der
Koniglichen Capell Musique, die alle in grinen

Daffnen Kleidern gekleidet waren; eine

Italienische Cantate, Diana sur 1°Elba betittult
unter allerhand Instrumenten . . . sangen. Als
diese varbey, begaben sich sowhol Diana mit ihren
Nimphen als auch die samtl. Capelle Musigue an

das Land . . . allwo sie der Jdagd mit zusahen.

44

An engraving shawing Diana®s carriage landing on the

shore of the Elbe was preserved in the Stzetliche

e g e e . e e e

46. Irmgard Becker-Glauch, PRie Bedeutung der Busik
Dresdener Hoffeste (Kassel: Barenreiter, 1915), p.
This i1s a quotation from a contemporary account of
festival.

fuer die
1G6.
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Kupferstichkabinett, Dresden, and has been reproduced in a
47

number of modern studies. It appears remarkably similar

to the descriptions of several acquatic carri trionfali upon

which serenatas were performed near Naples during the 14670s

and 80s mentioned an a later chapter of this study.

1.5 Similarities between the Serenata _and the Oratorio

The fact that there is little evidence to document the
performance of serenatas in opera houses during the
seventeenth and early eighteenth centuries confirms
Mattheson®s classification of the seremcta as a musical
genre performed “outside the theater.” Like oratorios,
serenatas were sometimes given in elaborately decorated
temporary structures often called teaéri in contemporary
accounts. The manner of perfarming oratorios and serernatas
during the Baroque. however, differed fundamentally from

that of opersx.

47. Most recently in George J. Buelow, Thoroegh-Bass
Accompanizdent according to Johann BPavid Heipichen (Berkeley:
tniversity of California Press., 1266), plate 1.

(A
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Ursula Kirkendale correctly states that "not a single
43

oratorio in Italy before 1730 was acted.” And similarly,
there ic little evidernce that acting or stage movement was
normally employed in the performance of large occasional

cantatas or serenatas. Charles Burney confirms this when he

writes:

Cantatas of considerable length, accompanied by
a numerous band are usually performed in Italy on
great occasions of festivity: as the
reconciliation of princes after long disunion, or
the arrival of great personages in the capital of
state . . . But these differ essentially from what
is usually meant by cantata or monologue for a
single voice, consisting of short recitatives, and
two or three airs at most: as they are oczasional
poems in which several singers are empioyeds: but
though in dialogue, they are performed, like 49
oratorios, without change of scene, or action.

I.S.I_Refreshments at the Performances of Oratorics and

Serenatas

It is curious to note that the oratorio and serenata, two
musical genres of very different origir.,, show many

similarities by the early eighteenth century. Conceived

-

during the =ariy and middle years of the seventeenth century

e e o e i e e s e it

48. Ursula Kirkendale, "The Ruspoli Documents on Handel,"
Journal of the American Musicological Society, 20 (1967),

p. 235. note 44.

49. Charles Burney, A Seneral fistory cof Music (1789)., ed.
Frank Mercer {(New York: Harcourt, Brace, 1935), 1I. 60&-7.
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for performance in Roman praysr halls. oratorios were often
constructed in two parts sop that they might frame a sermon.
When given in Roman palaces shortly after 1700, however, the
sermon was no longer retained and the break between the
prima parte and parte secenda served as an intermission at
which various refreshments were served. Such a performance
is recorded in the travel diary of Friedrich Armand Freiherr
von Uffentach, who describes the performance of Antonio
Caldara’s RAbisa: at the Palazzo Ruspoli f(Via del Corsa),

Rome, on March 31, 1715:

« -« « in the evening, however, was the weekly
concert at Prince Ruspoli®s palace which. because
ot the great amount he expends every year on it,
is the best here; and, since he gladly sees every
foreigner and aliows him to enter without an
intraoduction, we went together there and were led
through a great number of excellently furnished
rooms to a gigantically large and long gallery in
which there was no lack of incomparable paintinrgs
and silverware as in the entire house. "Everything
was most brilliantly lighted, and on both sides of
the entire gallery chairs were arranged for the
audience, although a place above was kept free for
the singers where a great number of virtuosi
arranged themselves in front of which sat three
female singers next to a little cestrzto belonging
to Ambassador ballas; they then gave in this form
a splendid concert or so-called ocratorio which was
quite charming and convinced me that I had heard
nothing of such perfection in my entire life . . .
About half way through the music they then paused,
and guantities of liguors. iced drinks.
confection, and coffee were carried around and
presented to everyone.

-~ =« «» abends aber war das wochentliche grosse
concert in des principe Raospoli [sicl pallast so
wegen seiner vielen unkosten, die er jahrlich
drauf wendet das beste aiheir isi, und weil er

40



gern sieht und ;edem frembden ohne introduction
erlaubt hinzukommen, so fuhren wir mit ein ander
dahin und wurden durch eine grosse zahl
furtrefflich meublierter zimmer gefihrt biss in
ein ungeheuer grosse und lange gallerie in der es
gleich wie in dem ganz hauss an unvergleichlichen
gemalden und silberwerke nicht fehlt, alles war
aufs prachtigste illuminirt und zu beyden seiten
der ganzen gallerie stuhle vor die zundrer
gesezet, oben aber der plaz fir die musique frey
gelassen, alwo eine grosse anzahl Virtuossen sich
rengirten und drey Sangerinnen nebst einem kleinen
castraden., dem ambassador bGallas gehdrig forn an
sassen, die denn ein dergestaltig furtreffliches
concert oder sc genantes oratorium machten, dass
ganz entziuckt wurde und Uberzeugt war., dass der
gleichen in solcher perfection mein lebtag nicht
gehdért hatte; . . . ohngefahr in der helffte der
musique machten sie eine pause und da wurden
liqueurs, gefrohrne sachen, confect. und caffeé in
gueantitat herumb getragen und jedermann

S0

presentirt.

This is precisely the same arrangement often folliowed at
the performance of a contemporary serenata, although. uniike
an oratorio, a serenata would normally be performed outdoors
during the summer months. For example, Giovanni Bononcini®s

serenalta Sacrificiec e Uenere was performed in the Piazza dei

s e e . s et e e

S0. From a document cited by Ursula Kirkendale., #riconio
Caldaras: Sein Leben und Seine Uenezianisch-Roemischen
Oratoriern (Graz: Hermann Béhlaus, 1766). p. 74.
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SS. Apostoli, Rome, on August 28, 1714, in celebration of
51

the Empress Elisabeth Christine®s birthday. Al though a

score has never been located, a libretto of the serenata

bears the title:

SACRIFICID/A VENERE/SERENATA./Fatta cantare nel
felicissimo Giorno Natalizio/DELLA S.C.R.C.M./

DELL-AUBUSTISSIMA IMPERATRICE/ELISABRETTA/

CRISTINAR/Dal1’I2lustriss. ed Eccellentiss. 5ig./11 SIG.

CONTE/GIO. VINCISLAG/DI GALLASSO /Ambasciador LCesarso,
e Cattolico in Roma./Pgesia del. Signor Faoclo Antonio
Roll1i Accademico Quirino./In Napoli, per Camillo

Cavalli. 1714/Con licenza de” Superiori.

In addition to this libretto, the Imperial Ambassador had

an account printed of the festivities he sponsored in
celebration of the birthday and nameday of the Empress in

1714, It bears the title:

RELAZIONI/Della sontucsa Festa celebrata nel

felicissimo giorno Natalizio/DELiA/SACRA CESAREAR REAL
CATTGLICR MARESTAR” /D ELISABETTA CHRISTINA/IMFERADRICE/E
nel giorno Festivo del Glorioso NOME/DELLA/SACRA

S1. €f. Lowell Lindgren, "A Bibliographic Scrutiny of

Dramatic Works Set by Giovanni and His Brother Antonio Maria

Bononcini,” (Ph.D. Dissertation, Harvard University, 1972),
I, 149-50, I1I, 839-40.

»
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CESAREA REAL. CATTOLICA MAESTA® /DI CARLO
SESTO/IMPERADORE/E TERZO RE®™ CATTOLICO/

DALL* /Z1lustrissino ed Eccellentissimo Signor
Conte/GIOVANNI VINCISLAO/DI CGALLASSO/Ambasciador

Cesareocattolico in Roma. [At the bottom of the final
pagel] IN ROMA, Per Paolo Komarek al Caorso 1/14. Cer

licenza de” Superiori.

This account, much of which is reproduced as Appendix IV
to this dissertation, describes as follows the refreshments
served between parts one arnd two of I! Sacrificic a Yenere:

The copies of the serenata perfectly printed in
folio having been distributed by His Excellency®s
gentlemen and pages at two hours of night tao all
the guests as well as to all the noble and
bourgeois ladies in the Piazza [dei S55. Apostelil
who remained in their parked carriages, the grand
sinfonia was begun, followed by the singing. In
the meantime, Domenico Tasi, steward. of Our Lord
li.2., the Fopel and of the Most Excellent Count
[Johann Wenzel Gallasl, prepared the #irst grand
refreshment in order that it might be distributed
halfway through the serenata. Early that day
sixty—five butlers from the courts of Rome with
their subordinates began to wark from morning
until night in the garden of the Palazzo
LOdescalchil. which, since there was no other
place., was sheltered +rom the sun by a large tent,
an 3= many tvpes of iced drinks as their
profession was atle to supply. The singing having
been stopped by applause from everyone at the
second chorus of the serenata, His Excellency®s
gentlemen and pages began to distribute the
refreshments to all the nobility in the ioggia and
apartment withcut regard for the precedence of
their various rankss; the remainder of the
refreshments were at the same time distributed by
four gentlemen preceded by the Aiduchi and
fullicwed by one hundred bearers of cups brim full



of cool drinks to all those who were in their
carriages. From the select quality, delicacy of
taste. and abundance of the iced ligquors., one must
conclude that for the entire day the numerous
officials had not ceased in their work under the
very skilled supervision of Domenico Tosi, an
official worthy of the generosity aof the Most
Excellent Count. During this time His Excesllsncy
walked with a bearing of great gentility. now to
one, now to another part of the grand loggia. and
there he conversed a short while with thase ladies
and cardinals who had favored him and whom he had
brought teo spend the evening with him in order to
display his special gifts and share with them his
pleasure. The first refreshment having ended. the
remainder of the serenata began with a repetition
of the second chorus . . .

1.5.2 Two Sacred Works which resemble Serenatas

Since an oratorio is most characteristically the setting
of sacred or devotional subject matter normally intended to
be performed indoors during Lent, while a serenata is a
secular, occcasional cantata usually performed outdoors
during the summer, it is ordinarily easy to distinguish
between the two types. 0Occasionally., however, works are

encountered which exhibit elements of both genres.

1.5.2.1 Alessandro Scarlatti’s Oratorio I! Regro di Haria

Al essandro Scarlatti®s I! Regno di Maria assunta in cielo
is an oratoripo which displays a number of characteristics
typical of the serenata. According tc documents reproduced

below 1n Appendix V, it was first perfcrmed in Rome at an



accademia in the Cancelleria on Tuesday night, August 18,
1705. Later that month it was given with much magnificence

out—of—daocrs in the courtvzrd of the Cancelleria on the

evenings of August 23 and 24.

As befitting a work offered in praise of the Virgin,
Cardinal Pietro Ottoboni’s text for Il Regrno di Mzria is
essentially devoticnal. As is the case with many serenata
texts., however, the text of II Regno di Maria abounds with
references to immediate political events. The third
document reproduced in Appendix V describes it as containing
"many words alluding to the present emergencies of war,” and
at its open—air performances on August 23 and 24, 1705, it
bare many of the outward trappings of a serenata in nhonor of

a worldly personage.

Appendix V contains several accounts of tha elaborate
temporary stage built on this occasion in the courtyard of
the Cancelleria. Upon it four singers and an orchestra of
from eighty to one hundred strings, trumpets, and other
instruments under the direction of Arcangelo Corelli were
seated. Great sums were spent to decorate and to illuminate
the courtyard and for the refreshments served the noble
audience. In addition to the aristocracy, who witnessed the
performance of Il Regno di Maria from their carriages in the

courtyard or from the loggias and windows of the



Cancelleria, a vast throng of commoners gathered in front of
the palace to catch a glimpse of this spectacle, the place,
time, and setting of which closely resembled that of a

secul ar serenata.

1.5.2.2 Biovanni Battista Costanzi®s Rocwea gicliva

Sixteen years later, on the evening of August 14, 1721,
Cardinal Ottoboni had Giovanni Battista Costanzi®s cantata
Rom®e giulive periormed under somewhat similar conditions.
Like IZ Regno di Mariz, Rome giuliva was a pious work for
the Assumption of the Virgin which. nevertheless, closely
resembled a serenata. The performance of Roma gieliva
alongside the Canecelleria in the Via del Pellegrino is
described as follows in the printed Gazette de France:

Rome, August 19, 1721

The entire palace [i.e.. the Cancellerial was
illuminated. Forty—-two voices and a hundred and
fourteen instrumentalists performed a concert
during which was sung a cantata composed by this
Cardinal [Dttobonil entitled Rowe joyous at the
Elevation of bher very Holy Pastor, Prince and
Citirern. After the concert a firework display
representing the temple of Minerva and the four
continents, who come here to offer their
sacrifices, was ignited. (September 13, 1721)

De Rome, le 19 Acust 1721

Tout le Palais estoit illiuminé: guarante-deux
voix & cent quatorze simphonistes executerent un
Concert dans lequel on chanta une Cantate de 1la
composition de ce Cardinal gui estoit intitulde:
Rowe joyeuse pour l°Exzlitation de sop tres Szint

464



Sasteur Prince & Citoyen. Apreés le Concert, on
tira un feu d artifice dont la decorationr
representoit le Temple de Minerve & les quatre
parties du monde qui vy venoient faire leurs
of frandes. (1% Septembre 1721)

Although the Gazette de France ssems to suggest that

Cardinal Ottoboni compaosed the text of Roma gidliva, a

printed libretto kzaring the following title names Gaetano

Lemer as its author:

ROMA GIULIVA/NELL’ESRLTATZIGNE/DEL SUO SS.MD
PASTORE/PRINCIPE, E CITTADINO./CONPONIRENTO/DEL SIGNOR
ABATE GAETANO LEMER/Pe la Serz della solita Celebrita
de’ I5. Rgosto/nella Yiz del Pellegrino./FECE LA
MUSICA/IL SIG. GIOVAN BATISTA COSTANZI ROMANO./
EPrinter®s devicel/IN ROMA, MDCCXXI./Per &ntomio de’
Rossi nella st::da del/Seminario Romano./Con licenza
de” Saperiori.d~
Between pages VIII and IX of the libretto there appears
an engraving shaowing the firework display designed by the
Cavaliere Domenico Gregorini erected in the Piazza della
Cancelleria as well as the two stages {(Palchi per Iz
nitzta) at gach side cof the Via del Pellearino upon which

S2. I Rvat (Rome. Vatican Library). Barberini JJJ.I1X.47(S.
This large cantata, unreported in the work—-lists for
Costanzi, begins with a chorus "Saffidi pure al Mare in
mezzo al verno." The libretto clearly displays a number of
Cardinal Ottoboni®s heraldic devices.
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were situated the nume! ous singers and instrumentalists.

LIllustration 31

The two occasions celebrated by this cantata are clearly
named on the title page of the above libretto: the Festival
of the Assumption of the Virgin (12 sclite Celebrita de” 15.
Agosto) and the elevation of Innocent XIII, the Roman
Michelangelo Conti, to the papacy (L ESALTAZIGNE DREL SUU
SS.M0 PASTORE PRINCIPE, £ CITTADING). A good example of how
the poet is able to reconcile these two seemingly unrelated
events and unite them into a quasi-—dramatic whele is found
on page XI of the libretto, when Africa sings the following

recitative and aria:

({Recit.)

THE MASNANIMOUS SPANIARD

took welcome revenge for the outrages done me;
and while he hastens

to pull down from his throne the usurping Moor,
I wish to be an observer, .

oh Rome., of vour celebrations now that
INNOCENCE and mercy are seen enthroned in you.

(Arial
With a light of friendship:
the chaste
voung Virgin,
pure and beauteous,
came at last to rule and reign.
After thousands and thousands of afflictions,
vou, oh Rome, may enjoy
clear days, gentle breezes.
With etc.

48



Illustration 3

Engraving from the libretto ROMA GIULIVA

1 Rvat (Raome, Vatican Library), Barberini JJJ.IX.47(5.

49



A e ST R e
' . VLR i il e
" : Y
P i

—~ o

Cportalicn
C

Fulap Pamewrncr scwlp Fome )

r Lo Gdlztaw.

s R,
"R

va della Gancc/laria

s.

G

(¥
2

0 % crale
[
IR

.5

It'/lllhl [ 4
&N

(’%’lal Crv
o rsen

Drmen Lassher i,

@

*w, A".

J .
Z

o]
['p]

S T ST T T
——— . _ LA S S [ ls.:r__.:;_.



(Recii.;

IL. MAGNANIMO ISPANO

Fe degl®oltraggi miei grata vendetta:s

E mentre, ch™ei s®affretta

11 Mauro usurpator di trar dal Soglio,
Spettatrice esser voglio.

0 Roma, de” tuoi fasti, or che si vede
Ch” INNOCENZA, e pietade ha in te la Sede.

(Aria)

Venne pur con luce amica
La pudica
Verginella
Pura, e bella
A dar legge., ed a regnar.

Dopo mille affanni, = mille,
Chiari giorni, aure tranquille
Potrai., Roma, respirar.

Venne &c.

FPerhaps becawuse of this dual nature. one aspect of which
is pious, devotional, doctrinal, and appropriate for setting
as én gratocrio. while the other i1s occasional, contemporary,
congratulatory, and thoroughly serenata-l1ike, the libretto
of Rome giuliva bears only the non-specific term

componimento (composition) on its title page.

This simiiarity sometimes ocbserved between the texts of
oratorios and of the many secular musical entertainments of
the seventeenth and early eighteenth centwies was noted by
the literary critic and historian Francesco Saverio Suadrio.

0f the latter he writes disparagingly:

Wwe have in another place already touched upon
these musical festivals which were the antecedents
of dramas [i.e.,. operasl]; and they bore this name
because on occasions of happiness at festivals and
diversions it was the custom to sing. in this



guice with come dramatic poetry, an introduction
and accompaniment to spectacles, mock—combats,
tourneys, jousts, ballets, and other sinmilar
things of which more need not be said. Nor is
there any need to waste time in [a considerationl
of their style since all that which we have said
concerning oratorios would require repetition
here, these dramatic festivals not differing from
oratorios except that the latter have for their
argument sacred subjects whersas the former treat
of worldly matters.

Noi abbiamo gia altrove toccato i1
cominciamento di gqueste Feste Musicali, che fecero
a Drammi la vias; e cosi s®appellarcna, perché per
occasione di qualche allegrezza., con festa, e
giuochi si solevana cantare, facendo a guesta
guisa con qualche melodrammatica poesia
introduzione, e accompagnamentc a spettacoli,
armeggiamenti, tornei. giostre, balletti, e altre
simile cose: onde qui non occorre piﬁ dirne.

Ne meno quanto al loro artifizio e uopo di
perdervi tempo: perciocch& quanto abbiamo detto
degli Oratorj. tutto gqui intender si dee
replicato: non essendo gqueste Feste Drammatiche
dagli Oratorj diverse, eccetto che questi hanno
per argomento suggetti sacri, dove quelle intorno
S
a cose profane si versanc.

As a literary and musical genre. the serenata finds its
place among these secular festivals which in style closely
resemble that of oratorios. Librettos for serenatas, when
published, often bear such descriptive labels as faveoletita
dramatica, @pplauso genetliaco, festeggic armonico, or festa
teatrale on their title pages. The generic musical terms

cantate or serenata are almost always those found on the

surviving scores. RAs in oratorios, ballets, and other

5%. Quadrio, op. cit., vol. 111, pt. II., pp. SO0O-1.

w
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quasi-dramatic compositions of the era, allegorical
characters are often encountered, although pastoral or
mythological figures as well as the personification of
places; rivers, or ather natural objects are also common.
Since serenatas are Jay nature occasional, their plots ar=
often designed as an encomium to the person being honored or
constructed so as to end with one. The dimensions of a
serenata may vary greatly. Alessandro Scarlatti®s largest
serenata La Virtd negli amori required six soloists as well
as a cheorus and orchestra. In length it approaches that o+
contemporary opera. Dther sersnatas. such as those
mentioned above on page 9, are virtually indistinguisable

from chamber cantatas a voce sola.
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Chapter 2

The Early Years in Rome and Naples

1671 - 1687

The serenata lDiane ed Endimione has bezan long regarded as
Alessandro Scarlatti®s earliest known compasition in this
genre. In his pioneering biography of Scarlatti. Edward
Dent suggested that it was probably composed in Rome before
Scarlatti®s move to Naples 1late in 14683, "as it is in the
careful manner of his earliest operas, with airs on the
smallest possible scale, and accompaniments finished with a
delicacy for which he had no time at Naples."d4 Following
Dent’s lead, Domenico de® Paoli speculated that it may have
been written for Scarlatti®s first major patfcn in Rome,

S5 .
GQueen Christine of Sweden.

