RV 687 (Venice 1725)

V roce 1789 napsal cestovatel a historik Charles Burney
ve své knize VSeobecné déjiny hudby: , Dostateéné diouké
kantdty, doprovizené pocetnym budebnim télesem, json
v I¢dlii populdrni soucisti velkych slavnosti, napi. pii
oslavvé smiru bojujici slechty nebo pii piileditosti ndvstévy
blavnibo mésta néjakon vyznacnon osobnosti.”

Ackoli Burney tento vyraz nepouziva, nejrozsifenéjsim
oznacenim tohoto dramatického Zinru v pfedchozim
stoleti byla ,,serenata”. Na rozdil od toho, co se lze docist
v nékteré literatufe (i italské) je vztah termin®i ,serenata”
a ,sera” (veler) zcela ndhodny. Ve skutegnosti je toto
slovo odvozeno z italského ,,sereno” (v &estiné zndme
vyraz ,serénni®), které se pouZivé pro oznaleni jasné,
zejména nocni oblohy. Serenata je tak koncipovina -
teoreticky, i kdyZ v praxi ne nutné - jako dilo prezentované
za umélého osvétleni pod otevienym nebem.

Milostnd serendda, na kterou odkazuje Mozart v Donu
Giovannim, a Cisté instrumentiln{ serendda, (znimou
z Mozartova dila Serenata notturna), maji spoleény vyraz
v ndzvu, ale nikoli generickou identitu s dramatickou
kantatou stejného ndzvu. Burney prehanel, kdyz tvrdil,
Ze serenaty jsou stejné dlouhé jako opery. Jejich délka se
lisi, avsak i ty nejdelsi odpovidaji zhruba dvéma d¢jstvim
tifaktové barokni opery. Ve skutecnosti jejich rozsah a
struktura odpovidaji soudobym italskym oratoriim, kterd
jsou Casto rozdélena do dvou ¢ésti. Zatimco v piipadé
oratorii byla pfestavka typicky vyuzivina pro vystup
kazatele, v pfipad¢ serenat byla vyuzivana k servirovini
bohatého obCerstveni pro pozvané hosty. Serenaty
obvykle nemély scénu ani kostymy (i kdyZ nékdy byly
vyuZivany statické scénické kulisy) a zpévici, zpravidla
dva i vice, své party Cetli. To, Ze zpévici nemuseli hrit
ani se ucit svoje party zpaméti, mélo jeden zajimavy
dasledek. Hudba, piedevsim v recitativech, mohla
byt i velmi slozitd a stavebné bohatd. Vzhledem
k orchestrdlnimu doprovodu se obecny styl serenat bliZil
zejména tehdejSim operdm, avsak dialogova struktura déje
nebyla pfili§ naklonéna bé&Znému rozvrstveni roli (hlavni
muzska role, hlavni Zenska role, druhd muzska role, druhd
Zenskd role atd.) a drie byly pfedndSeny jedna za druhou.
Ve skutecnosti drie v serenatich tvoii ,série”, kdy kazdy
zpévak prednese jednu 4rii, avSak nikoli v pevném pofadi.
Vysledkem je Zanr, ktery se znacné lisi od opery i sélovych
kantat, ackoli si z obou tvarQ bere urcité aspekty. Burney
se zminuje o nékterych pfileZitostech, pro které se serenaty
zvlast hodily. Nejcastéji se serenaty hrily u prileZitosti
narozenin, jmenin, svateb a narozeni potomki.

o

Etiketa vyzadovala, aby serenaty mély své ,zadavatele”,
ktefi si dilo objednali u basnika ¢i skladatele, poskytli
misto konani, zajistili hudebniky a pozvali obecenstvo.
Zadavatel se musel lisit od obdarované osobnosti, na jejiz
poest byla serenata sloZzena. Nékteré udalosti (zejména
narozeniny a jmeniny) byly plinoviny dlouho dopfedu
a ptipravy na n¢ se odehrdvaly v klidném tempu. Jiné
(napfiklad narozeni potomka, nvitévy osobnosti
a vojenskd vitézstvi) nebylo snadné plinovat a ¢asto se
tak jednalo o velice urgentni akce. Neni tedy divu, Ze
mnozi libretisté a skladatelé ve snaze dodrzet Sibeni¢ni
terminy recyklovali starsi zdroje.

