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Three surviving Vivaldi works belong to a highly interesting
secular vocal genre, widely cultivated in the late seven-
teenth century and most of the eighteenth century, com-
monly known as the serenata. The alternative description
of this kind of work as a “dramatic cantata” (or “cantata”
tout court) explains its essential nature. It is a vocal work
(hence “cantata”) and is dramatic, in eighteenth-century
terms, by virtue of being structured as a dialogue be-
tween two or more named characters.

The term serenatais derived not from sera (evening), which
is a false etymology, but from sereno (a clear sky, particu-
larly at night). This word reflects the fact that such works
were commonly performed not in theatres, complete with
costumes, scenery and stage machinery, but in impro-
vised, less formal surroundings where either the audience
or the performers, or even both, might find themselves
under the skies. Unlike operas, which were performed on
several nights and could be revived in other seasons and in
different locations, serenatas were generally “occasional”
works in the strictest sense of that term: they were
performed once, and then, their purpose accomplished,
usually forgotten, unless the composer chose to recycle
some of their material. Serenatas usually formed the
centrepiece of an elaborate festa commemorating some
significant and welcome event in the life of a prominent
person or family, such as a birth, a birthday, a name-day,
awedding, avisit by a high-ranking person or apeace
treaty. The texts for such works were normally written in
extreme haste by a local poet and instantly set to music
by a local composer. In Venice and elsewhere in Italy there
was theoretically a legal obligation to publish the libretto
following its approval by the censors, but pressure of time
and the extra expense entailed seem to have caused this
requirement often to be ignored. This may be the reason
why no librettos have survived for a high proportion of
serenata texts, which therefore have today to be labori-
ously reconstructed from the words fitted underneath the
notes of the score.

It is conventional for a serenata text directly or indirectly
to mention, often in the last passage of recitative,
the name of the person or institution sponsoring the
performance - that is, the commissioner of the work - and
also the person and event honoured by its performance.
Serenatas usually call for between two and six solo singers
and an orchestra made up of strings and continuo, some-
times augmented by wind instruments; to have a separate
chorus is a rarity. Their plots nearly always take the form
of a quietly civilised conversation among the dramatis
personaerather than a sequence of action-packed events.
Whereas the operas of the same period exhibit a clear
hierarchyamongthesingers, reflected with great precision
in the number of arias allotted to each character, serenatas
tend to be conceived in a more egalitarian spirit. The arias
are grouped instead into a series of “rounds”, during
which each character sings exactly one aria; the order in
which the singers present their arias is varied from round
to round in order to lend variety. Like oratorios, longer
serenatas are customarily dividedinto two parts of roughly
equal length (during such intermissions the hosts plied
their invited guests with refreshments).
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La Senna festeggiante is the fruit of aclose relation-
ship that Vivaldi enjoyed between 1724 and 1729 with
the French ambassador to Venice, Jacques-Vincent
Languet, comte de Gergy. Like other foreign diplomatic
representatives in Venice, whose social life was very
restricted on account of alaw that prevented Venetian
patricians from frequenting them except by special
permission, the French ambassadors liked, on 25 August