S4. Edward J. Dent, RlIessandro Scarlatti, preftace and
additional notes by Frank Walker (1905: rpt. London: Edward
Arnold, 1960), p. 68.

SS. Domenico de” Paoli, "Diana ed Endimione di Alessandro
Scarlatti.” L2 Rassegra susicale. XIII (1940), 1346-46.



2.1 Serenatas_{for_ GQueen Christine_of Sweden

There can be little doubt that Christine witnessed many
serenatas during the years of her Roman residency.
Christian Gottfried Fraickenstein, the anonvinous author of
the Histoire des intrigues galantes de la reive Christine de
Suede, assures us of this when he writes:

Finally the queen returned to Rome for the
third time Con November 22, 16681, never to lesve
again. She arrived during the pontificate of
Clement IX, of which one might say that it was the
golden age of our century, just as the pontificate
of Innocent XI was the age of iron. In effect,
under the reign of the Rospigliosi., the court of
Rome became so magnificent that it surpassed all
others in splendor and elegance. New spectacles
were seen there every day: sometimes the zntry of
an ambassadcr. at other times the promotion of
cardinals, today a festival, tomorrnw a cavalcades
one entertainment was faollowed by another.
Ordinarily mornings were given to devoticn and to
business. After the [eveningl meal, which was
usually large and served with extraordinary
propriety (for French customs were coming into
vogue) . one went to comedies and operas where
there were astonishing machines, or one heard a
serenade compased of excellent music intermingled
with concerts and a charming symphony.

La Reine revint snfin pour la 3. fois a Rome,
pour n’en plus scrtir. Elle y arrive sous le
Pontificat de Clement IX., qu’on peut dire avoir
ate l’SgE d’or de notre Siecle. comme le
Pontificat d’ Innocent XI, en a &té l’ége de fer.
En effet sous le regne des Rospigliosi, la Cour de
Rome devint si magnifique, qu’elle surpassoit
toutes les autres en splendeur, % en galanterie.
On v voyoit tous les jours des spectacles

)]
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nouveaux , tantot une promotion de Cardinaux,
au jourdhuy une féte, demain une Cavalcade: les
divertissemens se succiédoient les uns aux autres,
on donnoit ordinairement le matin a4 la devotion., %
aux affaires, aprés le repas qui etoit d’ordinare
abondant % servi d’une propreté extraordinaire
(car on commengoit a traiter a la Frangoise Lsic3)
on alloit & la Comedia, & a 1°Cpera, ou il y avoit
des machines surprenantes, ou bien on entendoit
une serenade composée d’une excellente
musique, meél ée de concerts, & dune simphonie

S6

charmante.

2.1.1 Carnival, 1666

A set of weekly intelligence reports or 2vvisi by the
Genoese s=gent in Rome. Ferdinando Raggi, for a six—-year

period ending in March, 1669, is preserved in the Archivio
S7
di Stato., Genoa. One of these 2vvisi furnished Achille

Neri with the foiiowing account of a serenata given for
GBueen Christine during the carnival of 166é6:

= = « on the last evening of carnival Cardinal
Albizi "had a serenata nerformed on a cart” for
her; but because at that moment "the 5211 of the
Gesu calling the fathers to end the Forty Hours
devotion rang and interfered with the hearing of
the vaoices, word was sent telling them to cease
the ringing."

« =« = 1’ultima sera di carnivale le "fece fare

S56. [Christian Gottfried Franckensteinl, Histoire des
Iintrigues galantes de la reine Lhriziine de Suede et de sa
cour, pendant son sejoir & Rowe (Amsterdam: Jan Henri,
1697), pp. S7-9B8.

S7. Lettere Ministri, Roma, mazzi 28-33, according to
Achille MNeri., Costumarnze ¢ sollazzi (Genoa: R. Istituto
Sordo-Muti, 1883)., pp. 48 ff.



sopra un carro una serenata”:; ma perché in guasto

mentre "la campana del Gesl sonava., chiamando 1li

padri a levare le quarant”haore, et impediva che

non si sentissero bene le voci, 1li fu mandato a
S8

dire che cessassero di sonare®.

Perhaps Cardinal Albizi’s serenata resembled Alessandro
Stradells’s "Qual prodigio & ch’io miri," a serenata
believed to have been performed in Rome ca. 1673 from two
coaches.s9 A number of other serenatas will be cited in the
course of this dissertation which were performed from
coaches or other similar vehicles. Most of these, hcowever,
differed from Cardimal Albizi’s serenata in that they were
heard during the summer months. It is clear that musicians
often performed from carnival carts during the seventeenth
century, but little is known about the specific wofks
employed during this season. Perhaps they resembied the
canti carnascialeschi of the Renaissance. Most of the
serenatas or large cantatas heard outdoors at Rome during

the Barogue were limited by custom and weather to the warmer

months of July, August and September.

S8. Ibid.. p. 20.

S9. Published in Friedrich Chrysander, #andel’s Horks:
Supplement IIi {Leipzig, 188%F).
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.1.2 August, 1670

The performance of another serenata in Christine’s honor
is recorded in the Bpologie ou les veritables »émoires de
Madame la Connesitaeble de Colonnz Maria Mancini, a work
attributed by some in part, by others entirely, tc the
French pamphleteer Gabriel de Brémond (Saint-—-Brémond):

A little later I wished tc give a concert of
music for the Queen of Sweden., to entertain this
princess and at the same time to occupy ner active
state of mind which takes extreme pleasure not
only in her own occupations, but in finding ways
for others to spend their time. At that time my
sister and brother shared all their thoughts with
each other, and it seemed that they had formed a
league agairist me, neither of them coming to see
me. Nevertheless, I did not fail to have them
invited to my concert; and the music, which was
applauded by everyone, was ridiculed by my
brother, who even said that the voices and airs
were the most pitiable in the world and the
symphony worse yet. My sister said not a word,
but by her grimaces she as much as applauded this
so cruel censure which put me in such a rage that
we became completely estranged.

Peu de temps aprés, j’eus envie de donner un
concert de musique a la reine de Suéde, pour
régaler cette princesse, et cccuper en méme temps
san humeur z2gissante, qui prend un plaisir extréme
non seulement a faire toujours quelque chose, mais
3 donner de l1’occupation aux autres. Ma soeur et
mon frere vivaient alors dassez bonne
inteliligence ensemble, et il semblait gqu’ils ;
avaient fait une ligue contre moi, affectant meme
17un et 1’autre de ne me venir pas voir. Je ne
laissai pas néanmoins de les convier a mon
concert; et la musique ayant éte applaudie de tout
le monde, fut railleée par mon frére jusgu’a dire
que les voix et les airs étaient les choses du
monde ies plus pitoyables et la symphonie encore



pis. Ma soeur ne disait mot, mais par ses
grimaces elle applaudissait assez a une si cruelle
censures ce qui me mit tellement en colére que

&0

a P
nous rompimes entiérement.

According to Alberto Tametti, Maria Mancini gave this
b1
serenata in August, 14670. It is of interest to note that
both Saint~Brémond ana Franckenstein mention the

instrumental as well as the vocal component of the serenata,

recalling Mattheson®s characterization of it as "“sempre con

Straomenti."

2.2 Gueen Christine and the Raman_Accadewia

Besides witnessing serenatas in her honor, Christine
actively organized numerous musical performances during her
long sojourn in Rome. Soon after her arrival there she
began to hold meetings to which the leading intellectuals
and artists of the day were invited. Literary or scientific
issuss were discussed at these accaedemie, the first of which
was held on Jdanuary 24, 1656. Music played a role at these

60. [Gabriel de Brémondl., Rpolegie o« les veritables
wémoires de Madame la Connestable de Colonnae Mariz Mancini,
ed. Gérard Dascot (Paris: Mercure de France., 1936), p. 143.

61. Alberto Cametti, "Christina di Svezia: L arte musicale e
gli spettacoli teatrali in Roma,” Nuovae antologic di
iettere, scienze ed arti, series V (Sept.-Oct., 19113,

p. 64%9.



gatherings almost from the beginning. Her third meeting
included a semi-theatrical concert in which actors
representing Night preceded by the Twelve Hours with torches

in hand made an entrance accompanied by four Stars. Night

sang and the four Stars perfcormed a dance described as a
6=
canaric.

The articles or Copstituzioni dell”Academiz Reale, drawn
up in 1674 to govern these meetings, specify in some detail

the role of music:

Every accademia will begin with a sinfonia,
after which the first part of the musical
entertainment destined for that day’s accadewmia
will be sung. This first part finished. the
academic reading will be given, after which the
second part of the composition will be sung:; and
in this way it will end with music just as it
began.

wWhen the entertainment is not to be divided
into two parts, one will begin as usual with the
sinfonia. and in such a case it will be followed
by the reading.

Ogn’ Accademia comincera con una sinfonia, dopao
la gquale si cantera la prima parte del
componimento musicale, destinato per 17Accademia
di quel giorno: Finita questa prima parte_, =i
fara la lezzione Accademica, doppo la quale si
cantera ia seconda parte della compasizione. e
cosi finera zon la musica, come principiod.

6z. Galeazzo Gualdo Priorato, #istoria della Sacra Real
Maesta di Christina Alessandra Regina di Svetia (Rome,
1656), pp. 2BI ff., cited by Per Bjurstrom. fFezst and
Theaire in Queen Christina’s Rowe, Analecta Reginensia III
(Stockholm, 1946&), p. 88.

&0



Quando il Componimento non fara diviso in
due partis si comincera pure con la sinfonia, ed
in tal caso si leggera parimentz dopo la
&3
sinfonia.

The practice described abeove of beginning an academic
meeting with an instrumental sinfonia followed by a two-part
cantata framing a reading closely parallels the practice
established earlier in the oratories of Rome. It seems very
likely that the musical oratorio served as the model for the
cantatas performed at academic gatherings just as it did for
the two-part serenata. Scores for cantatas performed at
such learned gatherir.>., often bore the expression per
l17accademia or accadewia as part of their titie, and by the

end of the seventeenth century the term eccademia, like

serenata and oratorio, was being used to designate a musical

genre.

These mestings instituted by Christine were continued by
her colleagues after her death, and in this way the Arcadian

society was founded. Crescimbeni recalls that it met every

Z. [J. Arckenholtzl, Mémoires concernant Christine, reirne
de Suede, pour servir d’éclaircissetegt a 1 histoire de son
regne et principlement de sa vie privee. . . (Amsterdam and

Leipzig: Pierre Mortier, 1760), 1V, 3I0-31.

61



vear from May 1 to October 7 in the garden of one of its
aristocratic patron’s villas.64 During the warm summer
months these meetings surely took place during the evening,
and whether the cantata perfaormed at such a gathering was
identified as a sercnata or accademiz was of little

significance. When used as generic musical terms in such

cases the two words were virtually synonymous.

Like many of her fellow academicians, Christine harbored
literary ambitions. bOn at least one occasion she atfempted

to writs th

text of & serenata, the moti+t of which was

M

taken from the section "In morte di Laura” of Fetrarch®s

canzona VII. All that remains, or perhaps was ever

64. Giovanni Mario Crescimbeni. "Breve notizia dello stato
antico. e moderno dell”adunanza degli Arcadi pubblicata
1’anno 1712 e =« " in L Istoria della volgar poesia

(Venice: Lorenzo Basegio, 17313, V1, 308.



completed, are three versions of a scenaria for this
65
serenata. Sven Stoipe has published a version of

Christine’s scenario in Italian, which he regards as

&6
definitive. The following is a translation of the

beginning of it which contains a summary of the plot and the

basic elements of Christine’s serenata:s

2.3.1 The Tale of Clori and Damone

Serenata for five veices, twa sopranos, a
contralto, tenor. and bass, accompanied by the
customary instruments and sirfonie.

While enjoving the silence and cocl air of a
beautiful and tranquil night on a balcony., Clori
and Damone sing a dialogue full of tenderness and
love, giving voice to their amorous passions for
2ach other. Together they lament their misfortune
WhiChh S5 Ooften cruellily divides them and interposes
so many difficult obstacles to their happiness.

While engaged in these affections., they hear
from aft3r a sinfonie which interrupts them.

After the sinfornia. three voices sing together,
the tenor of which says that to live happily one
must rather flee from Love.

The contralto responds that in order to live
happily together one must follow Love.

The bass says that Love. like death., cannot be
gscaped, that he who flees him i1s wise, but that

65. Montpellier, Bibliothéque de la Faculté de Médecine.
vol. XIII, fols. 12-22, and Paris, Bibliothégque Nationale,
Fonds frangais. nouv. acg. 620:.

“~ptim s

&b6. Sven Stolpe, LKristipa-Studier {(Uppsalia: Aligquist &
Wiksells boktryckeri, 1959). pp. 204—-208.



he whS is not captursd and vanQuished by him is
fortunate, that one does rnot lcve by choice but by
fate; and together they argus akbout this topic
until they are interrupted by ancther sinfonia.
after which Clori and Damone engage in another
dialogue, singing at times simul taneously. at
times pathetically alone. They let it be known
that the serenata has filled them with doubts and
suspicions, but that, nevertheless, these are
required of lovers and not offensive to them, and
they finish by thanking Love for all that he bas
made them suffer and enjoy. They are astonished
that Love, that god so extolled. of whom everyone
speaks and writes, should be so little understood
in the world. With these reflections they thank
him again for having wounded them with so noble a
dart, for having inflamed them with such a
beauteous love, for havina revealed to them alone
his most hidden and precious mysteries. unknown to
the common herd; and they boast that of those
enjoying the kingdom of Love, none have suffered
cr desired as much as they.

While this is happening. the bass enters into
their ensemble and in a recitative rejoices
further in the happiness with which Love blesses
tnose whom he deigns to make felicitous, and on
this subject the two sopranos and bass sing.

After this the three voices sing again in
unanimity L[to the sentiments abovel. and then
another sinfonia is played, and finally a
five-voice madrigal. the most tender and pathetic
the composer can create., ends the work.

A photagraphic reproduction of part of this scenario was
displayed at an exhibition of Christine memorabilia at the
Nationalmuseum, Stockholm, in 1986. The authors of the
catalogue for this exhibitior describe the scznario as

e« « « a musical pastoral about Cloris and

Damone with a discussion on the nature of love.
An exercise in a style claiming at more natural

64



rassicon than the
67
stylisatiaon of the preceding period (marinism).
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It has been asserted that Christine intended Alessandro

Guidi to write the poetry and Alessandro Scarlatti the music
68

for the tale of Clori and Damone. No evidence in sunnort

of this assertion, however, has come to light.

If the tale of Clori and Damone was never set by
Scariatti, indeed, even if it was never trans-<ormed into a
finished libretto, it nevertheless exhibits many typical
characteristics of the serenata in the second half of the
seventezenth century. The open—air satting on 2 balcony at
night conforms to the oldest renaissance tradition of the
serenata. The fact that Christine conceived her serenata as
a dramatic work., however, betrays the influence of the
seicento. The plot., revolving around the two lovers®™ fears
and doubts, is exiguous and soon leads into a dispute
concerning the nature aof love. In this way an academic
argument has cleveriy been transformed into the text of a
cantata. Such a work would have been perfectly appropriate

for performance at an accademil, and perhaps Christine had

&7. Christinpas Queer of Sweden--a Personality of European
Civilization, Nationalmusei Utst3llningskatalog 305
(Stockholm: Nationalmuseum, 1966), p. 394.

6B. C. Bildt., "Kristina och teatern i Rom," 0Ord och Hild, VI
(18975, p. 238.



just this in mind. The prominent use of instruments called
for by Christine in her scenario again attests to the fact
that instruments were regarded as an essential element of
the barogue serenata. It 1s of interest to note that a
sinfonpia heard from a%ar (da lontane) much like the one
prescribed by Christine is found in A. Scarlatti®s serenata
Erminia, a work written approximately forty years after

Christine’s scenario.

2.3.2 Alessandro buidi’s L Endimione

Alessandro Guidi, the poet mentioned above, came to Rome
in 1683 and was in Christine®s service until her death in
1689. He collaborated with her in writiné a five act drama,
L’Endiaione.69 There can be little doubt that this taxt was
intended to be set to music, but, like the tale of Clori and

Damone, it corresponds te no known work by A. Scarlatti and

should riot be confused with any of this composer®s extant

saerenatas.

69. Poesie d*ARlessandro Guidi (Verona: Giovan Alberto
Tumermani. 1726}, pp. 213-262.
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2.3.3 Bernardo Pasquini’s Accademia per musica

During the vears she spent in Rome., Christine must have
served as the patron for many sersnatas and large cantatas
in addition to the works mentioned above. Probably the opest
known o¥ these is Bernardo Pasquini’s setting of Alessandro
Guidi’s RAccadewmia per ®»usica, a work given several times by
the Queen ZJuring February 14687 to celebrate the coronation
of James I1 as King of England. The five voices which sang
this work are reported to have been acceompanied by an
orchestra of one hundred and fifty strings under the
direction cf'Ar:angeln Corelli. Although the score of this
work is not known to have survived, an inventory of the
Queen’s property left after her death has been brought to
light by Per Bjurstrém, who believes that it contains
information relative to the performance of Pasguini’s
cantata. The Accademia per nusica was evidently heard in a
room of the Palazzo Riario measuring 24 x 10 meters. The
singers and instrumentalists were situated in a "teatro”
consisting of a seven—-tiered podium separated by a

70
balustrade from the rest of the chamber.

70. Per Bjurstroém, feast and Theatre in Queen Christine’s
Rome (Stockholm: Nationalmusei, 1966). pp. B89, 103, 131-32.
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2.3.4 August, 1685

Pasquini’s Accademia per musica in 1687 was not the first
large cantata given by Christine in honor of the catholic
James I1I. The printzd Garzetéa Jdi Napoli records as follows
the performance of an anonymous serenata in Rome on the
feast of Saint Lawrence, August 10, 1685S:

Rome. August 14, 1485

- « « On the feast of Saint Lawrence, Her
Majesty the Queen of Sweden, having had platforms
for the audience built here, had performed a
serenata wishing happiness for the King of
England.

Roma, 14. Agosto 1685
« = - La Maesta della Regina di Svezia per la
festa di San Lorenzo fece fare la serenata sopra

la felicita del Re d’Inghilterra, facendos:i: qui 11
palchi per 1°uditori.

2.3.5 Summer, 1688

In a later, enlarged edition of his above-cited work,
Christian Gottfried Franckenstein records the performance of
another anonymous serenata sponsarecd by Christine. Evidently
this serenata was heard in Rome during the summer of 1688,
the last of Christine™s lifetime:

During the time when the queen had united her
interests with those of the French Ambassador. the
Marquis de Lavardin, . . . Barbon persuaded the
queen to give a serenata in spite of the annovyance

she had suffered from the Pontiff, all the more
since the fine weather allowed it. Airs and

&9



recitatives requiring the accompaniment of choirs
of instruments were sung; the most famous
musicians of Rome took part along with two of the
queen’s best female singers, la Giorgina or
Angelique, and Mariouche or Marote, the daughter
of Barbon and iLandini. An amphithrater was erected
in a little jasmine garden belonging to the
Marquis Delmonte’s apartment which opened on the
street facing the queen’s palace. Such
preparations had never been seern before, for a
great number of platforms for the ladies were
erected from which Barbon did not fail to shaow off
the beautiful Riga. and upon which he had a loge
for her and her friends built. Several rehearsals
were also given in the queen’s great hall. the
last of which was extraordinary because of the
types of instruments and fine voices, the
ililuminations equaling the symphony in charm.