Prvni serenaty se objevily po roce 1660 a nejranéjsi
dilo z Benatek pochdzi z roku 1665. Mésto na laguné
bylo pro tato dila idealnim mistem, protoZe prostor pro
obecenstvo mohl byt zajimavé kombinovin s usazenim
hudebnikd. Relativni nedostatek dostatecné tichych
a velkych otevienych prostor v Bendtkich pusobil jako
protiviha ke snaze pouzivat ostentativné velkd hudebni
télesa, jako se tomu délo v Rimé a jinde.

Vivaldi byl do svéta serenat uveden pomérné brzy. Jeho
prvni dilo zkomponované v roce 1708 jako chvalozpév na
bendtského tfednika v Rovigu, ktery prave dokoncil svoje
funkcni obdobi, bylo uvedeno pét let pied jeho nejranéjsi

operou. Dnes vime o osmi serenatich z jeho pera, avsak

ve skutecnosti se urCité jednalo o vyssi pocet. Bohuzel,
pouze u tfi se zachoval notovy zapis a u dalSich tfi
libreto, u néhoz je Vivaldi oznaCen za skladatele. Nikdy
se vsak nezachovala partitura i libreto zarover.

Serenata La Gloria e Himeneo patii do skupiny nejméné
tfi serenat odkazujicich na Francii, které skladatel napsal
ve dvacitych letech 18. stoleti.

V roce 1723, po ¢trnactileté odmlce v diplomatickych
vztazich vyslal francouzsky krdl do Benitek nového
velvyslance Jacques-Vincenta Langueta, hrabéte z Gergy.
Languet se ubytoval na dfive tradi¢ni adrese, Palais de
France, na Fondamenta della Madonna dell’Orto,

s vyhledem na kandl a k pevniné. Jako samoziejmost
se zde kazdorocné 2§. srpna odehravaly oslavy svatku
sv. Ludvika, jako pocta svatému patronu zemé
i jejiho panovnika.

Vivaldi se mozna s Languetem znal jiz z dfivéjska, avsak
prvni zadani, o kterém s jistotou vime, se tykd svatebni
serenaty RV687 pro piileZitost svatby Ludvika XV.

a polské princezny Marie Leszczynské. Serenata byla

uvedena 12. zdf{ 1725 v lodZii (dodnes stojici)
na konci zahrady velvyslanectvi.

Vivaldiho velmi strucny notovy zipis serenaty dochovany
v jediném exemplafi v Turiné (Foa 27, fol. 62-94)
dnes postrada tvodni sinfonii a s ni i ndzev serenaty.

Stejné jako v piipadé¢ oper pfedstavovaly sinfonie
nezbytnou soucdst serenat, kdy kromé role tvodni, Cisté
instrumentalni hudby, poutaly pozornost obecenstva

pfichdzejiciho do hledisté. Pro nase nastudovini byly
vlozeny samostatn¢ dochované sinfonie RV 137 a 140.

Postavami serenaty jsou Imeneo (Hymen, btih
manZelstvi) a La Gloria (Glorie, pfivlastek francouzského
kréle). Serenata ptivodné nemé Zidny d¢j. Obé postavy
spolu soupefi v tom, kdo dokaZe pét na mlady par vetsi
chvalu. La Gloria nejprve sestoupi na zem a vyzve
Ludvika, aby pfivital svoji polskou nevéstu v pompézni
arii ,,4/le amene franche arene, ktera je tematicky
pfibuznd s jednou z Vivaldiho oper Giustino (1724.)

a prvni vétou jeho koncertu pro dva lesni rohy RV§38.
Imeneo poté zve princeznu do manzelského loZe a
pfipomind ji povinnosti spravné manZelky ve zvldstné
nepokojné arii v ¢ moll (,Zenero fanciunlletto”). Svatebni
blahopfani podéavaji obé postavy stiidave, aZ se nakonec
spoji v zivém duetu ,,Vedro semper la pace”. Nasledujici
dvé drie sméfuji k vrcholu serenaty, zivérecné licenze.
Tradi¢né se jednd o okamzik, kdy radostnd udalost
vrcholi. Anonymni basnik dokonce dokizal vloZit do
dila poctu samotnému Languetovi za zorganizovani celé
slavnosti. La Gloria zpiva: Vmém chrimu budon vytesany
nesmagatelné tyto pameti. Zbyva jen, aby par zazpival
posledni duet [z braccio de” contenti®, coz je dalsi

vypijcka z opery Giustino.