(their sovereign's name-day, the feast of St Louis), to
hold a festa commemorating the event. It was probably
for this day in 1726 that Vivaldi composed La Senna fes-
teggiante. The year of composition is easy to establish, at
any rate, from the characteristics of the paper used for
the manuscript, which was copied out by the composer’s
father, Giovanni Battista Vivaldi (with a few autograph
insertions), and from the pattern of textual concordances,
literary and musical, that link the serenata to both earlier
and later works. Almosta year previously,on 12 September
1725, Vivaldi had written a shorter, two-voice serenata
(RV 687) for Languet celebrating the wedding of the
youthful Louis xv to the Polish princess Maria Leszczynska.
In 1726 there was aspecial reason to produce a more
elaborate work, one more overtly paying homage to
the French nation in addition to its monarch: the visit of
Cardinal Pietro Ottoboni, the famous patron of the arts
resident in Rome. A member of the Venetian patriciate,
Ottoboni had earlier fallen foul of the Republic’s laws by
accepting a position at the Vatican as Protector of the
Affairs of France, and for several years had been banished
from his native city. His triumphant returnin 1726, marked
by a multitude of musical events, set the seal on the
normalization of diplomatic relations between Venice and
France. So on this occasion the librettist, Domenico Lalli
(a frequent collaborator of Vivaldi), and the composer
were effectively paying tribute to three people: Languet
(as host), Louis (as French monarch, on his name-day) and
Ottoboni (as distinguished visitor and symbol of reconcil-
iation between Venice and France).
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The libretto devised by Lalli adopts an extremely common
framework for serenata texts that one may term “the
quest”. Two allegorical characters, LEta dell'oro (The
Golden Age) and La Virtu (Bravery), wander through
a desolate landscape in search of their lost happiness.
They are greeted by La Senna (The Seine), who promises
to lead them to the object of their search, and the mood
lightens from that point up to the end of the first part. In
the second part they at last behold the French monarch,
to whom they offer fulsome compliments and prayers.
Unfortunately two folios containing a large part of the
final recitative, in which (as already explained) the context
of the celebration would certainly have been described,
are missing from the manuscript of the serenata in the
Biblioteca Nazionale Universitaria, Turin.
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In setting this text, Vivaldi chose to pay a personal hom-
mage to Louis and the French nation by introducing, from
time to time, significant and clearly audible elements of
the French style (as he had not done in his earlier sere-
nata for the ambassador and does hardly anywhere else
in his surviving music). Besides the use of aggressively
dotted rhythms (conventionally indicated by the phrase
“alla francese” in Italian scores of the time), we find
typically French melodic and harmonic inflections and the
aping of a French-style overture in the Ouvertur (Giovanni
Battista Vivaldi's spelling) opening the second part. The
fugue Forming the long central section of this movement is
a cleverlydisguisedparaphraseofa passagefroma terzetto
by Antonio Lotti published in a collection of 1705. The
first aria For La Senna in the second part, “Pieta, dolcezza”,
evenalludesto French musicina purely visual way by being
notated in 3/2 metre rather than the (for Vivaldi) more
usual 3/4. The most French-inspired of the arias is “Al
mio seno il pargoletto”, for L'Eta dell'oro, which exhibits
to perfection the classic French quality of tendresse, in
association with characteristic minuet rhythms. However,
most of the work, including recitatives, remains resolutely
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Italianate in style: this primary allegiance is underlined by
placing a three-movement Italian sinfonia, a pendant to
the French ouverture, at the head of the first part.

Vivaldi sought maximum musical variety within the limita-
tionsinherentin the genre. The three voices-soprano, alto
and bass - are well contrasted. The identity of the original
singersis not known, but the bass must have been an artist
of exceptional vocal agility. Probably at Vivaldi's behest,
Lalli framed the first part with choruses (the second
borrowed from an earlier serenata text he had written)
and ended the second part with another chorus, this time
adaptedfromtheclosingchorusofa serenata, /l Fenice,that
he had written only shortly before in Ottoboni’s honour.
Vivaldi simply used the principal singers as chorus for the
first two ensembles, but added a part for tenor in the
final ensemble, observing in the score: “Sarebbe molto
bene far cantare questa parte ma pero non € necessario”
(“It would be very good to have this part sung; however,
it is not necessary”). The reason for the sudden expansion
to four parts was that the music for this imposing final
movement, written in the style of a chaconne (another
French-inspired gesture), was mostly borrowed from the
chorus ending Vivaldi's opera Giustino (1724). There are
also two duets, both for the upper voices: “Godrem fra noi
la pace” is paraphrased from a duet in the 1725 serenata,
while “Qui per darci amabil pace” takes the form of a deli-
cious aria a due, where L'Eta dell’'oro and La Virtu first sing
separately (in the tonic and dominant, respectively) and
only then, with thrilling effect, unite their voices.

Vivaldi is less adventurous with the instrumental scoring.
Oboes and recorders are used as strumenti di rinforzo in
the choruses, but there are no exotic obbligato instru-
ments appearing anywhere in the arias. There are hints in
the score that the composer was not personally present
at the performance, which could explain his caution.
<G

Where does La Senna festeggiarne stand in Vivaldi's
oeuvre? The frequency with which it has been revived in
modem times, even though no critical edition of it has yet
been commercially published, testifies to arecognition
of its high musical value. This elevated status may appear
a little surprising in view of the number of borrowings
it contains (only a few of which have been remarked on
here), but Vivaldi, like Handel, was a discriminating and
skilful borrower more motivated to extend the life of his
best music than merely to save himself time or effort.
Leaving aside the operas, La Senna festeggiarne is by
a wide margin his most ambitious and memorable secular
vocal work to have survived, a worthy counterpart to his
oratorio Juditha triumphans.