Dans le tems que la Reine s’unissoit
d?’interests avec le Marquis de Lavardin
Ambassadeur de France, . . . le Barbon persuada
3 la Reine de faire une serenade en depit des
chagrins qu’elle recevoit du pontife, d”autant
plus que la belle saison le permettoit. On fit
des couplets de chanson, & des recits qu’on devoit
chanter, avec des coeurs d’instrumens: les plus
fameux musiciens de Rome furent de la partie, avec
deux des meilleures chanteuses de la Reine, la
Giorgine, ou Angelique, % Mariouche, ou Marote,
fille du Barbon % de la Landini. On dressa un
amphitheatre dans un petit Jardin de Jasmin, de
17 appartement du Marquis Delmonte, qui donnoit sur
la rue, xis—a—vis le Palais de la Feine. On n’a
jamais vu tant d’apprests. car on fit .
quantitée d°échafauts pour les Dames, ou le Barbon
ne menqua L[sicl pas de mettre en vile la belle,
Riga, & de faire construire une loge pour elle &
ses amis: on fit aussi plusieurs répetitions dans
le grand Salon de la Reine, dont le dernier fut
extraordinaire par cette sorte d’instrumens., % de

6%



belles voixs, les Illuminacicns respondoient a la
71

Simphonie, qui étoit charmante.

2.4 _Alessandra_Scarlatti’s Serenata_Zfizpa_ed_Endimione

The evidence presented above, although by no means a
comprehensive survey of (GQlueen Christine®s activity as a
patron of music in Rome, clearly indicates that she was
involved in the performance of many serenatas. No specific
evidence, however, has as yet come to iight which would link
her name to Alessandro Scarlatti’s serenata Piarae ed

Endinmione.

Whether or not Queen Christine commissioned this work,
there is good reason to suspect that Scarlatti wrote it for
a patron in Rome. While no serenata written by Scarlatti
for a Neapolitan patron before 1696 is known to be extant,
at least three scores for Diane ed Endiwmione have
survived.7é The fact that one or perhaps two of these

scares are today in France suggests that Scarlatti may have

71. [Christian Gottfried Franckensteinl. Mewmoires des
Iintrigues politiques et galantes de 1a re2ine Christine de
Suede et de sa cour: dépuis sont [sic? abdications, &
pendant sorn sé&jour 3 Rowe (Liege: J. Francois Broncart.
1710, 11, 47-49.

72. The sources for Alessandrao Scarlatti®s serenatas are
listed in Appendix I.
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composed this work for a French patron in Rome.

If this should prove true, Pianz2 ed Endiwmione may have
beén the serenata given under the auspices of the French
Ambassador Frangois Annibal D*Estrées for the visiting
Duchess of Nivers in 1679. In an as yet unpublished study
of Scarlatti®s opera 611 Equiveci nel sembiante, Frank
D Accone cites documents showing that on the evening of July
18, 1679, the French Ambassador had this opera performed in
the Palazzo Farnese at an entertainment for the Duchess, the
wife of Cardinal Mazarin®s nephew Filippo Mancini. On the
following evening, Wednesday, July 19, 15679, the same
ambassador had a very beautiful serenata performed in the
courtyard af the Palazzo Reospigliosi. Al avviso in the

Vatican Library describes it as:

- « » a very large concert of instrumentalists
and singers for the said lady with a greEat crowd
of ladies and cavaliers in attendance.

- - « un grandissimo concerto d instrumenti e
musici a detta Signora con gran concorso di dame e
73 :
cavallieri.
The same avviso mentions that Cardinal Maldachino planned
a serenata for the enjoyment of the Duchess of Nivers on the
evening of July 21, 167%. Because the cardinal wished to

73. 1 Rvat Barb. Lat. 4420 fol. 260v. I am grateful to
Prof. Frank D Accone for this and the following two extracts
from this collection of avvisi di Roma.
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have either Francesco Maria Fede or Giuseppe Fede. bath
sopranas in the Sistipe chapel, take part in this
performance, it was evidently prohibited by order of

Innocent XI:

Cardinal Maldachino . . . had a very beautiful
and magnificent serenata prepared for the Duchess
of Nivers last night, but because he was unable to
obtain permission for Fede to sing in it, since
the Pope does not wish chapel singers to profane
their voices, he [the Cardinall was extremely
maortified not only at seeing his intention
thwarted, but also because the above—mentioned
Duchess left this mornirg.

J1 Cardinale Maldachino . . . haveva fatto
preparare una bellissima e Magnifica Serenata per
nieri sera alla Duchessa di Nivers ma per non
haver potuto haver licenza che vi cantasse il
Musico Fede per non voler il Papa, che i Musici di
Cappella profanino le loro voci & restato
mortificato all ultimo segno s1 per vedere delusi
i suoi pensieri come per esser partita quesca

74
mattina la cenata Duchessa.

From another avvisec it is learned that thanks to Don
Taddeo Barberini, the Frince of Palestrina. Rome witnessed

at least one other serenata that summer:

On Sunday evening 3 beautiful serenata with
more than forty divers instruments was given by
the Prince of Palestrina for a gr=at crowd of
noble young ladies and other people, and on
Wednesday evening it was repeated by the Harchese
Astalli. If in this city one does not find some
solace at night, one would surely die of
melancholy.

74. Ibid., fol. 257r-v.
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Domenica sera dal Signore Principe di

Felestrina una bellissima Serenata con p1u di 40

stromenti diversi con gran concorso di Dame.

Pedine e d’altra gente concorso (7] e mercocrdi

sera fu replicata dal Signore March” Astalli e

veramente se in questa citta non si prendette

qualche sollievo la notte si morirebbe di

7S
malinconia.
it is unfortunate that none of the avvisi extracts cited

above clearly identifies the serenata in question. No
reference to the occasion upon which Piane ed Endimiope was
first performed can be found on the title pages of its
surviving scores. nor does its text betray any clue to its
origin. Although the circumstances leading to its
composition and first performance rem2in a mystery, the

accounts cited above should furnish some idea of the Roman

milieuw in which it was probably conceived.

.5_The Marchese_del Carpio: Patron_gf Muosic in Rome and

N

1z

aples

In late 1683 Alessandro Scarlatti was brought to Naples
by Don Gaspar de Haro e Guzman, the Marchese del Carpio. who
had assumed the office of Spanish Viceroy of Naples in
SJanuary of that year. Like many of his predecessors and

75. ibid., fol. ZS0r.



successors. del Carpio had held the post of Spanish
Ambassador in Rome before his appointment as Viceroy of
Naples. Thus he had witnessed the young Scarlatti’s
earliest Roman triumphs: at least four operas, four
oratorios (only one of which is known to be extant), and an

uncertain number of cantatas and sacred compositions.

Wnile in Rome del Carpio could not have failed to note
the political and diplomatic advantages to be gained through
the extravagant and conspicuous patronage of the arts then
customarily practiced by the princely families and
ambassadors residing in the Eternal City. In fact, he
quickly assimilated this Roman tradition and came to play an
important role as patron of the arts soon after his arrival
there in 1677. Later, as Viceroy of Naples, del Carpio
continued the same lavish and politically inspired patronage

of music in Naples that had characterized his tenure in

3
a

Rome. He and his predecessors furnish a concretez 1:iaK
betwzen many of ths musical practices promoted by the
Viceregal court of Naples and the Roman traditions which

served as their models.

2.5.1 Summertime Music and Spectacle in Rome

In Rome conspicuous public entertainments were organized

by del Carpioc on Saint Anne’s day (July 26) for the nameday
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celebration of the Gueen Mother, Marianna of Austria. and on
the feast of Saint Louis (August 25), the nameday of Charles
11°s first wife, Maria Luisa ot Orléans. the GQueen of
Spain. The festivities in the Piazza di Spagna during the
summer of 1681 were probably the most elaborate organized by
del Carpio during his tenure in Rome and are described in
the avvisi di Roma at Munich as follows:

Rome, August Z, 1681

On Saturday night [July 263 for the birthday
Lsic] of the Queen Mother of Spain, the Catholic
Ambassador had the entire facade of the Palazzo
fdi Spagnal illuminated with burning torches, and
in thz square [in front of it] he had a musical
serenata and instrumental pieces [performedl and
gifts and precious refreshments distributed to
some aof the noble dignitaries and ladies who heard
it,

Roma, 2 agosto 1681

I1 S.:igror Ambasc.zatore Cattolico per il
giorno natalizio delia Req.ipa madre di Spagn.ea
sabato sera fece illuminare tutta la facciata del
Palazzo del Re con torce accese a fare nella
Piazza di essa una serenata in musica ed sinfonie,
e distributioni de regali e pretiosi rinfreschi ad

76

alcuni Titulari, e Dame che furono =z sentirla.
Rome, August 30, 1681

On the morning of the 25th the Sacred College
attended chapel in [the Church of3 S. Luigi dei
Francesi.

Since the Queen of Spain bears the name of the

saint named above., on the following evening the
Catholic Ambassador had the windows of the houses

76. D Mbs, Cod. Ital. 193, fol. 1S8r.
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all along the Piazza [di Spagnal illuminated, ard
fin it]l he placed very beautiful crystal
chandeliers and firework displays representing
towers, lions, and lilies; and in front aof the
royal Palazzo [di Spagnal a large and sumptuous
platform was erected with the name of that same
queen above it and a crown, completely
illuminated, at its summit. On the said platform
there was a beautiful orchestra of sixty
instrumentalists, and the goddesses Fame, Peace.
and the river Tiber sang various arias in praise
of the same queen for a very great crowd of
people, naobles, and ladies. to whom precious
raefreshments were given as well as a banquet that
marning for a great number of prelates and
cavaliers . . .

Roma. 30 agosto 1681

I1 Sacro Collegio la mattipa delli 25 tenne
Capp.e/la in S. Luigi de francesi.

Portando il nome di de¢fo Santo 1la Regina sposa
di Spagn.a L Ambasciztore Catt.oclico fece la sera
seg. ¢ente 1lluminare le fenestre delle Case, et
porre quantita di Candalabri di Cristalli molto
vaghi et fuochi di artificio rappresentanti Torri
Leoni e 6igli per lungo tutta la Piazza del
Palazzo Regio avanti il quale era eretta una
grande, e sontuosa ringhiera corn sopra il nome
rappresentante della Med.esima Reg.ira, et in Cima
una gran Corona tutta illuminata, et in d.etta
ringhiera fu belliss.i»o Concerto di Sinfonie cor
60 Instrumenti et cantate varie ariette di dea
Fama Pace, & fiume Tebro in lode della med.esima
Reg.ina cor grandiss.i®»o concorso di FPopolao,
Nobilta, e Dame alla quzle si diede pretiosi
rinfreschi oltre il banchetto dato 1a mattina a
gran n.u®»ero di Prelati, e Cav.alieri . .
77
. £Illustration 41

According to the published catalogue of the archive and

library attached to the Spanish Embassy to the Vatican

— ey e s e o e e

77. Ibid., fol. 169r.
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I1lustration 4

Avviso i Noma dated August 30, 1681

D Mbs, Ccd. ital. 1923, fol. 16%9r.
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located in the Palazzo di Spagna, Rome, the Marchese del

Carpio commissioned an official account of the festivities
78

in honor of Gueen Maria Luisa in 1681. Until 1953 this
anonymous account and all the historical documents of the
Spanish Embassy were preserved in Rome. In that year the
archival materials prior to 1850 were transferred to the-
Archivo del Ministerio de Asuntos Exteriores, Falacio de
Santa Cruz. Madrid. Before their transfer to Madrid,
however, these documents were photographed and can today be
consulted on microfilm in the Palazzo li Spagna, Rome. The

text of the document in question reads in part:

A display of Rovyal Magnificence presented in
Rome by the Catholic Ambassador faor the happy
birthday [sicl celebrztion of Her Majesty the new
Bueen of Spain in the vear 168l1.

Your Lordship knows very well that among the
maost precious treasures of which man has need is
included time, the segments of which, however
minuscule, are of a value comparable to particlies
of diamands or gcid. Therefore it is hoped that
with the refinement of ycur prudence you will have
the goodness to reflect that it is not suitable
that I--who have little of it [timel, heedless of
my advancing age and the paosition as an
ecclesiastic which 1 bear——employ it [timel
uselessly by participating frequently in the
assemblies of those who pursue novelty in order to
beg for material to satiate with delight the
curiosity of others. Thus I confess, in any case,
that your last letter caused me some surprise

78. Fr. José M. Pou y Martl, Archivo de 1a Embajada de
Espaba . . . Indice Analitico de los Codices de 1z
Biblioteca contigua al Archivo (Rome: Palacio de Espana,
1925) ., p. 86.
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(although Your Lordship has made use of me many
times in this regard) wherein you summon me
without scruple to your service. pricking me with
vour pen to stimulate me that I gratify you
principally in sending you s precise and complete
account of how the Most Excellent Marchese del
Carpio., Ambassador of His Catholic Majesty.
celeprated here with pomp and royal magnificence
in every most splendid way thne happy birthday of
the new Queen of Spain. 1 cannot, nor should I,
deny that the account of so famous a celabration
is very desirable and deserves to be published by
approving voices. but I must aiso inform you that
the constraints of time do not permit me the
pleasure of describing fully to ysu the many and
grandiose firework displays or the excellence of
the many choruses of singers who., united with an
orchestra of seventy and more musical instruments,
performed a most sweet serenata during the gyaiet
of night in the theater situated above the gate of
the raoyal residence [i.e., the Palazzo di Spagnal
or the most noble apparatus beautifully
constructed of crimson damask trimmed with gold
which was seen on the facade of His Excellency’s
palace where there were continucus precious
refreshments in abuncance for the enjoyment of all
present, who also heard now and then the sound of
trumpets and drums which by their most pleasing
harmony excited a universal joy in the souls of
the spectators.

£128r1 Magnificenza Reale Rappresentata in Roma
Dal Signor Ambasciator Cattolico Per 1o felice
compimento degl’Anni Della Maesta della Novella
Regina di Spagna Nell®Anno 1681.

L129r1 Vostre Sigrporia sa molto bene, che fra i
Tesori piﬁ prezicsi, de= guali 1°Uomo & in
necesita, si annovera il tempo. le cui parti
quantunque menome., sonc in pregio & guisa de
minuzoli de diamanti, e dell orpo. Guindi e che
bramarci, che con la finezza della sua Prudenza
avesse ella 1la bonta di riflettere, che non
& convenevole, che io che ne ho penuria, posto in
non cale il rispetto, che debbo alla mia cadente
etx, et al Carattere che por-{12%9vl-to di
Ecclesiastico, 1’impieghi inutilmente nel
trattenermi sovente fr&a le adunanze de Novellisti
per mendicare materia che sia atta a pascere con
dilestto 1’altrui curiosita. Onde le confesso, che
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mi ha recato motivo di stupore. che avendomi
Vostra Signoria pil volte sperimentato in cio
remitente, ad ogni modo in gquest’ultima sua si sia
senza scrupolo fattale cita di pungermi con la
penna per stimolarmi a compiacerlsa, massimamente
in [130r] trasmetterle distinta, et intera
contezza di cio che qui con pompa di Magnificenza
Reale si & operato dall Ecc.elerntissimo Sig.nor
Marchese del Carpio Ambasciatore della .
Maesta Cattolica per celebrare in ogni piu
spiendida farma il felice compimento degli Annt
delias novella Regina di Spagna. Non posso, ne
debbo negarle., che la naotizia di si celebra
salennita & molto desi—-[130v]-derabbile, e merita
di esser costa, et altrove portata con Voci di
applauso, ma & altre si di necessita, che io le
dica che 1le angustie del tempo. nel le quali mi
trovo non mi permettono., che con pienezza gliela
porga con descriverle, 0 le molte, % speciose
machine de fuochi Artificiali o 1°Eccelienza de
piu chori di Musici, che uniti con il conserto di
Sessanta., e pi& istromenti Musicali fecero tra il
Silenzio della notte nel Teatro situato su la
Porta della Regia habitazione una spoavissima
{iZirj serenata, o il Nobilissimo apparato formato
con arte Mirabbile di Damaschi cremisi forniti con
Trine d°aoro che si vedea su la facciata del
Palazzo di Sua Eccellenza, dove per ristoro di chi
che sia vi erano a continuo copiosi, e preziosi
rinfreschi, =i udiva altresi quinci, e quindi il
suono de® Tamburri. e Trombe che a vicenda con
gratissima Armonia eccitavano negli Animi degli

79

spettatori giubilo universale.
That all was not quiet at these vast gatherings in the
FPiazza di Spagna is shown in two 2vvisi writtan by Cardinal
Pietro Ottoboni, the future Pope Alexander VIII, now

preserved in the Archivio di Steto di Venezia:

Rome. August 23, 1481

7%. Library of the Spanisnh Embassy to the Vatican, Palazzo
di Spagna, Cod. 172. fols. 128r-13ir.
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Batherings with a great number of ladies,
commoners, and coaches have been taking mlace now
for several evenings in the piazza of the Spanish
Ambassador, and the ambassador, having furnished
0il and lights at comnsiderable expense to all the
artisans, has had all the houses in the piazza
illuminated at his expense and beverages and
refreshments given to the princesses, ladies and
cavaliers. Some disturbances have arisen at these
crowded gacherings, and the [Apostolicl palace has
gently informed the ambassador that he should
cease [giving theml, which he has promised to do
after the feast of Saint Louis, which is the
ambassadcr’s nameday [sicl. Last Tuesday., .n the
meantime, two thieves in the Piazza di Spagna were
caught in the act and chased by members of the
ambassador®s household who. finding themselves in
same danger, drew their weapons to defend
themselves with the result that one thief was
kiiied with a blow by the sword of one of the
ambassador®s lackeys, the second thief was
wounded, captured, and taken to the hospital, and
the third fled to safety. The ambassador quickly
sent his apologies to the [Apostolicl palace with
the assurance that he had neither taken part in
nor had any news of it. The governor of Rome,
however, has begun proceesedings in order to punish
whoever is found guilty, and the ambassador
quickly sent his iackey to the Kingdom of Naples.

Rome, August 30, 1681

On Sunday evening [August 251 the Sparish
Ambassadar had a magnificent festival., with
firework displays and girandoles of excessive
cost, given in the piazza in front of his palace,
it having been illuminated with torches of white
wax and with lights in all the houses, and
beverages and refreshments were given at great
expense tc all the ladies who gathered in vast
numbers in that piazza to enjoy the festival which
lasted until midnight.

Because of the number of coaches. trouble arose
between two Roman cavaliers who exchanged insults
and even drew their bliades. The ambassador
quickly intervened in person and made peace. and
the next morning he invited them to dine with him
in order to consolidate the peace and harmony
between them.



The governor of Rame, however, has had orders
to begin legal proceedings. which he is
undertaking, angd th= cavaliers have sought
immunity in the sanctuary of a church.

Roma, 23 agosto 1481

Nella piazza dell Ambasciztor di spagna da
alcune sere in qua si fanno radunanze ccn grande
concorso di Dame, di popolc., e di carrozze, e
1°Ambasciator f& illuminare tutte le Case della
piazza a sue spesa2, somministrando oglio, =2 lumi
a tutti gl Artigiani con spesa consicerabile,
facendo dar® acque, e rinfreschi alle Principescse,
et alle Dame e Cavallieri. In questa frequenza di
gente nascono de i disordini, et il palaz=zo
had fatto sapere all’Ambasciaetore dolcem:ente, che
desista, come na promesso di fare fatta la festa
di S.erp Luigi che & il nome dell’Ambescigtore. In
tanto Martedi passato in piazza di spagna furono
scopercvi in fragranti tré ladri, che furcno
cacciati dalla famiglia dell®"mbascigtore., i gquali
ridotti alle strette cacciarono mano all armi per
difendersi, onde una Laché& dell’Ambesciatare con
un colpo di spada amazzo uno, il secondo ladro
resto ferito, e prigione, 2 fu condotto
all’hospidale, et il 3:0 fuggi. e si salvo.

L’ Ambasciatore mandd subito a far scusa & palazzo,
assicurando, che n& fatto non haveva parte,
né notitia alcuna. 1! Gav:erratore di Roma pero
ne fa& formar processo per castigare chi
sara trovato delinquente, 2 1°Ambasciztore
ha subito mandato in Regno di Napoli il suo
80
Lache.

Rama., 30 agosto 1681

La sera poi del Lunedi 1°Ambasciztor di Spagna
fece superba festa nella piazza di rimpetto al suo
palazzo, havendola illuminata con torcie di cera
bianca, e con lumi per tutte le Case, con machine
di fuochi artificiati, con girandole di spese
eccessiva, havendo fatto dar acgue e rinfreschi
a tutte le Dame, che innumirabile erano concorse

30. 25V (Archivio di Stato di Venezia). Dispacci dedglti
ambac=ciat:ai 21 senato, Roma, filza 194.



- - . . \
in quella piazza per goosi- della festa, che duro
fino alla mezza notte con spesa eccessiva.

