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. Abstract

Much of the research on Vivaldi's operas has beenndf'a
»general nature or has focused on extra-musical matter's. The
rest has dealt for the most pért with the late works. Il
'Giustinol the subject;of this thesis, is ;n ea{lier'opera
which was prcduced iﬁ the carnival season of‘1724 at the
Teatro Caprahica in Rome.

Vivaldi was very active as an opera composef. Many of
his works were written for Venicé (a very important operatic
éentre at this time) but he produced operas in guite a

Vv v Y
number of other cities ;s'well. His early works alrgady
contained characteristics of what has been called the
"Neapoliﬁan" style. Contemporary opinions about Vivaldi's'

dramatic works differed widely but he composed and produced

operas for twenty-seven years, evidence of his success in

|
i

the field. \

The libretto of Il Giustino was written by Nicolé
éeregan.for a Venetiah'p;oduction in 1683 bynLegrenzi. It
was subsequéntly revised by Pietro Pariafi'and set by
Albinoni in 1711. Vivaldi's Giustino incorporates furthef
changes; a éimilar version was set by Handel-in.1f32. The
plot is very.loosely based on the life of Justin I; an
Illyrian peasant who rose through the ranks of the Imperial
Guard and evenFually became emperor. It is a typical

seventeenth-century libretto and includes several

opportunities for spectacular stage effects.

T



The autograph manuscript of Il Giustino is contained in

/\

volume 34 of the Foa collection in the Biblioteca Naz1onale

~

in Turin. The paper used is quite different froh that in
2 .
most of Vivaldi's other manuscripts, implying that the work

‘was actually composed in Rome. The score is typical of .-

*

Vivaldi with regards to abbreviations and other graphic

characteristics. Generally the composer's intentions are

guite clear.
" Elements of musical style and structure are used quite

typically in the work. Some features are réminiscent qfl
.Vlvaldl s early operas (strong interest in sondrity,
substantial choruses) whlle others foreshadow procedure;
employed in the late works (shorter 'é‘ sections).
Trénsitional characteristics include texture (occasional use
of a homophonic; non-thematic ritornello) and rhythm (the
Lombard figure appears). Key association,ié the most
important technigue used for chargzterizatibn but thematic
types, rhythm, scoring, and other features also contribute.
The work follqws an oberall tonal plén, beginning and ending
in C major, with impoftant recurrences of this tdnality
elsewhere. There is also an attempt to produce a .sense of
cli?éx at the end of gach act.. |

'I1 Giustino represents the only extant, complete
.operatic score by ViQaldi from the period 1721 to 1726. For
this reason'and in consequehce,of its transitional

characteristics, the work occupies an important place in the

composer's dramatic oeuvre.
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Chapter 1

Introduction: Modern Revival, Research, and Pub}ishing of

—

Vivaldi's Vocal Music.

Antonio Vivaldi's (1678-1741) importance in the field
of instrumental qpsic,_especially with regard to the |
cOncérto, has idng Been acknow%edged; Only recently have
scholaps_bégun to realize the significance of hislvocal‘
‘husid. Although his instrumental Qorks still attract much
attention;,more and more of the vocal works are beihg
published and recorded. The sacred music in particular‘ié
exciting cohsideréble interest. The Foa-Giordano coliection
of manuscripts includes fi&e volumes of ‘'sacred musi¢
containing forty-three works clearly attributable to
Vivaldi.' A few works are also preserved in other’

sources.? This large and varied corpus of church muéic‘was
created to fill 'the needs oflthe'Ospedale della Pieté;’ Much
of it'is now available iﬁ print or on recordings and several
works have become quite popular. Vivaldi's one surviving

oratorio, Juditha Triumphané, was published (in facsimile)

as early as 1948 and has been recorded several times. Some

'Robert E. Fort, "An Analysis of Thirteen Vesper Psalms of
 Antonio Vivaldi Contained in the Foa-Giordano Manuscripts
~ with an Appendix Containing Photocopies of the

" Manuscripts"(S.M.D. dissertation, Union Theological

Seminary, 1971), p. 293. _

ipor details refer to Peter Ryom's catalogues, Verzeichnis

der Werke Antonio Vivaldis: kleine Ausgabe (Copenhagen:

Engstrom and Sodring, 1974) and Erganzunged und -

Berichtiqungen zu dem Verzeichnis der Werke Antonio
Vivaldis: kleine Ausgabe (1974) (Poitiers: Association
Vivaldl de Poitiers, 1979). R

3Denis Arnold, "Vivaldi's Church Music: an Introduction,”
"Barly. Music I1(1973): 67. l : :




research on these sacred works has also been published.®*

Harold E. Smither, in his monumental A History of the

Oratorio, uses Juditha AS ong'of-four répresentative

examples of'ftalian oratorio from the 1680f; to 1720's.® One

scholar, Denis‘Arnold,_beiieves fhat Vivaldi occupies an

important position in the histofy of church music just as he

does in the development of the concerto. b
Vivaldi's sécula} cantatas have also been the subject

of researéh;’ pubiishihg; and recgfdihg[‘but littie_prbgress

hastbeen made in the iétLer two,activitie; with regard to

opera. The first modern performanée'oﬁ'a Vivaldi o?eraltoék

pléce on September 19, 1939 at a festival held in Siena by*

the Accademia qpigiana. The work chosen by Alfredo. Casella,
- ' R . . ¢ .

n ) .
artistic director to the "Settimane senese,” was

L'Oli@piade. The arrangement prepared by Virgilio Mortari =

'_ was later reused for a recording—Substantial changes to the

score were effected; including considerable shortening of
: ) , Y

the recitatives.*® Concert performances of tﬁyé wo%y-were‘

given in September 1978 in Como, Milan, and gqggiﬁneté in an

*The earliest major work in this field was the dlssertatlon
by Fort cited above. Recently another important dissertation’
was produced: "Antonio Vivaldi: Performance editions of Nine
Sacred Vocal Works on Liturgical Texts Preserved in the
Raccolta Foa-Giordano"(D.M.A., dissertation, Unlver51ty of
Oklahoma, 1981) by Keith Graumann. .

*Howard E. Smither, A History of the Oratorlo i: The

- Oratorio in the Baroque Era: Italy, Vienna, Pamls (Chapel
Hill: University of North Carolina Press, 1977 pPp. 348+ 55.
‘Arnold, "Vivaldi's Church Music," p. 74. ' ) .
’M.M. Dunham, "The Secular Cantatas of Antonio Vivaldi in
the Foa Collection"(Ph.D. dissertation, University of
Michigan, 1969). : S

'Walter Kolneder, Antonio Vivaldi: Hls'Llfe and Work, :
transl. by B1ll Hopkxns (London-'Faber and Faber 1970), pp.
,]83, 185. ) '
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‘edition+by F. Degrada. Another: early rev1va1 was that of La

fida n1nfa in Brussels, Paris, and Nancy in June 1958, Thls
- - : 3

productlon tr1ed to remain as close tQ(EEiH;flglnal score as
possible but was not very well recelved - long -

rec1tat1ves in partlcular being cr1t1c1zed.’ This work was

3

also recorded and in June 1962 vas performoi at La PlCCOla
Scala, Mllan. Five other V1vald1 operas have been - g1venn
.

modern revivals, most of_them 1n‘1978,.V1valda s .

tercentennial year.'® Two of these, Orlando furioso and Tito

N

Manlio, have also béenlrecorded;
Only two of Vivaldi's operas have:reached publication:

La fida gigﬁaf in an edition byﬁRaffaello-Monterosso

publlshed in 19641 and La Griselda, which appeared in a

fac51m11e edltlon as volume thlrty five of the Garland

series Italian Opera: 1640-1770. Awnumber of single arias,"

both from the collection of 1ndependent arlas in.Foa 28 and

. N

from the operas themselves,‘have appeared 1n varlous'

anthologies and collections. Likewise, single arlas-have'

been. recorded and some research has been-done on these

isolared works. "' | . |
Although much work remains to be,done,'a SUbstantial

amount of research has already been conducted on V1vald1 5

operas. The earliest major study was a, dlssertatlon by ﬁ%w1s
™, v N

L"Ibld., pp. 185-86.

" 19a list of modern rév1vals may be found in The Late Operas

of Antonio Vivaldi: .1727-1738 by ‘Eric" Cross {Ann Arbor: UMI .

d§€search Press, 1981);, p. 246.
1 Sister Helen Mauré&r, "The Independent Arias of Antonlo
Vivaldi in Foa 28" (DfM A dlssertatlon Indiana University,

1974) .-

-~

’



E. Rowell, "Four Operas of Antonio Vivaldi,"'? which focused,
on L'Atenaide (f;ES\, La fida ninfa (1732), L'Olimpiade

(1734), and La Grisdlda (1735), This work did not have much
: !

impact.'?® The Origénal German édition of Walter Kolneder's

Antonio Vivaldi: His Life and Work appeared in 1965; the

English translation was published in 1970. It contains an
early survey and worklist of the operas. A 1968 article by
Heilmuth C. Wolff provided supplementary material todthis
5urvey.“ More specialized articles in several excellent
collectlons, as well as a few perlodlcal artlcles, have also
been produced Besides these, three books of major
importance have recently appeared. The first, Il teatro

, N _—

musicale di Antonio Vivaldi, by Mario Rinaldi,'® presents a

cpmplete history for each of Vivaldi's operas. The second, I

. Libretti Vvivaldiani,'* provides information about the

librettos and details regarding the performances. The third

book is The Late Operas of Antonio Vivaldi: 1727-1738 by

Eric Cross.'’ This work faocuses on the late operas with
particular emphasis on Griselda ar.i 1lcvs a thorough

foundation for further investigation of Vivaldi opera-

'?2University of R0chester, 1958. .

'31t was referred to as "rather’ llmlted" by Cross (Late
Operas of Vivaldi, p. ix) and was only mentioned’in passing:
in Kolneder's biography (Vivaldi, p. 208).

14H,C. Wolff, "Vvivaldi und der Stil der italienischen Oper,"
Acta mu51cologlca XL (1968): 179-86.

"3Florence: Leo S. Olschki, 1979. ,

'¢A.L. Bellina, Bruno Brizi, Marla Grazia Pensa, Florence:
Olschki, 1982.

'"This work is an exten51on of the author's 1980 thesis for
the University of Birmingham. T

N




‘Much of the researchlcited above is either fairly
general in nature or deéls laggelf with extra-musical
matters. For this reason a détailed study of the music of
one opera will produce information not available in the
literatu:e//il Giustipo, the'subject"of,this‘thesjs,‘is éq/““
" earlier wé;k (1724) than most of those plrevioﬁisly"studied~
and tlerefore may péyvide ney insights into the changing
operatic.style and Vivaldi's development as a composer.
ﬁefofe proceeding with‘Giustino,.however, Vivaldi's
ﬁistorical‘position and cafeer as a Venetian opera composer

will be summarized. ' . .



Chapter II

Vivaldi as an Opera Composer.

A. Vivaldi's Position in the History of Opera

_Antonio Vivaldi was at the forefront of operatic
acti%ity in Venice, a city which domineted opera production
throughout the seventeenth and eighteenth centuries. At
least nineteen opera houses were established there between
“1637 and 1806. An averager%gntwelve townineteen operas was
staged each year, most of -.these having been written

especially for Venice.‘ In his A General History of Music,

Charles Burney stressed the 1mportance of this city as a.

centre of operatlc activity:

. . the inhabitants of this city have cultivated
and encouraged the musical drama with more diligence
and zeal than any other in Italy, during the latter.
part of the last century, and the beginning of the
present .« e e b ) .

. . more dramas were written and set to Music for
“this city, from the year 1637 to 1730, than in any
y other capital in Italy . . . .’ ‘ P
In spite of Venice's preeminence as an operatic centre
in Italy at this time and the fact that the new, homophonic
style of operatic composition flourished there as early or

earlier than elsewhere, Naples has often been referred to as

the centre of this new style. The origin of the 'Neapclitan'

'"H.C. Wolff, New Oxford History of Music, vol. V, Opera and
Church Music 1630-1750, Chapter II, "Italian Opera
1700-1750" (London: Oxford University Press, 1975), p. 92.
*Charles Burney, A Generc. History of Music from the
earliest ages to the present’ period, 2 vols., ed. Frank
Mercer (London, 1789; reprint ed., New York: Dover, 1957),
pp. 542 and 556. '




label has been traced to a. book by Francesco Florimo, La

) . . s s
scuola musicale di Napoli ed suoi Conservatorii,® and to

statements made by Charles sBurney in his General History

which were later misinterpreted. Although Burney praises

" Neapolitan composers such as Alessandro Scarlatti, Gaetano '

Greco, and their pupils,* nowhere does he suggest that
Naples was preeminent in the development of the new style of
Italian opera. In fact, as ihdicated above, Burney saw
Venice as the more important centre. Hugo Riemann was
apparently the first 'modern' writer to concur with this
view, % one which is finally becoﬁing more widely accepted.
Recent studies have indicated that\the transition to.this
new style occurred more gradually than previously thought

and in Northern Italy as well as in Naples. The style is

tharacterized by a diminished use of counterpoint and an

increased emphasis on ornamentation and coloratura. Vocal |

melody became the ‘most important aspect of an expanded aria

’Naples 1880/82 (H.C. Wolff, "Fairy-tale of the Neapolitan
opera,"” in Studies in e;ghteenth century music: a tribute to
Karl Geiringer on his seventieth birthday, ed. H.C. Robbins
Landon and R.E. Chapman, p. 402. London:.George Allen and
Unwin, 1970.). In his A Short History of Opera, 2nd edition
(London' Columbia U. Press, 1965), p.202, Donald Grout
refers to this work and makes the statement that "Naples in
the eighteenth century was preeminent for its music as
Venice had been in the seventeenth century." However, the
guote he uses to support this statement dates from 1769
Accordlng to Michael F. Robinson (Naples and Neapolltan
Music, Oxford: Clarendon Press, 1972, p. 1), "It 1is
difficult to find pre—1739 statements praising the music of
Naples especially but it is easy to find ones made
thereafter." Therefore confusion may have arisen in part.
from inattention to dates. .

‘Burney, General History II: 541, 914,

*E.O0.D. Downes, "The Neapolitan tradlthn in opera,” in
International Musicological Society: report of the Elghth
Congress, New York, 1961(Kassel, 1961), p. 2709.

a




form. The orchestre serveddas a purely harmonic support,
losing the certain amount of thematic independence it had
enjoyed in the seventeenth century.* This type of writing
was completely aeveloped in Vivaldi's works, for the most
part before the fffst operas of important'Neapolitan
composers such as Leo, Vinci, and Pergolesi.’
B. Vivaldi's Operatic Career

Antonio Vivaldi produced thirt§—six operas between 1713

and. 1739.* This does not include the numerous revivals,

‘H.C. Wolff cites Vivaldi's Orlando finto pazzo(1714) as an
early example of this new style. ("The fairytale of the
Neapolitan opera," p. 402.)

"Wolff, "Vivaldi und der Stil der italienischen Oper,"
180-81.

*The number of operas Vivaldi wrote in itself presents a
complex problem. Almost every source referred to gives a
different fiqure. In the introduction to La Griselda(Garland
Series Italian Opera: 1640-1770, New York and London:
Garland, 1978), [p. v], Howard Mayer Brown suggests that-
Vivaldi wrote at least 45 operas. Walter Kolneder states
that he wrote forty-eight (Vivaldi, p. 164) while many
~writers avoid the question altogether. My figure of
thirty-six (see Appendix 1) is derived from the list of his
operas in Eric Cross' Late Operas of Vivaldi, pp. 224-45,
this being the most recent and comprehensive list..I have
not included any revivals or pasticcios even though some
mlght as well have been entirely new works after all the -
revisions necessary to suit them to new casts. The fact that
many works were revived under different titles adds to the
confusion.

The question of how many scores are extant is also
problematic. Kolneder says that nineteen survive (Vivaldi,
p. 167), while Michael Talbot fives a figure of twenty-one
("Antonio Vivaldi," in The New\Grove Dictionary of Music and
Mu51c1ans, vol. 20, p. 38). Wolff clalms twenty-two are
extant ( "Italian Opera 1700—1750 p. 99). Inconsistent
organization and missing 1nformat10n in the list in New
Grove (vol. 20, p. 44, compiled by P. Ryom) make it
difficult to use for the purpose of determining the number
and status of Vivaldi's scores. My survey of Cross' worklist
suggests that fourteen complete original operas by Vivaldi
survive (see Appendix 2). Three of these are preserved in
more than one copy. Two out ofs\three acts of two other




which often required extensive revisions to suit the new
cast, and the pasticcios either arranged by him or making
use of -his work. Vivaldi himself quoted a figure of
ninety-four in a letter of 2 January 1739 to Count Guido
d'Aragona.’ As unlikely as this figure seems, it is |
interesting that he chose a specific number, and less
inconceivable if revivals and pasticcios are taken into
account. Farnace, for example, one of his most popular
operas, was first performed during Carnival, 1727 at the Saﬁ
Angelo theatre in Venice. Between 1727 and 1747 it was
revived nine times in theatres in Leghorn, Prague, Pavia,
Mantua, and Hamburg among others.

