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The War of the Spanish Succession: Cultural Consequences on the Grand Canal

The War of the Spanish Succession, fought by Austria and France from 1701 to 1714,
 had a major impact on Venetian secular music, particularly opera, in two ways. First, it deprived Venetian theaters of one of their most ardent patrons, Ferdinand Carlo, tenth and last Duke of Mantua. In its aftermath, the conflict itself was mirrored in a cultural war between the Austrian and French embassies in Venice.

Part of what the war destroyed had been built up by the arbitrary tastes of the flamboyant Mantuan duke over the last quarter of the seventeenth century. Opera, the preeminent musical genre of Venice in the latter half of that century, sought to create illusions of power, especially the power of Venice and its allies. Ingenious staging was one expression of this power: machines that enabled gods to descend in regal majesty to Earth both overwhelmed theater audiences and suggested that witnesses were divinely favored(by access to such demonstrations. Sets that bestowed amazing verisimilitude instilled images of control over nature that suggested a parallel control over the political world. 

During the last two decades of the seventeenth century, Ferdinand Carlo (1650-1708), the tenth and last Gonzaga duke of the Nevers line, was one of the most visible and energetic presences in Venetian entertainment. He was the designated patron of no fewer than fourteen operas
 staged in Venice between 1677 and 1696.
 He was also the dedicatee of the first two installments of the monthly Pallade veneta,
 which was replete with reports of the kinds of events that appealed to the Duke.

At the outset, the gay and reckless Ferdinand was allied with the Austrians and somewhat suspect to the French,
 for there had been several intermarriages in the seventeenth century between the Gonzagas and the Hapsburgs. Ferdinand(s aunt Eleonora (1628-86) had wed the Emperor Ferdinand III (1637-57) in 1651. She sat as Dowager Empress for three decades after his death. Her marriage reciprocated that of her brother, Carlo II (1629-65), to a Hapsburg, the Archduchess Isabella Clara, in 1649. It also confirmed a pattern established by Ferdinand II, whose wife was an earlier Eleonora Gonzaga (1598-1655). The later Eleonora took as her subsequent consort the Duke of Lorraine.  

Italian opera thrived in Vienna under Eleonora, who maintained an Italian cappella and provided steady patronage to several composers of the time. Among them were Antonio Draghi
 and Pietr(Andrea Ziani. She sponsored the performance not only of operas but also of comedies, pastorales, operettas, and sacred vocal works of diverse kinds. Every notable occasion seems to have been marked by some kind of musical observance.

The Empress seems rarely to have travelled to Venice. She was the patron of only two operas given there: Grossi(s Nicomede in Bitinia (San Moisè, 1677) and Pallavicino(s Massimo Puppieno (SS. Giovanni e Paolo, 1685). Her sister-in-law Isabella Clara was the patroness of one of the most spectacular works of the later part of the century(Pallavicino(s Nerone (San Giovanni Grisostomo, 1678). An extended commentary in Le Mercure galant 
 praises (the sumptuousness of the symphony, musicians, decorations, and machines.( 

Meanwhile, the Guastalla line of the Gonzagas, which had parted from the ruling branch in the sixteenth century, also provided occasional patronage of Venetian opera. Ferdinand(s distant cousin Don Vincenzo, viceroy of Naples, was the patron of the inaugural work(Pallavicino(s Il Vespasiano
(at (the phoenix of theaters(, San Giovanni Grisostomo. Until the middle of the eighteenth century this theater was the one preeminently associated with the power of the Venetian nobility and its allies. Its opening, on 24 January 1678, was a stellar event in the history of Venetian opera.
 San Giovanni was owned by the Grimani family.
 In the following year Don Vincenzo married his cousin Maria Vittoria Gonzaga, the sister of Ferdinand(s wife, Anna Isabella.

Ferdinand: His Habits and Character

The nature of Ferdinand(s character was such that his patronage may have carried some of these entertainments well beyond the bounds of good taste. The rule of the Nevers line of the Gonzaga family, which lasted for the better part of a century, was said to consist of one fiasco after another. The character of Ferdinand(s father, Carlo II, was described as (dissolute( and his death, in 1655, was attributed to the consequences of his vices.
 

In these respects, Ferdinand exceeded paternal example in every way. When he assumed the reigns of government in 1669, it was in name only. His only real commitment was to self-indulgence of the most public kinds. His mounting debts caused him to cede the town of Casale to the French in 1681. The Venetian Senate, fearing for the serenity of the Republic if it was to suffer the indignity of having French troops at its borders, stripped the Duke of all honors he had previously received and prohibited him from any contact with the Venetian nobility. 

The failure of his political endeavors seems to have had little impact on his involvements in Venetian entertainment in general, but it did preclude all possibility of his having a cordial relationship with the Teatro di San Giovanni Grisostomo. Ferdinand(s hedonistic pursuits do not suggest, however, a quest for that political power so frequently exhibited by San Giovanni(s chief patrons. Ferdinand(s company of comedians continued to play at the Teatro di San Samuele in the 1680s.

It was typical for Ferdinand to visit Venice in the autumn to attend the comedies, which often ran unopposed by operas in October.
 An autumn opera season, which reached its peak of activity in November, was emerging, particularly at established theaters, which found it difficult to compete successfully with San Giovanni during Carnival. 

En route to Venice during October, Ferdinand often stopped in Rovigo to participate in the annual fair there.
 He generally returned to his states during Advent, when social life in Venice was restrained. He faithfully returned to the lagoon for Carnival. During years when Easter fell late and Carnival was long, he might make two trips to Venice(one to see the first round of openings, which usually fell during the last week of December, and another to attend the closing events. These could include new operas, short runs of somewhat ephemeral works, more comedies,
 and the Shrove Tuesday banquet that became a regular custom at San Giovanni Grisostomo and other theaters. 


Ferdinand found excuses to visit Venice in the spring, when he occasionally sponsored private entertainments. Regattas and cavalry exercises
 were among his favorite non-theatrical divertissements, and he participated in both, when the opportunity presented itself, with enthusiasm. In February 1679, a series of particularly elaborate cavalry exercises ending with a ballet was planned. This ballet would involve "exquisite music" and superb costumes worn by four-man squadrons representing Indians, Moors, Turks, and Tartars. Each squadron would be led by two trumpets and headed by costumed horses. The Duke was to lead one of these squadrons.
 