Per la frequenza delle Carrozze nacque
disordine tra due Cav.2lieri Romani di parole, e
misero anco manc alle spade; L’Ambasciatore vi
accorse subito in persona. e 1i fece fare la pace,
e la mattina seguente 1li invitd a pranso seco, per
consplidare la concordia, e la quiete tra essi.

1! Gaov:ernatore di Roma per& ha havuto ordine
di formare processo come esseguisce, et i
Cav:ziieri s’hanno ritirato in Chiesa per godere

81
dell® Immunita.

2.5.1.1 Giuseppe Fede’s Rpplauso festivo

The text sung by Famsaz. Pace and Tebro at the nameday

celebration for Gueen Maria Luisa was distributed tc the

noble audience in a printed libretto entitled:

APPLAUSO FESTIVO/ALLA SACRA REAL MAESTAT /DI MARIA
LUIGIA/REGINA DELLE SPAGNE./Serepata & tre
veci./Cantata in Roma la sera di 5. Luigi/nella Piazza
di Spagna./[Printer®s devicel/IN ROMA,/Per Nicolo

8
Angelo Tinassij. MDCLXXXI./CON LICENZS DE’ SUPERIOQRI.

3

This same text is preserved in a manuscript libretto in the

81. Ibid.

8Z. I Rvat (Rome. Vatican Library) Chig. Miscell. IV. 2236,
fols. 118-121.
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Vatican Library which seems to indicate that Giuseppe Fede
83
was the composer of this serenata. Its title page follows

that of the printed libretto cited above except that it adds

the information:

Disposta da Giuseppe Fede/In aossequio
dell Ecc.ellentissimo sig.nor/Marchese del
Carpio/Ambasciator di S.ua M.aesta Catt.olica,/e

dall’ Istesso all’E.ccellentissinmae S.wua dedicata

An anonymous score of this serenata is preserved in the
84

library of the Royal Academy of Music, London. An
engraving by Giuseppe Tiburzio Vercelli shows the Piazza di

Spagna as it was decorated by Filippo Schor on this
85
nccasion.

2.5.2 Summertime Music and Spectacle in Naples

In Naples a similar tradition of outdoor music and

8%. I RVAT Barb. lat. 3873, fols. 44-47v. Thanks are
expressed to Prof. Lowell Lindgren for the identification of
this libretto and the score cited in the footnote below.

84. GB Lam (London, Royal Academy of Music). MS. 128. .
fols. 25-120.

85. Luigi Salerno, Piazza di Spagna (Naples: Di Mauro.
1967), pl. 128. Filippo Schor is named as the architect of
this festival by Elena Povoledo, "Gian Lorenzo Bernini,
1°’Elefante e i Fuochi Arteficile."” Rivista italiarna Ji
wusicologia, X (1975, S12.
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snectacle had long been established, 2lthough before del
Carpio®s arrival as Viceroy in 1683 it had not yet been
assimilated into a calculated political program. A glance
through the 6iornali of Innocenzo Fuidoro shows that during
the 16&40s the nearby chores of the Mergellina and the cape
of Posillipo sarved as- the site for the passegic di dame
during the summer months. The ladies of the Neapolitan
aristocracy customarily made this journey by carriage along
the riviera of Chiaja. which, because it was then unpaved,
was watered to minimize the discomfort caused by dust. The
gentlemen of Neples came by boat following the example of
the Viceroy, who customarily arrived aboard his gondc a. It
was accompanied by the galleys and other vessels of the
Neapolitan squadron upon which were musicians and singers
who performed for the enjoyment of the ladies ashore.
Members of the royal chapel may have been employed on these
occasions although Fuidoro records that on the first Sunday

of August, 1662:

« « » as usual the Viceroy went to Posiliipo
and took Lwith himl four consorts of musicians,
and there he had them (performl also for the
pleasure of the ladies who were in their coaches
at the Mergellina, - . . Among these musicians
there was a consort of foreign female singers
belonging to the company called the fe&i Armonici
that performed opera in the public theater.

e o« - il viceré al solito andd a Posilipo e
portd quattro concerti di musica, e la faceva
godere anco alle dame, ch”erano in carozze a
Mergoglino, . . . Fra questa musica vi era un

8&
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The essentially aristocratic nature of these festivities
is made evident by Fuidoro when he records with dismay the
extravagance of those who frequented them a year later:

Because the bad weather described above
hindered the arrival of summer, [the festivities
atl Posillipo are sumptucus this month and years;
and the Viceraoy is taking three consorts of
singers and two of instrumentalists [there with
himl. However, on the morning of Sunday, August
12, 1663, I saw the shipping of baskets of sweets
[therel similar to those that might be sent as
gifts on Christmas to persons of rank. Until now
such luxury I have never seen in all my life, and
with such expense and luxury increasing at a
maddening pace [I fail to understandl] how the
houses of Naples miraculously continue to survive
and keep from ruin.

i1 Posilipo & sontuoso quest’anno et in questo
mese, perché 1i mali tempi non han fatto comparir
l1°estate, come si & scritto, et il viceré si porta
tre concerti di musica e due d’instrumenti. Perd
domenica, 12 di agosto 1653, ho visto imbarcare
dalla mattina le spase di cose di zuccaro, come si
mandasce a regolare le feste di Natale le persone
superiori. Or gquesto lusso non ho visto in tutto
il tempo della mia vita. e come le case di Napoli
non falliscono per tante spese e per tanto lusso,
che pi& rabbiosamente si avanza e si vive per

87

miracolao.

Since these recreations were neld out-of-doors, people

86. Innocenzo Fuidoro L[Vincenzo D 0Onofriol, Giornali di
Napoli dal MDCLX =21 MBPRCLXXX ed. Franca Schlitzer (Naples:
Societa Napoletana di Storia Patria, 1734-42), I, 13G.

87. Ibid., I, 188.
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from all walks of life could witness them. Evidently, the
lower classes were increasingly attracted to the Mergellina

as the decade progressed:

On Sunday, July 26, 166S, and yesterday hardly
a soul or small craft or coach remained in Naples
because of the [greatl number of those of every
class who went to enjoy the pleasure [of
Posiilipol . . .

Domenica, 26 di luglio 1665, et ieri quasi non
ci restorno gente in Napoli, né& barche,
né carrozze, per il numero che anderno a spasso
28
dogni condizione . . .

By the first summer of del Carpio®s reign. these open—-air

diversions had assumed the character of a popular festival

while at the same time maintaining elements of their

aristocratic origin. Domenico Confuorto records the first

passeggio of 1683 in these words:

Tha Viceroy, charmed by the pleasant shores of
Posillipo where he has been mnany times incoanito,
has officially opened the passeggic. Having
prepared a festival for the noblemen and ladies on
the first Sunday after the festival of Saint John,
which was the 27th of June, he tihus went to that
passeggio in the gondola customarily used by the
Viceroys, followed by fourteen galleys, that is,
eight from Naples and six belocnging to the Duke of
Tursis, which were arranged as a platform below
the Palazzo di Medina, with such a crowd of
noblemen in small craft and ladies in coaches
along the shore of the Mergellina that a gathering
of similar fL[sizel cannot be remesbersed. And the
said Viceroy., having prepared ten sumptuous silver
banquet tables onn the shore. had a very great
quantity of candies., sherbets, and iced drinks

88. Ibid., I, 287.
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served to the said noblemen and ladies for the
duration of the passegic, which took place about
the fourth hour of night. And from night$all
until that time all the galleys ware illuminated,
and there were many fireworks which made such a
beautiful sight that not cnly along the shores of
the Mergellina and Fosillipo, but along the entire
coast of Chiaja, it seemed as if it were noon.

Buesto signor vicereé, invaghito delle amene
spiagge di Posilipo. dove & stato molte volte
incognito, ha dato palesemente pur principio a
quel passeggio: onde ia prima damenicae dopo la
festivita di san Giovanni, che fu alli 27 di
giugno, avendo fatto convito di cavalieri e dame,
si portt a quel passeggio con la gondela solita
de’ signori viceré, servito da quattordici galere,
cicé citw di nNapoli e sei del duca di Tursi, quali
si posero in ringhiera sotto al palazzo di Medina,
con tanto concorso di cavalieri con felluche e di
dame in carrozze nella riviera di Mergellina. che
non si ricorda simile concorso. E avendo detto
sigraor vicereé fatto apparecchiare a quel lido
dieci riposti sontuosi dTargentaria. fe’ servire
detti cavalieri e dame, mentre duro il passegg:io,
che fu vicino aile gquattro ore della noctts, di
grandissima quantita di canditi, sorbette e acque
concie: e fra tanto dall’oscurare della sera
insino 2 dettora s7illuminorno tutte le galere e
fecero molti fuochi arteficiate., che fu una
bellissima vista., che pareva mezzogiorno non solo
a2 quei 1lidi di Mergellina e Posilipo., ma in tutta

a9

la spiaggia di Chiaia.
The manner is which del Carpio politicized this
summertime tradition is alluded to by Pompeo Sarnelli in his

Guide de” forestieri, a seventeenth—century guidebook to

Naples., when he writes of the rergellina:

8%2. Domenico Confuorto. &icorneli di Mapolil dal MICLAAIA &I
HPCIC, ed. Nicola Nicolini (Naples: Luigi Lubrano, 1230), I.

104,
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This delightful place was celebrated not only
by the famous Sannazaro, but in our time under the
most nappy reign of the most excellent Den Gaspar
de Haro e Busman, the Viceroy and Captain General
of this realm . . . Every summer he held two very
marvelous festivals on the sea at this place in
celebration of the namedays of the Gueen Mother

and the reigning Guaen.

Guesto delizioso luogo non solo fu celebrato,
dal famoso Sannazaro., ma a® tempi nostri, sotto il
felicissimo governo dell’eccellentissimo don
Gaspar de Haro e Gusman, vicere 2 capitangeneralc
di guesto Regno . . . Ordind egii, in gquesto
lucygo. ogni estate, due meravigliosissime feste,
sopra i1 mare, per solennizzare i nomi delle due

Q0

Reqine, madre e regnante.

The celebration of the feast of Saint Anne was first
introcduced to Naples in 1663 according to Fuidoro. who

records that by 1665:

throughout Naples lights are lit for the

- e =
——— e e - - o N\ - _— PP - -4 b o o
ricus Saint Anne. whcss devotion has wondrously

T .-
X Wt
ncreased, and there are pictures or chapels
dadicatedl to the glorious Saint Anne in every
street of Naples . . .

e oHOgy

- « «5i fanno luminarie per Napoli alla
gloriosa Sant’fnna. la cui devozione & cresciuta
mirabilmente, et in ogni strada di Napoli si sono
fatti 1i quadri o cappelle di detta gloriosa

91

Sant*Anna . . .

Eefore del Carpio®s arrival., howeaver, no attempt is

recorded to link this holiday or the feast of Saint Louis to

20. Cited by Vittorio Imbriani, Posilecheaiz di Pompeo
Sarpelli HBCLXXXIV (Naples: D. Morano. 188Z), p. Z30.

1. Fuidoro. Giormeii, I, 186 and 287.
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the political interests of the Spanish crown by means of
secula- entertainments. In Rome. as shown above., this had
already been done; and it appears that along with del
Carpio’s arrival in Naples a well-established tradition of
music and spectacle was transferred from the Piazza di
Spagna to the infinitely vaster spaces of the shoreline
northwest of Naples. Although very little is known for
certain about the musicians wha performed these works at
Naples during del Carpio’®s reign. it is probably no
coincidence that the politicizing of this tradition on the
Raman manner went hand in hand with the arrival of
Alessandra Scarlatti and a number of Roman singers and

-instrumentalists.

The summer before Scariatti®s arrival in Naples. the
celebration on the Gueen Mother®s nameday in 1683 is
described by Confuorto thus:

On the 25th [of Juiyl the Viceroy went (Cto
enjoyl the usual pleasures of Posillipo where
there was a great crowd of noblemen and ladies.
And on Monday the 26th, the feast of Saint Anne,
there was such a crowd that the oldest Neapolitans
cannaot recall anything like it, not excepting even
the most festive of holidays such as that of Saint
John the Baptist, since the Viceroy wished to
celebrate there the feast of the said Saint
fAnnel, whose name our Queen [Motherl bears.

Since not only the sea was filled with every sort
of craft, small and large, but the entire length
of the Chiaja road as far as the Mergellina was
filled with coaches, litters. and pedestrians so
that one could not see worth a millet seed, to
such a degree that a hkigh platform was erected at

21



the Mergellina and a tarl a head was paid to climb
it and see. And here that evening, after the
passeggio with music and cother entertainment., many
marine monsters with musicians appeared., and L[the
eveningl ended with many fireworks at three hours
of night.

A 25 detto, il signor vicere & andato al solito
spasso di Posilipo. ove fu grandissimo concorso di
cavalieri e dame. E 26 detto., lunedi. festa di
sent’Anna, con occasione che il signor
viceré volle ivi sollendizzare la festivita di
detta santa per la regina nostra signora di zotal
nome, vi fu tanto concorso che i piu vecchi
napoletani non si ricordano simile, anche nelle
feste pi& sollendi. non eccettuata quella che si
faceva di san Giovanni Battista. Poiché non solo
il mare era pieno dogni sorte di barche piccole e
grandi: ma tutta la strada di Chiaia, lunga e
larga, insino a Mergellina., era piena di carroz:ze,
galesse e genti a piedi. che nan vi capiva un
acino di miglio. a tal segno che si fece a
Mergoglino un tavolato e si pagava un tari a testa
per salirvi sopra e vedere. E ivi, dopo il
passeggio con musiche e altri trattenimenti, la
sera poi si ferono molte apparenze di mostri
marini con musica e si fini con mclti fuochi

32
artificiati alle tre ore di notte.

The fostivities a month later on Maria Luisa®s nameday are
described in similar terms by Confuurto, although no music
9=
is mentionad on this occasion..
Confuorto makes no mention of the festivities devised by
del Carpio for the summer of 16B4. Fortunately., a
description of the celebration on July 26 for the GQueen

Mother’s nameday that year is preserved in the Posilecheata

=

?2. Confuorto, Gierpali, I. 10S5.

93. Ibid., I. 106.
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of Pompeo Sarnelli, an acclaimed literary work in Neapolitan
dialect. Returning to Naples that evening by small craft,
the narrator of the Posilechesata and his companions were

attracted to the coast of the Mergellina by the great number

of vessels there, for it seemed not a soul was left in
Naples, everyone having come to view the public celebration:

. -« « Rear the Palazzo Medina [today usually
called the Palazzo Donn’Annal there was a
triumphal chariot which was a beautiful sight. for
it was completely gilded, with four red wheels,
pulled by two cea orses which seemed alive. Atop
the chariot was & large silver conch which sarved
as a throne for Neptune and his wife. The chariot
was completely surrcunded by personages who
represented Tritons, Nereids, and other sea gods
and nymphs. wha, singing and playing on various
instruments, made the quiet atmosphere of the
night rescund to stupendous harmony.

e = «» vicino al palazzo Medina c’era un carro
trionfale che era una bsllezza, perché era tutto
dorato, con quattro ruote rosse, tirato da due
cavalli marini che parevano vivi: sopra sopra al
carra cera una grande conchiglia d”argento che
serviva da trono a Nettuna e alla mocglie: tutto il
carro era attorniato da persornaggi che
rappresentavano Tritoni e Nereidi, e altre Ninfe e
Dee marine, le quali con varie specie di strumenti
suonavano e cantavano musica che all’aria serena

4

della sera facevanc un’armonia stupenda.
This was by no means the first carre irionfale seen and
heard at the Mergellina. There., on July 24, 1672, tne
Viceroy Marchese D" Astorga staged a mock battle in which a

4. Pompeo Sarnelli [Masillo Repponel, Peosilechezta, testo,
traduzione, introduzione e note di Enrico Malato (Florence:
Sansoni, 1962), p. 217.



Christian fleet attacked and desiroyed

= = « a well made castle built on two tartans
[i.e.. small single—-masted sailing vessels]
completely full of fireworks L[andl defended by
Turks . . . and in celebration of this victory a
triumphal chariot was seen coming from amidst the
galleys. pulled by a skiff oin top of which there
was a band of singers and players of various
instruments who, following the Viceroy®s gondola
and marvelously lauding him, filled that harbor
with sweet and agreeable harmony.

- = « un ben composto castellao., eretto sopra
duz tartane e tutto ripieno di fuochi artificiali,
difeso da gente turchesca . . . et per trionfo
della vittoria, uscendo da mezzo le galere un
carro trionfale tirato da uno schiffo si videro su
di quello una schiera di musici et sonatori
diversi in strumenti [sicl, che riempendo quella
marina di dolce et soave armonia., seguendo S
la gondola del Viceré, mirabilmente il lodavano.

Benedetto Croce writes with disdain of the vulgarity and
brutality in other entertainments during the summer of 1672,
when cats and owls were fastened to bombs which were then
exploded to the delight of the crcwd.96 Nevertheless, it
would appear that the Viceroy D’ Astorga must be credited
with introducing a new element of spectacle into these

celebrations. Fuidoro records that in July, 1672

His Excellency had theatrical works

?S. G. De Blasiis, "Frammento di un Diario inedito
napoletano," Archivico storico per le province napoletane.
XIv (1889, 321.

96. Benedetto Croce, "I teatri di Napoli del secolo
XV-XVIII,." Brchivio storico per le province napoletane, XV
(18902, 1467-68.
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performed on the sea at Posillipao, the sets

travelling along the shore of the Mergellina on

several large vessels in view of the ladies . . .
-« « « fece Sua Eccelenza far comedie in mare a

Posilipo, caminando la scena per le costiere di

Mergellina sopra di alcuni barconi a vista delle

7
dame . . -

During the summer of 1685 the Viceroy del Carpio went a
step further than his predecessor the Marchese D Astorga in
terms of spectacle and perhaps even brutality. In July of
1685 the Bueen Mother’s nameday was celebrated by a
rullfight held in an arena or textre built above the waters

of the Mergellina on piles extending a stonecs throw in
g8
distance from the coast. In this way the bullfight could

be witnessed from ashore by the ladies or by the gentlemen
who came in boats. The evening ended with the customary
fireworks and saivos of cannon fire from the illuminated

galleys of the Neapolitan sgquadron anchored nearby.

A month later three days of bullfights were held in the
same textro to commemorate the nameday of the reigning
Queen. According to the Gazette de Franmce the main

celebration occurred on August 25 and is reported as

follows:

?7. Fuidoro, 6Giorn2li, I, 5Z2.

98. Confuorto, Giorn2li. I, 129.



Naples, August 28, 14685

Grand celebrations were held here on the
twenty—fifth, the feast of Saint fcuis, the King
of France, because the Queen of Spain bears this
name. There was a carousel of twenty—-four
cavaliers on a theater prepared at the seashore at
Posillipo. At nightfall a triumphal chariot
appeared upon which the sun and the other planets
were represented; and after a grand concert of
music, there was a bali on the same theater.
{September 29, 168%5)

De Naples, ie 28. Aoust 14685

Le 25. feste de S. Louis Roy de France, ont fit
icy de grandes rejouissances & cause que le Reyne
d’Espagne en parte le nom. 11 v eut un Carcusel
de 24. Cavaliers, sur un theatre dressé aubord de
la mer a Posilipo. A l’entrée de la nuit, on vid
un char de triomph ou le Soleil & les autres
planetes étoient representez: & apres un grand
concert de musique. il y eut bal sur le méme
theatre. (29. Septambre 1&£895)

A
According to Confuorto, however., and to a rare pamphlet

which desecribes these festivities, they tock place on August

26, 1685. 6An exemplar of this rare print is bound into the

manuscript of Confuorto®s journal owned by the library of
100

the Sccieta Napoletana di Storia Patria and is reproduced

below as Appendix I1I. It bears the title:

EREVE/RELAZIGNE/Degi “applausi festosi tributati

all”Augu-/stissimo nome/DI MARIA LUISA/BORBONE. /REGINA

?9. Ibid., I, 130.
09-10.
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100. MS. Confuorto XX.C.Z0., as T
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DELLE SPAGNE./DALL’ECCELL. SIGNORE./MARCHESE DEL
CARPIO. /Vice-re, e Capitan Generale del Re—/gno di
Napoli %c./Nel giorno delli 26. ARgosto 1635./LPrinter”s

devicel/Con Licenza de Superiori.

Much space in this pamphlet is dedicated to a description
of the theater®s splendid allegorical decoraticns: two
pyramids bearing imperial crowns with Latin mottos and
allegorical inscriptions, a triumphal arch held up by two
rows of Corinthian columns bearing the lilkenesses of various
Roman emperors, etc. The Biblioteca Nazionale at Naples is
reported to own a print showing this theater which bears the

title:

Teatro Que el Excelentissimo Senor Marques del Carpio
mi Senor hiza para celebrar el Nombre de 1a Reyna Madre

101
Nuestra Senora el dia de Santa Ana.

According to Michelangelo Schipa, it was engraved by
Sebastiano Indelicato and printed by Antonio Bulifon at the
expense of D. Joseph de Aguirre y Gamarra, who dedicated it

102
to the Vicereine.