Vivaldi's first opera, Ottone in villa, appeared in-

May, 1713 1in Vicenza, possibly because of strong competition
in Venice. Shortlf after this he became involved in the
management of the Teatro San Angelo.in Venice, a theatre
with which his father, Giovanni Battista Vivaldi (a
violinist), was also associated. Vivaldi's sigﬁing of the

dedication of Gasparini's Rodomonte sdegnato implies that by‘

*(cont'd) Operas are also extant. As well, several ~
pasticcios survive: three in their entirety and two only in
part. A substantial number of arias from several operas '
(e.g. Ercole su'l Termodonte) are also preserved in various
sources. :

The differences in figures quoted above stem, at least
in part, from the different criteria used by each author in
obtaining his figures: whether to include certain revivals
or pasticcios; whether part]y extant works are included; and
whether the number of operas or the numbe{/of scores 1is
referred to. :

*Cross, Late Operas of Vivaldi, has served as the main
source of information for this chapter. Unless otherwise
noted, dates and other detailed information have been taken
from this source. ‘
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/

January of 1714 Vivaldi was acting as impresario. It is
possible that he realized, as did Handel, that the only way
to safeguard his own interests was to get involved in the

| \

business side of opera.'°®

\
Vivaldi produced his first Venetian opera, Orlando

finto pazzo, in the autumn of 1714 at the S.\Angelo. Twenty
of his operas rece;ved their first performances at this
theatre with which he continued to be associated until the
very end of his career. The San Angelo became iess important
in his later output, but.hisilaét opera, Ferasée, was
produced there in 1739. Throughout this period he was also
eméloyed at the Ospedale della Pieta in Venice, one of four
ﬁ%ate-supported=charitable institutions for orphaned or
')/abéndoned girls. Some of these girls, such as the celebrated
"Annina della Pieta," went on to become opera singers. Girls
from the Pieta may also have sometimes played in Vivaldi's
opera orchestra. Vivaldi's associatibniwith the Pieta as
teacher and composer had begun in 1703 and continued, with
intermittent breaks, until 1740.
Most of Vivaldi's operatic activity focused on Vénice

but he did produce operas in other Italian cities and in

more distant centres as well. Four Vivaldi operas were

produced in Mantua between 17 o 1720 at the court of

Prince Philipé, Landgrave o. Hs Darmstadt. Vivaldi spent
three carnival seasons produc.n¢ .:ras in Rome including
Giustino in 1724, From 1730 to i - ve ¢ his operas were

'® Maurer, "Independent Arias c¢f Arc.io Vivaidi, . 52
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performed in the theatre of Count Franz Anton von Sporck in
Prague. Other centres whicﬂ saw productions of his operas
include“Florence, Verona, and Munich. Samples of his'vocal
music became known in many other areas through pasticcios
arranged by such masters as Handel, Telemann, Keiser,
Gasparini, Leo, and Vinci.

From 1737 to. 1739 Vivaldi attempted (unsuccessfﬁlly) to
produce operas in Ferrara. One of his obstacles was the-
censure of Tommaso Ruffo, Cardinal of Ferrara. In November
of *1737 the Cardinal refuséd Vivaldi entry to‘the city,
citing as reasons his friendship with the singer Anna Giraud
and his failure to say Mass. The latter of these charges 1is
not-as clear-cut as it appears; many clerics pursued careers
in Seéular music. Agostihb Steffani did not celebrate‘Mass
-for twenty-seven years after his ordination and did not
suffer froﬁ/;*bhronic ailment such-as Vivaldi laid claim to,
yet‘he wéé never censured for any derelicéion of duty.'' |
Maurer suggests that there may have been personal or
politicai reasons for Ruffo's attack.'? Other writers cite

Ruffo's reputation for strictness as its cause.'?

''Francis Burkley, "Priest-Composers of the Baroque: A
Sacred-Secular Conflict,"” Musical Quarterly LIV(1968): 175,
'2Maurer, "Independent Arias of A. Vivaldi," p. 52.
'3Cross, Late Operas of Vivaldi, pp. 34-35; Talbot,
Vivaldi(London: Dent, 1978), p. 87.
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C. Vivaldi's Librettists

Throughout his career Vivaldi worked with librettos

similar to those
Several, such as
popular and were

century. Baroque

chosen by other composers of the time.

Metastasio's L'Olimpiade, were extremely

set numerous times during the eighteenth

audiences were particularly enamoured of

historical or mythological plots requiring elaborate scenic

effects. Several

of Vivaldi's operas cater to this and to

the Venetian's speéial interest in Turkish culture. Il

Giustino, for example, combines historical figures and

events with an eastern setting (Constantinople). Other

exotic locations

in his operas include Persia, Greece,

Africa, China, America, and Norway. Another popular theme,

the medieval romance, appears in Vivaldi's QOrlando furioso

and Ginevra principessa di Scozia.

Several of Vivaldi's librettists were major figures’in

"the development of eighteenth-century opera. Vivaldi set

&

four librettos by Apostolo Zeno to original scores as well

as three by Pietro Metastasio. He also arranged several

pasticcios which

Biancardi, under

used the work of these masters. Sebastiano

the pseudonymcLalli, wrote both original

texts and arrangements of older works for Vivaldi. Lalli

wrote the text for Vivaldi's first opera, Qttone in villa,

and later became

manager of the S. Giovanni Grisostomo and

S. Samuele theatres in Venice.'*' He was a friend of

Metastasio and Goldoni and became court poet to the Elector

*4Talbot, Vivaldi (Dent), pp. 52-3.
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of.gaVaria in 1727. Cario Goldéni,.an important figure in
the development of cdmic opera, arranged Zeno's Griselda for
Vivaldi's 1735 setting and wrote the libretto for his
Aristide, also from 1735. Antonio Salvi was one of thé mogt
prolific poets of the time. He first collaborated witﬁ
Vivaldi on Scanderbeg for Florence in 1718, later providing
him with at least two other texts. Other librettists whose
work Vivaldi used seve;al.times include Antonio Maria

Lucchini, Antonio Marchi, and Francesco Silvani.

D. Contemporary Opinion

Some contemporary criticism of Vivaldi's operas,
especially in comparison with his instrumental music, was
distinctly unfavouréble. Tartini, for example, stated that
"Vivaldi,.who wanted to practice both genres, always failed

to go over in the one [operal, whereas in the other

’

[instrumental] he succeeded very well,"'S Other comments

refute this idea. In Der Vollkommene Capeflmeisfef of 1739

Johann Mattheson praises Vivaldi's vocal writiné: "although
he was not a singer at all, Vivaldi knew so well how to
bforego in his vocal music%the large intervals of the violin,
that his arias impress the specialists in that species of
composition as being a thorn in their flesh."'*‘ Charles
Burney similarly comments that Viv.i?i "had been too long

used to write for the voice, to treat it like an

"3As related by Charles de Brosses and,quoted in Marc
Pincherle, Vivaldi: Genius of the Barogue, trans.
Christopher Hatch (New York: W.W. Norton, 1962), p. 201.
'¢As quoted in Pincherle, Vivaldi, p. 202.
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instr:ument.‘"‘.7

The most fjamous criticism directed against Vivaldi, and
others who represented the’ current st&le of operatic
composition, was a sixty-four page pamphlet published
anonymously in Venice iny,December of 1720 entitled Il Teatro
alla moda. This satire, in fact written by a famous Venetian
composer, poet and politician; Benedetto Marcello, is inl
several parts, each offering 'advice' to a different member
of the operatic establishment. Francesco Malipiero's
discovery of an annotated copy made it possible fo decipher
allusions to Marcello's contemporaries on its title page. In
the illustration a well-dressed gentleman is rowing a Eéggg
(large Venetian gondola) in which~a bear sportingra wig and |
flag stands at the prow‘while an angel wearing a priest's
hat and playing the violin is situated over the rudder. The
angel refers both to Vivaldi and to the Ban Angelo theatre.
" The rower of the boat represents Signor Modotto (once owner
of thié type of boét), imbresario of the S. Angelo. The bear
(orso) represents Giovanni Orsatto, an impresario at the S.
Moisé who was also connected with the S. Angelo. Underneath
is a take-off on the wording of librettos:

Stampato ne'BORGHI di BELISANIA per ALDIVIVA -
LICANTE; all'Insegna dell'ORSO in PﬁATA.
| Si vende nella Stréda del Cofallo.alla

PORTA del Palazzo d'ORLANDO.

""Burney, History of Music, I1I: 637,
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This inscription may be translated as follows:

el

Printed in the SUBURBS of BELISANIA for ALDIVIVA
. )

¥

LICANTE at the Sign of the BEAR in the.BOAT

For sale in CORAL STREET at the |

GATE of ORLANDO'S PALACE
SN
Eech of the words in upper-case letters represents a
specific fiéure in the operatic world, many of/them‘d'\
connected with the San Angelo theatre.

In his section, "Instructions for Composers," Marcello
sattrizes many of the conventions of the time,'’ as well as.
specific style characteristics. The latter include long

introductory ritornellos, unison arias, arie senza bassi,

the-deuise and‘leck of basso continuo arias and ensembles.
Another point of attack is inattention to key reiationships:
"Whenevemsa rec1tat1?€ ends in a flat key he must qu1ckly
add to it an ar1a in a key with three or four- sharps~-then a
recitative in the first key will follow---all this for the
sake of noyeity:" Marcello also'objects to the use of

.
spec1al onchestral effects: "He should cheer up his audience
'wlth ariettas contalnlng pizzicato and muted passages in the

]

_orChestra,-as well as trombe marine and cymbals." Although

this last complalnt probably refers spec1f1cally to

‘'*pPincherle, Vivaldi , pp. 44-5.
"*This includes such conventions as the required alternation
of 'happy and sad' arias, the obligatory prison scene, etc.
*°Benedetto Marcello, I1 teatro alla moda (Venice, 1720),
trans. R. Pauly in Musical Quarterly XXXIV(1948) 385-86 .

\
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Vivaldi,®' most of the techniques and elements of etyle to
which Marcello referred were "common to many‘composefs of the
time. Unison arlas, for example, were‘qu1te common in . /
Italian opera arouﬂd 1700. Arias accompanied by gont1nuo |
only survived into the 1720's but became'1ncreas;ngly-rare.'
It seems likely'that_at ‘least some of Marcello's ill-will
deriyéd from legal problems involving ﬁhe owners of Saﬁ
Angeie, the Marcello ana Cappellovfamilles, and Francesch
Santurini, ﬁhe theatre's original manager and an associafe
of G.B. Viveldi.?’ Burney had a different theory: "It is
probable that Marcello had received some\diqgust in his
early attempts at dramatic music. LR ; \ﬁ

At least two contemporary ebservere.COmment on the
success of Viveldi's operas.,Oﬁe is Carlo Goldoni. The other
is the abbé Conti who relates thafﬂvivaldi's 6pera
’ Ipermestra rescued the Florentlne theatre from dlsaster in
1727. In a letter to a Parlslan correspondent Cont1 refers
.. to what‘probably'a?;ounts for such successes: "I shall look
also for arias by Vivaldi; you would be enchanted by their
‘liveliness and their variety."’f-While it is true that
Vivaldiﬂs contempqraries_he}d him in higher-esteem‘as a
violinist and ins;rumental composer then as ap opera
composer,*® the sheer number of his operas thet_here

performed proves that he certainly was not a failure in the

.

*'yivaldi's earlly operas in particular use a great variety
~of sonorities (Cross, Late Operas of Vivaldi, p. 70.).°
*3Talbot, "Antonio Vivaldi,"” NG, XX, p. 33. '
*3Burney, History of Music, II: 912. i

24pas quoted by Marc Pincherle in vivaldi, Pp. 201—02.
51bid., p. 201. |

-
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£1e1d Opera-was a money-makin ess and a com oser who'
pe y- g/h»ﬂq p

alwazs failed most assuredly could no% have contxnued to..

-7

produce operas for twenty-seven years.
- - AN



Chapter III

~

Vivaldi's ll Giustino: The Libretto.

A. History of theuLibgetto

The ofiginél text df Il Giustino was written by Count
Nicold Beregan (1627-1713), a Qell—known and widely
respectea Venetian lawyer, poet, and scholar. It was first
seﬁ in 1683‘by Giovanni!pegrénzi (1626-90) for the Teatro S.
Salvatore in Venice.. This opera Qas Legrenzi's last great
success and was revived at least eight times, the last’
performance taking place in 1697 in Vicenza;' The libretto
was then modernized and reshaped from three into five acts
by Pietro Pariati (1665—1733). In addit{on,‘changes in the
internal structure and aria texts occurred in this revision.
This version was set in- 1711 by Tomaso Albinoni for the
" Teatro Fdfmag}iari in Bologna. According to Harold S.
Powers, this version is one of the numerous five-act .
libreftos which appeared at this time in connection with the
class. “-ing A;cadian movement . ? Pariati was active in
& t mpts at‘operatic reform and‘céliabbratedbwitﬁ Apostolo
Zeno on many librettos. His poetry was highly valuea for its
-lyrical qﬁalities and expressive force.
Giustino's libgetfo was reworked baék into three acts

for vivaldi's 1724 setting, but a number of Pariati's ariags

were retained.’ It was the second opera performed during the

‘Stepheh anta,'"Giovanni Legrenzi,” NG X: 618,

*H.S. Powers, "Il Serse trasformato - II," MQ XLVII(1962):
91. : . :
3Ibid.
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carnival season of that year at the Teatro Capranica in

Rome. According to I Libretti Vivaldiani,* nine copies of

the libretto for Vivaldi's Il Giustino survive. This version
of the text, with some further changes, was also used by
Handel for his production at Covent Garden, London, in
‘Eebruary 1737.°
i ) . N
Although Giustino and Vivaldi's other Roman operas seem

to have been quite successful with the public, the content
of Giustino's libretto certainly was not popular with the
censor:

You will find in reading this drama the usual words

of Idols, Gods, Fate, Deities, etc., used without

right by our Theatres owing to the ever—-increasing .

contempt of the Pagans, and a few Christian

principles treated in a manner contrary no less to

the laws 'of Nature than to those of God, adapted for

People guilty -of the errors of blind politeness. I

condemn the aforesaid words and the concepts l//‘

expressed with them as false and I detest the

aforesaid Principles as a deception by those who

were not illuminated by the true holy Catholic
faith.* ‘

B. Characters and Plot.

Giustino"s libretto was very loos;ly based oa the
following historical facts. On the death of thg Byzantiné{
Emperor Zeno (reigned 474-91), his widow Ariadne, daughter

of Emperor Leo I, chose Anastasius as his successor and

‘A.L. Bellina, B. Brizi, and M.G. Pensa, p. 73.

sgeveral other lines of descent followed Beregan's original
libretto. One is based on a 1684 version for Naples and ends
with a 1703 setting for that same city by D. Scarlatti
_(Powers, "Il Serse trasformato,” p. 91). '

‘From the libretto of Giustino in the Fondazione Cini in
Venice as translated by Cross in Late Operas of Vivaldi, p.
202. ‘

'
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married him a few weeks later. Emperor Anastasius I was a
sound ruler whose religious polidies nevertheless made him
very<pnpopular. Vitalian, a highly popular military leader
who hoped to dethrone him, used tﬁese religious grievances
as a pretext.'Ajcommon soldier wha distinguished himself in
the repulse of Vitalian's revolt bgcame the next emperor,
Justin I (the Giustino of this liBretto). Justin was an
Illyriah peasant yhb had come-.to Constantinople to join the
army.and make his fortune. He had served in Anéstasius'
Persian War (502-07) and rose;to command of the imperial
Guard. Wﬁen Anastasius died in 518 Justin was elected
emperor thrqugh various'politi;al machinations.

The story. ¢ 11 Giustino involves the following

i

dramatis personae: /

Anastasio - emperor

Arianna - his wife

Giustino - first ploughman, then emperor'and brother of
Vitaliano and Andronico

Leocasta - sister of Anastasio

Vitaliano - tyrant of Asia Minor

Andronico - brothe; of Vitaliano, lover of Leocasta

Amantio - general of the imperial army

Polidarte - captain of Vitaliano

‘Fortuna

The following synopsis outlines the events which occur in

this version of the opera.
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Act I opens with Anastasio's coronation and marriage to
Arianna. The festivities are interrupted by the arrival of
Polidarte, a messenger from Vitaliano who offers peace in
exchange for ﬁhe empress. These terms are of course
vigorously rejected. Scene 4 shifts the action to an orchard
where'Giustino.is\ploughing and bemoaning his fate as "un
vil bifolco™ (vile ploughman). He falls asleep and the
goddess Fortuna descends from the‘sky in a majestic machine
gurrounded by genii. She appears to Giustino in a dream and
drges him to take up arms for the Byzantine Empire. In the
next scene Leocasta entérs, pursued by a bear, and is
rescued by Giustino. She takes him back to the imperial
court in order to repay him although he protests that
"virtue is in itself reward enough." In Scene 7, Andronico
appears in the guise of an exiled princess, Flavia. He is
entrusted to the care of Leocasta, with whom he is.in love.
Anastasio then enters with the news that Arianna has been
kidnapped. In the penultimate scene Arianna is taken to
Vitaliaﬁo»who declares his love for her. She recoils,
asserting her loyalty and love for her husband. Vitaliano
, finally'threatens her with a sea monster but she remains
firm, preferring death to the barbarous tyrant.