—Michael Talbot

| POZNAMKA REZISERA

Pro scénické uvedeni bylo tfeba ptivodné nedéjové dilo
zdramatizovat. Bylo az pfekvapujici, jak rozvrh hudby
kopiruje dramaticky oblouk piivodniho antického
piibéhu. Vzhledem k obecné koncipovanému textu
nevznikl ani rozpor s libretem. Jedinym (v podstaté velmi
autentickym) posunem je, Ze postavy mluvi o své vlastni
touze po manzelstvi ve 3. osobg.

Podle povésti byl Hymén chudym athénskym mladikem,
ktery se zamiloval do velmi bohaté divky. Rodice
naplnéni této lasky pochopitelné nepozehnali. Hymén
| pfemyslel, jak by i pfes odpor rodiny mohl byt své
| lasce nablizku. V pfevleceni za divku se k ni pfipojil na
‘ slavnosti Demétfiné, byl vak i s ostatnimi divkami
| unesen pirdty do otroctvi na vzdileny ostrov. Hymén
jako jediny muz opilé zlosyny pobil mecem a vritil se do
Athén. Za zichranu patricijskych dcer si vymohl svou
divku za zenu. Byl pak se svou choti velmi $tasten a jejich
piibéh se stal nimétem fady svatebnich pisni.

—Tomds Hanzlik
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In 1789 the traveller and historian Charles Burney
wrote, in his General History of Music: ‘Canzatas 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 a state.’

Although Bumey does not use the word here, the most
commonly employed description of this dramatic genre
over the preceding hundred years was ‘serenata’. Contrary
to what one sometimes reads in reference works (even
Italian ones), the relationship of ‘serenata’ to ‘sera’
(evening) is fortuitous. The real derivation is from the
Italian word ‘sereno’ (cognate with English ‘serene’),
which refers to a clear sky, especially at night. A serenata
is thus conceived - in spirit, if not always in reality - as

a piece performed by artificial light under open skies.

The lover’s serenade, as recalled by Mozart in Doz
Giovanni, and the purely instrumental serenade, as in the
same composer’s Serenata notturna, share a title but not
a generic identity with the dramatic cantata of the same
name. Burney exaggerates when he claims that serenatas

were as long as operas. Their length varies (I have

found examples with as many as 2§ closed numbers
and as few as one), but even at their longest, they are
equivalent to only about two acts of a three-act Baroque
opera. In reality, they are closer in scale and structure
to contemporary Italian oratorios, often being divided
into two parts. Whereas the interval was commonly
used in oratorios for a sermon, it became in serenatas
the cue for the serving of lavish refreshments to the
invited guests. Normally, serenatas were performed
without action, costume or scenery (although a static
scenic backdrop was sometimes employed), and the two
or more singers read from their parts. One interesting
consequence of not requiring the singers to act and
therefore memorise their parts was that the music that
they were given, especially in the recitatives, could be
made more elaborate and individual. Because of the
orchestral accompaniment, the general style of serenatas
never departed far from that of contemporary opera, but
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the dialoguing structure of the plot was unfavourable

towards the stratification of roles (into first man, first

lady, second man, second lady, etc.) and to the unequal
distribution of arias that occurred in consequence.

In fact, arias in serenatas usually form themselves into
‘rounds’, in which each singer in turn has an aria,
though rarely in a fixed order. The result is a genre

that is clearly distinct from both the opera and the solo

cantata, even if it borrows elements from each. Burney
mentions some kinds of occasion that called forth

serenatas. Even more common than the ones he cites
were birthdays, name-days, weddings and births.

Etiquette required the ‘sponsor’ of a serenata - the
person who commissioned it from the poet and
composet, provided the venue, engaged the musicians
and invited the audience - to be different from the
‘recipient’ - the person honoured either directly or
obliquely in its lines. Some events (especially birthdays
and name-days) were foreseeable well in advance and
tolerated a relaxed tempo of preparation. Others (for
example, births, visits and military victories) were
not, a fact that often forced the participants to act
with extreme urgency. Small wonder, then, that many
librettists and composers were tempted to recycle
existing material in their anxiety to complete on time.