101. Michelangelo Schipa. "Il Palazzo di Donn® Anna a
Posilipo,” MNapeli nobilissima 1 (1892), 183.

102. Ibig.
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The festivities began with a bullfight which was followed
by a parade or triumphal entry of twenty—four iocal naobles
of the best families, each accompanied by his servants, and
all in glittering array under the command of Domenico Marzio
Carafa, the Duke of Maddaloni. These mounted cavaliers were
givided into six quadrilles and performed to the delight of
the many spectators A sort of stylized joust or horse ballet
referred to as a careselle. Among the spectators were the
Viceroy and his quests who watched from the balcony of a
palace (probably the Palazzo Donr’Anna) below the Church of

Santa Maria del Parto.

At nightfall the acquatic teatro, the twentv—two galleys
anchored behind it, and the nearby villas were illuminateds:
and a giant allegorical chariot built by the engineer FPietro
del Po at the axpense of Giambattista Capua, the Count of
Montoro, approached the Viceroy®s palace. Stopping below
his balcony, eighteen musicians (consisting of singers and
instrumentalists dressed as sirens) performed from the
chariot a serenata in his honor. After the music ended,
eight dancers appeared on the bridge connecting the theater
with the land and performed with torches in hand to the rapt
attention of all present. Sarnelli, in his Guida de”’
forestieri, writes of this festival:

« - - 1f it had not been seen by over three
hundred thousand people. it would not have been

8



believed.
- = « se non fusse stata veduta, da piﬁ di

103
trecentomila persone, non sarebbe creduta.

Unfortunately, the identity of the musicians and of the work

heard on this occasion remains a mystery.

in 146866 preparations for the summer season were under way
by early June. Confuorto records the arrival of Anna Maria
de Tréemouilles—Noirmentiers, the Duchess aof Bracciano., with
her ladies in waiting on June 3 of that year. Twao galleys
sent to Nettuno on the Viceroy’s orders brought her to
Naples so that she might enj;py the entertainments of
Pasillipo.lo4 While in Naples she was treated with every

sign of respect, for her mother was of royal blood. the

sister of the Prince de Conde.

105
Both Confuorto and the printed Gazzetia di Napolil

repart the outing that she made by carriage to enjoy the
sights of Posillipa on Sunday., June 16. After having viewed

with pleasure the many small craft cruising near the shore,

1¢3. Imbrianmi, loc. cit.
1¢4,. Confuorto. Giornali., 1., 150.

105. A collection of the so—~called Gzzzeitta di Napoli
(appresso Domenico Antonio Parrino sotto S. Maria Nova) for
the years 1686-88 is preserved in the library of ths
Societa Napoletana di Storia Patria under the call number:
S.B.N.I B.
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she was invited into the Viceroy®s luxuriously appointed
casino where, in Confuorto®s words:

- - - after having feasted her ears on the
melody of sweet playing and singing by a chorus of
excellent musicians, there was a very sumptuous
meal which lasted until late that night to the
great pleasure and satisfaction of the duchess.

- « - dopo d°esserse pasciute 1°orecchie con la
meladia di soavissime voci e suono di un coro
d eccellenti musici. ebbero una sontuosissima
collazione, qual durd sino a molte ore di notte,
con gran piacere e sodisfazione della signora
106
duchessa.

The Gazzetia of June 18 describes this as a nobile
divertimento. Very possibly this music was provided by

Alessandro Scarlatti and membhers of the Royal Chapel.

~

About two weeks later one reads in the Gazzetia of July 2
of the birthday celebrations on Saturday, June 29, for the
Vicercy' s wifes

On Saturday the entire court appeared in
magnificent gala for the birthday of the most
excellent Marchesa del Carpio, the most excellent
Viceroy receiving the compliments and best wishes
for her long life from all the royal ministers and
nobility. On that same day at twenty-two hours
His Excellency, accompanied by many noblemen and
nine galleys of this squadron. left to enjoy the

~ pleasures of the coast of Posillipo. At their
arrival there, all the cannons saluted His
Excellency, who, that same evening, had a very
beautiful musical serenata performed for the
pleasure of the many small craft cruising along
the shore, which succeeded greatly in delighting

106. Confucrto, Giornali, 1, 15SZ.
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all those who found themselves present there.

FPer i1 comple 3anos dell”Ecc. Signora Marchesa
del Carpio, comparve Sabbato tutta la Corte con
superbissima gala. venendo quest’Ecc. S5ig.

Vica-Ré caomplimentatao da tutti 11 Regij Ministri,
e Nobilta al muchos anos. L°istesso giarno su le
22. hore si porto 1°Ecc. Sua a godere

1amenita della riviera di Posilipo. accompagnato
da molti Nobili, e da nove Galere di questa
squadra. quali nel giungere cola salutaeronc S.E.
con tutto il cannone. la quale 1l istessa sera fece
godere a gran numero di felluche, che
spasseggiavano in lido, una bellissima serenata in
musica, che riuscl assai dilettevole a tutti
ccloro, che vi si trovarono presenti.

On Sunday, July 14, the Viceroy and his guests made
another passeggiata a pare in nine galleys along the coast
of Posillipo. The Gazzetita of July 16 makes no mention of
music on this occasion, but rather directs the reader’s

attention to the coming celebration in honor of the GQueen

Mother:

The feast of the glorious Saint Anne (whose
name Her Majesty the Queen Mother bears)
apprcaching., His Excellency is having magnificent

-festivities prepared along the same shore of
Posillipo, spacious grottos within the sea being
built, which, it is believed., will succeed to even
greater applause than did those of last year.

Approssimandosi la festivita della Gloriosa S.
Anna (di cui la Maesta della Regina Madre ne porta
il nome) si preparano da S.E. sontuosissime feste
nellictecssa riviera di Posilipo, fabricandasi
dentro il mare spatiwse grotti, che si stima
riusciranno assai piu plausibili di guelle
dell®anno passato.

The Venetian residente in Naples, Antonio Maria Vincenti,

likewise took note of the construction under way at
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Posillipo in connection with this festival. In an avvizo

dategd July 23, 1686, he estimates its cost at five thousand
scudisz

The feast of Saint Anne approaching on next

Friday., the Viiteroy is having a great festival
prepared at Posillipo on next Sunday for no other

reason than the celebration of the GQueen Mother’s
nameday, and the cost is expected to exceed five
thousand scudi, he having near the beach a great
embankment constructed in the sea which is to be
decorated with fig trees, the branches of which
are to be denuded and painted red to imitate
branches of coral. Lights and fireworks are to be
placed at their summits. and there will be other
entertainments on the water which are to continue

until midnight.

Correndo Venerdi prossimo il giorno di Sant”
Anna, prepara il S.ignore V:ice Re per la
Dom:enica susseguente gran feste a Posilippo: non
peraltro che per sollennizare sclamente il nome
della Regina Madre del! Cattolico. et attendera la
spesa a pi& di scudi m/5S. havendo fatto piantar in
Mare vicin alla Spiaggia, una gran palificata per
adornarla di piante de Fichi, e spogliandole delle
fronde. e dipingendole di rosso immitar le rame di
Cocrallo:; alla Cima delle quali si poranno lumi la
sera, e fochi artifitiati., e vi saranno altri
divertim:ernti sopra 1”acgqua. che continueranna

107
sino alls meEzza notte.

What role music played in this festival is unknown. The
Gazzetta published on July 30 mentions that since the feast
of Saint Anne fell on Friday, the celebrations at Posillipo
were delayed until Sunday, July 28, but "di gqueste se ne
dara distinta Relatione a parte." No trace cf such a

107. ASV, Dispacci degli ambasciatori al senato, Napoli,
filza 97.



separately published account, however, has as yet been

found.

2.5.2.1 Alessandro Scarlatti’s I70linpo in Mergellina

Accaording tc.Spanish tradition the feast of Saint
Bartholomew occurred on August 24 and that of Saint Louis on
August 25, but in Naples each was celebrated a day later.
For this reason Neapolitan documenis sometimes refer to
Maria Luisa’s nameday falling on the "fests di San
Bartolomeo.” Confuorto records that music was heard on this
day at Posiliipo when Maria Luisa’s nameday wWas commemci-ated

in 16B6:

On Sunday. [August] 25, the feast of the
Apostle Saint Bartholomew, the Viceroy had a
celebration at Posillipo with music and fireworks
{as he has done wevery year on the +feast of the
said saint) with a very large crowd not only of
noblemen and ladies, but of bourgeois and plebian

folk.

A 25 detto, domenica, festa di san Bartolomeo
apostolo, i1l signor vicere fece festa a Posilipo
con musica e fuochi arteficiate (conforme ha fatto
ogn®anno nella fostivita di detto santo), con
grandissimo concorso non solo di cavalieri e dame,

108

ma di popolo civile e minuto.

Evidently the crowds we 2 less than enthusiastic on this

occasion. Antonio Maria Vincenti reports the following to

. o S e o o s

108. Confuortao., Giornali, 1, 157.
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his superiors in Venice in an acvvise dated August 27, 1686:

Last Sunday for the nameday of the reigning
GQueen there were great festivities in the sea at
the beach of Posillipo with a great gathering of
ladies, cavaliers, and commonr folks but there was
much grumbling that the galleys and soldiery are

not being paid and that vast sums of money are
being consumed in worthless pastimes and that &tha

Viceroy has directed his energy towards the
invention of new entertainments and festivals

is paying off the immense debts of his court ang
Ris many miserable creditors. who languish in
poverty and cry out without succor.

Per il nome della Regina Regnante si sono fatte
la passata Dom:enica gran feste in Mare allo
scoglio di Posilippo, con molto concorso di dame,
di Cav:alieri, e di Popolo: ma con infinite
mormorationi. che non sian pagate le Galere, e le
soldatesche e che si consumino in inutili
passatempi gran summe di dan:ero. e

-verse 17 applicat.ione del Sig:mor V:ice

Re& ad?inventar nuovi trattenimenti, e feste per

consumarne dell’altri pia tosto che allestintione

de debiti immensi della Camera, et de crediti di

tanti miserabili, che languiscono nelle indigenze,
109

et esclamano senza frutto.

Maria Luisa®s nameday celebration would :ustomafily hava
ended the period of conspicuous political entertainments
until Charles I1I°s nameday or birthday (November 4 and &,
respectively}), conventionally observed by the performance of
an opera in the Roval Pajace. In 16B&6, however, Naples and
all Chrictendom received the news of the capture of Buda
(the foriress and administrative center in the modern city

109. ASY, Dispacci degli ambasciatori al senato, Napoli,
filza 97.
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rejoicing.

The news arrived in Naples on September 12, and

among the public acts of rejoicing initiated by the Viceroy,

one reads in Confuarto’s Giorrmaii under Sepiembar 16:

That same evening His Excellency also gave a
celebration in the Palace for ladies and cavaliers
who were served an elegant bangquet; and there was
a very beautiful serenata in the great hall with a
hundred musicians among the voices and
instrumentalists, L[it beingl the same as the one
[on the feastl of Saint Bartholomew at Posillipo.

Fece anche Sua Eccellenza la stessa sera
festino in Palazzo a dame e cavalieri, quali
furono nabilmente collazionati ed ebbero una
bellissima serenata., nella sala grande, di cento
musici fra voci e instrumenti, conforme a gquella

110
di san Bartolomeo a Pasilipo.

Another source recounting irn greater det2il! the fourteen

days of rejoicing between September 12 and 25 is a rare

pamphlet today in the Biblioteca Nazionale of Naples.

Believed to have been written by Giacomo Badiale under the

pseudonym Biagio De Calamo, it bears the title:

I GIORNI FESTiVI/Fatti per la presa di Buda
dall’Arme/Austriache nella Fedelissima Citta/sdi
Napoli/Dall Eccellentissimo Signor Marchese del/Carpio,
Vicera, e Capitan Generales/della detta; e da suoi

Cittadini/l’anno 1686./Descritti dal Dottor/BIAGID DE

110.

Confuorto. Giornali, 1, 160.



Cal aM0s /£ D£PICQTI/911’Illustrissimn Signore, e
Padrone/Singolarissimo. /I1 Signor/ANDREA BRgbATI/

d°Vrzo Marzo, e Abbate/Marco/[Printer’s devicel/A
111
istanza di Carlo Troise. {Illustration S1

The serenata heard on Monday, September 16, 1686, i

described on page ten as foilows:

e « « all the noble ladies and gentlemen being
assembled in the first hall of the Rovyal Palace,
serenata, no less beautiful than harmonious, with
ninety instrumentalists and twenty voices was
begun. Its music was the composition of
Alessandro Scarlatti, a prodigious miracle of thi
age. of such fine virtue that theres is no man his
equal cr better. The words of the serenata ware
the same as those sung at the Mergellina when the
immortal merit of the most august Majesty of our
lady Luisa of Bourbon. Queen of Spain, was

Barone

d

S

a

s

celebrated by His Excellency, that is, I70limpo in

Mergellina.

« = «» Nella prima sala del Regio falagio
ritravandesi concorse tutte le Signore Dame, e
Signori Cavalieri, si dié principio ad una, non
men vaqa, che armonica Serenatas. con novanta
instrumenti da Musica. e venti voci: Compositione
in Musica del Signor Alesandro (sicl Scarlatti,
Portentoso miracolo di questa Etade, in tanta, e
si vaga virtude, che non v’& huomo, che lo
eguagli, non che 1o superi. Furono le parole
della ser=nata le medeme, che in Mergellina si
cantorno, guando da S. E. si celebrd il merito
immortale dell’ fugustissima Maesta di N.S. Luisa
di Borbone Regina delle Spagne: cioé 170limpo iIin
Mergelina L[sicl. £t©Illustration 61

Although neither a score nor a libretto for

111. I Nn, XLIV.I.81
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Il1lustration S

Title page of 1 GIDRNI FESTIVI

I Nn (Naples, Biblioteca Nazionale), XLIV.I.81
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Il1lustration 6

FPages ten and eleven of 1 GIORNI FESTIVI
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1°90limpo in Hergelline is known to be extant, this serenata,
unknown to modern students of Alessandro Scarlatti. must now
be recognized as his earliest for which the date and other
circumstances of performance are known. As mentioned above
on pages 70 ff., Diana eod Endinmiorne is probably earlier,
although the circumstances surrounding its composition and

first performance are unknown.

Curiously, I70liwmpo in Mergellina was known to Francesco
Florimo, who quoted the exact same extract fraom I GIGRNI
FESTIVI, adding that this information was found in "a
contemporary chronicle which, however, lacks an indication

2
of the year."ll* Recognizing the wild inaccuracies of
Florimo’s scholarship, it is not difficult to see why this
reference was given little credence by later scholars. More
distressing is the fact that a summary of the contents of I
GIORNI FESTIUI, including a specific and accurate reference

to Scarlatti”s authorship of 17¢01ippo in #ergeillina,

appeared in print as early as 1874 when Carlo Padiglione

112. Francesco Florimo, La Scucla nusicale Jdi Napoli e i
suoi conservatori (Naples: Vinc. Morano. 1882), I1. 14&9.
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published his catalogue of the library of the Certosa of San

113
Martino in Naples. This library has since been

transferred to the Biblioteca Nazionale, and the exemplar of
I GIORNI FESTIVI cited above is clearly the very one

described by Padiglione.

After reviewing the chronicle of outdoor festivities
instituted by del Carpio in honor of Marianna and Maria
Luisa during the summers of 1683-86, it is a surprise to
learn that no conspicuous celebrations were held at the
Mergellina the following summer. The Gazzetta of July 29,

1687, reparts cnly that:

« « - for the festival of the glorious Saint
Anne., whose name the Gueen Mother bears, this mest
excellent Viceroy., after receiving the wishes for
long life by all the nobility, ministers of the
tribunes, and prelacy. went in a very noble
ceremonial procession to the Church of the Carmine
in order to hold the customary solemn royal
chapel. For this occasion a squadron of Spanish
infantry and cavalry were positioned in the square
of the large market where they commemorated that’
day with a triple salvo by all their muskets which
was answered by the cannons of all the
fortresses.

= « -« per la sollenita della Gloriosa S. Anna,
gi cui la Regina Madre ne porta il nome, doppo
esser stato quest’Ececellentiss. Sig.
Vice-Ré complimentato al Muchos 3nos da tutta la
NMobilta, Ministri de Tribunali, e Prelati, si

e e e e e e e s

113. Carlo Fadiglione, La Biblioteca del Museo Nazionale
nella certosa di S. Martino in Napoli ed i suoi manoscritti
esposti e catalogati (Naples: F. Giannini, 1876),

pp. LXVII-LXXI.
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porto con nobilissimo corteggio aiia Chiesa deil
Carmine a tenere la solita Capella Reale; nella
Piazza del Gran Mercato furonc a gquest®effettc
formati squadroni di fanteria Spagnola. e
Cavalleria., che con triplicato sparo di tutto il
moschetto festeggiorno detto giorno, a cui
carrispose quello del Cannone di tutte le Castella

[sicl.

According to Confuorteo, Maria Luisa®s nameday was
similarly celebrated in 1687 with cannon #ire.ll4 No
documents have come to light which make explicit the reascns
for such modest celebrations that summer, but perhaps
concern for del Carpio®s failing health may account for this
lack of outdoor festivities. After a long period of
debility reported throughout the summer of 1687, the Viceroy
died on November 15. Another paossible explanation. however,
is that many of the resources needed to mount such
canspicuous entertainments may have been diverted to Rome

that summer at the request of the new Spanish Ambassador,

the Marchese of Cogolludo.

2.6_T1ne Marchese_cf_ Cogolludo_in_ Raome

Luigi Francesco de la Cerda. the Marchese of Cogolludo.

was the son of one of Spain’s wealthiest aristocrats, the

114, Contfuorto, Giorrali, 1. 1B6.
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Duke of Medina Ceii. As such, Cogolludo was destined for
high office and served as gererale of the Neapoiitan
squadron for much of the period 14685-8B&, a post which,
besides its strictly military duties, required a significant
role in the preparation and execution of del Carpio’s
summertime festivities. In April, 1687, news of Cogolludo’s
appaintment as Spanish Ambassador to Rome arrived in Naples.
The significance of this can be judged from the Gazzetia of
June 17, 1687, in which his departure for Rome is described:

The Marchese of Cogolludo with his wife, the
Marchesa, departed last night aboard the fifteen
above-mentioned galleys in the direction of Gaeta.
On this occasion the most excellent Viceroy [del
Carpiel went in public to the house of the said
persanages, conducting and accompanying them in
his own coach to the place of embarkation on the
flagship of this squadron, where His Excellency
also embarked and in all politeness accompanied
them as far as the island of Procida . . .

11 Sig. Marchese di Cogogliudo con la Signora
Marchesa Sua Consorte son partiti hieri sera,
imbarcati sopra le sudette 15. Galere alla volta
di Gaeta. RuestEcc. Sig. Vice-Reé in tale
occasione., @ andato in publico alla Casa di detti
Personaggi. conducendoli, & accompagnandoli nella
propria carozza fino all®imbarco sopra la capitana
di questa squadra, dove anco s®imbarco
l1°Eccellenza Sua. usandoli ogni finezza, €
1°accompagnd fino all®Isola di Procida . . .

By birth Cogolludo belonged to the highest social circles
of Spain and Italy. His sister in Rome, Lorenza, was the
wife of Filippo Alessandro Colonna, the Gran Contestabile

Lorenzo Onofrio Colonna’s oldest son. Since the position of

114



Spanish Ambassador at Rome often led to the appointment as
Viceroy of Naples, Cogolludo could look forward to even
greater privileges. and in 1696 he attained this office.
Modern historians remember Coqolludo primarily for the
scandalous attachment to his mistress, the singer Angela
Maddalena VYoglia, which marred his reputation in Rome and
Naples.iid Modern musicology has vet to fully assess the
significant role which he played as a patron in Rome
(1687-96) and in Naples (1696—1702).116

At this time the Habsburg and Bourbon dynasties were
engaged in a keen rivalry for political hegemony. In Rome
this struggle aoften took the form of ostentatious displays
at which the Sgpanish, French or Imperial Ambassador vaunted
the power and prestige of his monarch. Several months
before Cogolludo’s arrival in Rome, the French Cardinal
Cesar D Estrées held a celebration on the evening of April
20, 1687, for the recovery of health made by his sovereign

Louis XIV. This festival consisted primarily of fireworks

and music., and its setting in the Piazza di Spagna is shown

115. Cf. Giorgio Morelli, "Una celebre *cantarina® romana
del seicento: la Giorgima." Studi secenteschi, XVI (19735},

157-80.