The first scene of Act.LI takes place in a wood within
view of the sea. It is stormy and a ship can be seen
-_breéking up on the rocks. Anastasio and Giustino try to make
plans for the rescue of Arianna. In Scene 2 Polidarte gives

Arianna a finéi chance before abandoning her to the sea

ON
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monster. Giustino arrives just in time to rescue her and
kill the monster. The emperor and empress are reunited and
rejoice in'herrescape from the‘hor;ible monster and the
impious tyrant. Giustino again refuses any reward for his
valour. Vitaliano learns of Arianna's rescue and is happy
that his wrath has not lost him his love forever. He is
eventually captured by Giustino and is brought before
Anastasio in chains. Later he is confronted with Arianna;
who has been promisea his head, and again'deélares his love,
pleading for mercy. Meanwﬁile, Amantio has sowed the seeds
of doubt in Anastasio's mind regarding the loyalty of
Giustino. He suggests that Giustino's successes may induce
him to seek the throne himself. In’the final scene of the
aét, Andronico,‘aeépairing of Leocasta's love, reveals his
true identity and is imgrisonéd. Leocasta then reveals to
Giustino that she has f;llen in love withlhim; he reflects
on tﬂe.compleée change 1in his'fortunés. S
In Act III Vitaliano and Andronico congratulate one
another on having surined gréat perils and plot revenge on
Giustino, the one person who has managed to foil all their
plans. Giustino approaches Arianna for advice in securing
the hand of Leocasta. She is of course eagér to help and
also makes him a gift of a jewelled belt. Amantio overhears
the conversation.and tells Anastasio about the gift,
convincing him that it is a Eéken of love. When Giustino
approaches the emperor, he is asked to surrender his sword

to Amantio and is banished. In the next scene Leocasta and
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ey

Giustino paft ‘lamenting their lost love. Giustino is then
1mprlsoned in a mountain vault by Vltallano. Scene 6 opens
with a solilogquy in which he reviles Fortuna for having
deserted him. Vitaliano enters and the mountain is struck by
lightening, uncovering the tomb of Vitaliano's father. A
voice emanateslfrom the sepuichre revealing that Giustino is
the long-lost brother of Vitaliano and Andronico. Meanwhile,
Amantio has managed to seize the throne; the three brothers
hake a pact to rescue Anastasio and the others. They a;rive
at the imperial court just in timé and Giustino prevents the
villain from escéping. Amantio is sentence to death.
Giustino reveals his ancestry, his brothers are forgiven,
and he is given the hand of Leocasta in‘marriaée. In his
gratitude Anastasio aléo declares Giustino his partner on
the th;&ne. In the final scene Giustino is crowned with
laurels and ﬁailed by ﬁhe people: "Viva ‘Giustino, Giustino
Augusto Viva."

The many deviations from historical fact in this
libretto derive in part from the desire to introduce into
‘the story as many opportunltles as possible for the use of
»spectacular stage effects. These include the apparltlon of
Fortuna to Giustino in a dream, Giustino's rescue of
Leocasta from a bear,”and his slaughter of a sea monster
attacking the Empress Arianna who is chained to a sfeep rock

on the shore. Many other elements of the libretto are also

"The bear appears so commonly in operas of the time that
Marcello makes numerous references to it in Il Teatro alla
Moda [Trans. G. Pauly, MQ XXXIV(1948): 371-403 and
XXXV(1949): 85-105].
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very typicgl of late seventeenth-century Venetian opera. In
fact, Giustino uses just about every popular convention
possible. First of all, the choice of historical subject
matter and an exotic locale (Constantinople) was very
prevalent. Secondly; this libretto uses the stereotypical

. situation of a knightly hero and his struggles against a
“tyrant. It also incorporates .the success story of a 'man of
the pgdple' who of course turns out to be of royal blood. In
order ;o present this situation Giustino makes use of the
conventional recognition scene. In this case a supernatural,
disembodied voice issues from the tomb of the first emperor
Vitaliano revealing i%at Giustino 1is Vitaliano's brother who
was carried off in infancy by a tiger ana whose right arm
bears a mark attesting to his ancestry.*' Just previodsly one
of the obligatory prison scenes had occured in which
Giustino is imprisoned in a mountain vault by Vitaliano.
Other elements of the plot common to many contemporary

librettos include travestimenti (the traitor Andronico

disgu;;ed as an exiled princess), a dream scene, a happy
ending, and secondary love interest (Andronico is in love
with Leocasta). This last-mentioned element often served to
provide relief from the prevéiling tension of the drama, a

function previously performed by comic characters.

*Pincherle, Vivaldi, p. 214.
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Chapter \JV
Vivaldi's 11 Giustino: Autograph Manuscript.

The autograph manuscfipt of Il Giustino is contained in
volume 34 of the Foa collection which is located in- the
Biblioteca Nazionale in Turin. It and Il Tigrane, Vivaldi's
other Roman opera from 1724, differ from other Vivaldi
manuscripts in that they were written on smaller, darker
paper (28x21 cms as opposed to a norm of approximately
32x22). In addition, they contain unusual watermarks which
do not appear in any of his other opera scores. The
predominant one is a glggg‘gg~;i§ within two circles;
Giustino also contains a mé:k with an animal, probably a
stag. These facts strongly suggest that these works were
composed while Vivaldi was in Rome.'

Giustino is preceded in' the manuscript by a non-
~autograph title page which Specifies the title, genre, and
composer of the work. No performance particulars are
proviaed. The first page of the work itself cohtains the
opening of the sinfonia. Above the‘first line of music are
the title of the opera,® the insqriptibn *Musica del
Vivaldi," and the famous monogram which is composed of the

letters L.D.B.M.D.A.?

‘Cross, Late Operas of Vivaldi, p. 39.

2This is unusual: most of Vivaldi's sinfonias do not specify
for which opera they were intended and were written on a
fascicle separaté from the rest of the opera. Peter Ryom,
Les Manuscrits de Vivaldi (Copenhagen: Antonio Vivaldi
Archives, 1977), pp. 65-5. . _
3>The identification of these letters has been confirmed by
their appearance written-out in full in three scores. Strohm
has suggested they stand for the religious motto "Laus Deo
Beataeque Mariae Deiparae Amen" (As cited in Cross, Late

25
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Many of the general characteristics of Vivaldi's

manuscripts as described by Peter Ryom in Les manuscrits gg
vivaldi, are clearly evident in Il Giustino. Theselincludé
numerous musical abbreviations, the occasional use of modal
key signatures, triple metre indicated by just a '3,’ and so
on. In general, the composer's intentions with regard to
pitch, rhythm, etc. are quite clear. Usually only thé
recitatives provide problems in this regard: Vivaldi;almost
never supplied figures and was often gquite careless with
accidentals. The fascicles of the manuscript are numbered;
as is customary, but not consistently, especially in the ‘
third act. The score contains many corrections, revisiéns,
and sﬁbstitutions. There are two'versions of Act 11, Scene
3, for example, the point in the drama at which Giustino'
rescues Arianna from the sea monster. The first (p. 79v) 1is
abandoned at measure twenty-eight where the first echo
enters. Here the echo begins before Arianna's éhrase (a cry
for help) is finished. In the second version it waits until
her phrase is éompleted. Some erasures had already-beén made
at this place in the original version so the decision to
change ig again was probably what necessitated a fresh

start.

=5

I

3,

Act' II, Scene 12 contains an aria for Anastasio, "Se
all'amor ch'io porto all trono,” which is a replacement for
an earlier aria marked "Alla Francese." The opening of "Se

all'amor" is written on a flap of paper which covers over

’(cont'd) Operas of Vivaldi, p. 205.).
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the opening of the original aria. Scene 6 of Act III
contains an example of a revision which was probably made
sometime after the original date of compositiqp. Its ending
occurs twice, the first followed by a version of scene 8;
the second followed :by scene 7. The graphic appearance of
the latter matches Scene 7 and not the opening of Scene 6.

The succession of musical numbers in Giustino is self-
evident in most cases but occasionally requires reference to
the libretto for clarification. The first act of Giustino is
generally quite straightforwérd in this regard. There are,
however, two versions of Fortuna's a:ia in Scene 5, "Della
tua sorte." The second version is shorter and simpler in
style. From the appearance of the handwriting it was
obviously written in a great hurry. The first version
contains quite a few crossed-out sections suggesting,
perhaps, that Vivaldi had first tried to shorten this aria
befOre completely rewriting it. The only other issue
requiring clarification in Act I involves the numbering of
the last few scenes which do not correspohd exactly with the
libretto. At the point where Scene 12 begins, Vivaldi -
inserted the word "scena" in the score, but did not p;ovide
a number and did not adjust the numbering of subsequent
scenes to make them correspond with the libretto.

Act II is more problematic. Scene 1 conﬁains an aria
for Anastasio, "Sento in seno ch'in pioégia di lagrime,”
whose text does not appear in the libretto. Also, the final

portion of its '"B' section, which is contained on the same
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page as the opening of Scene 2, is crossed off. Because this
cuf is not made in a musically logical location and since
the text does not appear in the libretto, it must be
concluded that the entire aria was intended to be cut.?
Inserted material most likely resulting from displaced
fascicles appears later in the act. Four pages of Giustin?'s
aria "Su 1l'altar di guesto Nume" (from II. 9) inter;upt
Arianna's arioso "Augelletti garrﬁletti" (Scene 8). It°
appears that this arioso is complete since, according to the
librettd, none of the text Es’missing and the musicai
transition from one page to the next if the extraneous aria
is omitted appears perfectly logical. The inserted aria
appears in a slightly different version, which, however,
" uses most of the samerthematic‘materials, in its proper
place in Scene 9. The opening of the inserted version
appears on page f07v after the completion of Scene 9. Since
both texts of "Su l'altar" are compléte, either may have
been the second and final version. Severai factofs suggest,
however, that the displaced aria is actually the definitive'
one. Firstly, it seems likely that it would have appeared
second in the score if four of its pages had not been
displaced. All of the other replacehent arias in Giustino -

follow the original aria in ‘the score. Secondly, this aria

‘It is impossible, however, to be absolutely certain of
conclusions drawn by comparison with the libretto, since it
is always possible that a supplement to the libretto
(containing this aria text, for instance) was printed but
has not been preserved along with the libretto. Peter Ryom
discusses this question and other aspects of the usefulness
of the libretto in great detail (Les manuscrits de Vivaldi,
pp. 91-119).
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is more compact in-both length (102 measures as compared to
115) and instrumention (three-part strings vs. four-part 5
in comparison to the other aria. Economy of materials
appears to be the motivating force behind many of Vivaldi's
revisionsZ Also, its 'B' section relies less on the thematic
material of 'A,; avoiding, perhapg, too much insistence on
the opening motive of the piece. The‘two middle sections
modulate to different tonalities but this is not |
aarticularly helpful since both (iv and v) occur commonly in
‘Vlvaldl s arias. | .

Act III, Scene 3 is the only part of the score which is
actuaily missing an entire number. After the initial
recitative there is the indication "Aria per Anastasio.”
This occurs on. page 145r. }4§v'¢ontains the opening of Scene
4, implying that the aria was on a separate fasc1cle Wthh
had to be 1nserted into the score. Presumably thls fasc1cle
was later lost. An aria text does occur at thlS point in the
libretto (" D1 Re sdegnato ) conf1rm1ng thlS lacuna. Although
Vivaldi does not set all of the text which appears in the
libretto, those 11nes which he does not set to music are-
always preceded by quotation marks, a common practice of the”
period.*® This is not the case with "Di Ré sdegnato."
Similarly, the second (and final) version of nctvIII, Scene

6 is followed by the .indication "Aria." However, in this

3
%

case it appears that an aria did not occur hfre in the

completed opera since no aria text is presenr in the

*Ryom, Les manuscrits de Vivaldi, pp. 98-9.



-7 30

libretto.

Aﬁt III, Scene 7 contains two da capo arias for
Ariann%w a situation\not permissible'hithin'opera eeria
conventions. The problehqis easily solved by consulting the
libretto which cohtains oniy the text of the second aria,
"La cervetta timidetta." As is the case with the first aria
for Fortuna (Act I, Scene 5; dlscussed above) the or;g1nal‘
aria in Scene 7, "Sentire che nel sen il cor," although
meant to be cut, was not crossed out or ma;ked in any other
way ih the score. |

It should be noted that guite a number of GiUstine's
arias also survive in sources other than Fod 34. This
resuits from Vivaldi's practice of reus}ng arias, a
procedure common at this time.* Three of these arias are
inelﬁded in the collection of independent atias eontained in

Foa 28. Two of these also survive in other operas. "E pur

dolce ad un'anima amante” (Fod 28, ff. 60-61v) was used

previeusly to Giustino in Tito Manlio (1719, Foa 37, I1.6)
while "Lo splendor ch'a sﬁetare,m'invita; (Foa 28, ff.
127—129&) had appeared in La verita in cimento (1720, Foa‘
33, III.1 and 8 [6]). The text of: the third ar1a, “Quando
serve alla ragiene" (Foa 28, ff. 130-32) also appeared in La
verita but was set to dlfferent music.’ Eleven other arias
- \

"from Giustino surtlve in the scores of other extant Vivaldi

operas whlch range from his flrst opera, Ottone in villa

“The following information derives mostly from the worklist
and list of borrowings in. Cross, Late Operas of V1vald1, pPp.
224-41 and 251-2,

7Maurer,."Independent Arias of V1va1d1 in Foa 28," p. 98.




(1713),

7y
0

i
to 11 Bajazet,

a

a paéticcio he arranged in 1735.
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Chapter V_

Musical Style and Structure in Giustino.

A. Melody
-/

G1ust1no s melodic construction is typlcal of Vivaldi's
entire oeuvre. Its most str1k1ng and conslstent feature is a
very strong tonal feeling which, in the large majority of
cases, is produced by heavy reliance on the tonic triad or
scale. Often, in fact, a theme (especially opening ones)
will be based on the juxtaposition of both these ideas,
usually an ascending tonic arpeggio followed by a descen@ing
scale. The simplest example of this is the first vocal theme
of Amantio's aria "Or che cinto ho il crin d'alloro” (Act
III, Scene 8; Example 1).' A more sophisticated versien,

- this time using a descending arpeggio and a rising scale,
gerVes as the opening theme for both the orchestral and
vocal sections of Glustlno s "Su l'altar di guesto Nume"

(1 «9 Example 2). Another common structure is a scale
falllng from dommnant to tonlc, often preceded by a tonic
upbeat. "Ritrosa bellezza (II 2, Example 3) opens with
fhi; type of melody ;ﬁich 1n thls eageﬂcontineesito\rely
stronglgﬁgn the shape of the tonlc ttiad. The beglnnlng of
the first vocal sectlon_of "Bel riposo de' morta11 (1. 4,
‘Example'4) also uses this structu;e.

Another thematic type common to many Vivaldi works.

occurs in 3/8-time movements and consists of staccato

‘Hereafter references to act and scene will be abbreviated
as follows: III. 8.

'
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EX. 1. OR CHE CINTO, MM. 13-15.
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eighth-notes moving in disjunct arpeggio patterns.? Both

iBoth this and the preceding two thematic patterns are
pointed out by Eric Cross in the Late Operas of Vivaldi, -
p.116. .
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"Quel torrente, che s'inalza" (II. 6) and "Senza l'amato
ben"-(III; 4, see Example 14) open their orchestral and
vbcal”sections with this type of theme. The second of thQSe
two arias is somewhat exceptional since this type of theme
usually occurs at fast tempos and its marking is Largo.

Repeated notes are also a common feature of themafic
material in Giustino. In describing the late operaé_Eric
Cross states that repeated notes seldom predominate in vocal
openings.® This is not the casej however, in many of
Giustino's arias. The most obvious examples_aré "Bel'riposo
de' mortali" (Example 4 above), "Della tua sorte” (I. 5,
Example 5), and "La cervetta timidetta” (III. 7,4Ezample 6).
Repeated notes are also an essential feature of many
melismatic passages. _

The melodic structu;éé described above ‘are from opening
themes but Vivaldi also seems to have baenvespecialiy
concerned with thematic material for the ends of sections.
These melodies drive strongly towards the cadence and are
therefore strongly rhythmic in nature, often syncopated. One
common type is bass-like in character and is played in
unison by the full orchestra. An excellent example appears
in "Un vostroréguardo" (1. 2, Example 7) where it is used to
end both orchestral and vocal sections: A more severe
example is found in "Se all'amor, ch'io porto al trono” (11.,

12,4Example'8). In some cases unison scoring is only used

for the final one or two measures of these themes. Whatever

*Ibid. .
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/
the structure of a cadential theme, one pattern is extremely

common sat its clo:e and that is the descending series of
three notes in the treble: mediant, Supertonic, and tonic
scale degrees (see Example 16). This pattern is sometimes
harmonized using a cadential six-four but more commonly (and
- somewhat sUrprisinglyf uses the progression IV7 to V to I.
Tt is also often harmonized with the progression I to V to
I, o | .
Certain other features of Vivaldi's melodic style
should also be noted. One is his sparing use of the more
unusual ahd expressive intervals such as diminished,
augmented, and compound.:Their rarity serves to make their
occurrences all the more striking.‘Often these intervals
appear in the middle sections of arias which use mostly the
ﬁinor mode: The 'B' section of "La cervetta timidetta" (III.
7, Example 9) makes expressive use of a minor sevehtﬁ,
augmented second, diminishedvseventh, augmented fourth, aﬁd
diminished third (resulting from the juxtaposition of the
seventh scale degree with flat two [N6]). In this case-(and
many others) the use of these intervals éﬁpggts to have been
inspired by the text: o
 ‘Cosi spera anche il mio core;
Ma t%ovato il dolce amore
Pien di sdegno '

Fugge ingrato, e resto sola.
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This may be translated as follows:

Thus also hopes my heart;
But when my beloved is found,
Full of disdain,

Ungrateful, he runs away and I am left alone,.