It is doubtful that Ferdinand(s presence in Venice was ever especially welcome. Venetian intelligence reports are filled with notes of disapproval. On 5 November 1681 Giovanni Lando wrote that (the Duke is most unstable, and it is his custom always to do the opposite of what he says(.
 

The reviews of comedies given in Venice by Ferdinand(s troupe were generally positive but rarely exuberant. In October of 1687 it was noted that “the usual comedies were recited at San Cassiano and San Samuele, in the first case presented by a company belonging to Prince Alessandro Farnese [and received] with praise and [enjoyed by] a select audience, and in the second [received] with not minor applause by a company of His Most Serene Highness the Duke of Mantua.

An account of the following month reported that this (virtuosissima( company belonging to the Duke was favored by abundant attendance to continue its performances, since operas were still in preparation and the public did not want to be without entertainments.

The improvised comedies with which Ferdinand was associated acquired a steadily worse reputation for low humor, course gestures, and double entendres, so much so that when Joseph Addison attended Carnival in Venice in 1701 he described them simply as (lewd.(
 Such deprecations are unlikely to have rattled the Duke, whose entertainments in Mantua were described by one subsequent historian as (orgies.(
 The patron of the most lascivious opera given in Venice(Pallavicino(s Messalina (San Giovanni Grisostomo, 1679)(was none other than Ferdinand(s wife, Anna Isabella.

Ferdinand(s Patronage of Opera

Ferdinand(s 30-year career as a patron of Venetian opera seems to have been one more of regress than of progress. He showed no overwhelming preference for one theater, one composer, or one librettist. In fact, he seems to have been quite indiscriminate in his tastes. But this impression may conceal the need to have kept changing venues in response to political and social obstacles in his path.

The works dedicated to him ranged from Legrenzi's well regarded Totila
 (SS. Giovanni e Paolo, 1677) to Polani's Vindice la pazzia della vendetta, which was given at the lowly Teatro di San Fantin in 1707. Totila was the kind of work that inspired rulers: it included a mock battle and was noted for its trumpet solos. Ferdinand sometimes gave substantial gifts to performers
, and initially this made him especially welcome.

Other works in the heroic mold included Tommasi(s Sesto Tarquinio (San Salvatore, 1678)
 and M. A. Ziani(s L(Alcibiade (SS. Giovanni e Paolo, 1679), both of which featured balli rather than battaglie; the latter work enjoyed great attendance. Another well received work was Legrenzi(s I due Cesari (San Salvatore, 1682), which was cited in Le Mercure galant for ([the] beautiful voices( of Clement Hader and G. B. Speroni and for its scenery;
 it was a great popular favorite. The public reception of Legrenzi(s Publio Elio Pertinace (San Salvatore, 1684) was positive but less enthusiastic. 

The colorful backdrops, ballets, and accomplished singing styles in Francesco Rossi's La Corilda (San Moisè, 1688) won praise,
 but another work set by Rossi, La pena degli occhi (also San Moisè, 1688), had a less certain reception; it may have been given only during the last days of Carnival. Boniventi's Il gran Macedone (San Cassiano, 1690) elicited "universal satisfaction". 

Despite his early support for the cumbersome historical dramme per musica for which the Venetian stage was noted, Ferdinand seems personally to have preferred lighter fare. This was found at marginal theaters, such as those of Cannaregio and San Fantin. Fedeli's Don Chisciot della Mancia, given at the former in 1680, featured a text by the theater's owner, Marco Morosini.
 The production of Pistocchi's Gli amori fatali, a commedia in musica given with puppets at San Moisè during Carnival of 1682, was sufficiently popular to have been moved to the palace of Gio. Maria Vidari when Lent arrived. It was there formed with (diverse good voices.(  

As a patron Ferdinand also tolerated poorly received works by little-known composers. Giannettini's Temistocle in bando "found little favor" at San Cassiano in 1682/3. Gabrielli's Rodoaldo "did not satisfy anyone" when it was given at San Moisè in 1685.
 

After 1690, the quality of Ferdinand(s control of his affairs at home slipped markedly. In 1692 the wayward Duke had abandoned Mantua for more or less permanent residence in Venice. The Duchess and other relatives were left to rule. In 1694 the Austrians started to maintain some surveillance over him.
 


The next work for which Ferdinand was the honored dedicatee was the pasticche Il Tirsi
 (San Salvatore, 1696), in which everything was said to be (beautiful(, but it was noted that the work attracted few people. After the Empire(s highest court in 1699 favored Duke Vincenzo(s claim to Mantuan revenues for the period 1678-92, Ferdinand(s assets were greatly diminished. When in 1700 the Duke of Anjou succeeded to the Spanish throne as Philip V, precipitating the War of the Spanish Succession, Ferdinand(s affairs were thrown into complete disarray.

At first Ferdinand stayed home to guard his interests. Mantua was not lacking in the things to which he had grown accustomed in Venice. The Teatro dei Comici had been presenting comedies and operas for all of Ferdinand(s adult years. Most operas given in Mantua were recycled versions of Venetian works, however. 

Marc(Antonio Ziani, who had come to the Mantua court as maestro di cappella in 1686, was appointed maestro at the adjoining church of Santa Barbara in 1699. During the next few years some Mantuan entertainments were sui generis. In May 1700, two operas were given in Mantua on the occasion of the Cavalcade held by the cavalliers of the Order of the Blood on the 20th.
 Ferdinand nonetheless clung desperately to the life of Venice and its carnivals when he could. He attended Carnival even in the dismal year of 1701, when only two new operas were presented. 

In January of 1702 it was reported that at Mantua "the entertainment of comedies and other jollities continues, but alas . . . there is much penury."
 Many days earlier the Duke's company of comedians had arrived in Venice and their show had opened at the Teatro di S. Samuele on 23 January, but the Duke remained at home.
 Towards the end of Carnival balls were also held in Mantua, and on the last night the Duke provided a banquet for 70 persons and a great celebration "of the two Crowns."
 The French and German troops, it was confidently reported, would soon be gone from Mantua.

When Prince Eugene of Savoy took charge of the troops in the summer of 1702 courtly life took on the more mundane and regular functions practised in the Habsburg domains. The Duke visited King Philip V. Count Lorenzo Beretti, the ducal secretary, was knighted and given a generous pension.
 In Mantua itself, however, a plague raged, and the nobility evacuated the city as best they could. 