Vivaldi's service to Languet did not end there. In 1727 he
wrote for the ambassador a serenata and a Te Deum to
mark the birth of twin princesses to Louis xv. However, he
missed the opportunity to write a serenata for the birth of
a Dauphinin late 1729 (the task was entrusted to Albinoni),
since by then he had departed on avisit to Austria and
Bohemia. Soon after Vivaldi's return Languet was recalled
from Venice, and contact between the two men evidently
faded. So La Senna festeggiarne is the main testimony
to an important episode in Vivaldi's career, and is also
areflection of the high reputation he earned in France
following the publication, in 1725, of Le quattro stagioni.
Not for nothing did the Mercure de France term him, in
October 1725, “le plus habile compositeur qui soit
a Venise” (“the ablest composer in Venice”).

Michael Talbot
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Olomoucky kraj

Tri nalezena dila Antonia Vivaldiho patfi k velmi atraktiv-
nimu zanru svétské vokalni hudby, péstovanému na konci
sedmnactého stoleti a po znacnou ¢ast osmnactého sto-
leti a obecné oznacovanému jako serenata. Podstatu
tohoto zanru vysvétluje i alternativni oznacovani téchto
dél jako ,dramatické kantaty"” (nebo ,kantaty"” tout court).
Jedna se o vokalni dilo (proto ,kantata”), kterému v du-
chu osmnactého stoleti dodava dramaticky raz jeho struk-
tura dialogu dvou a vice postav.

Etymologie terminu serenata neni zalozena na vyrazu
sera (vecer), jak se nékdy uvadi, ale z vyrazu sereno (jasna
obloha, zejména nocni). Tato dila nebyla bézné insceno-
vana v divadlech, s kostymy, kulisami a jevistni technikou,
ale v improvizovanych a neformalnich prostredich, kdy
se bud' divaci, Gcinkujici nebo vsichni mohli nachazet pod
sirym nebem. Na rozdil od oper, jejichZz predstaveni se
opakovala a mohla byt obnovovana béhem rliznych sezén
a v raznych prostredich, byly serenaty v zasadé ,prilezi-
tostnymi“ predstavenimi, v nejprisnéjsim smyslu tohoto
vyrazu: byly uvadény vzdy jen jednou a po splnéni svého
Ucelu byly obvykle zapomenuty, pokud se autor neroz-
hodl nékteré jejich aspekty pouzit znovu v jinych dilech.
Serenaty obvykle tvorily hlavni bod dobre organizovanych
oslav vyznamnych a vitanych udalosti v Zivoté prominent-
nich osob nebo rodin, jako napf. narozeni, narozenin, svat-
kl, snatkd, navstév vysoce postavenych osob ¢i mirovych
smluv. Libreta téchto dél byla obvykle tvorena ve velkém
spéchu mistnimi basniky, a poté hned zhudebnovana mist-
nimi skladateli. V Benatkach a jinde v Italii platila zdkonna
povinnost publikovat libreta po jejich schvaleni cenzory,
ale v dlisledku ¢asové tisné a snahy usetrit byl tento poza-
davek casto ignorovan. To muze byt ddvod toho, Ze u zna-
c¢eného poctu serenat se libreta nezachovala a museji byt
dnes pracné rekonstruovana z textd uvadénych pod noto-
vymi osnovami.

Texty serenat casto pfimo ¢i nepfimo uvadéji, obvykle
v posledni pasazi recitativu, jména ¢i nazvy osob a institu-
ci poskytujicich finanéni podporu, tzn. zadavatell dél a za-
roven jména osob a popis udalosti, na jejichZz poctu bylo
dilo vytvoreno. V serenatach obvykle vystupovalo dva az
Sest zpévakd, plus orchestr tvoreny smycci a nastroji pro
basovou linii, nékdy doplnénymi dechovymi nastroji; sa-
mostatny sbor je vyjimkou. Zapletku vétsinou tvofi klidny
a kultivovany rozhovor Gcinkujicich (dramatis personae),
spiSe nez sekvence akénich udalosti. Zatimco v operach
tvorenych v tomto obdobi vidime mezi zpévaky zretelnou
hierarchii, ktera se odrdzi v poctu arii pridélenych kazdé
postavé, serenaty byly koncipovany ve vice rovnostar-
ském duchu. Arie byvaji seskupeny do sérii ,kol”, v rdmci
nichz kazda postava zpiva vzdy jednu; poradi jednotlivych
zpévakul se v kazdém kole méni, aby byla zachovana roz-
manitost. Stejné jako v pripadé oratorii jsou delsi sere-
naty obvykle déleny do dvou ¢&asti o zhruba stejné délce
(béhem prestavek hostitelé nabizeli pozvanym hostiim