In a few cases, however, the interval is part of a purely
musical idea and does not aépear to be associated with any -
pé}ticula} word. In "Un vostro sguardo“,kI.RZ), for example,
the diminished third first occurs in the orchestral |
ritornello as an integral part'of the minor-mode section
(this aria is in D major) and ﬁﬁgt recuré as part éf that
section in the first vocal paragraph.'It is not associated
Aconéistentlj with any/part of the text. It is interesting to’
note that this_interval is produced differently here than it
" is in "La cervetta timidetta." It results from juxtaéosing

8}

the sixth scale degree (B-flat) with sharp four (G—Sharp
[v/v]). -

A rather different use of unusual intervals fgr special
effect is found in Vitaliano's aria "Quando serve alla
ragione" (II. 11). Its opening vocal section begins with
octave leaps and includes a downward leap of a major tenth.s
This type 6f jagged (but'usually triadic) melody is pursued
throughout the aria. Lines such as the following from the

opening of 'B' are an amazing testament to the vocal

technique of Antonio Barbieri (Example 10).
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EX. 10. QUANDO SERVE, MM, 38-41,
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Other melodic structures commonly used in Giustino
include appogiaturas ("Lo splendor ch'a sperare,” III. 11),
series of trills ("Mio dolce amato sposo," I. 14, see
Example 15), and ascending chromatic lines. The latter is
used particularly effectively in "La cervetta timidetta”
where it occurs over a descending bass line (Example 11).
Another device used effectively by Vivaldi in this opera is
a switch to a higher range fog.the final phrase of a section
in order to produce a climax. An excellent example occurs at
the end of the second vocal paragraph of "Quell'amoroso
ardor” (III. 2, Example 12). The leap up a. minor tenth from
F to A-flat has been made even}more striking by keeping the
previous few measures in a lower range and also by t e
figure's immediate repetition.* Répetition is of course an
essential feature of Vivaldi's melodic style; In most cases,
as aSBve, it is accompanied by text repetition and serves as
confirmation of the idea. It also is occasionally used for

two parallel phrases of text. Seguence, also an important

‘The opposite procedure (a switch to a lower range) is
followed in "Mio dolce amato sposo" (I. 14) but with the
same climatic effect.
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EX. 11. LA CERVETTA TIMIDETTA, MM, 13-15.
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tool for Vivaldi, likewise may be usea fer téxt repetition.
f£ is most commonly found, however,\in "bravura" melismas
towards the end of vocal'sectiong (especially in 'A') in an
absolutely astounding variety of forms, both ascending and
descending.

~One other feature of Vivaldi's melodic style which’
should“"be noted is his occagionél use of short quasi-
declamatory passages, usually in the middle section of an

aria. One example may be seen above in the 'B' section of

"La cervetta timidetta" (Example 9). Another instance occurs

\
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in the 'B' section of "Il piacer della vendetta" (III. 1,
Example 13). This style is particularly striking in the
second example since it is followed immediately by a very

florid melisma.

B. Harmoény and Harmonic Rhythm

The basic harmonic palette used in Il Giustino is
essentiall} diatonic. Dominant, secondary dominant, -and
diminished sevenths occur quite often but other bot;pwed or
chromatic chords are ;ery rare. The only secondary §;venth
.used with any regularity is IV7 which often precedes perfect
cadences.-Thé dominant minor ninth does occur at least once
("La cervetta timidetta," see m. 4 of Example 9). Vivaldi
employs pedal points quité frequently, a powerfulfuse of
this device occurring in Giustino's aria "Bel riposo de'
mortali” (I. 4). Sustained low C's in the double basses
combine with muted strings, static rhythm, énd incessant
repeated notes to produce a positively soporific effect (see
Example 19). This is the aria in which Giustino falls asleép
prior to his vision of.Fortuna in a dfeam. |

AS is the case with the more unusual melodic intervals,
the rarity of chromatic chords in Giustino makes their
occasia.al'appeafanée all the more effective. Vivaldi's
.fév0ufit9 chromatic chord appears té have been the
Neapolitan sixth. It occurs in at least six érias. In
Leocasta;s "Senza l'amato ben"’(III. 4), sung after

Giustino's banishment by Anastasio, it appears suddenly



EX. 13. IL PIACER DELLA VENDETTA, MM. 29-32.
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after two measures of tonic harmony (Example 14) and recurs
numerous times throughout the aria. This piece also uses an
Italian sixth. Augmented sixth chords appear in two other
arias, "Dalle gioie del core" (II. 125;and "La cervetta
timidetté" (I11. 7, see m. 8 of Example 9), as well as in

the second movement of the opening sinfonic
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Another device which Vivaldi makes effective use of in’
both the arias and recitativgs is the cross-relation. At
least three arias uge progressions which involve a
crosé?:elation: all thfee occur at ihtense points iﬁ the
drama.and employ othef unusual. features in order to build
ténsibn. The first, "Da'\tuéi begl'occH{,;mpara,T océurs in
Ariénﬁa's soliloquy in Act I, Scene 3 which follows the
delivery oflVitaliano?s’ultimatum;-The second ié "Senza
l'amato ben” while the third is Arianna's "La cervetta
timidetta" (see Example 23) which occurs just after Amantio
has seized the throne.

Unusuai‘gfqgressions in two other érias should be "
mentioned. The first, iﬁ "Mio dolce amato sposo” (I. 14,
Example 15), results-in thé}superimposition of E-flat and

- E-natural. The ‘second oécugé.in "Il mio COf gia pit non séﬁ
and is'producedlby parallel-moveméng»df first inversioh
triads. (Example 16). |

Harmonic rhythm is highly variable 'and often extremely

irregular thrbughout most . Il Giustino. A simple

illustration is the opehing of Vitaliano's aria "Vanne<sf7//
—~<«¥~sgperba+,yé;l_lj;jyygiggwgigbvgzg;and=&fhaIf/ag;;;;;;/;f
toﬁic harmdny followed by two ¢ﬁord Changés in measure
three. The harmoﬁy“then changés-onCe per measure for four
measures, this is folld@ed by two measures of’the tonic
triad in‘g minor and then changes of oncg/pér bar for four
measuresi?gndigg/;;. The oniy pfedictéble aspect of harmonic

rhythm is that~it almost always speedé up at cadences. Also,
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and obbligato instruments such as trumpet or horn.
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C. Phrase Structure |
In general, phrase sgructure in Giustino shows little
evidence of‘a‘movebtowards the galant stYle (which is
abparent in the phraseigt(gctEEEQQQ\ggme late arias).?®
Phrasihé is still extremely irregular and often very
extended, particularly in vocalﬂsections_wheté complex
melismas and sequences have been used..Sometimes these

sections contain phrases from ten to fifteen measures in

V\' " 3 - . .
length where the thematic material was originally presented

-in -phrases of four or five, measures. Another common feature

is a contrast in phraée lengtys between the 'A! and 'B'

sections of an aria. "Sehza 1'amato ben" (III:'4) is.a very
clear example of this. Phraséssin'the 'A' section are very -
i‘régulaf and range from two-and-a-half to six measures in
length. 'B,' on the other hand,’is ;oﬁstructed of completely
regular four-bq; phraseg. Dovetailing of sections is another
vefy common procedure in this music thch céntribu;éé to the
. . 34

overall aésymetrical effect énd‘which also serves to propel
the music forQara. The above aria is,'ip fact, quite

exceﬁtional‘in that it contains no dovétailing whatsoever.

One feature of the phrase structure in this opera which

- '

éppears to be a particular characteristic of Vivaldi is the
grouping of phrases in threes rather than in pairs. "Il |
piaéér della vendetta” (111. 1), for example, opéns with
three phfaseé of two, two, andbtwo—and-a—half,measures

respectively (each of these presenting one important

’Cross, Late Operas of Vivaldi, p119.
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motive). This is followed by a vocal section which also

consists: ree phrases (in this case two, two, and three

measures

D. Time, Tempo, and Rhythm‘

The arias, dueEs, choruses, and instrumental numbers in
Giustino are written in a very restricted fahge of time
signaturés and tempo markings. Ailegro is by far the most

common tempo, appearing in twenty-eight out of the

thirty-seven numbers to which Vivaldi has given ‘tempo ' \

'mafkings. Only five other tempos have beénlused: Allegro non

molto (twice), Andante (four times), Andante molto (once),
‘Larghetto (ohge), and Largo (once). Time signatures are a
»little more well-distributed. 2/4 and comﬁon time occur most
frequently, eaéh-appearing in fourteen numbers. 3/8 comes a
close second with twelve occurrences while 12/8 is used four
times and 3/4 twicgy This range of tempos and time
signatures is very.éimilar to the range employed in
Vivaldi's 'later operas.*

Great rhythmic energy, often the most immediately
striking feature of Vivéldi's music, is also very evident in
Il Giustino. Abundant use of syncobation is'probably the
‘facfor which contrihutes most to %roducing;the feeling of
trenrendods“’ﬁﬁemf' a~: forward propulsion. The most

frequently used .. wcopatec -e in duple or quadruple time

is )J } and its varu. . ﬂ: and JjJ Jj In 3/8

‘Cross, Late Operas of Vivaldi, pp. 111-2.

<&
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time the rhythm J}J occurs quite commonly, especially
at cédences. Usuaily these-figures are accompanied by a bass
line moving in constant eighth or quarter notes: the
interaction of these two rhythms produces further energy.
Moments of rhythmic ambiguity, such as in the fo}lowing
example from "NO bel labro, men sdegnoso,” are rare (Example

17).

EX. 17. NO BEL LABRO, MM. 1-4.
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An;;estic rhythms are also used frequently throughout
Giustino,‘probably bécagsé they have a propulsive effect
similar to that produced by syncopation. Both "Vanne si,
superba, vé" (1. 13, 3/8 time) and "Quel torrente, che
s'inalza" (II. 6, 3/8 time) contain sections which make
insistent use of the rhythm Jirj—j . In auplé or guadruple
time this rhythm may cake thé form jirj as in "ng noi
soave, e bella" (II. 5), d_J J as jn "Quando serve alla
ragione" (II. 11), or, more rarely, ‘Fﬁ=j as iﬁ the
second movement of the opening Sinfonia. Other rhythms which
reverse thé more normal order of long notes followed by

short are also prevalent. Andronico's "Piu bel giorno, e piu
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bel fato" (II..8 or example, contains considerable use of

this rhythm: Another.rhythm which follows this
trend is the Lombardic rhythm or re&ersed dbtting which
» Quantz claimed was introduced to Rbmanlaudiences by Vivaldi
and which "made such -an impression on the inhabitants that
they wanted to hear almost nothing that did not resemble
" this style}""This figure actually only appears once in
Gius%inQ and that is in Arianna's aria "Dalle gioie del
core” (115'12)( Vivaldi makes more extenéive use of this
~figure in his ;éter operas."®

Vivaldi uses several other techniques as well to
préduce this energetic, forward-moving'effect. One of them
is the juxtaposition of duple and triple‘divisiong of ;he
beat. Thistprocedure is pursued throughout "Nacgue al bosco
e ﬁacque_al prato™ (I. 6) and "La_ée:;etta timidetta™ (III.
7) but is also put to effective usedin the sequential and
melismatic portions of other ariag ("Mio dolce amato sposo, "
-I._14). Another procedure is the insertion of a rhythmic
motive consi§ting of smaller note values than the norm.-.In
"Il piaéer della vendetta™ (III. 1, common time). groups of

eight thirty-second notes are used in this manner while in

"Se all'amor, ch'io porto al trono" (II. 12, 3/8 time) the

figure JjJJ # serves the same purpose. The opening
ritornello of "Il piacer"™ also illustrates another important

characteristic of the rhythm in this bperé and that is the

""The Life of Herr Johann Joaquim Quantz as sketched by
himself," in Paul Nettl, Forgotten Musicians (New York:
Greenwood Press, 1951), p. 299.

‘Cross, Late Operas of Vivaldi, p. 113.
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-great varlety of imaginative rhythmlc figures. The first
phrase uses two: the syncopation mm and the
thirty-second notes mentioned above. The second phrase is

dominated by mfﬁfﬁﬂ while the third introduces the

1nterest1ng figure ﬁ)ﬁz oh . This last-mentioned motive

was apparently one of Vivaldi's favourites.’

One technique which is fairly prevalent in the later

N

operas'® is the superimposing cf different rhythmic
patterns. Other than the combination of a syncopated melody -
with a bass-line on the beat as mentioned above, this
procedure 1is used &ery little‘in Giustino. It seems likely/
that the explanation 1s to be~found.inlthe generally thin

K

texture of the music which precludes afvariety of rhythmic

patterns.

‘Another testament to Vivaldi's superb control of rh§thm
in Giustino is the way he is'able to manipulate it to create-
specific ef&?cte. The static rhythm in "Bel riposo de'
mortali™ (I..4) and its combihation with other elements toh
produce a somnolent mood has already been mentloned fn K

4
4
1

Leocasta's "Senti l'aura, che leggiera" (II. 8) a repetitive
dotted figure, J—jfﬂarjj, ié combined with a slow tempo

- (Andante molto) and soft dy%amic level (sémpre‘piano) to

create a peaceful, pastoralimood appropriate to the text.
The opening chorus of the opera may he cited as another
example. Here the dotted rhythm J?? J is used to evoke

a grandiose, ceremonial atmosphere, perhaps because of the

*1bid., p. 114.
1oIbid.
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ssociation of dotted rhythms with the French overture.

E. Texture and Scoring

The basic. orchestra used in Giustino (and Vivaldi's
other works) consists ;f four-part strings: violin 1, violin
2, viola, and bassi. The texture is generally also four-part
as first violins usuélly double the voice in vocal sections.
Three-part textufe also occurs very‘coﬁmonly. Two out of
three movements of the,opehing‘sinfonia and seven arias are

scored for three-part strings. Most often this means

violins, violas, and basso continuo but one aria, "Da’ tuoi

begl'occhi impara" (1. 3), is scored for two-part violins
with violas doubling the bass. Also, many arias contain
large sections which use three-part texture (all violins
doﬁbling the voice, no violas, or violas doubling the‘bass).
Two-part -texture, usually violins (or violins}doubling the

voice) and basso continuo (often doubled by violas), is used

in seven arias and, like three-part, often occurs in
sections of arias scored for larger forces.

From the above discussion it becomes obviops that there
is much use of contrasting textures iﬁ this opera; Usuallj
each theme has its own texture which returns with its évery
‘recurrence. The opening theme of "Un vostro sguardo" (I. 2"
is imitative and in four-parts; the second is in three;parts

(no bassoc continuo); and the third is a unison cadential

theme. When -the second theme recurs at the opening of the

first vocal section there is no change in texture as the
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voice merely duplicates the first violin part. New lines for
the voice are superimposed on the éirst and third themes,
however, producing five- and two-part textures. Thus by the,
end of the first vocal paragraph there have been‘sig
sections and five different textures. Although sections of
contrasting texture are not always so vigorously pursued as
here, this is a general trend throughout the opera. Another
,trend is.the use of a thinner texture at cadences. Tﬁis is.
sométimes realized through the use of a unison theme as
diébussed above but may also take the form of a reduction
from three to two\parts, for example. This is the case 1in
the_middle section pf "Candida fedelté" (II. 10) where the
violins drop their gccompaniment figure aﬁd double the voice
for the last one or two measures df each phrase.

Accompaniment figures are generally quite rare in
Giustino. In most arias~the first violins éouble the voice
with the second.violinslsometimes adding thirds (usually
beiow but dccasionaliy above). The violas usually are given
:papfs'of little interest which serve to fiil in the
'harmbnies and which are often rhythmically linked to the
béss. Those accompaniment figures which do occur are
geheraily quite simpleisuch as the coﬁétant triplet fiéure
used in'gcandida fedelta." The reason for ;his is simple:
the most important component of this style is the vocal line
and every effort is made to focus attention on this line
alone. Sevefal arias do make use of moreAcomplex

accompanimental figurés, however. The dotted figure used in

O
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‘the first and second violins in "Senti l'aura, che leggiera“.
(11. 8) permeates almost the entire aria and forms the
‘foundation for an unrelated voice part. Giustino's "Ho nel
petto un cor si forte" (II. 13) makes extensive use of
severél different figures. Their appéarance is prompted by
the use of theibsaltery in this aria. Major parts of the |
vocal sections are accompanied by psaltery and a pizzicato
bass ling notated on the violin stave. In addition to
providing extra melodic and rhythmic interest, the
psaltery'é chordal figures provide the harmonic realization
of the bass line which i ﬁsually provided by the continuo
player. These arias which employ acco&panimental figures may
pthap§‘repreéent a progressive tendency in this opera since
their use increases in the later operas.’.1

Although homophony and simple textures predominate
throughout most of the opera, short sections of imitation ao_
occur. They generally do not continue into the vocal
sections, however, where imitation might provide a
distraction frém the dominant vocal-line. One excepﬁiop to
this procedure occurs in the first vocal p~-agraph of’
Giustino's aria "Allor che i'vedré" (I. 11). A.short ﬁotive
is presented by the voice ajd imitated‘by the second
violins. Subseqguent entries by the voice are doubled by the
first violins to eﬁsure ;hat it will not be overpowered.
Smalllsections ofvother typés of interaction between voice

and accompaniment also occur, often during the melismatic

*'Ibid., p. 108.
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"bravura" sections of an aria. The best example appears in
Amantio's "La gloria del mio sangue" (Example 18).
Giustino's "Bel riposo de' mortali" includes several phrases
contéihing sustained notes in the voice surrounded by
thematic material in the’orchést;a (Example 19).