Since the prophecy that the troops would soon be gone was not borne out, those who would have to pass through or near the duchy en route to Venice were loathe to make the trip. 

The war effectively constrained those in central and southern parts of the Italian peninsula to find their entertainments at home, and in this respect also had an unanticipated effect on the course of Italian opera history. The Duke of Modena too was stripped of his wealth, removing one more possible source of patronage from the Venetian milieu.

From the point of view of Venetian culture the heir apparent of this turmoil was Prince Eugene of Savoy. He arrived incognito in Venice on 29 December 1702 and eagerly attended the opera at San Giovanni Grisostomo two days later.
 The work can be identified as Pollarolo's L'odio e l'amore, which had opened on the 27th. Pollarolo was the all-time favorite composer of Austrians in residence in Venice. In this case, the appearances of the opera stars Francesco de Grandis (Cecchino), Nicolò Grimaldi (Nicolino), and Diamante Scarabelli (Diamantina) also drew special notice.
 The virtuosity of the singers, the majesty of the sets, and the splendor of the costumes were said to complement each other.
 But this work was presented on a scale that can only have made the Duke feel diminished. 

When it was given in Venice in 1703, Le finezze d'amore
 was dedicated to Sebastiano Brun; it had enjoyed Ferdinand's patronage at the fair in Rovigo in 1698. But this was the year in which Ferdinand lost his first wife. Equivocating on his disposition towards the war, in which the Austrians now regarded him as a traitor, he married Suzanne Henriette of Lorraine in 1704. She was the dedicatee of Gasparini(s Il principato custodito (San Cassiano, 1705). The marriage was to be short-lived. Moreover, the French were ultimately to lose the war, so strategically it proved to be a most unfortunate arrangement. 

There is no further evidence of Ferdinand's presence in Venice until mid-February of 1707. Officially he had now gone into exile in Padua.
 His new wife returned to France rather than join him there. While Hessian troops were making their journey to Mantua, the Duke was seen often on the Piazza San Marco, sometimes with a mask and sometimes without. He was enjoying good health, it was claimed, and was able to attend the ball at San Giovanni Grisostomo on the evening of Shrove Tuesday.
 In his straightened circumstances, it is not surprising that he merited only the dedication of Vindice la pazzia della vendetta, which was given at San Fantin, a small theater maintained in an apartment off the campo where the Teatro La Fenice now stands. 

Monferrato passed to Savoy in March. In April the Austrians entered Mantua. The Duke fled once more to Venice, where he was said to be preparing a game of pallone. Soon he would be returning to Padua to attend the fair of St. Anthony, which was celebrated on 13 June.
 In October Charles Montagu, the special ambassador of the King of England, encountered the Duke at the fair of Rovigo and found him to be "lacking of any indisposition"
,despite rumors to the contrary. 

The Mantuan Transition

The Diet of Ratisbon stripped Ferdinand of all his privileges and titles on 30 June 1708, and six days later he died. In November a memorial service was held in his honor under the auspices of the Duke of Lorraine at the church of San Francesco Grande in Padua, where his body originally lay in state.

Less than a month later, when the Princess of Darmstadt visited Venice, her stay, which included attendance at numerous comedies and operas, was hosted by the Austrian ambassador.
 In 1710 the hereditary rights of the Duke of Mantua were still pending before the Council of 40 (Quarantìa) in Venice. Ferdinand(s worldly goods(a collection of almost 1000 paintings and his estates(were divided such that all of the former went to the House of Lorraine and all of the latter passed to his rival, Don Vincenzo. It was more difficult to resolve the claims of these rivals to the rule of the Duchy of Mantua. Not until July 1711 was the matter finally resolved by the Venetian courts(in favor of the Guastalla line.
 

Mantuan Patronage after the War

There could not have been a greater difference in the reception of Venetian opera among any two groups in Europe than that between the last of the Gonzaga-Nevers dukes and the Austrian ambassadors posted to Venice in the first half of the eighteenth century.

If there was a musical tradition that accrued to the Austrian embassy in eighteenth-century Venice, it was one which, to an approximation, followed Roman tastes and practices. Opera per se was eschewed.
 More tasteful secular vocal works, laudatory ones with four or five roles to mark the rites of passage of royalty, became the norm. Such works had long been in favor in Vienna. A harbinger, perhaps, was Vivaldi(s first secular vocal work, a serenata a 5 called Le gare del dovere (RV 688). It was given in Rovigo in 1708, presumably for the autumn fair.
 The new taste also called for larger orchestras, such as those used to present outdoor concerts in Rome. Some reports mention as many as 100 players, while the indoor orchestras of Venetian theater rarely surpassing 10 players.

These tastes were of course mediated through Charles VI, who was notoriously severe of attitude and discrete of taste, as compared with his amiable grandfather Leopold I (1657-1705), whose love of music and cultivation of Italian musicians was celebrated. The Vienna of Leopold I was one consonant with the values of the late seventeenth-century Venetian stage, for it was dominated by affirmations of dignity and glory(in architecture, in court ceremony, and in music. The tastes of Joseph I may have been no less cultivated; he was the dedicatee of Antonio Lotti(s Madrigali (1705) and other works that were for the chamber rather than the stage. He was also a great admirer of the librettist Silvio Stampiglia. 

Charles could also be a pragmatist, turning his attention from architecture to acoustics, for example. Among Venetian letterati, Apostolo Zeno was the librettist who gained greatest favor under Charles, becoming Court Poet in 1718. Caldara,
 following M. A. Ziani, was master of the chapel from 1716 until his death in 1736.

All patronage of Venetian opera, which had been from the start patronage of librettists far more than patronage of composers, was in decline in the new century. Ambassadors had never been prominent as opera dedicatees, except perhaps at the start of their embassies. Neither were their private entertainments usually noted(until the reigns of Charles VI and Louis XV. 

Johann Baptist, the Austrian governor who arrived in Mantua in 1708, made a gesture of homage to his predecessor in becoming the patron of one opera given in Venice. Edvige, regina d'Ungheria, given at Sant(Angelo in 1709, obviously played to the anti-Hungarian sentiments of the Austrians. Its music was anonymous. 