obcerstveni).
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Dilo La Senna festeggiante je plodem pratelstvi Anto-
nia Vivaldiho a francouzského velvyslance v Benatkach,
Jacquese Vincenta Langueta, hrabéte de Gergy, z let
1724 az 1729. Podobné jako dalsi zahrani¢ni diplomaticti
zastupci v Bendtkach, jejichz spolecensky zivot byl velmi
omezen v dlsledku existence zdkona, ktery je benatskym
méstanlim zakazoval navstévovat bez zvlastniho povole-
ni, méli francouzsti velvyslanci ve zvyku slavit dne 25. srp-
na svatek sv. Ludvika, jejich panovnika. Pravdépodobné
u této prilezitosti slozil Vivaldi v roce 1726 skladbu La
Senna festeggiante. Rok vzniku skladby lze snadno urcit
podle papiru rukopisu, psaného otcem skladatele Gio-
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vannim Battistou Vivaldim (s nékolika vsuvkami psanymi
vlastni rukou), a ze samotného obsahu textu, kterym se-
renata odkazuje na predchozi a pozdéjsi dila. Témér rok
predtim, dne 12. zari 1725, napsal Vivaldi pro Langueta
kratkou serenatu pro dva hlasy (RV 687), oslavujici sha-
tek mladého Ludvika XV s polskou princeznou Marii Le-
szczynskou. V roce 1726 existoval diivod k napsani jesté
propracovanéjsiho dila vzdavajiciho okazalou poctu fran-
couzskému narodu a jeho vladci: navstéva kardinala Pie-
tra Ottoboniho, slavného patrona uméni, zijiciho v Rimé.
Benatsky méstan Ottoboni se pred tim dostal do sporu se
zakony republiky tim, ze pfijal funkci ochrance zalezitos-
ti Francie v Benatkach. Na dobu nékolika let byl vykazan
ze svého rodného mésta. Jeho triumfalni navrat v roce
1726, doprovazeny mnozstvim hudebnich akci, zpecetil
proces normalizace diplomatickych vztah( mezi Benatka-
mi a Francii. Pfi této prilezitosti tedy libretista Domenico
Lalli (¢asty spolupracovnik Vivaldiho) a skladatel vzdavali
hold trem osobnostem: Languetovi (jako hostiteli), Ludvi-
kovi (jako francouzskému panovnikovi, u prilezitosti jeho
svatku) a Ottobonimu (jako vyznac¢nému navstévnikovi
a symbolu usmireni Benatek a Francie).

2 @ i 73)

Libreto sepsal Lalli na téma obecné pouzivané pro serena-
ty, které lze oznacit terminem ,hledani”. Dvé alegorické
postavy, L'Eta dell'Oro (Zlaty vék) a La Virtu (Statecnost),
putuji pustou krajinou a hledaji své ztracené Stésti. Po-
zdravi je La Senna (feka Seina), ktera jim slibi, ze je dovede
k tomu, co hledaji. Od tohoto okamziku az do konce prvni
¢asti se tak dilo vyznacuje vzletnou atmosférou. Ve druhé
casti postavy konecné spatfi francouzského panovnika,
kterému vénuji oddané komplimenty a modlitby. V ruko-
pisu serenaty uchovaného v Narodni univerzitni knihov-
né v Turiné bohuzel chybéji dva archy obsahujici znacnou
¢ast zavérecného recitativu, ktery podle daného kontextu
zjevné obsahoval oslavné texty.
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Predkladanym dilem hodlal Vivaldi vyjadrit osobni poctu
krali Ludvikovi a francouzskému ndrodu, pomoci vyraz-
nych a zretelné slysitelnych prvk( francouzského stylu
(coz nedinil v ostatnich serenatach pro velvyslance, ani
kdekoli jinde ve svych dochovanych hudebnich dilech).
Kromé teckovaného rytmu (bézné oznacovaného v do-
bovych italskych hudebninach jako ,alla francese”), zde
najdeme typické melodické a harmonické prvky a napo-
dobeni francouzské predehery v zahdjeni druhé ¢asti Ou-
verturou. Fuga tvorici dlouhou prostredni ¢ast této véty
je chytfe maskovana parafraze pasaze z terceta Antonia
Lottiho, vydaného jako soucast sbirky v roce 1705. Prvni
arie pro La Sennu ve druhé ¢asti, ,,Pieta, dolcezza", dokon-
ce odkazuje na francouzskou hudbu dcisté vizualnim zpU-
sobem tim, Ze je zapsana ve tripGlovém taktu, misto (pro
Vivaldiho) typického trictvrtinového taktu. Nejvice Francii
inspirovanou arii je ,Al mio seno il pargoletto”, pro LEta
dell'oro, kteréd nese znaky dokonalé klasicky francouzské
Jjemnosti, ve spojeni s charakteristickymi menuetovymi
rytmy. Vétsina dila, véetné recitativ(, se nese pevné v ital-
ském stylu: tato zfejma vérnost je podtrzena prostred-
nictvim trivété italské sinfonie, doplniujici francouzskou
ouverturu na zacatku prvni ¢asti.