The textures described above are created by an
imaginativevvariety o@%sonorities. One very common change to
the regular‘string gréup, especially in 'B' sectiohs, is the
deletion of the bassi. Violas usually take over the bass
function in these sections although occasionally the bass is

dropped completely ("Sventurata Navicella," II. 13). Other

changes to the basso continuc'? sonority include the use of

'cellos without doublebass ("Taci per poco ancora,” II. 10),

_ the use of Cembali soli ("Ma dubbioso l'amor mio," II. 8),

and.the omission of the narpsichords. Another common change
to thé-orchestral sonority is .the omission of violas. |
Two-part textures are produced in an especially large
variety of’ways: viplins and b.c. (no violas); violins and
b.c. doubled by violas; violins and violas; voice and b.c.:
voice doubled by violins and b.c.; voice and violins (no
bass); voice ang unison strings; and so on. The most common
one-part or monopho&ic textures are produéed by unison
strings, voice doubled by violins, and voice in unison with
the strings (Polidarte's unison aria "Ritrosa bellezza," II.

2),

e
h t
S .

t14areafter abbreviated as b.c.
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18. LA GLORIA DEL MIO SANGUE, MM. 46-58.
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EX. 19. BEL RIPOSO, MM. 26-9.
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Vivaldi's conce or sonority as evidenced by the

great variety of string combinations listed above i& &aIsv
apparent in his careful attenfion Eo o;her_details'of‘ |
scoring.,Pizzicato and muted sonorities are used Sevéral
times. Articulation 1is marked extremely carefully, a faét C>(i
that is somewhat surprising considéring Vivaldi's .

s

carelessness with many details of rhythm'? and-pitch. 4

_Additions §£g>madgwpg'the basic. string group in six .arias:

oboes appear most frequently.- in four of these six. In "Bel

riposo de' mortali™ (I. 4) two oboes and two recorders

"3"Mio dolce amato sposo™ (I. 14) .even contains -an extra
half ~asure in its first vocal section. S
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(designated Flauti in the score)'* double the violin lineq,
creating a'paStoraf effect without adding‘any teal parts.
Unfortunately, here, as in a few other places én the'score,
V1vald1 s intentions are not entirely- clear. The v1011n '
parts may not be played entlrely at p1tch by the wind
instruments but there are no indications regard1ng» '
transposition up an octave. Aleo the second‘viblin part has

P

‘a range of two and-a-half octaves which would probably prove

difficult for wind piayers.

The oboes are glven separate parts in "La glorla del
mio sangue"” (I 8). Here they take over the normal functions
of the violyns in parts of the ofcne;tral\ritornelles and

‘.

are treated in an almost concertante. manner in the vocal

sections (see Example 18), This aria “is also remarkable for

the thematlcally and rhythmlcally 1nterest1ng magerlal glven“'

v

to the bass in the openlng r1tornello Normally the bass: is .
. . - &

non—thematlc in this opera and does not contribute rhythmic _

/ .
interest except*rn—un&sem—i4gnuup

The next aria w1th addltlonal instruments; V1ta11ano S

"All" arml, b guerrieri” (1. 13) is the most lavishly_scored
number 1njthe~entire opera. Two trumpets, two oboes,
four—part strings, and tympani are used, ‘each witn its,own
separate part ThlS scorlng was mo%t likely prompted gy)the
martial text and settlng and by the fact that this is. the

tyrant s flrst appearance on stage. Anastasio's martlal

"*Vivaldi specifies traveDSOr@traver51er or travers when a
transverse  flute is required. (David Lasockl, "Vivaldi and 1

the Recorder,” Amerlcan Recorder IX (1968): 103.)




,accompanimental functiogvin the vocal .sections.

which are in da capo form), one accompanled rec1tat1ve,

- 'Act II which also contains one duet, one arioso, one

aria, "Verdi lauri, cingetemi il crine" (II. 9), is also

" accompanied by trumpets and oboes but in this case no

\ o _
tympani are.used and the oboes double the violins. In both
these arias the texture is very full in thet%&tornellos but

is drastlcally reduced for the ‘vocal sectlons. Amantlo G

final aria, "O::che ‘cinto ho il cria d'alloro” (III. 8), 1s

-

also martial in?natune but hereithe-added instruments are
horns. Again‘toe scoring is qﬁite—full'in the"ritorneilos
and much seducedcin the’vocal sections. The horns_ate,
treated on a par with the violins and in fact there is much
interaction betweenvthem. The only other ,aria to use an
addition to‘thehbasit,string group is Giustino's "HS nel
pettOvun'cor si forté%ﬁ(il 13) which Hhas. already been

N
mentloned It should be.added that the psaltery functlons as

a 50101st 1n the r1térnellos in contrast to 1its

2 13 . -
AN .o - A 5

F. Overall Structure ot the Opera ' o ’ ¥

o
V1vald1 [ Ll Gxustlno 1s in three acts, each of these

-

comprlslng fourteen, thirteen, and twelve scenes

respectlvely Act\i\gpggs w1th a scene complex whlch

consists of a recurrlng chorus«(lncludlng solos) and dry

3

recitatives. It also contalnS‘fourteen arias (twelve of 7
A e

nlneteen dry rec1tat1ves ‘and one 1nstrumental mumber. Thére

‘a

are fifteen arias, eleven of which are in ggbbago form, in

5

¥

%‘éil)’s S



'noted that the cast of thlS productlon probably had a

[

"accompanied recitative, and eighteen dry récitatives. Act

III is made up of nine da capo arias, on%rduet, one chorus,
and fourteen dry recitatives. There are aitotal of
thirty-eight arias in tpe opera, thirty-two of these being

in da capo‘form (84%). There is also a strong preponderence

. : Y )
of the major mode: twenty-eight of the ghirty-eight arias |

atid all of the duets, choruses, and sinfonias are in major
keys. This is probably a greatequercentage-of minor-key
arias, however, -than was employed in contemporary operas by

other composers.'?®

0

The number of arias (and other pieces) allotted to each

T
T

charaoter.clearly reflects their relative impc tauc: (see

‘table, Dlstrlbutlon of Numbers) 'Arianna'stands ogt as the

vhmajor -figure, perhaps surprlslng y considering the title of" ‘ai

e

_3the opera. In ddltlon to eight ‘arias she 51ngs two duets,

’ an arloso, ‘an accompanled rec1tat1ve, and solos in both

" choruses. G1ust1no and Anastasio’ also receive major shares

of the 1mportant mu51cal numbers. At thlS p01nt 1t should be

SR,

s1gn1f1cant effect on the music. It was comprised of the
follow1ng sznger5° G10vann1°Oss1 (seprano), Giacinto Fontana#fk

. IR |
r.E‘a;plo Marianl (contralto) Girolamo Bartoluzzi .

4 ('Antonlo Barblerl (tenor) Francesco A. Gioveﬁéle

(contralto) Caflo Pera (soprano), .and Francesco Pampanl
i :—), J o 0’

(tenor) ;Slx of these 51ngers also appeared in the otherﬁ e

"3By the late 1720'5 a maximum of two or three per opera was

- the. norm. Roblnson, Naples and Neapolltan Opera, p. 111.
**It®should be noted that one of Anastasio's arias is
'mlsslng, S0 1ts form cannot be determ1ned‘ ' - -
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Distribution of Numbers by Character

CHARACTER ARIAS D.C. NON- - DUETS ACC. ARIOSO
- D.C. RECIT.

Afianna
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"Giustino: -
Legcasta |, /
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ﬂﬁ funa-
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- Py
“ﬁials.
. opera Vivaldi-was rnvolVeH»With during that 1724 carnival
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'amore, e dell' odlol overo Il Tigrane, fof whlch he,composed
Act il Ossi, Fontana, and Bartolu221 had’ also sung in at
least four V1vald1 operas-pr1or to G1ust1no: La Candace o

51ano Li ver1 amici, La ver1ta in cimento, Flllle é di

Macedonla; and‘La virtd tr1onfante dell amore. V1vald1

therefore had deta_led knowledge of most of the voices for

whlch he. was writing. It should also be*notedwthat since
women were not allowed on the stage in Rome at th1s tlme,

the two female roles were sung by castratos

LT

Another 1nterest1ng trend in the make- up of this opera
)
is the apportlonment of borrowed mater1al Three* of

. '\

?'Leocasta s six ar1as were bornoxed as were three of

Amantlo s four and one of Andronlco [ twcn None of Vltallano
Y [ s
or Giustino's arias were borrowed while only one’ each of

.‘".‘/~——/

Aridnna and-Anastasio's were. Th1s 1mp11es that V1vald1 was f

more concernedaw1th the mu51c for these 1mportant characters

R b g2 o & N ﬂg o - 'fQ'\-_ .
J . ted - ’
- o S .

1
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/

(and singers). Only two of the nine arias known to be
borrowings from earlier works'’ appear in Act ﬁTI,
suggesting ‘that they were used for reasons other than or in
addition to lack of time. Also, none of :he‘replécemen;

.

arias in Giu. .no are known borrowi

G._Intégrative Procedures and bramatic Structure

Although dnifying devices and ovggall structural plans
were not particulérly important to opera éomposers in this
‘period, Vivaldi haé employed several techniques which
increase the musical and dramatic coherence of llvGiustino.

Most importantly, this work follows an overall tonal plan.
4 \\

43
. . ':‘v' ) .
. The opening sinfonia is,in%b:major with a middle movement 1n

¢ minor. The final chorus is also in C major and confains a

.short section in the tonic minor. C major recurs at
important points in the drama, such as in Giustino's first

aria, Arianna a ~ Anastasio's joyful duet in the,g%pdnd act

in Act II, Scené 9 (in which Vitaliano is brought befgfé the
“ ., ~

emperor in chains). A major also requrs at regular intervals

and seems to be associated with good fortune. It is used for

M

 (Scene 4), and hAnastasio's "Verdi lauri cingetemi il crine"

S

<

the ceremoéonial opening charus., Fortuna's’aria which promises -

fame and fortune to Giustino, Leocasta's "Senti l'aura’ (II.

2

8), and Arianna/and Anastasio's final duet. C miror, as

’ . 3 y/ R 2 7 ’ . » .
mentioned earlier, recurs 1n connectloL with Arianna's

1
|

confrontations with Vitaliahg and AnasLasio. The most

i
[

'$7Ffofigbgzlis£ in grossf Late Operas of Vivaldi, pp. 251-2.

I - '
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striking recurrence of this tonality occurs in "La cervetta
timidetta"™ (III. 7, Example 20) where it accompanies the

first appearance of a motive from the second movement of the

opening sinfonia. Several other features of this aria are

“reminiscent of the sinfonia movement: the‘Sempre piano .

R |

marking, b.c. senza cemball, a repeated-note bass, triplet

figures, and a pathetlc style Wthh 1ncludes the use of an
0y

enrlched harmonic vocabulary e

There is also a thematlc relationship between another

Taria, "Nacque al bosco, e nacque al prato" (IJ'G, Example

~ descending triadic figures. o

21) and the third movement of the opening sinfonia (Example

22). This relationship is not as close, however, and is not

confirmed by tonality, so this may be merely a common .
thematic type rather than a conscious association.

The libretto of Giustino contains several instances of
.&“
recurrent war "motives,™ phrases such as "all’ armi" (to b

arms) and "alle vittorie" (to vietory). Vivaldi picks up on

several of these, setting them with the rhythm ob abah in
A ' - o

Vivaldi's concern for the dramatic structure of the.

.-

opera is also evident in his attempts to produce a sense of

ez

" climax at the end of each act. The two final séenes of Act I

consist of confrontations between Arianna and Vitaliano

Wthh culminate in Arianna’ s -aria "Mio dolce amato sposo.”

Act Il ends with GlUStan s "HO nel petto un cor 51 forte,

2 mensive aria in e minor accompanied, by psaltery which O

follows Leocasta's declaration of love. Achieving a sense .of
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SINFONIA, 2ND MOVEMENT, MM. 31-2.
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climax through the use of unusual instruments is quite -

common in Vivaldi's earlier operas.’

The final act climaxes

with the triumphant chorus "Doppo i nembi, .e le procelle," a

contrapuntal ‘hovement of unusually large proportions.
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H. Characterization

Characterization is effected in Giustino by the use of

*«a number of tec?nlques. Key assoc1at1on appears to be one of

the more important ones. This is clearest with regards to
Arianna who is associated, for the most part, with flat keys
(only one of her arias, "Per noi soave e bella," 1I. 5, is
in a sharp key [G majorl). C minor seems to be of particular
significance to hér. Two of her arias are in this tonality
as well as important{sectidns of "La cervetta timidetta" and
the solo she shares with GiuStin9 in the'final chorus.-Her
music moves to c minor at other 'mportaat points in the
drama as well, such as the recitatives which precede“"Mio
dolce amato- sposo” (I. 14) and the arioso "Augelettl
garrhletti" in Act II, Scene 8. A pattern may also be

dlscerned with’ regards to Vltallano who has tw4_ar1as in the

martial key of D major, one in F major, one 1n[' flat major,

. g
and one in & minor. This military character thdi never
ventures beyond two sharps or f}ats. These basic ke%s also
predominate amehgst the:}esser characters..There;arﬁ two
exceptions: Andronico veatures into g minor at a moment of
despair in Act II (Scene 8; he is in lbve'with Leocasta whov
is enamoured of G1ust1no) and Amantio into A ma]or 1n the
climactic thlrd act. Fortuna s ar1a in A major reflects her
special nature. Anastasio's arias appear in a variety of

tonalltles but tend towaras the sharp keys.

™

b

The tonalities chosen for. Giugtino change as his

character develops in the plot. His first two arias are in C
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and D major, portraying his rural origins and military .
ambltlons. "S& l'altar di questo Nume" (II. 9) is in the

A

‘more intense key of o mlnor. This is pr bably related to the,in
text which celebrates triumph and glory but.may also be a

| portent of e jealousy and grief to come. Act II climaxes
with Giustino's "HO nel petto un cor si forte"‘in e minor{ a
relatively rare kef foﬁiVivaldi which reflects the scene's
predominantly pensive mood. After a lighter:aria in B-flat
~major (III. 2; this‘ls before he is confronted by |
Anastasio),vGiostino aings "Il mio cor gia piu non sa" (III.

4) in E maforq\This'is a most significant key for Vivaldi '

'(1t only occurs three times in- the late operas) wh1ch
W .!-_-_M ,-e .

usually, ‘as here,tappears in conjuncx~pn w1th muted strlngs
' . ;

'4and an atmosphere of ¢alm or sorrow ’ The 'B' segtlon of

this aria empha51zes the even,more_unusual key of g-sharp
_mihor. P |

Thematic types,'rhythm, scoring, and other StyllSth
features also contrlbute to characterlzatlon in this opera.
Glustlno‘S'rusblc background is stressed by employlng 12/8
‘time in his first two arias.AIn "Bel‘rlposo de' mortali" |
this is further:stressed by the use of reoorders and a~drone
bass. Trumpets, horns, and tympani are used in conjunction®
with fanfare-like‘figures, simple triadic‘themeso'and
forthright.rhythmic_motiveseto portray the‘war-like natures
of Vitaliano, Amantio, apdéﬁnastasio. All five of |

Vitaliano's arias emphasize incisive rhythms and triadic:
Q

t’Cross, Late Operas of Vivaldi, pp. 100-1.
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themes. Much of Arianna's music stresses intense melodic and

ﬁgtmbnic progressions in order to portraf the sadness and
despair she experiences. These features élso‘appear in
.Leocasta's "Senza l'amato ben" (III. 4). The three bravura
arias in B-flat for Leocasta are probably more related to
the féchnicalAaEllities‘of.the singer than to her character.
Liﬁewise the completely regular' structure and indifferent
content offfbrtuna}s "Della tua sorteﬁ (I\ 5) is more likely

a.reflection of the singerfs inferior abilities than of
ICL, :

Fortuna's charactef. This is especially true considering tﬁ§>'

superior thematic content of the aria driginally;provided
. g o~ ,\ . :

for this scene.