Meanwhile, lateral descendants of the late Duke(Antonio Ferdinando, the Duke of Guastalla, and his son Giuseppe Maria(were to be the patrons of three Venetian operas over the next decade. These works were Gasparini's Rodomonte (for the son; Sant(Angelo, 1714), Porta's La costanza combattuta (for the father; San Moisè, 1716), and Vivaldi's L'incoronazione di Dario (for the father; Sant( Angelo, 1717). Vivaldi was also the impresario for the production of Rodomonte, through which activity he may have gained some contact with these Gonzagas.

Unlike most of the works mentioned thus far, Vivaldi's Dario is survived by a score. Indeed it has been staged in recent years. While the work is perfunctory in matters of characterization, it is quite special in its instrumental coloration, which calls for theorboes, viole all'inglese, and so forth. These instruments are otherwise known only from Vivaldi's oratorio Giuditta triumphans, which was given a few months previously, probably in recognition of the victory of Marshall Schulenburg against the Turks at Corfù.
 

Victories of benefit to the Venetians were regularly celebrated with the performance of a Te Deum at San Marco. Those of benefit to the Austrians, such as that at Carlowitz, were usually marked by the performance of a Te Deum at the new church of the Scalzi (near the current train station). These works were formally sponsored by the Austrian ambassador.

A notable feature of the operas dedicated to the Gonzagas of the Guastalla branch is that three of them were given at the Teatro di Sant'Angelo, a theater to which the earlier Duke had shown no favoritism. Sant'Angelo was a low-budget theater whose affairs were ceaselessly in chaos. It was in notoriously poor physical condition. Its musicians shivered throughout productions, began performances hours late, and often had to get court orders for back pay. Its existence can never have been much beyond marginal. As the master of its small orchestra, Vivaldi brought credit to Sant'Angelo with his brilliant violin solos at intermissions. Many (including Benedetto Marcello in his satirical tract Il teatro alla moda) deemed them inappropriate, but they succeeded in bringing notice to the composer and the theater. 

Vivaldi in Mantua 1718-1720

It seems likely to have been through his prominence at the Teatro di Sant(Angelo that Vivaldi came to the notice of Mantua(s next ruler, Prince Philip of Hesse-Darmstadt. Prince Philip, who had laid siege to Mantua in 1714, brought Vivaldi to his court as composer and maestro in 1718. The appointment facilitated the hosting of many celebratory events related to the Prince(s wedding to Eleonora Gonzaga (di Guastalla) di 1719. Among these were the operas Teuzzone and Tito Manlio (the first dedicated to the groom, the second to the bride). Both works included a great deal of recycled material,
 making it possible for Vivaldi to write on the score of Tito Manlio that it was (composed in five days.(
When Eleonora Madalena Theresia of the Palatine, the widow of Joseph I, died at the start of 1720, opera performances were suspended in Mantua and Vivaldi eventually left. Prince Philip wrote on the composer(s behalf to the Imperial ambassador in Venice, Count Giovanni Battista Colloredo,
 but with no conspicuous effect. 

It is clear that Vivaldi(s short tenure in Mantua had important consequences for his orchestration. In particular he may first have scored for horns here. Tito Manlio and the cantata for Prince Philip called (Qual in pioggia dorata( (RV 686) both require them. Similarly, trumpets and timpani join an orchestra of strings, oboes, and bassoon in one sinfonia (Act III, Scene 12) of Tito Manlio. The same movement appears in the (presumed later) (Funeral Concerto( (RV 579), but with tenor chalumeau and three viole all(inglese in place of trumpets and timpani, and a single muted oboe in place of two oboes and bassoon (a very French combination of instruments).

While Mantua may have given Vivaldi important exposure to brass instruments, it also had provided Venice with excellent string players. Among them were the violinist Giorgio Gentili and the violist Carlo Platti, both of whom had been given leave from Ferdinand(s court in 1689.
 Gentili(s replacement seems to have been Pietro Guarneri, but he left after two years.

The Guerra Musicale on the Grand Canal

Over and against the libertine risks associated with texted music, instrumental music filtered out objectionable images. In this respect, it may have suited the orthodoxies of the northern courts. A pronounced cultivation of instrumental ensembles within embassies, especially German-speaking ones, in Venice can be traced to the closing years of the seventeenth century. 


Many of the most conspicuous musical events which took place at Venetian embassies in the 1710s and 1720s were described, probably with some inconsistency of meaning, as serenatas. This generic term seems to have embraced performances that were principally of vocal music, principally of instrumental music, and partly of each. (Serenatas( could feature one work or several. 

The ensembles of instruments that took part in festivities at both the Austrian and the French embassies grew steadily larger(and apparently more accomplished(over the first 30 years of the eighteenth century. Several accounts mention 50 or 60 players. Since vocal serenatas were almost always occasional pieces intended for performance only once, libretti were rarely printed. Because of the lack of libretti, verbal accounts rarely give a title for such works. Thus, identifiable music is lacking for all but a few works.

Johann Baptist, Count of Colloredo, who was appointed Imperial ambassador to Venice after the conclusion of the Treaty of Utrecht in 1713, had the opportunity to establish something of a new musical regime at the embassy in Venice. He was described by an agent in Bologna in the following way in 1715:

Count Giovanni Battista Colloredo is a most gentle cavalier of the best inclination and a peace-loving temperament. He is not well versed in the understanding of ministerial affairs, in which he has no experience. His concept at court is to be good man, but not a good minister.
 

Overall, the practice of the embassy followed the practice of Vienna: the name days of the emperor and empress were observed with notable activities. Signal affairs of State(and there were many in the first years of Colloredo's embassy(were also celebrated. The year 1716 stands out as one in which gala entertainments were particularly numerous. 


Events of personal significance were also marked with dramatic vocal works. Following the wedding of his son Karl Ludwig to (another) Eleonora Gonzaga (August 1721), the Count arranged for the performance of a serenata(Pollarolo's Il pescatore disingannato
(on the Grand Canal in front of the ambassadorial residence was planned for September 3.
 For its performance a "masterful machine was nobly illuminated." 