The first serenatas emerged around the beginning
of the 1660s; the carliest example from Venice dates
from 1665. The lagoon city was an ideal setting for
such compositions since it enabled the seating area

for the audience to be contrasted inventively with
that of the musicians. However, the relative lack of

sufficiently quiet large open spaces in Venice removed
the temptation to use ostentatiously large performing
forces, as frequently happened in Rome and elsewhere.

Vivaldi was inducted early into the world of the
serenata. His first such composition, written in 1708
as an encomium for a Venetian official in Rovigo who
had concluded his term of office, predates his earliest

opera by five years. Altogether, we know of eight
serenatas from his pen, and this probably understates
their true number. Oddly, three of them survive in score
and three more as published librettos that name Vivaldi
as the composer - but in no cases do we possess both
the music and the libretto.

The serenata La Gloria e Himeneo belongs to a group
of at least three serenatas with a French connection that
the composer wrote in the 1720s.

In 1723, after a fourteen-year break in diplomatic
relations, the French monarchy posted to Venice

a new ambassador, Jacques-Vincent Languet, Count of
Gergy. Languet managed to reoccupy the traditional
Palais de France, situated on the Fondamenta della
Madonna dell’Orto and facing out across the lagoon

to the mainland. As a matter of course, he celebrated
there every year the feast of St Louis on 25 August,
thereby honouring not only the patron saint of his

country but also its monarch.

Vivaldi may have made contact with Languet earlier, but
the first commission of which we have certain knowledge
is that for the wedding serenata, RV687, written to
commemorate the nuptials of Louis XV and the Polish
princess Maria Leszczynska and performed in the evening
of 12 September 1725 in a loggia (still standing)
at the end of the ambassador’s garden.

Vivaldi’s very hastily written autograph score of
the serenata today lacks the fascicle containing the
introductory sinfonia and, with it, the title of the

serenata. As in operas, sinfonias were very necessary
accessories for serenatas, since in addition to providing

some very welcome purely instrumental music, they
acted as ‘noise-killers’, alerting the audience to the start
of the performance. Independently preserved sinfonias

RV 137 and 140 were included in our production.

The two characters in this serenata are Imeneo (Hymen,
the god of marriage) and La Gloria (Glory, the attribute
of the French monarch). There is really no ‘plot’: the
two characters simply vie with one another in heaping
enconiums on the young couple. La Gloria leads off
by descending to earth and inviting Louis to welcome
his Polish bride in a pompous aria (:4/e amene franche
arene’) thematically related to one in Vivaldi’s recent
opera Giustino ( 1724) and to the first movement of his
concerto for two horns RV§38. Imeneo then invites the
princess to share the marriage bed and reminds her of

the duties of a good wife in a strangely restless aria in C

minor ( Denero fanciulletto’). The wedding congratulations
continue in strict rotation until the two cheerleaders join
forces in a lively duet, Pedro sempre la pace’. Two further
arias (prepared, as always, by recitatives) arrive, and we at
last reach the climax of the serenata: the final recitative.
By tradition, this is the point at which the joyful occasion
is summed up - the anonymous poet even manages to
squeeze in a tribute to Languet himself for hosting the
festa - and its ‘message’ is delivered in definitive form. 7his
celebration, sings La Gloria, will remain indelibly etched
in buman memory. It remains only for the couple to sing
a final duet, T braccio de’ contenti’, which is another
borrowing from Giustino.

—Michael Talhor

A NOTE FROM THE DIRECTOR

For the stage production, the work without action had
to be dramatized. It was almost surprising how the music
copies the dramatic arc of the original ancient story.
Due to the generally conceived text, there was no
conflict with the libretto. The only (essentially very
authentic) change is that the characters talk about their

own desire for marriage in the 3™ person.

According to legend, Hymen was a poor young man
from Athens who fell in love with a very rich girl. The
parents, of course, did not bless their union. Hymen
wondered how he could be close to his love despite
the resistance of her family. Disguised as a girl, he
approached her at the feast of Demetrius, but he was
kidnapped by pirates along with the rest of girls and
taken to a distant island. Hymen as the only man killed
the drunken villains with a sword and returned to
Athens. As a reward for saving the patrician daughters,
he was allowed to marry his girl, and their very happy
marriage became the subject of many wedding songs.

~Tomds Hanzlik