_ I.lgg Capo Arias: .
There_aré-thirty-twb gglgggg,arias in Vivaldi's
Giustino’for which three basic structures have been used.
'The ﬁést coﬁmon involves an identical repeat of 'A' (occurs
eiéhﬁeen times). A second type uses a varied repe;t:}a new
ritornello is written after 'B' and a D.C. al Segno .
indicates a-repeat Startingﬁa; the‘first vocal.section.
According to Péter Ryom thigﬁfype appeéfs in all periéds of
Vivaldi's operasﬁbut is mo}e‘commoh in the earlier works.3:°
It is used only once, however, in Giustino ("Allor che mi
vedro," I. 11). The third type of structure is rarely usea

among Vivaldi's contemporaries.?' Its da capo includes onlf

a selection of thematic sections from the opening

*°Les manuscrits de Vivaldi, p.. 230.
- *'Cross, Late Operas of Vivaldi, p. 134.
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ritornello: fi?%signs are used to indicate cuts. This fbrm
is rare in Vivaldi's early operas but occurs'more frequently
beginning with Giustino??® where it is used eight times.

One very common variant?®® of da capo form in Vivaldi's
dramatic works is the omission of the opening ritornello.
This‘is usually prompted by the dramatic situation.
Vitaliano's "Vanne si, superba, va" (I. 13), for exémple,
follows a very intense confrontation betwgen.Vitaliano and
Arianna.vAn orchestral ritornello between the end of this
recitative and the opening of the first vocal section would

be anticlimactic. Its omission allows Vitaliano to move

directly into this powerful aria without losing any of the

b

s

energy or tension built up in the recitative. This structure

. 1s used for two other arias in Giustino: "Sole degl'occhi

%
¢

miéi"‘(I.AB) and "No.bel labro, men sdegnoso” (I. 11).

Afi%§‘using a devise (a prémature_entry by the voice)
appear tﬁfoughout Vivaldi's operas but become more common in
the later.workg. Leocasta's "Senti l'aura, che leggiera”

'(11. B8) is a rather unusual example. Most of Vivaldi's

-y&ﬁebises follow the opening ritornello and are separated from

the subsequent vocal section by a pause. Also, they are
usually accompanied by a held note in the bass.** This
devise is ‘unaccompanied and is followed by three-and-half

measures which repeat the final phrase of the orchestral

- introduction.

~2:Ryom, Les manusgrits de Vivaldi, p. 230.
231bid., p. 222. R
“24Cross, Late Operas of Vivaldi, p. 124.

-



Several arias in Giustino contain %;2<signs in their
vocal sections. These do not appear to indicate cuté,
h;wever, but rather repeats. There are severai élﬂes.to thié
interpretation. First of all the signs in "Zeffiretto, che
scorre nel prato" (III. 2)?* are found around thellasf
phrase of 'B.' Since this is the middle section of the aria,
these signs cannot refer to a cut in the da capo.. Also,
repetition of this phrase is perfectly logical in the~
context.wln Amantio's "Or, che cinto hd il crin d'alloro”
(111. 8) the signs appear around the first phrase of the
first vocal‘section{uBbth the first and second lines of text
are written under the vocal part. The assumptién that this
phrase is to be played twice with the vocalist using the two

-lines of text in"successigﬁ is confirmed by the opening of
the'second vocal paragraph in which thqﬁtwo phraseﬁﬁare
written out in“full. Two other arias, "Vanne‘si, superba,
va" (1. 13) and "Sventurata Navicella“b(II. 13), contain
Mhese signs. Although their situations are not as clear-cut
as the above eiamples, in both a:igg'repetition of the
wsection in guestion makes much more s~nse than any other

. solution.

Vivaldi's intentions regarding one other aria, "Quando
serve alla ragione™ (IT. 11), are not at all obv1ous.vIts

openlng ritornello 1is crossed out and dsnew rltornello is

prov1djﬁ/§gg‘the da cago. However, above ;he crpssed-out

**This aria.is also ra r unusual in that its first-vocal
section is marked with t 51gns. Apparently this
structure is not unlqgi/ln Vivaldi's operas (Ibld., p. 74)..

.b
R4

ey
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introduction are the words‘"si'suona," indicating that he
changed his mind again and-wanted this ritornello
reinstated. If thlS is the case he should have crossed out
the now unnecessary rltornello prov1ded for the da capo. He
did not do so, thus his final intentions remain unclear.
Within the basic overall structures described above, a
great variety of procedures is followed. The first section
('A') usually consists of an'opening ritornello preSenting
three or four contrastlng themes or motives, the first vocal
paragraph, a short ritornello usually using one of the 1deash
Tfrom the open;ng section, a second vocal paragraph_whlch is

often more extended than the'first and a closing

r1tornello. This laSt‘él ornello is always longer than the

‘ mlddle one and again makes use of themes from the openlﬁg
section. Occasionally it is an exatt repetltlon of the first
rltornello. There are two instances in which the mlddle?L
r1tornello has been left out altogether ( Vanne si, superba,
va," 1. 13 and "Candlda fedelta," I;. 10%.

The relatlonshlp between the firstivocal ‘paragraph and
the 1ntroductory r1tornello which, precedes 1t varies. from
one aria to another. Many share the. same thematlc material
with'the voice merely'taking over what had been”the first
"~ violin's ‘melody. In some cases this-is’done guite literaliy,
in others there are a few small changes,'often in the form
" of extensions or developments of the‘material; Usually the
‘order these ideas are presented .in remains unchanged but

there are exceptions.‘In_"Un;vostro sguardo” (I. 2) the
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first two themes are reversed so that the vocal éectibn
opens in d minbf despite the faé; that this aria is in D
major.‘ |

'Many arias combine the use of themes frém the
' ritornello witb:the,QSe_of new gaterial. In "Quel torrente,
che s'inalza™ :?I. 6), for example, the two seétions share
‘tb; same opening idea but a new anSwer;hg phrase is

introduced in the vocal section. It then continues with more

new material which, however, empioys a rhythm from the third
: "

;
e

orcheétral theme .in order to retain some qontinuity. Most
arias employ some similar combingzion of themes from the
ritornello and new material. In some arias the ﬁsgﬁof newv
thematic materiﬁl’is necessitated gy the instrumentally
idiomatic character of tﬁé.ritofnello; This.is éspecially
true in the martial arias which ofgen use fanfare-like |
mater{él. o | ’ .
| *Another common procedure, which is in fact followed in
thé fémainder’of "Un vostro sguardq"'s first vocal
paragraphi is fo usé the ritornello as a‘base over which a
new line is composed for the singer._Offenqthis neﬁ;part
rejojns the.driginal meiody for cadences. In some cases
these ;ines.are génuine}y new material; in.others they are
reallfﬁoﬁf& éaabcrations of ﬁhe main melody in the form of ’
passage&ofk‘fbr théA;qloist. This type of compositiﬁnal‘ |
‘techniquefis used more fréqﬁen;ly in the eariy operés,f“-

~

suggesting that these arias in Giustino represent less

*‘Michael Talbot, Vivalai (Dent), p. 187. ¥



progressive tendencies.
. )
"Vedrd con mio diletto” (I. 8) and "Senti l'aura, che

leggiera™ (II. 8) use techniques closer to those used for
many arias in the later operas.?’ Both open with a
homophonic ritorhello which contains no thematic,materier £
any 1mportance but which serves to set the mood and harmoaic
context. The orchestra is treated as one large cont:!.
instrument which will . not in any way detract from the
domlnant vocal llne. . ;

The relatlonshlp between the second v0cal paragraph of
'A" and the first is 'generally quite close; Usually some of
the'sameuthemes'are used, e1ther llterally or varled in
comblnaggon w1th new materlal ThlS sectlon 1s often longer
than thﬁ??lrst and involves more extensive sequences and
passagework In many arLas the second vocal paragraph

£

concludes with a coda-type sectlon which 1nvolves a second 7

statement of all or most of the text. The' 1nclu51on of these..
.sect}ons was a trend current in Italian opera in the 1720 s
whlch later became standard.

The mlddle parts ("B') of the da gagg arias in Giustino
.are in one continuous section w1th no orchestral r1tornello.
Many do have a blpartlte structure, however, which 1s a
_vestige of tﬁe.originai'two—part formv(with an intetrvening

ritornello) of. this section.” In this bipartite-structure,

27Cross, Late Operas of V1va1d1, ‘pp. 126-7.

*%Jack Westrup w1th Danlel Heartz and Dennls Libby, "Arla,
"NG I, p. 577. .- '
v”The early operas normally use a much more prcnounced .

. two-part structure which is still closer to the original

* form (Cross, Late Operas of V1vald1, p.73).
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one common to many of vivaldi's works,’’ the‘first statement
of the text is followed by a repeat of the final line which
moduietes to and cadences 1n a new key‘ There are also a few~‘
arias which use an even more pronounced~two-part structure'
'in 'B," one which involves a complete restatehent of the
text ("Vanne éi, superba, va," I. 13)

The relationship between 'A’ and "B' in these.arias is
qu1te varlable. Generally there 1s llttle contrast (except
'for a llghtenlng of the texture), a feature whlch is much |
more common in the later\operas.,‘ Often this sectlon,opensf

S S, 4 .
vith the same incipit as the first vocal paragraph of 'A'"
("Mio dolce amato sposo,” I. 14) but with a_few alterations

in order to Suit it to the new key. Others use and develop

other themes from 'A' or make use of a characteristic

rhythmic figure (mm in "I-l.piac':'er della ver'xdettal,f'

EAEI

IIT, 1). 'B' sections whxch/use entlrelv new materlal are =
extremely rate. The ar1a "Per n01 soave e bellal (II. 5) may
he con51dered very forwardg}ooklng in this respect 51nce 1t

“combines completely new materlal with a pronouncee 1ange in_

\;.h . . .
Ry ‘ _ . ,
texture. . . m? ‘ . . (,V _ .’&

The tonal: plan of these arlas is the same as fhat
, .
followed in V1va1d1 s later works. 23 The openlrﬁarltornello
; is in tonlc followed by a modulatlon to. the domlnant (ITI or
v in minor-key. arlas) in the flrst vocal sectlon. The" second

‘rltornello remains in this key, the second vocal pare@raph

Y

391bid., p.-131. - _ S :
**1bid., p. 132. . ’ N S
221bid., p. 125. S R
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returns to tonic whlch is of course the key of the final..
r1tornello. fB' is the»freest sectlon w1th regards -to

‘3 tonallty but usually opens in vi ‘and ends in 111 (I1II to v

“r

1n'm1nor;key'ar1as) ‘ everal var1ants of thls plan»are quite’
"dommon. The openlng r1tornellos of .quite a few arias

i v e

1mo§ulate 1n the manner normally expected of the flrst vocal

sectioy. In all of these cases the subsequent vocal sectlon

opehs in tonic and,then modulates to-the'same tonality as

.
. ’

;*\ the r1tornello. In a number of ar1as there 1s a ‘sudden early

v : et

O
<:3§<return to tonlw 1n either the second rltornello or second

”vocal sect10n.~

g&u, o Only five arias d1vehge from the above tonal plan Ela ;vl

v,

I "Allor che mi vedro" (1. 11, D major) modulates to cue

.)

t relatlvg ‘minor 1nstead of the domlnant whlle "La cervetta
- . \?
5

t1m1detta (III. 7§EB tlat major) modulates to iii (d ERRT

-

. ;mlnor) " Both.oF these progre551ons occur in a, number of

c‘}. : : AR - e
other V1vald1 works.?> In "La glorfa\izﬁ mio sangue* (I 8)

x SRR

o the flrst&vocal paragraph modulateségo the domlnant key area

as is expected but thlS us followed by a rptornello wth)
modulates from domlnant to the relatlve minor. In both "No
N A‘?« )

bel labro, men sdegnoso (I. 11) and "E pur dolce ad

<

in'anima amante“ (I 12) the second vocal paragraph opens in -

‘4the supertonlc miner befq;e proceedlng to tonlc.

V'if”-‘f 'About half of the 'B' SthlOﬂS of these .arias. conform _
~ - oo
to the ba51c tonal plan desdrlbed above. All but four of the .

M ,‘,/_,_——\—\:\
‘,others are varlants commdhly used by V1vald1- 'vi Yo ii .

— : .
Caatpid. . <o CoTT T e
’ . S ’ : S
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¢ (major-key arias); III to iv (minor-key arlas) and middle *
®

sectlons which close in the same key in whlch they began (vi
- 1 -
-~ ~in, mafor key arlﬁg and v in mlnofhkey arlas) The four

exceptlons consrst of twoumalpr key arlas w1th 'B' sectlons

whzch begln and end 1n'gmw\;"'ant mlnor, one minor- key aria
G s , LI

NS

who&g mlddle §ect10n beglns §4 tonic and modulates to the

" L3
rel t1ve major; and oJ which modulates from domlnant to the
in

submedlant ma]or (a m key aria). o

R - Q.‘,'
I Two other aspects of V1valdL s use aﬁ tonallty 1n these
g iy -
arras should be - men;1oned The flrst is hls frequénumuse oﬁg,

’ L

uh
,e wn:}?
; 4 %9?
megards ‘to, "Un wostro sguardo ) ThlS 1s a coﬁggstent yrw“

. A

“mihor- mode seCt1ons in d?;or key an;as (mentaoned ab

K. 13

feature of V;vald1 s style throughout h1s ile 34 The'secondt

(/ ,_t,‘ \j\;
1s hlS ihequent use,; of sudden tonal ShlftS. Modglatlon is "
» nm.~often ‘not, a;very approprlate term for these;progre551ons
- ' ) “A . . '_..‘(,‘.: . . [ . ‘ ;(9,:\,.‘? v - _.=,
‘since it implies:some-somt oﬁ~gradual movemefn ivhe abrupt - "
, : -~‘~.¢ ST e g PRENA X SR
Shlft frbm ¢ mkhor to d mlnor”ln Exampie 23%fw.ff"La ,
B 0 o
‘ cervetta t1m1detta (III 7)»1s.an excellent 1llustration.‘1} 3
V’/ A

Arla tex%%«ln Glustlno normally consist of 51x to ten ’

v lmésas which. are ‘then d1v1ded in. half with one maln 1dea ép -

' % )
sentence per half. Usually ‘those’ texts Eontalnrng ten l1ng@

have fewer syllables per’ llne. Two exceptlonal texts (thch

-

are'set as da capo arias) each contaln seGen llnes. The

w .
flrst, "Mio dglce amatO'sposo (1. 14) could Stlll be e .
4 o0 . . . . ~ , .'3. ‘ j_‘;{:;
thought of as an eight-line text since 1tspth1rd line is
. . ° R . R . - 'u i » = / -} :. N
E °=‘1b1d., p. 767 . o EES LA '

a4

33Sixteen of these texts have six 11nes' eleven have eig.t
and six Have ten l1nes. ‘ °”§®” o -
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.- a tonallty whlchsghva}dl often reserwes for momen

<

EX. 23. LA CERVETTA TIMIDETTA, MM. 15-19.
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non sa" (III 4) wh1ch OCCUrs at an 1ntense p01ntm1n the

,u

drama (he ha$\3u5t be@n banlshed) Thli&?rla 1s in E/major,'“

'

_,......A P

u~' e .
sadness, and as. mentloned earller makes ‘use of varlous i
Tf‘v." < e W

‘unusual ha:monlgﬁprogre551gns. Perhaps~the unusual text
T . .

(\‘.
-

structure was a dellberate move on the part of the o ;%”
&., X - - ’Y) a’ ) o [P
llbrettlst to set thls ar1a apart.- ' o "~$§ i

I
Ah

The flrst“half of the . ar1% ‘text is statd®f at least. once

1n ea/h %38%1 paragr.

of - the A’ sectlon. _The amount of

U d

ts Ot.) ' ©

N

&

text repetltlon used w1th1n each paragraph ranges ‘from none»‘q

«

'8

at all to a complete second statement as well as 1nternal

repetltlon. Most commonly-: the first sectlon includes some

-

'1nternal repetltlon. The second then uses more exten51ve

repet1tlon,aespec1ally of the flnal llne. ‘The second half of

-

the aria text is usually stated once 1n the';B' sectlon with .

o .
i3

some repetltlon, agaln, espec1ally of the last 11ne. As
. N ’ \

mentzoned earller& occa51qnally there may be ‘even more
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extemsive text repetition in 'B;' even a complete

- . . ‘4/‘ 2 |
A restatement _ L .~ o

u‘ﬂh

Q -
A5 few arias involve more complex ‘statements of the

Q
text. Most commonly ‘re are changes in‘ti'*f 81 order.

- _ . T AR P

This usually occurs - . the second vocal aph after the
text has already . been presented in a morest aight~forward
manner. OccaSIOnally a word is substltuted or added after

.thedtlrst statement of‘the text. Some of these dlfferences _
’maf%be mistakes but ho;twappear to“be the conscious ch01ce~;
ofmthe°composer introdﬁoed"forrVariation{ In""Senti l'aura, =«
cheh;eggiera"‘(II CB% for example,»thewsynonym goder“vls

‘.;:}

'subStLtuted for placer (pleasure) 1n the §econdgyocal

R

’sect;on At least one change may actually be the result of

sélon in the libretto” An- extra llne 1s added to both.

SR
iy

vocal paragraphs of "EvenQFrata Nav1cella (11. 13). One

d'

' {\;her strange anstance of - text repetltlon occurs in "No bel
1

abro, men sdegnoso (1. 11) where parts of the 'Ai téxt

recur in the mlddle section of the aria. ¢

7

The teitﬁak variations descrlbed above are 1mportant

becaUSe‘they are one illustration of V1vald1 s somewhat
\‘
carefree attltude towards the text. He is more concerqed

with portraylnq the Ba51c affect of an aria than w1;h'
,settlng 1nd1v1dual words. Ind1v1dual 1nstances of .

word paintlngldo ‘occur but often a mUSlcal 1dea is, used to.
acc0mpany more than ‘one 1dea i the text.AGeneralIy it seems

. that. the musical 1deas of an aria are presented and ,

- _ developed w1th llttle reference to the spec1f1cs of the-

A ‘
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text.