Only a year later, on 11 December 1722, a new French ambassador, Jacques-Vincent Languet, Count de Gergy, had arrived in Venice. For the next few years, the War of the Spanish Succession was reenacted as a cultural contest in which the Austrians and their allies volleyed with the French in the ambassadorial palaces and gardens of Venice.
 This war was waged with feste di ballo, sinfonie, serenate, and the like. If there were discernible differences between the Austrian and French diplomatic entertainments, they were not those of musical genres per se. Rather, they were those of classical vs. pastoral models, of seriousness vs. frivolity, and of tradition vs. experimentation. The Austrians relied heavily on the music of the greatly esteemed but aging composer Carlo Francesco Pollarolo, who had been associated with the Austrian embassy and the Teatro di San Giovanni Grisostomo for decades. The French favored the no-longer-young upstarts Tommaso Albinoni and Antonio Vivaldi, who accommodated the French taste for oboes so graciously. Among the longer dramatic works for the French ambassador de Gergy that have been identified were Antonio Pollarolo's I tre voti; Albinoni(s Il nome glorioso in terra, santificato in cielo
; and Vivaldi's serenata Gloria e Imeneo, which was given at French embassy on 12 September 1725 in honor of the wedding of Louis XV and Maria Leszcynska.
 

Under de Gergy the French regularly celebrated the feast of St. Louis of France (25 August) in spectacular fashion, with a dinner accompanied by sinfonie and concerti following a sacred service. When on 4 November 1726 Count de Gergy made his official entry as ambassador, there were concertos and (una sinfonia di varij Istromenti Musicali.(

A five-year lapse in the documentation preserved in Venice (1727-1732) is covered, although usually in a perfunctory manner, in the records of the Papal Nuncio preserved in the Vatican Archivio Secreto. We read, for example, this account of the feast of St. Louis on 1727, in an avviso from that series:

Domenica dopo Pranzo questo Signor Conte di Gergì Ambasciatore di Francia, in festeggiamento della Nascita delle due Principesse Reali di Francia, fece con scelta Musica nella Chiesa della Madonna dell(Orto Cantar solenne Te Deum [Vivaldi(s] in rendimento di grazie a Dio, alla qual Funzione assitè il Pubblico esso Signor Ambasciatore accompagnato dal Consolo di Sua Nazione e da altri varij sogetti ben(affetti alla Corte di Francia.  V(intervenne il Serenissimo Elettor di Colonia con tutta la Sua Corte Nobile uscita in gala, e vi furono anche in un Coretto Monsignor Nunzio Apostolico ed il Signor Ricevitor di Malta.  La sera poi diede il detto Signor Ambasciatore bellissima Serenata di molti [Istrumenti changed to:] Strumenti e varie voci, sopra una gran Machina, che rappresentava il Tempio del Sole, fatta a tal effetto erigere sulla Laguna dirimpetto alla Loggia del suo Giardino, ove stave il predetto Serenissimo Elettore con gli altri mentovati Soggetti a goder la detta Serenata con essere stata la prefata machina tutta illuminata di Torcie, ed altri Lumi.  Dopo di che furono dal Signor Ambasciatore trattati a Lauta Cena l(accennato S. Elettore, e gli avvisati Soggetti.

In August 1728 the French ambassador offered a (nobile Trattenimento di una Sinfonia si varij Strumenti, e lauta Cena,( while the Austrian ambassador provided a (lauto banchetto a tutti i primari forastieri di distinzione, e alla sera bellissima serenata di molti strumenti, e varie voci, durante la quale vi furono dispensati abbondante, e preciosi rinfreschi.(
 We know, however, that a slight thaw in relations occurred in September 1728, when a delegation headed by the extraordinary ambassadors Cornaro and Capello journeyed to Trieste to great the Emperor.  They left Venice on the 5th and traveled via land, while their goods were shipped by sea to the (Austrian shore.( In their entourage there must have been a coterie of musicians including Vivaldi.  

One mediating force between the Austrians and the French may have been Prince Francis Stefan of Lorraine, whose associations were more Florentine than French or Viennese. He accompanied the Emperor, as he left Gorizia for Trieste on the 7th. The Jesuit church in Trieste hosted numerous activities to mark the meeting of the Emperor with the Venetian ambassadors. Two hundred rounds of canon fire were fired to celebrate the Emperor(s official entry on Saturday the 11th. The pair left on the 13th. The peote with equipment arrived back in Venice on the 15th.

Count Bolagnos provided ( Sinfonie di Strumenti, e varie Cantate( to celebate the emperor(s 44th birthday on 30 September, but there is no report of special music for the Emperor(s name-day (4 November).
 Similarly the feast of St. Elizabeth of Hungary (19 November), which now at least merited a mention, was noted by the Austrian embassy but without any mention of music.

A new Jesuit sanctuary had opened in Venice on 23 July 1729 with (scielta musica.( It may well be that Santa Maria del Rosario was, in a curious way, another mediating force, for it called attention to a new phalanx of saints(Luigi Gonzaga, Stanislas Costa, and Ignazio Loyola(whose general cultural identities were eclipsed by their counter-reformation zeal. The Vespers given in their honor on 31 July were sufficiently ambitious to have muted the musical rituals that occurred in late August. For these the French ambassador offered a (nobil Veglia, con varie sinfonie di più Strumenti, e Cena,( while the Austrian ambassador toasted the Empress(s 38th birthday with (il trattenimento di una Serenata di molti Strumenti, e varie voci.(
 On 29 August Alvise Mocenigo assumed the post of ambassador to France, and four weeks later, on 25 September, the French ambassador provided a jubilant celebration for the birth of a Dauphin. This was followed on the 26th by a formal visit by his convoy of golden gondolas to the Colleggio. The significant musical contribution to the series of events associated with this birth was the performance of Albinoni(s recently rediscovered Le Congrès des Planètes (Il concilio de( pianeti), which was given in the ambassador(s garden on 16 October and on subsequent occasions. It followed the performance of a Te Deum at the church of the Madonna dell(Orto, near his residence.

The Austrian ambassador hosted the observance of the name-day of the emperor on 6 November, instead of the usual 4th, but continued the practice of providing a (nobil Veglia con Sinfonie di molti Strumenti, e Cantate di varie Voci.(
 This year he raised in stature the feast of St. Elizabeth of Hungary with a (nobil Veglia di varie Sinfonie Musicali, e Cantate a più Voci, con altri divertimenti( on the 20th.
 

On 26 September 1730, just a year after the celebration with Il consiglio, the French ambassador again made a formal visit to the Ducal Palace to announce the birth of a second son (the Duke of Anjou) to his monarch, Louis XIV, but if there were special celebrations involving music, they did not attract sufficient attention to be noted. The Austrian ambassador marked the feast of San Carlo Borromeo on the 5th with (con Sinfonie di varj istromenti, e diverse Cantate.(
 Sinfonie and cantate were once again given on the feast of St. Elizabeth.  