116. Cogolludo®s patronage of Silvioc Stampiglia and Giovanni
Bononcini is well documented by Lindgren, "A Bibliographic
Scrutiny." I, 24 f+.
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in a2 boautiful engraving by Vincenzo Mariotti which bears

the title:

Feste per 1a ricuperata salute di S.M.C. Luigi I}

grande, celebrata in Roma dall’Emin. Sig. Card.
117

D’Estrées Duca e Pari di Francia.

In addition to this engraving, the cardinal alsa had an
account ar Ragguagiio of the festival printed. It records
that before the main display of fireworks, singers and
instrumentalistg began

= = « wWith a very beautiful instrumental
sinfonia Composed by the famous Arcangelo
[Corellil from Belogna, who hag gathered all the
best strings of Rome, and Cthat] two voices,
accompanied by the instruments, Sang verses in
praise of the king . .

= « - CON una bellissima Sinfonia d’ Istromenti
compasta dal famoso Arcangelo Bolognese che avea

uniti tutti i migliori violoni [sicl di Roma. e
due voci accompagnate dalla Sinfonia cantarono

Versi in lode del Re . . .

The “Palcho [sic] di Strumenti e Musici dove si fece il gran
Cconcerto e cantata® built facing the opening of the Via

delle Carozze to the left of the “"salita del Monte Fincig®

117, Iz is reproduced by Salerno, Pigzza di Spagna, pl. 132,
118. Renatg Bossa, "Corelli e il cardinal Benedettgo
Pamphil j: alcune natizie,” g¢¢ti dos III Congresso

interpazionale di Studi Corellian;: (Florence: Olschki,
1982, p. 222,
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(today the site of the Spanish steps) i1s clearly visible in

the engraving.

Another account of this festival, preserved among the

avvisi di Roma in Munich, seems to suggest that Cardinal

D’Estrées also presented a serenata in the Piazza Farnese

sometime that month:
Rome, April 26, 1687

On Sunday, for the recovery of the king s
health, Cardinal D’Estrées had a sumptuous
apparatus [bearingl] pictures and words in praise
Laf his kingl built to decorate the facade of the
Church of Trinita dei Monti. and that evening
[there werel] very beautiful girandoles and
fireworks with fountains of wine;z and the
nobility, for whom there were very splendid
refreshments, were in attendance on platforms to
hear a very beautiful serenata in the Piazza
Farnese with aother fireworks: and torches L[were
placed] in the windows [of the Palazzo Farnesel,
the same having been done [in their palaces] by
other lords well-disposed toward that crown . . .

Daom.enica L Eminerntissipo d etre per la
recup. ere2ta salute del Re [7] fece fare con
sontusse apparato pitturesco et elogij adornare la
facceata della Chiesa della Trinita de Monti et la
sera bellissime Girandole e fuochi artificiati con
fontane di vini cor Intervento di questa
Nobilta sopra Palchi corn splendidiss.imi
rinfreschi et a sentire una belliss.inza serenata
nella Piazza Farnesiana cor altri fuoghi e torce
alle fenestre come anco hanno fatto altri S.ignori

119

affetionati a quella Corona . . .

[Illustration 71

119. D Mbs. Cod. Ital. 195, fol. 62r.
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Il1lustration 7

Avviso di Rema dated April 26. 1687

D ribs, Cod. Ital. 195, fol. 62r.
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Although Cardinal D Estreées® testival is described at
length in the two above-mentioned accounts and in the
Gazette de France of May 17, 1687, the specific works

presented by the Fre..ch that April remain to be
120
identified.

2.4.1 Bernarde Pasquini®s fpplause musicale

Later that summer Cogolludo inaugurated his career as a
patron of music and spectacle in Rome with an ambitious
public celebration on his reigning Gueen®s nameday. In the
avvisi di Roma at Munich it is described as follows:

Rome, 30 August 1487

On the evening of the feast of Saint Louis, the
pbirthdav fti.e., namedayl of the Gueen of Spain,
the Catholic Ambassador had a very beautiful, rich
theater erected in front of the Royal Palace with
live fountains in chiaroscwro and gold
representing an attractive garden entirely
illuminated with the sun at its summit in which
was given a serenata by more than one hundred
instrumentalists and vocalists who, along with
various sipfonie, sang in praise of Her Majesty,
the entire square having been illuminated by more
than six hundred torches with a great number of
aristocrats and people in attendance.

120, Other contemporary engravings depicting this festival
are reproduced by Maurizio Fagiolo Dell Arco and E.
Carandini, L effimere barccco - strutterz della festa neila
Ropae del 600 (Rome: Bulzoni, 19773, vol. 1. catalogue,

pp. 310-314.
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Roma, 30 agosto 1687

La sera della festa di S.ar Ludcvico per il
giorno natalizio della Reg.ira Regnante di Spagna
q-uesto S.igrnor Ambasciatore Cattolico avanti il
Regic Palazzo fece erigere un bellissimo, e ricco
Theatra con fontane vive a chiaro oscuro, et oro
rappresentante un vago Giardino tutto illuminato
cor sole in Cima ove si fece una serenata di piua
di 100 tra sonatori, e musici che Cantorno in lode
di S.uae M.zesta cop varie sinfonie in lode di 5.«¢a
M. 2es%2 essendo tutta la Piazza illuminata da pil
di 600 torce con Intervento di gran n.uaero di

121
Nobilta e Popolol.1l LIllustration B8]

This festival must probably be understood as Cogolludo’™s
response to the earlier French spectacle. An engraving by

Christoforo Schor depicts the Piazza di Spagna as it

appear=sd on the evening of August 25, 1687. It bears the

title:

The festival celebrated by the most illustrious
and excellent Marchese of Cogolludo, Ambassador in
Rome of the Catholic King. On the twenty—fifth day
of the month of August of the vear 1687 for the
acclamation of the name of iMaria Luigia, Gueen of
Spain, with a most sumptuous theater eighty paini
high and one hundred and seventy in length [ca.
17.6 x 37.4 metersl, with prospective distant
views of vegetation, fountains, and such erected
in front of the Royal Palace of Spain, with a very
noble serenata for five voices and a consort of
gighty instruments, with illumination of the said
theater by one hundred and sixty torches and very
many covered iights, the square illuminated by
five hundred torches in two orders. attended by
-all the nobility of Rome and an innumerable crowd
of common people and coaches, with very rich
decor, boxes, and refreshments furnished to all
the ladies of the city seated on the balcony of

121. D Mbs. Cod. Ital. 193, fo0i. 1iZ%r.



Illustration B8

Avviso Jdi Roma dated August 30, 1687

D Mbs, Cod. Ital. 195, fol. 129r.
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the Royal Palace, with satisfaction and universal

applause to the generosity of the above-mentioned

ambassador. Conceived and engraved by Christoforo
Schor.

Festa celebrata dell“Ill.mo et Ecc.mo Sig.
March.e di Coccogliudo Amb.re del Ré Cattolico in
Roma / Sotto il di 25. del Mese di Agosto
dell”anno 1687. per 1 acclamatione del nome di
MARIA LUIGIA REGINA DELLE SPAGNE con Teatro
sontuosissimo di altezza di 80. palmi, 2 di
larghezza di palmi 170. con vedute di lontananze
prospettive, boschereccie. fontane, e simili
eretto in faccia al Regio palazzo di Spagna. con
una nobilissima Serenata a cinque voci col
concerto di 80. istrumenti con una Illuminatione
sul teatro sud.oc di numero 1460. torcie, et
moltissimi lumi coperti, et illuminata la piazza
con numero SO0. torcie a due ordini con intervento
di tutta la nobilta di Roma., carozze e gente
innumerabile con ricchis.mi apparati, palchi e
rifreschi dati a tutte le Dame della Citta assise
sul balcone del Regio palazzo con socdisfatione ed
applauso universale alla generosita del sud.o Sig.
Ambasciadore / Christoforo Schor inven. e

122 :
delin.

The entire engraving measures 29 x 127 cm. Illustration

? reproduces a detail from this engraving showing the

"Teatro sontuosissimo”

1=
Pala

<

n

erected on the site today occupied by

=]

the Column of the Immaculate Conception facing the

di Spagna. The serenata heard on this occasion

is probably

preserved in a score by Bernardo Pasguini which bears the

title:

Aplauso Musicale a 5. Voci./Per il giorno festivo della

1Z2. Thanks are expressed to the Raoyal Librarvy,
for the photograph of this engraving.

124
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Illustration 9

Detail from the engraving depicting the festival

sponsored by the Marchese di Cogolludo in Rome

on August 25, 1687.
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Chr ma/Real Maesta di M.aria Luigia/lIl Sole., La
Bellezza, Pallade, Il/Tempo, 11 Destino/Del Sig.rpor

123
Ber.pnardo Pasquini.

Adelmo Damerini was wrong when he speculated that
Fasquini compased this work in Florence sometime around
1691, since on April 24 of that year the wedding aof Anna
Maria Luisa, the daughter of Cosimo 111 de® Medici., with the
FPalatine Elector William of Neuburg was celebrated.1‘4 In a
recitative sung by the allegorical character Rellezza, Maria
Luigia is clearly identified as "Reina Ibera." More
recently Gordon Ferris Crain correctly connected this score
with Rome, but he was almost certainly wrong when he wrote
that it was composed in 1679 for the celebration of Maria
Luisa®s wedding to Charles II1 of Spain.lid The text of the

serenata makes much better sense if understood as that for a

nameday celebration rather than for a wedding.

Although the information presented above does not

conclusively prove that Schor’®s engraving depicts the

23. 1 Fc (Florence, Conservatorio di Musica Luigi
Cherubini), MS. D. 2359.

124. Adelmo Damerini, "Di alcuni maestri toscani," Accademia
nuesicale chigiene: musicisti toscarni (Siena, 1995), p. 3I3.

125. Bordon Ferris Crain, "The Operas of Bernardo Pasquini,”
(Fh.D. Dissertation, Yale University., 1965. p. 41.



performance of Pasquini®s score, this likelihood is
strengthened by the fact that the engraving shows five
singers, the very number required by this score. 1+ the
identification of this score with Schor®s engraving is
correct, one of the men shown in the engraving must have

been a castrato, for the score of Pasquini®s serenata calls

for three scpranos, a tenor, and a bass.

The fact that no comparable work was performed in Naples
during the summer of 1687 suggests that Cogolludo and
Pasquini may have been able to make use of members of the
Royal Chapel of Naples to augment ths forces available in
Rome for the performance of the Applauso pusicale. Ferhaps
someday the archives of the Medina Celi family in Madrid and
of the Spanish Embassy in Rome may yield answers to the many
questions surrounding this work. In any case, the
engravings cited above contribute not only to our
understanding of the Roman serenatas of the 1680s, but also
furnish some notion of the scenic splendor and political
context in which del Carpio’s Neapolitan serenatas wer~

heard on the waters of the Mergellina.

From the above chronicle of Alessandro Scarlatti®s early
vyears in Rome and Naples, it is clear that the composer had
abundant opportunity to compose and to perfaorm serenatas.

Only two af his known serenatas, Piane ed Endimione and
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Considering the ‘ragmentary state of our knowledge, however,
these two serenatas probabkly represent only a fraction of

those that the wvoung Scarlatti had a hand in either as

composer ar performer.



Chapter 3

Naples and Rome during “he Reign of the Count of Santo

Stefano (1687-16%96)

Immediately following the death of del Carpio on November
15, 1687, Lorenzo Onofrio Colonna was appointed interim
Viceroy by the cornsiglio collaterale at Naples until a
successor could be appointed by Madrid. Lorenzo had
previously served the Spanish crown as Viceroy of Aragon and
bere among other titles that of &ran Lorniestabiie del regno
di Napoeli. As head of the Roman Colonna family, he was well
known as a patron of the arts. During Colonna’s short
tenure in Naples (November 24, 1687 - January 27, 154688}

Alessandrao Scarlatti requested permission and was allowed to

~



resign his post as master of the Royal Chapel of
126
Naples. Tommaso Pagano, the organist of the Royal

Chapel, was appaointed in his place.

Scarlatti’s reasons for resigning this position are by no
means easy to fathom, and no documents have come to light
which clarify the composer’s motives. Roberto Pagano,
Scarlatti’s most recent biographer, sees in this event a
Machiavellian expedient adopted by Larenzo Onaofrio Colonna
on behalf of the fonitestabile’s Raman friend5.127 By
allowing Scarlatti to resign during his tenura in Naples,
Colonna permitted the composer the freedom tc work in Rome
during the carnival of 1688. Later, according tec Pagano’s

interpretation, the Viceroy appointed by Madrid would surely

recail Scarlatti to Maples, reversing Colonna’s decision.

J3.1.1 Carnival entertainments

Although Pagano’s interpretation of events is highly

126. Ulisse Prota-Giurleo, "Breve storia del Teatro di Corte
e della Musica a Napoli nei sec. XVII-XVI1I1i," Il Teatro d&i
corte del palazzo reale di MNapoli (Naples, 1952), p. 46.
Ibid., “"Francesco Provenzale,” Archivi, XiV (1958), 63, 77.

127. Roberto Pagano, Alessandro Scarlaetti (Turin: ERI,
1972), p. 89.



speculative; there is some evidence suggesting he may be
correct. Lorenzo Onofrio Colonna’s brief reign ended on
January 27, 1688, with the arrival of Madrid®’s choice for
the post of Viceroy of MNaples, Francesco de Benavides, the
Count of Santo Stefano. As revealed by a document dated
March 11, 1688, the new Viceroy reappointed Alessandro
Scarlatti to his former position as master of the Royal
Chapel of Naples.128 Given the date of this document, it is
not entirely clear in which city the composer spent the
carnival of 1688. In Rome a revival of Scarlatti’s opera
L°Aldimiro was given several timses in February by the Duke
of Zagarolo Rospigliosi. The printed Garette de France
preserves evidence that Lorenzo Onofrio Colonna was indeed
involved in the preparation of this performance:
Rome,. February 24, 14688
The Contestabile Colcnna and the Duke of
Zagarolo have obtained permission from the Pope,
despite the edict which he had published banning
all cernival entertainments, to have an opera

which they had prepared performed two more times.
(March 20, 1688) :

De Rome, le 24 Fevrier 1688

Le Connestasle Colonne & le Duc de Zagarolo ont
obtenu du Pape, nonobstant 1’Edit qu®il a fait
publier pour la défense de tous les
divertissements du Carnaval, la permissicn de
faire joiier encore duex fois un Opéra qu’ils

128. Prota-Giurlea, "Breve storia,"” p. 48. Idews,
“Provenzala,” pp. 69, 77.
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avoient fait préparer. (20 Mars 14&88)

In Naples the second opera of the carnival season was
Scarlatti’s L2 Ros»ene. According toc Lina Montalto this
must also have been a revival. She reports that documents

in the Archivio Doria-Pamphil; list a performance of La

Rosmene in Cardinal Pamphil ;°s palace in Rome during the
129

carnival of 1686.

The 6Gazzetta di Napeli published on March 2, 14688, makes
the following references to two operatic performances as
well as to a serenata-like performance from an allegorical

chariot, the latter reminiscent of those witnessed years

past at the Mergellina:s

In order to rest his spirit in some measure
from the continuous cares of government to which
with indescribable vigilance he devotes himself,
on Thursday night [February 261 His Excellency
went incognito to the house of the President
D. Nicolas Gascone to hear a very beautiful
opera. Yesterday evening he also went to hear one
recited by the best actors in this city in the
Royal Palace where [it was]l attended by all the
nobility, both ladies and cavaliers.

Because of the rain on Sunday [February 291,
maskers were not seen, although vyesterday a great
number of very curious ones were enjoyed; and
among them a chariot representing an enormous
ship, alluding to His Excellency™s title as
Marchese de las Navas, appeared, having been built
by the Representative [of the Peoplel in the name
of his most faithful people. It was completely

129. Lina Montalto, ¥n Meccenate in Rowma barocca (Florence:
Sansoni. 1955), pp. 323-324.



overlaid with silver ornamental tablets. The
seven planets singing music and the sun as
helmsman were placed on the deck of the ship,
surrounded by many sirens with musical instruments
and many putti sporting among the foliage. The
said ship was preceded by noble and beautiful sea
nymphs on horseback, led by Partenope:; and these
Lwerel served by many tritons, all richly
dressed. CAfterl] it had arrived below His
Excellency’s balcony and the ship’s company had
expressed their heart-felt joy at having a prince
such as the one presently assigned here, they
scattered with profuse generosity and largesse a
great number of silver coins [to the crowdl. And
aftar having circled the square, the said chariot
departed by way of the Corso.

Per sopollevare in qualche parte l’anima dalle
continue applicationi del governo, al quale con
inesplicabile vigilanza accudisce S.E. si portd
gioved: sera inccgnitc in casa del Sig.nor
Presidente D. Nicpolas Gascone per ascoltare una
bellissima opera, si come anco fece hier sera nel
Regio Palazzo, recitata dalli migliori Comici di
questa Citta, ove intervenne tutta la Nobilta, si
di Dame, come di Cavalieri.

Domenica a causa della pioggia non si viddero
Maschere, si sono godute bensi hieri assai
capricciose, & in gran numero, 2 fra esse si vidde
un Carre rapprasentants una smisurata Nave,
allusiva al titplo di Marchese de las MNavas d:
S.E. fatto da guest’Elettc in nome del suo
tidelissimo sopclo. Era tutta indorata con
cartocci d’argento. Sopra la coperta della Nave
erano affisi 11 sette Pianeti, cantando in musica,
% i1l Sole per timoniero attorno molte Sirene con
instromenti da suono, e piu puttini, che
schersavano per gl’alberi. Veniva preceduta detta
Nave dalle Ninfe Nereide, nabile, e vagamente a
cavallo, condotte da Partenope. a queste servivano
wolti Tritoni, tutti riccamente vestiti. Gionta
sotto il balcone di S.E. e palesande 1”interno
giubilo per haver ottenutoc un tanto Prencipe, che
1’af¥fista al governo dell’Eccellenza Sua; con
profusa generosita sparse a larga mano un gran
numero di monete d’argento e doppo haver girato la
piazza, detto Carro se ne ritorno per la strada
del Corso.
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The opera heard in the Royal Palace.on the evening of
March 1 was almost certainly Alessandro Scarlatti’s La
Rosa»ene. The Gazretia di quoli fails to make it clear ir
it wazs thiz zame cpera or another that was heard by the
Viceroy several evenings early in a private residence. An
invaluable chronolegical list of operas performed in Naplaes
far the period 1650-1706 has been published by Lorenzo
Bianconi, but there is no reference in it tc an opera
performed that year at Naples in a private home.lso The
passibility therefore exists that the opera heard in the

house of D. Nicolas Gascone on the evening of February 246

represents an as yet unidentified work.

Domenico Confuorto aiso records the appearance of this
allegorical "ship" in the heart of Naples, although his
account differs in a few details from the above:

On Monday, the first of March, the penultimate
day of carnival, there was a great traffic of
maskers and coaches in the Strada Toledo, and a
very beautit+ul ship, buiit by the people and with
all the customary rigging of a narmal vessel, came
forth from the courtyard of the Spirito Santo.
Upon it there were curious little cupids whe sang
music in praise of the new Viceroy; and it
traversed the entire length of the Corso to the
Palace and then returned. This ship, alluding to
the e in which the Viceroy navigated from Spain

130. Lorenzc Bianconi, "Funktionen des Operntheaters in
Neapel bis 1700 und die Rolle Alessandro Scarlattis,”
Colloguiumw Rlessandro Scarlatti: Naerzburg 1975 (Tutzing:
Hans Schneider, 1979), pp. 46-111.
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to Leghorn (since from there he came by lang to
Naples), was built by the Representative of the
People. This machine was to have made its

appearance the previous day. Sunday. but because
it was rainy that entire day. it did not appear.

A Frimo di marzo, lunedi, penultimo giorno di
carnevale, fu in strada Toleto [sic]l un gran caorso
di maschere e carrozze, e usci dal cortile dello
Spirito Santo una bellissima nave fatta dal Popoio
con tutte 1°’ordegne solite di una nave, sapra
della quale erano diversi Amaretti, che
musicalmente cantavano le lodi del nuovo signar
viceré; e camind tutto il corso sino a Palazzo, e
poi ritornd indietro. Fu fatta gquesta nave dal
signor eletto del Popolo, alludendo alla nave con
la quale navigo i1 signor vicerg da Spagna sinc a
Livorno, perché da ivi venne poi per terra in
Napoli. Guesta machina dovea uscire il giorno
precedente, domenica:; ma, per essere stata

131
giornata piovosa, non usci.