J. Non-Da Capo Arias . )
Only six of the thirty-eight arias in Il Giustino are

‘not set in ariaxda capo form. For this reason each

‘occurrence is a str1k1ng one and in each case it is possible
to dlscern a dlredt correlatlon w1th the plot situatlon or

the structure of-%ﬁe text (or both). All'of the aria, duet,
mand chqrus texts have da capo 1nd1catloqs in the libretto,
lga
‘implying that dev1atlon from this form was the choice of the'

- )

composer. Three of these six arias are through—composed and

o

gso sectlon. ‘The 51xth o? Ehese arlas, G1ust1no S

RS ¥ 4@@ Wy N
"Bel r1poso de' -mortaLf"'(Act I Scen 4), orlglnally

S

Lot

1ncluded a. da capo For aramatlc reasons tg 'B” ectlon and’

.a shortened version of the openlng r1tornello of 'A' were

crossed out. What remalns is a compact - Sectﬁon
(thirty-eight bars) conszstlng of an opégpng rltornello of
ten bars, %ﬁ@,vocal paragraphs . with no.separatlng,w}

ritorné;lo?”and\a final"fouf:har:orchest;al section. 'B' and ‘-
the resultant da capo arecct'becéQSE Giustfho;falls-asleep i

‘ onﬂstaget This is followed by the scene in which Fortuna
- -} . ‘ v\ A t s .‘ ' " ' ""
descends from the sky and then appears to Giustipo 'in g’ :

-

dream.u; - ) B
: \ T 4, B, o N :
- , “v-/",{ \‘?U'n % . PN e { S .., . ,.;. v"*’

Both of the blnary form ar1as appearyln Scene 8 of 'the

Y‘KA.
~

second act, a jJlong .complex scene 1nvolv1ng three arias,

their attendant recitatives, and an arioso. The first of

’
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.wh1ch is also utllxzed as an orchestral 1ntroduct10n,

79

these two arras, Andronico's "Piu bel giorno e piu bel
fato," is art Allegro in g minor®*¢ (3/8 time). The texture of
this piece is b351cally two-part: unison viol;nsﬁﬁhlch
double the voice most of_the‘time‘and‘violas douhling the
bass part..: The phrasing 1s likewf'e‘very~simple, four-bar
phrases wlthout exceptlon. The first section of the aria,

~

modulates to the relative major- -‘the second passes through ¢

o (S

minor (1v) on its way back to tonlc. A portlon of thlS -

. second sectlon (mm. 31- 36) is repeated bg&the v1ollns to

B

4probably the factor whlch p?bm ]

;style and form. The complex1ty‘of 1ts cont and

.‘/ -

‘"prov1de acconclushbn. No correcthns appear in %he score,"
‘perhaps reflectlng the 51mp1e nature of the plece. The'

',arla s unusually shortotext of oely four llnes°’ was ‘

“thls unsophlstlcated

™)
S

Andronlco = status as a m1nordcharacter way also have bEen

ontrlbutlng factors. _ ' '. L

The second of the two blnary arlas in Act II, Scene 8
zad .

is Arianna's "Ma dUbblOSO l'amor mio" (F major, 3/8 time) \

which closes the scene. Its text is actually only the second

™

P
half of the aria text‘*which occurs in the 1ibrettovat this
]

p01nt. The first half is set as a short.arioso with

three part strlng accompanlment (v1ollns and violas). The.

reason for th1§ departure from da apo form may be dlscerned

. r-,f~-w- e e T O Y
J‘Notated“‘mth one flat in the key 51gnature. G minor and c

minor are sometimes indicated by modal key signatures and at .

.other times by modern 51gnatures.

*’Normally aria texts in this opera con51st of from six to
ten lines. : - © T :

Dy
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&



1mmed1ately from the text. The preceding'recitative

expresses Arlanna s fears for ‘the- safety of her husband and

the torment felt by a soul apart from 1ts love. The first

‘half of the ar1a text seems somewhat 1nappropr1ate to this

L

situation w1th 1ts 1mages of vgarrulous lLttle blrds and
the "friendly breeze." This¥ is Set as a llghthearted

tuneful arlosqﬁyhlch modulates from R major toJC ma#or. The

v N RE

secondjhalf of the text returns to sentlments more -
w.» R . o N 2
3 approprlate to tﬁerscene and ‘is set as a 51mple b1nary arla

EAN PR ,9‘;‘ e o, RN ))

) with again a very thln textune. The two parts are - markqd ‘J‘

. a. parte plano and Cembail SOll. Agaln the

nlc, and tonal structhre of the plece 1s very
\a, ‘» ”$ .

ward The understated style aﬁd sonor1ty of thlS

. v V -

p1ece3prov1de an effectlve and sen51t;ve reallzatlon of the .

\‘/

; upaln and sorrow expressed'here by Ar1anna.7It also prov1des

a means of av01d1ng a return to the sentlments of the first

halg of the text. . e e e ggggr;;*
. ] i | ST o a o
- Vital&ano's’aria, "All‘ armi, o) guerrieri, (Act I,

. :w;st.

Scene 12) is the first of the through composed arias.’*' This

short, martial Allegro in D major is accompanled by two
trumpets, two‘oboes; tympani, and the usual four-part -
strIngs. After an openlng ‘ten-bar orchestral sectlon 1an o
tonic, the first vocal seotlon (elght measures) modulates td

the domlnant. It is accompanled prlmarlly by basso contlnuo

w1th an occa51onal fanfare-like - 1nter]ect1on by the

. orchestra. A two bar orchestral section in the domlnant

3 *Handel does not use gg-capo'fbrm for this aria either.

-

IS e .
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" ,' ‘ ' "‘uzh - v - - ’ ' Chae

' leads to“the second vocal part (with a different text,
eleven measures) in the tonic Which ends with a short

reference back to the opening text and motive. In this

“"l}‘

sect1on the orchestra provides a simple- chordal

Ao

\gpcompanlment, The aria ends with a two bar r1tohﬂpllo 1n7
‘t;;ic. ThiSvpiece is very diatonic, using simple triadic and
- scalar motives. %hese feétures aiong with the-slow harmonic .
rhythm. are in keep1u§ w1th its fanfare like nature.

- Ag*mentloned above, all of the ar1a texts in thls opera
are followed by F_ capo marklngs in the libretto. Normally
they are also followed by an “indication to. ex1t. ThlS is not

‘the case here, however, and may acgount in part for the

yy
: b

av01dance of 'da capo “form 51ncff'.fi\form usually 51gnalled

‘the character's exit. Vitaliano™“#l vfns on stage and in fact
sings a full-scale da capo aria. at'tﬁe*end of the scene.
0

\J\m"
Another unusual feature of the text, 1s ‘that 1nstead of

'spllttlng neatly in half as 1s the normal procedure, “All'

arm1, o guerr1er1 divides 1nto-two sections of two and four- -

‘lines respect1vely Thls results 1n a more loosely

S

structured through-composed form rather‘than stralghtforward

.blnary

-

~ The second\throg%%~composed aria,- Anasta51o s "Vérdl
‘laurl, c1ngetem1 11 érlne, occurs - ~-in Act II, Scene 9. It is
‘an Allegro in C\éajor (2/4 tlme) wh1ch is accompanled by

s/és well és the orchestral core of

'trumpets and ob
fourfpart strings.‘Its fanfare—like quallty, formaf and
tonal structure and motivic material are very similar to

.. . . | o
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those'o%J"All' armi, o0 guerrieri."” Again no parte indication
follows the aria text; Anastasio stays to participate in the
‘recitative which follows this aria. This feature, along with

o ' a )
the short four-line text, again results in a non da capo
‘ #

form. »V‘“} ' ‘_:63 :_- .
The third through—composed aria in Gi&stiho is '

Arianna's "Dalle gioie del core" (Act iI Scene 12); This
rathe strangely structured aria is an Allegro in g minor
(2/4 tlime) accompanied by four-part strings. It opens with
-an orchestral section‘(mm;'1—15).marked."Senza repliche"

whlch modulates to the relatlve majog. A Lombardlc rhythm of

tho thlrty second notes and a dotted eighth domlnates thlS

r
-

sectron@ Four vocal sections of fifteen, seven, seventeen
. an%gtwenty one measures each follow thlS 1ntroductlon. The

first three sectlons are marked w1th repeats. All four are

v accompanled by three- part strlngs with violas functlonlng as\

the bass. Theyflrst voca%/igctlon is identical to the

Q- , -

orchestral introduction (except for scorlng) The second is
t'"

2]
in ¢ m1nor (subdomlnant) and makes no use of ‘the’ Lombard

f1gure. Vocal sectlon three ig in the domlnant (d m1nor),

the Lombard élgure”reappears near its close. The fourth

st R ' . . .
- ? . -

»#zsection returns to tonic after passi g throuéh subdominant,
mediantf t dominant tonalities. Itsrmateglal is more
.clearly d;%fved from the open1ng sectlon and 1ncludes more
use of theﬂLombard flgure. The orchestral-conclus%on whlch
returns to tonic and four part str1ngs,~opens w1th the same'

material as the 1ntroductlon. This extended strupture -
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results from a very long: text (thlrteen llnes) whlch was -

probablngﬁt br1g1na11y 1ntended to be set asﬂv In

a3
addltlﬂﬁﬁ%ﬁ its extreme length the text -is not followed by-

a da apo indication. and is not indented in the libretto as

far as are all the other aria texts in the opera.

L
9

K. Duets

Ensefibles occuf quite infrequently in Vivaldi's
. | .
dramatic works (normally one per opera)®’ as they do in the

works of *his contemporaries:'In the later operas they take

on greater importance as they are often used for olimactiq

effect at the end of an act.*® Giustino contaihs two duets,

t

'both fqor Arianna and Anastasio. Negihther, hov§ has the

N
'vcllmactlc functlon of the ensemblééf&hgloyed @wthe later

-9 E
operas. The first duet, "Mio bel teé%‘t‘@kv (T major, 2/4
tlme) occurs in Act II, Scene 4 where Arlanna and’ Anasta51o
are re301c1ng in her rescue from the -sea monster. This duet

is in a simple blnary form (thlrty two measures in length)

Jin whlch the two volces are doubled by violins and

—

.accompamled by basso continuo (doubled by vig?ag)é’fﬂe O

~

textureflsralmost completely homophonlcﬂr1th the’ v01ces {

mov1ng predomznately in thirds. There is one short (three

_ measures) 1m1tat1ve sectlfn in the second half. The phrasing

s TR “ )
'1s a mixture of regular a Qﬁlrregular lengths. A four— RN
,A,,
“measure or al section serves as ‘a conclu51on.

‘e

,% L -
o

*

:

3°Cross, Late\Opegas of V1va1d1, p. 140.
‘°1bid., p. 78. : . .
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The’égébﬁﬁegnet occurs in the third act (érene 10)
after Giustino &nd his brothers have rescued tHe members of

ith}e imperial court from Amantlo "In bracc1o ‘a te la calma
(A major, 3/8 tlme) is a more soph1st1cated number. than the
first duet.and is set in da capo. form. The vocal parts still
move 1in thirds’much of the time but there are several.
sections ot imitation or other ihteraction between the
parts. The vocal sect1ons.are generally accompanied . by basso.

Tmcont1nuo only except for short orchestral 1nter3ectrons at
the ends of phrases. The b.c. line rs 51lent, howeverW for

the final two phrases of the second vocal paragrééhgﬁhere

. “the bass part is. given to the violins.

R o : » ce .
B e e .
T Y . . - 3 yial e
gl . ~ g
.

, L. Choruses v

5 T ,
.@ : Unlike'the ensemble, the chorus is“Usuallylmore'

KQSUbstantlal (often 1n da apo form) and occurs more
¥,

frequently in V1vald1 s early operas. The late works .cong

an average of two choruses per: opera but these aredusually

i

short, s1mple blnary movements. “Glustlno contains two-

- R Q o »

.choruses which are perhaps more’ closely related to those of

. the earlx operas because of thelr complex form and C _ /)

a

QBSubstantlal proportlons. S

a

Tha flrst chorus, "V1qa Augﬁsto eterno Impero
- . hu __‘ ‘{i& ‘;
'(Allegro, A magor, 3/8 time) is the openlng number-of'the<

'opera. It is actually more llke an’ ar1a than a chorus since

.;t-con51sts of two solo sectlons (sung by Arlanna); each of

o

“'1bid., pp. 78-9 and 143.
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which is followed by a choral phrase,,which repeats the final

line of text. The movement opens with an orchestral .
v

introduction wh1ch presents the two main themes of the

|

piece. Each of the.solo sections uses one of these themes as
well as new ideas. The choral sections both use the second
theme from the introduction and are almost identical. Both

i v
usé unison scor1ng to enhance the powerful majest1c.‘
latmosphere which surrounds the coronation of an emperor.
Following a dry rec1tat1ve for Anastas1o, thisg chorus recurs

@

with the'neﬁ text "Viva'Arianna é il-suo bel ‘core” (solos

" now sung by Anasta51o) The‘opening ritornellovhas béen;

ilf'

shortened but otherw1se the chorus is- unchanged
R _
The second chorus in Il Glustlno, “Doppl $mnemb1 e le

.kprocelle," (C magor 3/4 time), "is the final number of the'”

.a
opera. This is a remarkable movement for several reasons- it

is one of the most substantlal choruses in Vivaldi's entlte
l

operatlc output and- 1t contalns a great deal. more . \
. < ‘{} ‘
contrapuntal interest than most.‘z This chorus most . llkely

or1glnated in another V1vald1 opera, La Verlta 1n c1mento‘

(1720). In fact 1ts score was probably ]ust l1fted from

- “-

that of Verlta .and 1nserted 1nto the manuscrlpt of G1u$t1noh'
51nce it is m1551ng from thle earller opera.and 1ts textLlsr.,
iund in thecllbretto of Verlta rather than in thatAofi~
' "no (the second. 11ne rs dlfferent) 43 M1chael Talbot o
" has stated -that the elaborate settlng "of thlS chorus may
have been prpmpted by the 1mportant choral tradltlon of

“i1bid., p. 79. L e

"Ryom, Les manuscrlts de V1vald1, p. 115
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opera in Rome.** while thls theory 1s invalidated by the

chorus' origin in Ver1ta (wrltten for Ven1ce) ‘the Roman

» h

choral tradltlon may certalnly have prompted its reuse.

4 .
)

"Doppo i nemb1 s constructed over elght repetltlons
of a ground bass (plus a four-measure coda) which was
apparently one of V1vald1 s favourltes" (Example 24) ts
first presentatlon underlles an orchestral- 1ntgoductlon- ‘the
second is ba51cally a repeat of tzr',fust w1th the sopranos

? (doupled by*second&ﬁ}olln) taklng over the melody ‘The next
four repetltlons of the bass ‘are 1n an essentlally four part
R —

'texture@%each of the upper three vo$ces be1ng double by~an'

oy

forches??al part. ‘The bass part 1s an elaboratlon of th@

_ground bass belng played by the ba551. Thlsvsectzon is qu1te“_;;(

e Y TP

\7contrapuntal fnumber of dlfferent motlves are ‘used (many

edated to»the open1ng theme) and- passed ‘romW'Q
Jf -

one\v01ce fo anotheg$ Some chromatlé*sm has been added to -
. . I ’:1/‘ n" . i N . . * '\i}l i
the seventh repetltlon over whlch a c mlnor ‘solo section»for

-+ i Q

}bEIHQ cioselyL-

-Arlaﬁna and Glustgno has been bu1lt The bassowcontlnuo 1sf

’_n thls sectlon wlth the ground bass bexng played by

-l 5y ‘.r strings. The e1 pth repetltlon and coda return to; “F “
’, ‘%; N 5‘5 .

C major and the motlves and texture of the prev1ous sectlon

LT . -,i,A‘ N " " . .( A i A. . f . _’?; e ?v. . .. Cu
k . ;-:‘T SN ,,,‘ .,‘;' L . ) ‘ lyl ) ‘
M Sxmple Recatatlve 'y#;?”ff‘ R U
R ' .o P
. . As is customary in opera of thlS perlod V1vald1 has . %
£ - - Wy S &

set most of the dlaldgue fromiziustlno s l1brettd in 51mple

B “; . 2, " ,
v rec1tat1ve. The style of thls music 1s for the. most part ;///ﬂ

-

+syivaldi ‘(BBC), p 81. e )
"sIbla\. K ‘ n ."3 '*'ll' . \' ‘ ‘c

D : oo
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very 51m11ar to that of his contemporarles and includes’ the

\

use of many standard melod1c and harmonlc formulas. W1th1n°

the limits of this conventlonal style, however, V1vald1 has

o

» wr§tten some very effept

-
% rec1tat1ves. o,

<

entatlve example'ls the_recitative} °

o )

‘,\'[ An excellent,,repigg

in Act.T, Scene 13 (for @ complete transcr1pt1on oﬁ_thls ‘ ¢

L

example,.see Appendlx 3)“ whlch follows V1tallano s ar1a
. R )

"All Arml, 0 Guerr1er1,ﬁ this character S flrst appearance

! )

in the score.“It op@ns wlth Polldarte s announeement of

Anasta51o s rejectlon of the peace terms and of the capture

of Aruanna. H1s calm,qdetached reo\tat on of the facts 1s

mlrrored by the mus1c whlch opens in D{major.,It remalns 1n

. -
1\

f'the ma]or'mode, proceedrng through G,_C, and B- flat ma]or.
R L 'f SR v SR A
7 - W f . .