No vocal music is mentioned in the report of the feast of St. Louis in 1731, which involved a (nobil Veglia con varie Sinfonie di più sorte di Strumenti,(
 but, unusually, no special entertainments by the imperial ambassador are noted over the autumn months.   

The quality of reporting to the Vatican declined with a change of command late in 1732.  In April 1733 Count Froullay succeeded Count de Gergy. Problems to the east with the rise of displaced central Europeans seeking refuge in Venice combined with the rise of more democratic concepts of culture within the Venetian nobility itself conspired to change the nature of the environment for musical entertainments substantially. Individual Venetian nobles increasingly provided grand entertainments for lesser occasions. The place of the Spanish ambassador gained in importance within the purview of ducal affairs, lessening somewhat the premiere roles of the French and Austrian ambassadors. The announcement at the end of December 1735 that the Duke of Lorraine would marry the Archduchess Maria Theresa demonstrated an adroit diplomatic move, since Lorraine was a duchy much coveted by both the French and Austrians over centuries.

Whatever music was presented at the embassy of Luigi Pio, Prince of Savoy, who succeeded Count Bolagnos, made little impression on riportisti. A single exception is the baptism of the first son of Leopold Della Torre, Baron Tassis, at the church of SS. Apostoli in 1736, which was marked by a procession of gondolas with trumpets and timpani, mortar fire. Symphonies and motets were also performed.
 Perhaps the fire had simply died away.

When on 20 April 1738 another new French ambassador, Count Froullay, made his public entry, it was without music that merited any comment. By this point in time, the mainland was beginning to play a more significant role in affairs. The nobility were spending more and more time away from Venice. The Feast of St. Louis in 1738 was celebrated, with a (noble serenata(, at the ambassador(s country villa, on the road from Mestre to Treviso.

The Austrians seem to have held onto musical spectacle longer, for the Feast of San Carlo in the same year involved a (nobile Veglia con Sinfonie di molti stromenti e Cantate di varie Voci di primari Virtuosi che qui si trovano con altri divertimenti,(
 certainly reaching its apex in the process. 


Documents for the 1740s are few and uninformative. There is no evidence of such lavish entertainments in the reign of Maria Theresa. This sense of spectacle seems finally to have disappeared, at least in Venice. It remained for Count Durazzo, named ambassador to Venice in 1765, to form the collection of Vivaldi(s music that now constitutes a major portion of the manuscript archive preserved in Turin.

If Vivaldi(s name is largely absent for the roster of Austrian entertainments given in Venice in the 1720s, it is nonetheless distinctly possible that his music, especially his instrumental works, were performed on some of the stellar occasions. No one else in Venice was writing instrumental music of such variety and difficulty, and as a performer, Vivaldi  seems to have had no peers. It is clear, however, that Albinoni ranked high with the French.

We know also that the Emperor himself was greatly enthusiastic about Vivaldi(s music. During a meeting in Trieste
 in 1728 the monarch knighted the composer and was reported by Abbot Conti to have (talked longer to him in 15 days that he has to his ministers in two  years.(
 Vivaldi presented Charles with a collection of 12 concertos ((La Cetra() in manuscript. These works do not correspond to the published collection La Cetra, Op. 9, which seems in any event to have appeared in the preceding year. But might some of the pieces have some connection with Imperial interests, perhaps those in Mantua? The concerto in E Major (RV 271), subtitled (L(amoroso(, for example, may have been composed around the time of the wedding of Prince Philip.
 

Overall, the Austrian preference for serenatas, cantatas, and sinfonias amounted to a rejection of opera. While there was an overall decline in all patronage of the Venetian dramma per musica in the third and fourth decades of the eighteenth century, Austrian patrons were, despite decades of devotion to Italian opera in both Vienna and Mantua, suddenly scarce after 1720. Given that Austria's power in international politics was growing and that of Venice declining, this preference for chaste music in private venues represents an implicit rejection of exuberant Venetian theatrical productions. The Viennese were seen to exercise their power by cultivating images of refined taste rather than promoting bald (or ribald) expressions of it. Most of the theaters that had operated in Ferdinand's time were closed or reorganized for other purposes by the middle of the eighteenth century. Censors began to condemn lascivious dances, boxes started to be sublet for covert gambling activities, and, by mid-century, at San Samuele the performances of acrobats were as well received as those of musicians. The theatrical subculture of c.1760 is one that Ferdinand would probably have loved, had he lived fifty years longer. But it is one which the Austrians seem to have rejected completely. 


Venetians returned this sentiment, however inadvertently, by rejecting Austrian opera after the fall of the Republic. Although to judge by the number of copies of it now preserved in Venice the instrumental music of Haydn was well received there in nineteenth-century, Venetian musical archives are curiously devoid of the operas, and indeed the instrumental music, of Mozart. The great Viennese legacy of well proportioned, cleanly performed instrumental music may therefore owe something to the Austrian-French cultural war fought on the Grand Canal in the early years of the eighteenth century.

Eleanor Selfridge-Field
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� When, upon the death of Charles II of Spain, the Duke of Anjou, a grandson of Louis XIV of France, was disclosed to be the heir, Emperor Leopold considered the arrangement to favor France and thus to betray an agreement made by France and the Empire in 1668. The House of Austria was further perturbed by an uprising in Hungary. Its leader, Francis Rakoczi, won the recognition of Spain and Sweden. At the time of Leopold(s death (1705) he was in control of Upper Hungary (Slovakia) and Transylvania. The Austrian military cause against not only Hungary but also France prevailed on account of the military efforts of Prince Eugene, but he was less able in diplomacy. The final resolution was not yet at hand when the Emperor Joseph I died (1711). Flanders, England, Poland, Bohemia, and numerous smaller political entities were in one way or another involved before peace was restored. See Victor-L. Tapié, The Rise and Fall of the Habsburg Monarchy, tr. Stephen Hardman (London: Pall Mall Press, 1971), pp. 159-165.


 


� It was rare for more than two or three operas to be dedicated to one patron over the course of a lifetime.


 


� A final work was staged in 1707.