Vivaldi hledal maximalni hudebni rozmanitost v rdmci
omezeni vyplyvajicich z daného zanru. Dilo nabizi krasny
kontrast tfi hlast - sopranu, altu a basu. Identita pivod-
nich zpévakl neni zndma, ale basové party musely byt
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interpretovany zpévaky s vyjimecnymi hlasovymi schop-
nostmi. Pravdépodobné na Vivaldiho Zadost zardmoval
Lalli prvni ¢ast do sborovych ¢asti (z nichz druhou si vy-

¢ast jinym sborem, prevzatym ze zavérecné casti serenaty
Il Fenice, kterou slozil jen kratce pred tim, na pocest kardi-
nala Ottoboniho. Vivaldi jednoduse vyuzil hlavni zpévaky
jako sbor pro prvni dva soubory a v zavére¢ném souboru
pridal prekvapivé part tenoru - v notové osnové je uve-
deno: ,Sarebbe molto bene far cantare questa parte ma
pero non é necessario” (,Tuto ¢ast by bylo velmi dobré
zpivat, ale neni to nutné”). Didvodem pro nahlé rozsifeni
na Ctyri party bylo, ze hudba pro tuto zavérecnou vétu,
napsana ve stylu chaconne (dalsi prvek inspirovany Fran-
cii), byla z vétsi casti vypljckou ze zavérecného sboru
Vivaldihoopery Giustino(1724).Naleznemezdeidvaduety,
oba pro vyssi hlasy: ,,Godrem fra noi la pace” je parafrazi
na duet ze serenaty z roku 1725, zatimco ,Qui per darci
amabil pace” prebird formu z rozkosné arie a due, kde
L'Eta dell’'oro a La Virtu poprvé zpivaji samostatné (v za-
kladnia dominantni téniné) a teprve poté dojde ke spojeni
jejich hlast, se skvélym efektem.

Vivaldi je v rozepsani partitury méné odvazny. Jako
strumenti di rinforzo slouzi ve sborovych pisnich hoboje
a flétny, avsak nikde se v ariich neobjevuji zddné exotické
obligatni nastroje. V notové osnové lze nalézt znaky toho,
Ze skladatel nebyl na verejné produkci osobné pritomen,
coz by mohlo vysvétlovat jeho opatrnost.
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Jaké misto zaujiméd La Senna festeggiarne ve Vivaldiho
dile? Frekvence, s jakou byla skladba reprizovana v mo-
dernich dobach, bez komer¢niho publikovani jakéhokoli
kritického vydani, svédci o uznani jeho vysoké hudebni
hodnoty. Tento stav se mize jevit ponékud prekvapivym,
vzhledem k velkému poctu vypljcek (zde se zminujeme
jenom o nékolika z nich), avsak Vivaldi, stejné jako Han-
del, byl zruénym vypujcovatelem, jehoz motivaci bylo spi-
Se prodlouzit zZivotnost povedenych hudebnich ¢asti, nez
jen usetfit cas a Gsili. Ponechdme-li stranou opery, pak je
La Senna festeggiarne rozhodné nejvice ambiciéznim a ne-
zapomenutelnym svétskym vokalnim dilem, které se za-
chovalo a které je svoji kvalitou na stejné Grovni jako jeho
oratorium Juditha triumphans.

Vivaldiho pocty Languetovi tim vSak nekonci. V roce 1727
napsal pro velvyslance serenatu a Te Deum pfi pfilezitosti
narozeni dcer - dvojcat Ludvika XV. Bohuzel vSsak nemél
prilezitost napsat serenatu k narozeni prvorozeného syna
na konci roku 1729 (tento kol byl svéfen Albinonimu), ne-
bot se v té vénoval navstévé Rakouska a Cech. Brzy po Vi-
valdiho navratu byl Languet z Benatek odvolan a kontakt
mezi obéma muzi zfejmé ochabl. Proto je La Senna feste-
ggiarne hlavnim svédectvim o dllezité epizodé ve Vival-
diho kariére a zaroven i odrazem vysokého renomé, které
ziskal ve Francii, po vydani svého dila Le quattro stagioni
v roce 1725. Ne nadarmo jej casopis Mercure de France
v fijnu 1725 oznadil za ,le plus habile compositeur qui soit
a Venise" (,nejnadanéjsiho skladatele v Benatkach").

Michael Talbot
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