It is doubtful that Alessandro Scarlatti, the master of
the Royal Chapel cf Naples, had anything to do with this
serenata. Since this "ship" was a demonstration of loyalty
to the new Viceroy by the fidelissim»o popoelo of Naples and
was built by their representative, the £1etto del Popolo, it
would seem more likely that Francesco Provenzale, the
Maestro di Cappella di questa fFedelissima Cittd di Napeli,

132

was responsible for the music heard on this occasion.

1Z1. Confuorto. Giornali, 1. 217.

132, Provenzale was appointed to this position on September
17, 1665, and evidently held it until his death in 1704.
Cf. Prota-Giurleo. "Provenzale.," pp.-. S3-79 and Bianconi,
“Funktionen des Operntheaters in Neapei.," pp. 19-23.



3.1.2 A Serenata at Naples for the Surrender of Albareale

Three months later another serenata was heard below the
Viceroy’s balcony. On May 31, 1688, the news arrived in
Naples that Albareale, an impartant city in Hungary, had
been captured by Imperial forces. S This event set off a
wave of general rejoicing which included the performance of
a serenata on June 3. The &azzetta di Napoli, +rom which
this information is known, fails to name the work or its
composer, but the fact that this serenata appears to have
been a court function strongly sugqests that members of the

Rayal Chapel of Naples under the direction of its master,

Alessandro Scarlatti, performed on this occasion.

The rejecicing at the surrender of Albareale and the
terrifying event which put an end to it are reported as
follows in the Gaezzetta of June 8, 1688:

After the singing of the 7e Peum on the morning
of last Tuesday [June 13 in thanks to God (as
previously reported) for the surrender of
Albareale, that night and the following two [June
1, 2, 31 the entire city appeared completely
illuminated, and in particular the Royal Palace,
which looked especially beautiful because of the
gre=at number of burning torches. Tha Most
Excellent Viceroy, desiring to participate in such
joyful cemonstrations, drove privately at night in
his coach all about the city and was very pleased
by the cordiality with which the most faithful
populace celebrated the aggrandizement of the Most

133. Confuorto, Giornali., 1. 217.
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August House of Austria. 0On Thursday night below
His Excellency’s balconies a very beautiful
musical serenata was given, which was thronged by
an infinite number of ladies and cavaliers. But
because in this world complete joy never or rarely
comes to us, we find ourselves transported from
the extremity of ;ubilation and fallen into the
depths of sorrow and grief, the baleful effects of
the terrible earthquake which struck on Saturday
the fifth of this month at twenty-one hours, which
caused such destruction that centuries and immense
treasures will be required to repair L[the damagel

Doppo esservi ia mattina del martedi passato
cantato il Te Deuwn in rendimento di gratie a Dio
(come si scrisse) per la resa d’Albareale, la
sera, e le due seguenti comparve tutta la
Citta illuminata, & in particolare il Regio
Palazzo., che si vidde oltre modo vago per la gran
quantita di torcie accese.

Quest’Ecc. S5ig. Vice—-Ré volendo entrar a parte del
godimento di dimostrationi cosi giulive, si portod
la sera in carozza privatamente per tutta la
Citta, restando. assai appagato della cordialita,
con la quale questo fidelissimo Popolo festeggia
17ingrandimento dell’Augustissima Casa d’Austria.
I1 giovedi a sera sotto Balconi di S. E. si diede
una bellissima Serenata in musica, a cui vi
concorsero infinita di Dame, e Cavalieri. Ma
perche in questo monde giammai, O raro, vengono a
noi compite 1°allegrezze, dall’estremo del
giubilo, ci vediamo passati, e caduti nel profondo
del cordoglio, e della tristezza: effetti infausti
dell horribile Terremoto accaduto Sabbato S. del
corrente, st le 21. hora, i1 quale ha cagionato
rovinz tali. che ci varrano secoli, % immensi
tesori per ripararle . . .

Al though possibly a work by Alessandro Scarlatti, the
serenata described abave has evidently not survived, or, if
it has., cannot be connected with this occasion. None of

Scarlatti’s extant serenatas makes explicit reference to the

surrender of Albareale.
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3.1.3 Summexr in Naples

The Viceroy Santo Stefano, unlike his predecessor the
Marchese del Carpio, appears to have made no attempt to

celebrate the namedays of his two GQueens with conspicuous
entertainments on the shores of the Mergellina. The only
reference to music during the customary summer festivities
of 1688 is reported on Monday, July 11, when, according to

the Gazzetta of July 13:

As a respite from ths weight of government to
which His Excellency applies himself with
indefatigable diligence, he went on Sunday [July
101 by sea to the delightful shores of Posiilipo
accompanied by the commanders of the Neapolitan
and Sardinian galleys. the Marchese di Camerassa
and D. Alonzo di Guzman, [respectivelyl, and with
the master of the military establishment, D.
Ferdinando Valdes. followed by [severall saall
craft [full ofl excellent singers.

L’Ecec. sua per respirare dal peso dell®indefesa
applicatione del governo Domenica si conduse per
mare alla delitiosa Riviera di Posilipo
accompagnato dalli Signori Generalil delle Galere
di Napoli, e Sardegna, Marchese di Camerassa, e D.
Alozo di Guzman con il Sig. Mastro di c3po D.
Ferdinando Valdes, seguito da Filuche di esquisiti

134
Musici.
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134. A similar account is given by Confuorto. Giorna2li, I,
225.



3.1.3.1 A Serenata for a Double Wedding

135
Both Confuorto and the &azzetta report that "una

bellissima serenata d’esguisiti musici®” was heard in Naples

on the evening of Monday. August 9@, 1688. This concert took

place in celebration of a double wedding at which Giuliana
-

t:c::lcmna,]w'6 married Giovanna Vaendeneiden Piccolomini, and

Carlo Cara{a,137 married Giovanna’s sister Elisabetta.

Neither source, however, mentions the location of this

performance or identifies the work or its composer.

Thirty-five years and a generation later. Alessandro
Scarlatti’s last surviving serenata, £rsxinia. was performed
in the Palazzo Stigliano, Naples, following the wedding of
Giuliano and Giovanna’s son.lua It is tempting to

speculate that Scarlatti also furnished the music heard in

1688, but this serenata remains unidentified and anonymous.

135. Confuorto, Giornali, 1. 227.

136. The Prince of Sonnino and the nephew of the 6ran
Contestabtbile Lorenzo Onofrio Colonna.

137. The Marchese d’Anzi.

i38. Ferdinando Colonna, the Prince of Stigliana.
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Z.1.4 Alessandro Scarlatti’®s Serenata in Honor of James 11

of England: A Doubtful Work

On the basis of archival evidence which she fails to
describe adequately, Lina Montalto asserts that a serenata
by A. Scarlatti in honor of James 11 of Enaland was
perfarmed during 1688 in the Palazzo Doria Pamphil j,

Rome. Montalto begins by writing of Alessandro Guidi’s
Sccademia per musica, a cantata text in honor of the
Catholic James I1. As mentioned above on page 67, this text
was set to music by Bernardo Pasgquini and sung to the
accompaniment of a large orchestra under the direction of
Arcangelo Corelli in Queen Christine®s Palazzo Riario alla
tungara. Rome, in 1&87. In Montalto®s words:
The cantata celebrated the ascension of the

throne by James II of England. The following year

a new cantata. this time performed in the palace

on the Corso [Cardinal Benedetto Pamphil;®sl, was

dedicated again to the English sovereigns. In its

print the Gueen [of Englandl on her knees receives

the expected heir, the Prince of Wales, from Faith

shown on a throne: the music is Scarlatti’s.

La cantata ftesteggiava 17 ascesa al trono di
Giacomo II d’Inghilterra: 1°anno successivo, una
nuova cantata, gquesta volta 'seguita nel palaz:z
al Corso. fu dedicata ancora ai sovrani
d’Inghilterra. Nella stampa di =ssa la regina
riceve in ginocchio dalla Fede, rappresentata in

141



trono, 1’atteso erede principe di bBalles: la
139
musica appartiene a Scarlatti.

In her footnote 65 which follows the above extract,
Montalto shows that news of the birth of James 11’s son

arrived in Rome in July, 1688. Her footnote continues by

asserting that:

- = « the Cardinai [Benedetto Pamphilj
compaosedl a Cantata in honor of the Prince of
Nales which was performed in his apartments and at
the Collegio Clementino. A tragic cantata, since
that autumn James I1 of England fled before the
invader William of Orange, taking refuge in
France.

« « =« 11 cardinale una Cantata in onore del
principe di Mallia che fu eseguita nei suoi
appartamenti e al collegio Clementino. Tragico
cantata: ché nell”autunno Giacome II d’Inghilterra
fuggiva davanti all’invasore Guglielmo d’0Orange,

i40
riparando in Francia.

Nowhere is it made clear where Scarlatti’s name is
found. Elsewhere in her study of Cardinal Pamphil;,

Montalto writes:

Among other things, the account books [of
Cardinal Pamphil ;;jl speak of an ode for the
liberation of V¥ienna, of a cantata for the birth
of the son of the King of England James I1 (Julvy,
1688), of various serenatas, and of many oratorios
for the Assumption sung in the Collegio
Clementinao, all likewise set to music by Cesarini
and recorded in the #t¢i of the Collegio
Clementino (Archive of the Padri Somaschi, Genoal’.

139. Lina Montalto, Up Mecenate in Rowma barocca (Florence:
Sansoni, 1955), p. 328.

140. Ibid., pp. S536-37, n. 6S.
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Nelle Giustificazioni si parla, inoltre, di
un®ode Per 12 libercrione Ji Yiepnz:. di una
cantata per la nascita del figlio del re
d*Inghilterra Giacomo II, luglio 1688, di varie
serenate e di molti orator?T per 17Assunta da
cantarsi nel Collegio Clementino, tutti parimenti
musicati da Cesarini e ricordati negli Atti del
Collegioc Clementino (Archivio PP. Somaschi,

141
Genova).

Evidently Montalto has seen a print containing a cantata
text and an engraving showing the Gueen of England., the
Prince of Wales, and the allegorical figure Faith.
Alessandro Scarlatti is presumably named somewhere as its
rcmposer. Unfortunately, no such libretto has come to
light, and because Montalto®s study is beset with
innumerable internal contradictions, unsuppor-ted assertions,

and deplorablie misunderstandings. such attributions as the

above cannot be considered reliable.

Al though no evidence has been discovered which suggests
that Scarlatti wrote a serenata or large cantata during 14688
in honor of James 11 of England, it is clear that there were
many festivities in Rome that summer in honor of the English
monarch and the birth of the Prince of Wales. The editions
of the Gazette de France published on August 28 and
September 4, 1688, carried lengthy accounts of the
celebrations in Rome on the feast of Saint James (July 2Z3),

181. Ibid.., p. S08.
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the nameday of the King of England. The latter edition, for

example, reports:
Rome, August 10, 1488

The festivities which were celebrated last week
for the birth of the Prince of Wales were
extraordinary. The Church of Saint Thomas where
the ceremonies took place was magnificently
decorated. After mass sung by several choirs of
singers. the Te Deum was sung in the presence of
eighteen cardinals; and, moreover, many salvos
were fired along the Tiber. Cardinal Howard had
all sorts of refreshments distributed to the
sarvants of the cardinals and to the populace: and
he arranged for a fountain of wine which flowed
for three days in front of his palace, which was
illuminated those evenings by three rows of white
wax terches. A little theater was constructed of
turf upon which an entire steer was roasted in the
English manner, covered with vegetables and giilt
in several places, with its belly full of suckling
pigs and birds and all sorts of game. It was
turned by a great cog-wheel powered by six men
dressed in the livery of Cardinal Howard with
escutcheons displaying the arms of England. During
the evening there were concerts of voices and
instruments, and of trumpets and drums; and alms
were distributed to all the poor of the parish.

De Rome., le 10 Aoust 14688

Les réjoilissances qui furent faites la semaine
derniére, pour la naissance du Prince de Galles
ont esté extraordinaires. L’Eglise de S. Thomas
ot se fit la ceremonie estoit magnifiquement
parée. Apres la Messe chantée a plusieurs choeurs
de musique, le Te Deur fut chanté en présence de
dix huit Cardinaux: % cependant, on fit plusieurs
décharges de boétes le long du Tybre. Le Cardinal
Howard fit distribier toutes sortes de
rafraischissements aux estafiers des Cardinaux %
a la populace: & il fit couler durant trois jours,
une fontaine de vin devant son Palais, gui fut ie
soir, éclairé d’un triple rang de flambeaux de
cire blanche. On dressa un petit theldtre de
gazon., sur lequel on fit rotir & 1a maniére

d Angleterre. un boeuf entier couvert de verdure 2

%
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dore en plusieurs endroits, & dont le ventre
estoit rempli de cochons de lait, de volailles, &
de toute sorte de gibier. 11 estoit tourné par
une grande roude condiite par six haommes vestus de
la livrée du Cardinal Howard, avec des écussons
aux armes d’Angleterre. I1 y eut le soir, des
concerts de voix & d’instruments, de tambours % de
trompettes: & on distribiua des auménes a tous les
pauvres de ia Paroisse.

None of the works heard on this occasion have been

identified.

3.1.5 The Marchese of Cogolludo®s Serenatas in Rome

Although the Count of Santo Stefano, Viceroy of Naples,
failed to sponsor the performance cof any serenatas during
the summer of 1688, quite the opposite was true of the

Spanish Ambassador at Rome, the Marchese of Cogolludo.

3.1.5.1 A Serenata for Lorenzo and Lorenza Colonna

A set aof so—-called avvisi Marescotti in the Biblicteca
Nazionale Centrale Vittorio Emanuele, Rome, preserves much
informatior about the musical and social life of Rome during

142
this period. One of these avvisi, dated August 14, 14688,

reports:

On the evening of [the feast ofl Saint
Lawrence, whase name the Contestabile Ccoclonna and

142. Extracts taken from these avvisi were kindly provided
by Prof. Lowell Lindgren.



the Princess of Palliano, his daughter—-in-law,
bear, the Spanish Ambassador, brother of the said
princess, had a very beautiful serenata in honor
of Their Excellencies performed in the great hall
of the Royal Palace of Spain, so arranged that it
could be heard in the Piazza [di Spagnal where a
great crowd gathered to enjoy it. His Excellency
[Cogolludol is now preparing a most beautiful
celebration in the Piazza di Spagna for the feast
of Saint Louis in honor of the reigning Queen of
Spain on her nameday.

La sera di S.ap Lorenzo di cui portava il nome
il Contestabile Colonna e la Principessa di
Palliano sua nuora fece L’>Ambasciatore di Spagna
fratello di d.etta Principessa una belliss.ima
serenata ad honore delle loro Ecc.ellenze nella
gran sala del Palzazzc regio di Spagna con tal
dispositione, che si poteva sentire nella Piazza
ove fu grande il concorso per goderla. Fa hora
S.ua E.ccellenz preparare una bellissisa festa
nella Piazza di Spagna per la festa di S.ap Luigi
per honagrare il nome della Reg. ira Regnante di

143

Spagna.

This serenata was heard on the evening of Tuesday., August
10, in celebration of the nameday of Lorenzo Onofrio
Coionna, the Gran Contestabiie, and of Lorenza de la Cerda
Colonna. As mentjoned above, she was Cogolludo’s sister and
the wife of Filippo Alessandro Colonna, the Gran
Contestabile’s oldest son. According *o the published
catalogue of the libretto collection in the Biblioteca
Casanatense, Rome, the text sung on this occasion is

preserved in a print entitled:

——— et e . et et

143. 1 Rn, MS5. 788, fol. &év.



La Notte, il Giorno ed 11 Merito. Cantata per musica a
144

tre voci . . . di Francesco M. Paglia .

In the libretto Severo de Luca is named as the composer who

set Paglia’s poetry to music.

Evidently this same serenata was repeated six days

later. An avviso dated August 20, 14688, reparts:

144,
dal

On Monday [August 161 the Spanish Ambassador
had the above—mentioned serenata given in the
Piazza di Spagna to which the entire city flocked,
and besides the ladies invited into the balcony of
the ambassador’s wife, eight cardinals attended.,
fseated] on tihe ambassador®s [balconyl.

The festival consisted of a very beautiful
theater completely illuminated by Venetian torches
and decorated with statues, bas-reliefs, and other
skillfully conceived architectural ornaments. One
hundred and fifty Moors wearing silver-—
lamé clothing with instruments of every sort sat
on the risers, and on the platform were seated all
the singers, also dressed in theatrical costumes .

Lunedi si fece da questo Ambasciatore di Spagna
1’ accennata serenata in Piazza di Spagna alla
quale concorse tutta 1a Citta, et cGitre le dame
invitate al Balcone dell’Ambasciz¢i ice vi
intervennero 8 Card.irneii a quello
dell’>Ambasciatore.

La festa consisteva in un bell.ss.i30 teatro
tutto illuminato di torcie di Venetia, et
arricchito di statue, e bassi rilievi et altri
adornam.enti di ben intesa architettura nel quale

Laura Cairo and Piccarda Guilic, Biblioteca teatrale

8500 afi *700: la raccolta della biblioteca casaratense

{Rome, 1981), no. 2851.
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sopra le scalinate sedevano da 150 mori con vesti
di lame d’argento con instromenti d’ogni genere, e
nel palco vi sedevano tutti 11 musici vestiti

145

parimenti in habiti Teatrali . . .

3.1.5.2 A Serenata for Gueen Maria Luisa of Spain

As mentioned above on page 120, the Marchese of Cogolludo
had Bernardo Pasquini’s Applauso musicale performed in the
Piazza di Spagna on GQueen Maria Luisa’s nameday in 1687. The
events of 1688 in both Nanles and Rome honoring the Gueen on
her nameday (referred to below as her birthday) are reparted
as follows in the Gazzetta di Napoli of August 31, 146E8:

CNaplesl]

Last Thursday [August 263 the Most Excellent
Viceroy [Santo Stefanol attended rovyal chapel with
the customary formalities in the Church of the
Greater Carmine for the birthday of Her Majesty
the reigning GQueen . . .

Rome

On the evening of [Wednesday., Augustl 25, for
the birthday of Her Majesty the GQueen of Spain,
the Catholic Ambassador had the entire square in
front of the King’s palace L[the Piazza di Spagnal
illuminated by four hundred torches, at the head
of which a very beautiful theater [was builtl,
completely illuminated by torches, showing Apollo
with Juno and Pluto at his sides with other
mythological figures around them., and at their
feet the two rivers Nile and Seine. And in this
theater a serenata was performed by a great number
of singers and players for a great crowd of

145. I Rn, MS. 788, fols. &Bv—4é9r. This extract is cited
with a few variants by Mario Rinaldi, Arcangelce Corelli
(Milan: Curci, 1933), p. 129.
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princes., nobles, titled dignitaries, and people.

[Napolil

Per il compleaﬁas della Maesta della Regina
Regnante gicvedi passato si tenne da
gquest Ecc. Sig. Vice-Rée Cappella Reale nella
Chiesa del Carmina Maggiore con le solite
farmalita . . .

Roma

Dal Sig. Ambasciatore Cattolico la sera delli
25. per il giorno natalitio della Maesta della
Regina di Spagna si fece illuminare tutta la gran
Piazza del Palazzo del R& da pit di 400. Torcie
con un Teatro al capo d essa bellissimo., tutto
illuminato con Torcie., rappresentante Apollo con
ai lati Giugnone, e Plutone, & all’incontro altre
figure favolose, & a piedi i due fiumi Nilo, e
Senna, & in esso si fece la serenata da gran
quantita di Musici, e sonatori con gran concorso
di Prencipi, Nobilta, Titolati, e Popolo.