 


� Annotated musical references are given in Eleanor Selfridge-Field, Pallade Veneta: Writings on Music in Venetian Society, 1650-1750 (Venice: Fondazione Levi, 1985).


 


� In its Avril 1679 issue (pp. 75-94), Le Mercure galant had note somewhat nervously that the Grimani brothers, who operated the Teatro di San Giovanni Grisostomo, were allied with the Duke of Mantua and the House of Gonzaga. 


 


� Much important information on Draghi(s relationship to opera in Vienna is reported in (Quel novo Cario, quel divin Orfeo(: Antonio Draghi da Rimini a Vienna: Atti del convegno internazionale (Rimini, 1998), ed. Emilio Sala and Davide Daolmi (Lucca: Libreria Musicale Italiana, 2000).


 


� Numerous references to such events are found, inter alia, in the unedited series of (Mercuri( perserved in Venice, Biblioteca Nazionale Marciana [hereafter I-Vnm], Cod. It. VI-495 (=12103) to 525 (=12133). 


 


� Avril 1679, pp. 83-90.


 


� The subject resonated with Gonzaga family history: a Vespasiano had been the last duke (from 1585) of the Sabbioneta branch of the family. Pallavicino(s subject was, of course, the Roman emperor.


 


� At the final performance, on 26 February 1678, a masked gentleman in the following of the Duke of Mantua was involved in a noisy altercation with a Venetian gentleman (Florentine diplomatic dispatch quoted in Pallade Veneta, p. 352).


 


� Cardinal Vincenzo Grimani, viceroy of Naples from 1708 until his death in 1714, had negotiated a peace between Victor Amadée II of Savoy and Leopold I, and was held in high esteem by the Austrians. See Sylvie Mamy, Les Grands castrats napolitains à Venise au XVIIIe siècle (Liege: Pierre Mardaga, 1994), p. 45.


�  Several articles by Paola Besutti have cited the generally scandalous reputation that followed the Duke wherever he went, and I should like to thank dott.sa Besutti for her generosity in sharing her insights in his character and the background of Mantuan affairs during his lifetime.  


 


� At this time the principal periods of entertainment in Venice were autumn (from early October until the start of Advent) and Carnival (from 26 December until Shrove Tuesday). Some works that opened in the autumn ran up to December 15th, or even later. Carnival could start in early January, especially if Easter fell late. The period from 1680 to 1700 was for the most part one during which entertainments of all kinds flourished and pious clerics intent on enforcing rules were ignored.


 


� The fair of Rovigo lasted from October 18 to November 8.





� Since San Samuele did not present operas but instead continued with comedies throughout Carnival, it was possible for Ferdinand to interleave his experiences of opera with steady support for the simpler, older form of entertainment.


 


� Although Venice was poorly suited to such activities, an academy for horsemanship was established on the banks of the Fondamente Nova in the later seventeenth century. 


 


� Modena, Archivio di Stato [hereafter I-MOas], Avvisi, Busta 5270 (115), entry of 25 February 78 [M.V.=more veneto/old-style year]. Attendance at this event required tickets issued in advance. Balletti a cavallo were also a favorite entertainment in Florence in the later decades of the seventeenth century.


 


� The observation that "Il Duca è instabilissimo, et ha per sua familliare il fare tutto al oposto di quello che dice" was conveyed by Conte Viallardi, the secretary of state; see Venice, Archivio di Stato [hereafter I-Vas], Inquisitori di Stato, Riferte de' Confidenti, Busta 611, Fasc. Gio. Lando (1681). 


 


� Eleanor Selfridge-Field, Pallade Veneta: Writings on Music in Venetian Society, 1650-1750 (Venice: Fondazione Levi, 1985), p. 194.


 


� Op. cit., p. 196.


 


� Joseph Addison, Remarks on several parts of Italy &c. In the years 1701, 1702, 1703, 3rd edn. (London: F. Tonson, MDCCXXVI), p. 67. See also E. Selfridge-Field, (Italian Opera, English Letters, and French Journalism: The Mercure de France(s Debts to Joseph Addison,( La revue de musicologie 83/2 (1997), 185-203. 





� See, for example, Selwyn Brinton, The Gonzaga-Lords of Mantua (New York: Brentano(s Publishers, 1927), p. 250.


 


� Legrenzi had been recommended to the Viennese court by Ferdinand(s father in 1665 (Bertolotti, Musici alla corte dei Gonzaga a Mantova dal secolo XV al XVIII: Notizie e documenti raccolti negli archivi mantovani [Bologna: Forni, 1969], p. 110).


 


� For example, he left (very large gifts( to the singers in Legrenzi(s Totila (SS. Giovanni e Paolo, 1677).


 


� Tommasi had been maestro di cappella for the Gonzaga court from 1656 to 1679.


 


� Le Mercure galant, Fevrier 1683 (cf. Pallade veneta, p. 350).





� Pallade veneta, p. 204.


 


� This work had a prologue and an intermedio called Il trionfo di Venere.


 


� Some political bias might be suspected here, since both Giannettini and Gabrielli had ties to Modena.


 


� Selwyn Brinton, The Gonzaga(Lords of Mantua (New York: Brentano(s Publishers, 1927), p. 256.


 


� The composers included Lotti, Caldara, and Arisoti.


 


� I-Vnm Cod It. VI-477 (=12121), entry of 22 May 1700.


 


� I-Vnm Cod. It. VI-478 (=12122), entry of 4 February 1702.


 


� Op. cit., entry of 28 January 1702.


 


� Op. cit., entry of 11 March 1702.


 


� After Ferdinand went into exile, Beretti became a papal envoy.





 


� I-Vnm  Cod. It. VI-479 (12123), entry of 6 January 1702/3. This report notes, however, that he did not stay, as anticipated, with the Austrian ambassador but instead with Sig. Messa, an imperial commissioner.


 


� Pallade veneta, p. 248.


 


� Loc. cit.


 


� The composer is anonymous, but the work is sometimes attributed to C. F. Pollarolo.


 


� As it happened, his exile, commencing on 21 January, 1707, coincided with Carnival.


 


� I-Vnm Cod. It. VI-483 (=12127), entry of 12 March 1707.


 


� Op. cit., entry of 30 April 1707. Ferdinand(s love of pallone was to intense that in 1686 Pietro Ziani had been elected to the dual roles of official giocatore di pallone and sonatore di violino (Paola Besutti, La corte musicale di Ferdinando Carlo Gonzaga, ultimo Duca di Mantova: Musici, cantanti, e teatro d(opera tra il 1665 e il 1707 [Mantua: Gianluigi Arcari Editori, 1989], p. 60). 


 


� Op. cit., entry of 22 October 1707.


 


� Op. cit., entry of 10 November 1708.


 


� Op. cit., entry of 1 December 1708. It was during this same month that the King of Denmark came to Venice with a retinue of 130. 


 


� I-Vnm Cod. It. VI-488 (=12132), entry of 1 August 1711. I-Vnm Cod. It. VI-486 (=12130), entry of 1 February 1709 M.V., reports on an earlier ballot, when indicates that two votes were cast for the Duke of Lorraine and the other two for the Casa Gonzaga-Guastalla. 


 


� The ambassadors( stance differed somewhat from that of emperors and nobles of the Empire. One of the rare few Venetian operas dedicating to a reigning emperor was Sartorio(s I due tiranni al soglio (San Salvatore, 1679).


 


� Among works with connections to the Empire at the start of the eighteenth century, Stampiglia was the preferred librettist. But few settings of his works were given in Venice except as reprises. (In general, the best regarded settings of his texts were those performed in Naples with music by Giovanni Bononcini and Alessandro Scarlatti.) Famous among these was Camilla, regina de(volsci (Naples, 1696), which enjoyed a spectacular reception at San Salvatore, Venice, in October, 1698. This production coincided with the visit of the Czar.


 


� It contained roles for Notte, Tempo, Fama, Rovigo, and Adige. See Michael Talbot, (Vivaldi(s Serenatas: Long Cantatas or Short Operas?( in Antonio Vivaldi: Teatro musicale, cultura e società, ed. Lorenzo Bianconi and Giovanni Morelli (Florence: Olschki, 1982), 84-87.


 


� Caldara had gone to Rome after Ferdinand(s death.


 


� Prince Eugene of Savoy had led the ground troops to victory at Carlowitz on 5 August 1716, and the naval victory at Corfù came on 20 August. In Vivaldi(s oratorio, Judith represented Venice and Holofernes the defeated Turks.


 


� Numerous instances of such celebrations are cited in the (Libro de memorie( of Antonio Benigna (I-Vnm Cod. It. VII-1620 [=7846]). The church of the Scalzi was dedicated in 1711.


 


� For details see Luigi Cataldi, (La rappresentazione mantovana di (Tito Manlio( di Antonio Vivaldi(( Informazioni e studi: Bollettino dell(Istituto Italiano Antonio Vivaldi 8 (1987), 52-88, and (L(attività operistica di Vivaldi a Mantova( in Nuovi studi vivaldiani, ed Antonio Fanna and Giovanni Morelli (Florence: Olschki, 1988), 131-145.


 


� Michael Talbot, "Vivaldi and the Empire," Informazioni e studi vivaldiani 8 (1987), p. 35.


 


� More curiously, the subject of the concluding fugal movement of the (Funeral Concerto( is shared by the Concerto in D Major RV 123, which appears in an Esterházy inventory of 1740.


 


� Besutti, pp. 70f.


 


� Op. cit., p. 73.


 


� Fabrizio Della Seta offers two tables of name-day serenatas (those given in Vienna, those given elsewhere) in (La (Serenata a sei voci( per Carlo VI( in Benedetto Marcello: La sua opera e il suo tempo: Atti del convegno internazionale (1986), ed. Claudio Madricardo and Franco Rossi (Florence: Olschki, 1988), 161-193. Some name-day serenatas for the Emporer and Empress were given by the Austrian embassy in Venice, but if the practice was consistent, it cannot be documented from existing sources.


 


� I-Vas Inquisitori di Stato, Riferte de' Confidenti, Busta 552, entry of 17 November 1715: "Il Co: Gio. Btta. Colloredo è un gentilissimo Cav:re di ottima inclinazione, e di pacifico genio. Non è molto versato nella cognizione degl'affari del ministerio, in cui non è stato mai esercitato. Il di lui concetto alla Corte è di esser un buon sig:re, mà non buon Ministro."


 


� Work identified by Talbot.


 


� I-Vas Inquisitori di Stato, Busta 708, Fasc. 1721, entry of 30 August (Alvisi) and 6 September (Donado) 1721.


 


� Ironically, Philip V renounced the Spanish throne in January 1724, in favor of the ascension of his oldest son, Louis I.


 


� Vienna, Oesterreichische Nationalbibliothek [hereafter A-Wn] Cod. 17730.


 


� Op. cit., entry (Alvisi) of 15 September 1725.


 


� Avvisi, Busta 709, Fasc. 1726, entry (Donado) of 9 November 1726.


 


� I-Rvat Archivio Secreto, Segretaria di Stato, Nunziatura di Venezia, N. 178, ff. 402-402v, entry of 27 Settembe 1727.


 


� I-Rvat Nunziatura, N. 179, ff. 300v (entry of 28 agosto) and 309 (entry 4 settembre 1728).


 


� Loc. cit., entries of 11 and 18 settembre 1728.


 


� Loc. cit., entries of 15 settembre through 6 novembre 1728.


 


� N. 180, entries of 30 luglio through 3 settembre 1729. The Jesuits( site was not new, but they had been expelled from it in 1668, when the church was taken over the Domenicans.


 


� N. 180, entry of 22 ottobre 1729.


 


� Loc. cit., entry of 12 novembre 1729.


 


� Loc. cit., entry of 26 novembre 1729.


 


� N. 182, entries of 30 settembre and xi novembre 1730.


 


� Loc. cit., entry of primo settembre 1731.


 


� Avvisi, Busta 710, Fasc. 1736, entry (Trebbi) of 28 January 1736. See also I-Rvat Nunziatura, N. 189, f. 41v (entry of 23 January 1736).


 


� Avvisi, Busta 710, Fasc. 1738, entry (Trebbi) of 30 August 1738.


 


� Op. cit., entry (Donado) of 4 November 1738.


 


� Or, perhaps, in a villa near Trieste.


 


� Marc Pincherle, Vivaldi, tr. Christopher Hatch (New York: W. W. Norton, 1957), p. 48.


 


� It bears a thematic correspondence to La verità in cimento, the first opera Vivaldi wrote after his return to Venice in 1720.