The Gazette de France similarly took notice of the

festivities in Rome on this occasion:
Rome, August T1, 1688

On the twenty-fifth the Marchese of Cogolludo,
the Spanish Ambassador, sponsared a grand
celebration because of the [namedayl festival of
the Rueen of Spain. The entire square in front of
his palace was illuminated by torches of white
wax, and there was a grand concert of voices and
instruments. (September 25, 16B88)

De Rome. 12 31 Aoust 1488

Le Marquis de Cogolludao Ambassadeur
Extraordinaire d’Espagne fit 1le 25, de grande
reéjolissances a cause de la feste de la Reyne
d”Espagne. Toute la place du Palais estoit
éclairée de flambeaux de cire blanc: &% il y eut un
grand concert de voix & d”instruments. (25
Septembre 14688)
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Reflecting a different point of view, another account of
the festivities sponsored by Cogolludo was written by the
Savayard agent in Rome, Paolo Negri, and this account has
been published by Alessandro Ademollo:

The Spanish Ambassador here, without paying for
anyone’s services, gave for the birthday of the
reigning Gueen his greatest celebration., with
lighting by torches and candles all along that
entire great piazza, at the head of which there
was a large theater with a painted backdraop,
entirely illuminated, showing Apollo with Juno and
Pluto at his sides and with other mythological
figures around, and the two rivers Nile and Seine
at their feet: and in this theater the serenata.
which was generally not liked, was sung by two
ladies on the main parts and a large number of
singers and instruments. And although the setting
was beautiful, the presentation of the singers and
players dressed in their own garments to the view
of the entire populace, which was considered a
great impropriety, furnished grounds for
criticism, so much the more because if His
Excellency had had uniform attire made for all of
them, he need nct have inconvenienced his purse,
sending all his creditors away alike empty
handed. Whence it was heard the next morning that
a pasquinade had cropped up which said: "The
Marchese of Cogolludo does all that he should and
owes for all that he does.”

fluesto signor Ambasciatocrz di Spagna, senza
pagare alcuno, fece pel natale della Regina
regnante, la sua superbissima festa
ctoll’illuminatione di torcie e di cera per tutta
quella gran piazza, a capo della guale vi era un
gran teatro di tele dipinte, tutto illuminato.
rappresentante Apollo con alli lati Giugnone e
Plutone ed all intorno altre figure favolose, ed
ai piedi i due fiumi Nilo e Senna; ed in esso
Teatro si cantd la serenata da due danne per le
principali parti, e da gran guantita di musici ed
istromenti la qual serenata communemente non
piaque, ed ancor che 1’apparato fosse bellissimo,
diede materia a criticare quel far vedere 1li
cantori e 11 sonatori alla vista di tutto il
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popolo, vestiti delli propri loro abiti, il che fu
stimato un’improprieta grande tanto pid che
facendoli S. Ecc.a a tutti un abito ugale, non
avrebbe incomodata la sua borsa, mandando tutti 1i
di lui creditori del pari. Onde la mattina
seguente si sent]l essere uscita una pasguinata che
diceva: "1l signor Marchese di Coccogliudo fa
tutto quello che deve e deve tutto quello che

146
fa."

Strangely, Ademollo reports that Negri®s account is found
in a letter dated August 18-—a week before the feast of
Saint Louis. One might assume this to be another reference
to the serenata given on August 16 but for the fact that on
that evening the performers were dressed in silver-
lamé clothing, while Negri makes much of the fact that at
the performance he witnessed, the singers and
instrumentalists were not uniformly attired. In all
likelihood, the date of Negri®s letter as rzported by

Adempolla is incorrect.

The documents reproduced above show that Cogolludo
presented a serenata on the evening of August 10, 1688, the
feast of Saint Lawrence, which was repeated on August 164,
and that he gave a serenata on August 25, the feast of Saint
Louis. Presumably they were two different works, and both
serenatas required a large orchestra in addition to the

1446. Alessandro Ademalla, I Teatri di Roma pnel secoleo
decimosettime (18883 rpt. Bologna: Forni, 1969),

pp. 171-72. wenri’s avvisi di Rowa are preserved in the
Archivio di Stato di Torino.
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singers. Two female soloists were heard on the evening of
August 25. Given the close diplomatic ties between the
Spanish Ambassadcr in Rome and the Spanish Viceroy of
Naples, and sirnce there is no evidence that the Viceroy
required any serenatas from the pen of Alessandro Scarlatti
during the summer of 1668, it is possible that one or both
of the serenatas reported above were his. As yet, haowever,

ne documents have come to light which further identify these

serenatas.

3.1.6 A Serenata in Naples for the Capture of Belgrade

On September &, 1688, Imperial troops captured the
fortress city of Belgrade. Christian Europe received this
news with an outburst of rejoicing rivaling that witnessed
after the fall of Budapes{ in 1686. The celebrations
instituted in Naples on this occasion are described as

147
follows in a news sheet printed in Palermo dated

September 28, 14688:
Naples, September 21

At such propitious news (which reached His
Exceliency on Friday night two hours after
midnight, the seventeenth of this month) His
Excellency made manifest his heartfelt joy by
ordering that fireworks be immedizately displayed
all throughout the city. which were continued for

—— ey et o e s st

147. Nella Stamperia d’Aldimiro Demoncarma.
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two nights, the third being reserved until the

theater which is being built in front of the Roval
Palace is finished, where the Temple of Glory with
other allusions will be represented and celebrated

with a serenata of more than a hundred
instruments.

Napoli 21. Settembre

A si prospero annutio {(gionto a S.«ue
E.ccellenza la sera del venerdi due hore doppo
mezza notte 17. dell’istesso mese) manifestd
1’E.ccellenza S5.¢a 1'interno giubilo con ordinar
subito si facessero per tutta la €Citta fuochi di
gioia, quali si son continuati per due sere,
riserbando la terza finche sia finito il Teatro,

che si fa avanti al Regqio Palazzo, ove si

rappresentara il Tempio della bGleria con altre
allusioni, e si festeggiara con una Serenata di

. 148
cento, 2 piu istromenti.

This serenata, perhaps entitled 11 Tespio della Gloria,

was very likely a work of Alessandro Scarlatti.

Although 1t

was surely completed and rehearsed, events conspired to

prevent its public performance. The Gazretta di Napoli

dated September 28 records the construction in progress on

the bizarre temporary outdoor theater in which it was to

have been performed:

Work is continuing at a furious pace on the
above~mentioned theater, and it is hopaed that it
wiil turn ocut to be one of the most splendid ever

built, not only in regard to its size, occupying
almost the entire greater part of the square in
front of the palace, but alsa because of its
fanciful design.

148. This news sheet is preserved in the cellection of the

Gezzetta di Napoli referred to above on page 99.
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Si prossiegue a travagliare attorno all”avisato
Teatro a tutta furia, e si spera sia per riuscire
una delle pid superbe machine, che si siano fatte
sin® hora, non solo in riguarda della grandezza,
occupando quasi la maggior parte del largo del
Palazzo, ma anco per la capricciosa inventione.

Conspicuous outdoor celebrations like the above were
normally limited to the warm, dry months of summer. The
Viceroy Santo Stefano must certainly have known of the risks
involved when he authorized the preparations for this
serenata so late in the season. As can be seen in the
following extracts taken from successive editions of the
Gazzetta di Napoli, his gamble that good weather would

prevail was in vain:
October 12, 14688

They are still incessantly working on the auch
acclaimed theatrical machine which is being built
for the celebration of the conquest of Belgrade,
and this will take place as soon as the weather
permits., although the continuous rain these days
has slowed this undertaking not a little.

October 19, 1688

The weather, which meanwhile continues [to bel
rainy, is delaying the above—-mentioned celebration
prepared for the conquest of Belgrade, aithough a
great number of scaffolds has already been built
below the arches of the Royal Palace and in other
places. The site [of this performancel, although
spacious, is judged inadequate because of the
curiosity excited in everyone to see such a
beautiful and sumptuocus spectacle.

October 26, 14688

Meanwhile the weather is unpleasant because of
the wind and continuous rain [and]l because it is
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preventing the performance of the above mentioned
celebration for the conquest of Belgrade.

12, Ottobre 1488

Si travaglia tuttavia incessantemente attorno
alla famosa Machina che s’ apparecchia per
festeggiare 1’acquisto di Belagrado. e si
sara subbito che il tempo lo permettera, mentre in
Gquesti giorni le continue pioggie hanno ritardato
non poco 1’opra.

19. Ottobre 1688

In tanto la stagione, che tuttavia seguita
piovasa. fa prolongare la scritta Festa preparata
per 1’acquisto di Belgrado, essendosi
gia fabricati gran numero di palchetti sotto gli
archi del Real Palazzo, % altri luoghi, stimandosi
incapace il sito, quantunque grande per la
curiositd ch’eccita tutti a vedere si vago, e
sontuoso spettacolo.

26. Dttobre 14688

In tanto la stagione, a cagion\de venti, e
delle pioggie continue, riesce piu dell’ordinario
noiosa, perche tuttavia impedisce 17 effetto della
scritta festa per 1 acguisto di Belgrado.

By the end of October it must have been clear that this
serenata would not Jse performed. Custom dictated that
either the nameday or the birthday of the King of Spain
{November 4 and 6, respectively) be conspicuously celebrated
by the performance of an opera in the Royal Palace of
Naples. That year in Naples Matteo Noris’ libretto I Re
Infante, first performed in Venice in 1683 with music by

Carlo Pallavicino, was reset by A. Scarlatti. As I! fFlavio,

it was scheduled to be perfocrmed in the Ruyal Palace on the
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evening of November 6. The bad weather and its attendant
hazards to delicate voices appear to have threatened even
this performance. The 6azzetta of Movember ? records the
postponement of Il flavio and the cancellation of the
serenata for the conquest of Belgrade:

The opera planned in celebration of the said
[birthl day, not yet ready for performance because
several singers find themselves indisposed, has
been postponed and will appear on stage one of
these days; and there is reason to hope that it
will succeed quite splendidly. The inclemency of
the season, which because of the continuous rain
keeps us closed indoors more than usual. is not
permitting us to enjoy the splendid plans that
were made to celebrate the triumphant subjugation
of Belgrade by Imperial forces, nothing else being
required but the improvement of the weather.

L?0Opera in musica destinata per sollesnnizzar
detto giorno, non trovandeosi su’l punto desser
recitata, a causa dell’indispositione d”alcuni
musici, s’@ trasferita, & un di questi giorni
comparira su le scene; e si spera sia per riuscire
assai bella. L’intemperie della stagione.
ch’oltre modo ci tiene racchiusi nelle
habitationi, a causa delle continue pioggie, non
ci fa godere delle superbe preventioni., che si son
fatte per celebrare i trionfi dell’Armi Cesaree
nell’espugntione di Belgrado, & altro non
s’ aspetta, che la bonaccia del tempo.

Later editions of the G2zzetta record that Il flavio was
performed in the Royal Palace on November 14 and 17,
followed by its transfer to the Teatro San Bartplomeo where

t was heard for the first time on November 21. The

=

serenata in celebration of the conquest of Belarade is never

mentioned again in the 6azrzetta di Mapoli and, although it
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may well represent a lost work of Alessandro Scarlatti, has
entirely escaped the attention of music historians. Neither
the text nor a score of this work is known to have

survived.

On February 12, 1689, the young Gueen of Spain, Maria
Luisa of OrlsSans, died. This event altered the calendar of
summertime festivities in much of Europe and the Americas,
for no longer would her nameday, August 25, the feast of
Saint Louis, be celebrated as a court function throughout
the Spanish Empire. Because Charles I1 of Spain had not vet
produced a male heir, it was essential that he remarry as
soon as passible. It was no surprise then when news of his

149

intention to wed arrived in Naples on June 4., 1&89. MHis

bride was to be Marianna of Pfalz-Neuburg.

Cn the day following Maria Luisa’s death, February 13.
1689, the administrators of the Real Conservatorio di Santa

Maria di Lloreto appointed Alessandro Scarlatti chapel master

149. Confuorto, Giornali, 1. 265S.



of the conservatory with the requirement that he t=zach
singing and playing to alil the boys of the institutinn.lso
Scarlatti must have hoped that the ten ducats a month which
this position paid would supplement his regular courtly

salary encugh to cover his increasing expenses as head of a

family.

At the end of April, however, Scarlatti requested and was
granted a month®s leave of absence so that he might go to
Rome on private business. Evidentliy, a wealthy and
influential patron in Rome desired the cemposer®s services.
Scarlatti must have been optimistic about his prospects in
Rome, for, when after two and half mcnths had passed and he
had still not returned to Naples, he was dismissed from his
position at the conservatory. The composer is believed to
have spent part of the spring and summer of 1689 in Rome,
and evidently this was done with the approval of the Viceroy
of Naples, since no action was taken against him by the
court. His absence from Naples that summer may explain the
lack of any serenata sponsored by the Viceroy on Saint
Anne” s day, 1689, to mark the nameday of the Queen Mother

151
and of the future GQueen of Spain.

150. Pagana, Rlessandro Scaerlatti, pp. 104-07.

151. Confuorta, Gieorneli, 1. 269.



It is not knawn for certain who called Scarlatti away
from Naples or what musical activities awaited him in Rome.
Almost certainly these activities had originally included
the preparation and execution of serenatas. but evidence has
not come to light documenting any in the Eternal City that
summer. Perhaps the death of Innocent XI on August 12,
1689, can account for this lack of secular entertainment in
Rome. Already by July of 1489 the Pope’s critical condition
was widely known, and the preparation of a serenata when
Rome was poised to enter a period cof mourning would have
been a dubious undertaking. Lina Maontalto mentions a number
of chamber cantatas by Scarlatti which are recorded in the
Pamphil j account books for 1689. These were eviqently
performed at the Cardinal’s eccadewie where, according to

152
Montalto. "ha 11 posto d honore lo Scarlatti.®

J.2.1 Celebrations in Naples for the Wedding of Charles II

with Marianna of Pfalz—-Neuburg

By September of 1689, if not sooner. Scarlatti must have
returned to Naples to take part in the preparations for the
festivities in celebration of the w=dding of Charles II with

Marianna of Pfalz-Neuburg. The festivities began on October

152. Montalto, Un Mecenate, p. 3IZ8B.
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3. 1689, and must have strained the financial and artistic
153

resources of Naples to the limit. A detailed account aof

these celebrations is preserved in a rare pamphlet published

and probably written by Domenico Antonio Parrino which bears

the title:

SUCCINTA/RELATIONE/Delle Feste fatte celebrare in
Nepoli nel Mese/d’Ottobre 16£9./DALL® ECCELL. SI16./CO:
D1 S. STEFAND/Vice—-Re&, e Capitan Generale di detto
Regno, Per 1’aviso ri—/cevuto da S5.E. per 1i Sponsali
effettuati dal /SERENISS. RE® D?UNGARIA/R’ nome della
Maesta del nostro Re,/CARLO SECONDO/CHE DIO GUARDI./CON
LA SERENISSIMA PRENCIPESSA/MARIANNA/DI

NEDBURGD. /Seguito in quella Corte il di 28. del caduto
Rgosto dell’fnro stesso./IPrinter’s devicel/IN NAPOLI,
Per il Parrino MDCLXXXIX./Con Licepza de Superiori, e

154
Privilegio.

3.2.1.1 An Allegorical Chariot with Music

This pamphlet reports that on Monday, October I, a giant

allegorical chariot representing a temple descended the Via
153. ¢7. Confuorto, Giornali, I, 278.
154. I Nsp (Naples, Library of the Societa Napoletana di

Storia Patria), bound between pp. 188 and 189 of MS.
Confuorto XX.C.Z21.
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Toledo and

- - «then stopped in front of the Royal Palace,
on the balconies of which Their Excellencies the
Viceroy and the Vicereine with their childran were
seated. This was followed by the harmony of
sonorous instruments joined with the sweet melody
of the finest voices {(thirty of which were seated
within the temple) who sang excellent compositions
which in very naoble verse alluded toc the most
happy marriage of Their Majesties, to the grand
and magnanimous spirit of His Excellency [the
Viceroyl, and to the great abundance of happiness
[felt] by the Representative of the People as well
as by his most faithful populace. Thus did it
appear that the entire chorus of the Muses had
been transported into that chariot.

e » «» fermossi poi avanti al Real Palazzo, alle
cui ringhiere, se ne stavano assisi gli
Ecc.ellentissimi Sig.nori Vice-Ré, e Vice-Regina
con i loro Signori figliuoii; indi dopopo 17armonia
di canori istrumenti, cantarono con suavissima
melodia gli scelti musici (che al numero di 30.
entro quel Tempio sedeano) ingegnose composizioni,
in versi molto nobili, allusivi a gli gponsali
felicissimi delle Maesta loro, alla gradezza del
magnanimo genio di S.c¢a E.ccellenza ed insieme
all’eccesso dell’allegrezza, s1 dell’Eletto, come
di tutto il suo fidelissimo popolo; onde pareva
che il choro intiero delle Muse trasportato in

1SS

quella machina si fusse.

This description sounds remarkably similar to that of the
chariot which serenaded the Count of Santo Stefano shortly
after his arrival in Naples on March 1, 1688. Again it is
doubtful that A. Scarlatti was responsible for the music.
Francesco Provenzale or another composer i1n the service of
the £letto del Popolo was more likely the composer of these

155. SUCCINTA RELATIONE . . . 16B2, p. 3.
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*ingegnose compaosizioni.®

J.2.1.2 An Egquestrian Ballet followed by a Musical

Entertainment and Ball

On the evening of Wednesday., October S, a masked horse

ballet was performed in front of the Royal Palace by

ninety—-six "frascelti Cavalieri." After their demonstration

of martial prowess the knights were invited into the palace

+for refreshments where

- =« -« mMmeanwhile for delighting their ears there
was na lack of harmonious entertainment of the
finest music.

- « = Ne mancd nel mentre per dilettar gli
orecchi, 1armonicsa divertimento di scieltissima

156
musica.

The evening ended with "il gra2n ballo reale della Torcia” in
the great hall of the palace. The music performed on this
occasion was in all likelihood provided by members of the
Royal Chapel, and the "armonioso divertimento” mentiocned

above might well have been a large cantata by Alessandro

Scarlatti.

156. Ibid.. p. 6.



3.2.1.3 An Italian Comedy entitled 611 Eccessi della

Cortesia

On the following day:

« « « the noble ladies were likewise invited to
the palace where that evening, in the magnificent
hall called the Duke of Alba’s, His Excellency had
a most worthy and well-received Italian comedy
entitled G611 Eccessi della cortesia performed by
several academicians of talent . . . tha
entertainment being intermixed with sweet sinfornie
and charming airs.

« « = furono invitate le Signore Dame parimenti
a Palazzo, dove la sera nella magnifica Sala detta
del Duca d’Alba. fece rappresentare S.ua
E.cceiienza da alcuni virtuosi Accademici una
digrnissima, ed applaudita Comedia Italiana,
intitplata gli Eccessi della Cortesia . . .
alternadosi il divertimento co dolci sinfonie, e

157

vaghe ariette musicali.

Evidently 6l1i Eccessi della cortesia was a spoken play

with musical interludes or, perhaps, interw»ezzi of some sort

performed between the acts. While Scarlatti might have
written the music heard that evening, the expressioaon

"virtuosi Accademici”" suggests that the main body of the

work was performed by amateurs, not by members of the Roval

Chapel or by singers associated with the Teatro San

Bartolomeo.
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3.2.1.4 A Spanish Comedy entitled Las Awazornas

The final work in honor of the union of Charles I1 and
Marianna at which music was heard occurred ten days later:

On Sunday evening, the sixteenth of this
October, the Most Excallent Vicoroy, a2s a finale
to these renowned festivities, had a number of
Spanish officials recite in their language a
famous comedy entitled Las Arazonas. that is, the
Amazons, to which end he had very spectacular
scenery prepared in the so-called Hall of the
Viceroys: His Excellency attending incognito, and
Her Excellency the Vicereine attended by an
indescribable number of ladies and cavaliers, tne
work was much applauded for the rich gala of the
costumes {(since different ones were warn at each
entrance of the performers) as well as for a very
beautiful prologue, dances, and musical airs.

Domenica sera 16. dello stesso Ottobre
1’Ecc.ellentissimo Sig.nor Vicere per termine
delle celebrate Feste, fé& recitare da alcuni
Officiali Spagnuoli nel loro Idioma, una famosa
Comedia, intitolata las Amazonas, ciog 1°Amazoni,
per il di cui effetto fece prepararli vistosissima
Scena nella Sala detta de” Viceré&, intervenendovi
incognita 1°E.ccellepzz S.ua e 1’Ecc.ellentissima
Sig.esora Vice-Regina assistita da indicibil numero
di Dame, e Cavalieri, essedo stata aprlaudita
17 opera cosi per la ricchezza delle gale, che
sepre differenti vestirono in agni loro uscita, 1
rapresgtiti, come per un bellissimo Prologo.
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balli, ed ariette musicali.

This reference to the performance of a Spanish play
entitled Las Amazonas in the Royal Palace at Naples on.

October 16, 1689, is of considerable interest. Less than a

month later Alessandro Scarlatti’s opera L’Amazone corsara

1S8. Ibid.. p. B.
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