“Many dlscrepanc1es ex1st bEtWeen the llbretto‘ﬁnd the4text g
in the score, in'particuiar with, regard to punctgatlon.pAn .
attempt _has- been made to produce a defiditive version of - whe~,
‘text ip this and the following’ examples, In general, ‘the . . .
punctuatlon derives’ from,the: Yibretto since it is mo tly I
missing’in. the score.kSpelllng has been checked in th e
cases where it‘ appears que§t10nable and the cofrect vers1on
%'_15 provided. Where two d1fﬁerent words have -béen—used, bot§
- are prov1dedlw1th the text%from the libretto. appear1ng 1n.r"/
° brackets since the change oftem appears to be the consc1ous
~ choice™ of the composer. o
R The realization: prov1ded for the bassd contlnuo llne of
“the recitative examples is intended only as an 1nd1catlon of
the harmonic structure, not as a representatlon of how it
would actUally be performed T : i

‘ b./,. . o
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Theovocal line moves in predominantly conjunct motion within
a fairly nartow range and with occasional small skips of a

th{rd or fourth, and a great mény‘repéatéd notes. In .
accordance;with cohﬁemporary pféctice, many‘éf the thirasf

would havéﬂbeen filled in, producing an ‘even smoother line.

_This line is notated mostly in eighth notes with occasional

4

vgixieen;h and quarter notes. Dotted rhythms do not normally
appear. Thé phrasing ;s very irregular and is set off by
frequent rests. The bass part moves slowly in half and whole
notes, often tied, its rangé encompassing only a diminished
fifth. Chord changes nQrmally take plaée on the_penultimafe
syllable of phrases.

Thisfegample also illustrates the basic harmonic
vocabulary of Giustino's recitative. It consists of roofland
first inversioh triads and freqUent'domihanF and égcondafy
dominant sevenths.'Diminiéﬁed seventh chofds afé reserved
for the mdre tense moments. The harmonic rhythm is—gquite
irregular, generally becominé”a bit faster duriné the more
dramatic scenes. Strong interior cadencés bcqur over two
gquarter notes in the bass thus briefly at least doubliﬁg fhec
rate of éhorz ;hange. Chromatically alte;edtnotesxreflect
_the almbst constant sense of modulation. The keys explored
in the course of these modulations (which usually move
through the circle Qf,fifths@ exténd to.fpur,sha;ps‘a;d four

flats. Keys with up to two flats or sharps are used quite

. ; M . » - .
~ commonly, those with three a -little less commonly,: while

those keys with four-sharps or flats occur infrequently.



(. ' )

They are normally reserved for extremely stres@ful/of

sorrowful sitﬁa£ions."

The section described above contains many -of the comﬁon .
features of'recitatiVe-style at this time. The remainder of
this recitativé illustfaﬁes several of ;he ways Vivaldi
modified this basic style in bfder to reflect or portray a
dramatic event or specific woras or phtaégs'in the text.,As |
Polidarte tells\of his capture of Arianné the recitative
moves direétly from £he tonic of B-flat major to the third
inversion of the dominant seventh of d minor {(mm. 7-8). '
Aftgr a resoihtéon tq D major, it modulates to a minor. The
word "Vitaliéno" ié set off with a leap of an augmented
fourth.,in the vocal part (A to D-sharp), signalling a
moduiafion'to ;nd cadence in e minor. The outliniﬁg of the
aﬁgméntéd fourth from the fourth to seventh scale degrees in
minor keys is used frequently by Vivaldi in both the voice
and bass lines to point out specific words in the text and
‘to effect modulations. Vitaliégb's agitated reaction (mm.
'13—i7)_to Poliéarte's revelations provides.exahples of both
of the two most common settings for quéstions. His opening
phrase, "Amor! Cieli! Che miro?" (Ldgve! H®avens! What am‘I
looking at?) is set over  a Phrygianjcadence in b minor. The
ending of'the~melodic line moves down a minor second (from
tonic to leading tone) and then up a'ﬁinor_third (from

leading tone to supertonic). This melodic and harmonic

formula is used for approximately thirty percent of the

‘?’According to Cross (Late Operas of Vivald&T\p. 88), this
procedure is also followed in Vivaldi's later Qperas.
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\ .

' questioné in Giustino's recitatives. Following the

resolution of the dominant chord of this Phrygian cadence to
tonic (b minor), the music modulates abruptly to g minor (m. .
15), aptiy p;pjecting Vitaliano's disturbed state of mind.
His final phrase of this section, another question,~is an
example of the oﬁhe: common gquestion Forﬁula which again\
uses the Phrygian cadéhcg, In this case the.melody“moves
down a perfect fourth (supdominant to tonic) and then up F. 3
mpjor sécondb(tonic to supertonic). This tYpe of settihg is

used for about thirty-five percent of the questions in the

opera.

&
)

Arianna's first statement‘in this diaiogue (mm..17-21)
"moves .irectly into ¢ minor and sets the tone for her solid
stance tbroughout thﬁs scene and the néxt in opposition to
Vitaliano's advances. The finality of her dropping fourth

%
cadence is reinforced by preceding it with a diminished
fifth (from subdominant to leading tone), a common procedure
of the pe:iqd.‘;”Final phrases in Giustino normally cadence
.with quartef notes ffom dominant to tonic in the bass. The

vocal line either falls a fourth (with the appropriate

appogiatura) from tonic‘to‘dominant, as is the case here, or
falls a‘third from mediant to tonic,(fillpd.in with
éupertonic). -‘ R
The next section for Vitaliano returns briefly to the
"~ major mode (B-flat) before plunging abruptly into a minor by

way of a progression involving a cross-relation (mm. 23-4).

‘**Downes, "Secco-Recitative in Early-Classical Opera," p.
62. ' )

<

c
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Another cross-relation occurs betweeﬁ_measures 25 and 26 as
a byproduct of the modulation from a minor to b minor. |
Vivaldi uses this startling procedure numerous times
throughout the opera. whenever extremely tense dramatic
conflicts are 1nvolved The bass line in: this sectlon also
:

refldcts the increase in tension and includes progressions
from B-flat t& G-sharp (mm. 23 4) and from D down to E-sharp
(mm. 26-7), lgklaugmented fourth is again outlined in the ~
voice (to13mpha51ze "Mondo, " werld) but does not in this
case involve a moduietion. |

Arianna's next section of dialogue oéens in c-sharp
minor and involves the use of diminished seventh chords.
Diminished and augmented intervale‘in the voice part are
again used for, expressive purposes, the most striking
example being the setting ef "caro mio Sposo aderato" (My
dear beloﬁed husband, m. 38). Viteliano's next question (mm.
41;2) is.not set in the usual Phr?bian formula but stiil
involves upward metion at its end as do all but three of the
questions ie the score. He continues to coax and eajole, his
importuhe‘assaults on Arianna's virtue finally‘mo&ing to C
mejqr and provoking an extended reaction (Beginning in e _

minor) from the beleaguered lady. This section begins at

measure 50 and is distinguished by a change in the senority.

The bass is marked Viol: e Viole con le Bassi and now
consists of one or two guarter notes per bar. The wide
spacing of these notes ensures Ehat the additional

instruments will not impede the singer’'s speed of delivery.
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Arianna's indignant anger is well expressed by constant
modulapion,.a.gengrally high tessitura, gnd a wider rahge
than nérmal. After an abrupt modulation-from b minor to g
minor in measure 53, the muSiclmoves up through4a, b, and
c-sharp minors, bﬁilding in tension; Tbere‘isua slight
'relaxqtion in the move down to f-sharp minor\fdr the text:
"la mia costgnza, la mia virtﬁﬂ (my constancy, my virtue).
As she speaks ain of-vitaliano (Yfellone5 [traitor],
"rubel" Lrebel]ivetc.) the vocal line becomes jégggd and
wide in range. The fragmentéry line "Lgcci, éeppi, tormehti,
ingiuiie, e,morté" (Binds, shackles, torments, insults, and
death) is set in an insistent, rising pattern (over four
insistent guarter notes in the bass) on the dominant seventh
of b minor.\Dimihished intervals in.the line also serve to
build tension. The last few measures of her tirade "fall"
down from b minor through a, d, and g minors. The finality
of her final phrase of "Eternal hatred" and "immortal scdrnf
("Eterno 1'odio, ed immortal lo sdegno”) is emphasized by
preceding the vocal cadence with a diminished fifth.

The.fecitative now tontinues with a section of close:
dialogué between Arianna and Vitaliano which mers back from
c minor towards the sharp keys. Arianna's final statement in
thé scene again asserts her steadfast lofalty to her husband-
and cadences in E major. Vitaliano'initiaIly reacts with
despair and anger but hope returns and he decides to give

Arianna time to think the situation over. The music moves

back through the circle of fifths to F major. After an

-

!
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' éxteﬁded melisma-on "solcar" (sail), the recitative cadences
in breparation for Vitaliano's aria in B—flaf“méjor, "Vanne
si, superbgirpé:“
The scé;e”described above illustrates many ©f the
spécial procedures and devices emploifd by Vivaléi in~hds N
recitatibes bu; there are several others which should be.
>

..mentioned. Most important of these is the chromatic: bass,
both in ascending and descencing forms. Act II, Scene 12//“~
(Example 25) another confrontation between Arianna and ’
Vitaliaho, this time, however, with Vitaliano in chains,
contains exaﬁples‘df botﬂvthese forms,‘dne right aftef
another. The descending type, which occurs first, is less
common and in Vivaldi's music usually accompahies texts of
~sorrow and musing'(as here).*’.The vocal line consisﬁs of
several short phrases, most of which begin on a highvndter
and then descend. Afianna’s agitgfed answer does ¢just the
opposite: most of the phrases rise, buildihgvin tension over
an ascending chromatic bass. N h

| A wonderful exampie of an effect pgpducéd by
sidestepping an expected musical eVent;occurs in Act 11,
Scene 12 (Example 26). Anastasio is suspicious of Arianna's
concerﬁ and admiration for Giustino, a suspicion faised and
fpmented by Amantio. During the course of the.scene the two
make several adides to one another on the subject, unknown

to Arianna. Anastasio's last aside follows one by Amantio

which modulates from G major, to D major and ends with the

*’Cross, Late Operaslgg‘vivaldi, p. 88.
R
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EX. 25. ACT II, SCENE 11, MM. 30-47.
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EX. 26. ACT 1I, SCENE 12, MM. 28-37.
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familia; dropping fourth cadehtial formula in the voice. The
bass proceeds from a halflnote G (subdominant harmony) to
quartér-note A. Instead of the e#pécted résolufion to D, the
bass falls from A to D-sharp and Anastasio's admonition to
himself, "Taci gelosoc cor” (Quiet jealous heart), is made
over the diminished seventh of e minor. This chord then
resolves normally. Anastasio's dialogue with Arianna is 0
picked up over a ¢ major triad which resolves in F major.'* '3
These two\sectjons in the major modé framing the’ small
outburst of e minor’vivi depicts the two aifferent plgnes
existing in the drama atdti}E point. | '
Deceptlve resolutlons are rare in Giustino's recitative
but one does. occur in Scene 6 of Act III where Giustino is
lamenting his fate (Example 27). Even ‘here, however, it is
not a clear cadence but leads into a guestion. The dominant
seventh of C majér resolves ts the second in;ersion of vi -
which also functions és first inversion iv in‘e minor, the
firsﬁ half of a R;;ygién cadence in that kggtnAnothér rare
précedure used in this scene is that of'simulta ;;us dry
recitative. This device was a specialty of éqventeenth-
century Venefian opera and became used less and less |
frequently because of t%e move away from Barogue stylization
ggﬁé?ds a more "natural," improvisatory styie of
recitative.®°® After thé revelation of Giustino's ancesﬁry by
é vqice emanating from inside’the tomb of Vita.iano's
father, the three brothers (Giuétino,'vitaliano, and

¢

s°g.0.D. Downes, "Secco Recitative in Eérly Classical
Opera," p. 58.
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EX. 27. ACT 1II, SCENE 6, MM. 6-7.
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’Ahdfoni@o) make a pact to rescue Anastasio, from the clutches
of the traitor Amantio. The scene ends with their battle
cry: "Alle vendette alle Vittorie,'all'armi" (To revenge,
to v1ctory, to arms' Example 28). “

- Another technique exploited for dramatlc purposes by

- Vivaldi is the use of unusual ranges. As already described

above, a wider than normal range in the vocal line is often

used to express anger or fear and to build tension. In Act

P
e

II, Scene 10, Vivaidi uses an unusually 1SW'range in the
accompanying bass bart to underline the atﬁospherelof fear
and suspicion‘(Exgﬁple 29). Here Amantio is‘sugges;ing to
Anastasip that Giustino's successes may induce him to seek
'the throne himself. The section in question begins wiﬁh‘a
leap from C d”wn to D4sharp in thebbass (under the word
"temo, " afraih). This resolves to E which is then sustained

‘for two measures.



EX. 28. ACT III, SCENE 6, MM. 85-7.
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The final measures of this example also contain.one of
the more common procedures 'in Giustino's recitative, the:

;

resolgtion of the third inversion of a dominant seventh
chord (or secondary seventh) to root position,,tonic?.“{rhis~
eXCeptional resolution'was a common‘harmonic'formnla in |
recitative at thlS t1me“ and occurs frequently thrOUghOLc.
thls opera. Another example appears in the second ‘scene of
Act II in which Arlanna asserts her f1de11ty to her husband
for ‘the f1nal t1me before being abondoned to the sea monster
(Example 30). ThlS scene contalns several unusual harmonzc
progressions and cross-relations which are‘;xp101ted hoth o
| for their dramatic effect and for the unstudled \
1mprov1satory quality they impart which is so essentlal to
the recitative style of the period.

One ma]or difference may be observed in vivaldi' s.
procedures as compared to those of hlS contemporarles:' .
According to Michael F. 'Robinson, composers had begun to-
start recitatives w1th a consonant flrst 1nvers1on chord by
_the 1680 s, a procedure which became qulte common after ,
1700.** The purpose was to preserve some cont1nu1ty‘w1th the
preceding nnmber, thus producing a more contindous flow of —
music within each act. Vivaldi, however, does not employ

~
_this method in G1ust1no. In fact, every S1ngle gfc1tat1ve in

~

the opera beglns w1th a root p051t1on trlad V1vald1 s

f“concetn f continuity is 1nstead concentrated on the tonal
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EX. 30. ACT LI, SCENE 2, MM. 10-32.
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progression from one number to the nexf, an approggh which
certainly refutes Marcello's charges of inattentiog\to key
relationships (See Chapter 2, p. 15).

Basically, Vivaldi's method consists of the use ofka
starting chord common to the keys of both numbers. In the
case of closely?related tonalities the proqedure;is very
s{mple‘and usually involves a tonic or dominant chord. For
example, Act I, Scene 3 ends with an aria in F major. %he,
recitative which opens Scene 4 begins with an F-major triaa
(here"heard as tonic) which moves to a.B—%laé chord, thus
functioning as the dominant in B-flat major. The opposite

, _ .
procedure is followed a little-later on in Act I. Scene 10
ends in B-flat majég; Scene 11 begins with an F-majpr chord
(V in B-flat major) which now*functiohs as I in F major.
Variations of this method are also used for less closely
related tonalitieé. The opening d minor triad of Act II,
Scene 11lfunctions as iii‘in the key of the preceding scene
(B-flat majgf)vgnd as iv in the new key of a minor. 1® is
used here 5; a pivot and is followedvﬁmmediately by the |
dominant of -a minor. This séecific tonal relationship and
pivot‘(iii/iv) recurs at three other places in the opera..
Some form of common cﬁord isfempioyed twénty—fbfee times in
Giustino. N

Progressiqns between the sceﬁes or numbers®whose -
tonalities are a little more distantly related have for the

most part been facilitated by use of he method just4

described. There are a few places, however, where this is

e
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o , '
- not the case and'where the sudden shift of tonality appears
, e
to be related to events in the' plot. Scene 4 of Act I engg
with Giustino's ariaf "Bel riposo de' mo;Eali," in C majo:.
Scene 5 opens with ‘the Sinfo?ia in E major during which
Fortuna descends from the sky. It seems likely that the
shift in tonality here is rélated to the move from the
earthly to the unearthly in the drama. This is reinforced by
the move back to the imore "ordinary" key of D major afFer
Fortuna's exit. Eric Cross'éuggests that Vivaldi aiso uses
this type of tonal progression to underlineichanges in the
.set’f and this may accouht'in.part fbr its appearance here.
Several other instances seemhto be related to ‘changes
in character and mood. Act I, Scene 12 ends with an aria for
Andronico in C major in which he expressés his ler for
.\Leocasta. The next scene opens withlvitaliaﬁo's martial aria
"All' armi, & guerrieri” in D major. The SQdden shift in

p

,toﬁélity is appropriate to this total change of mood. Again
a changé’of set is involved, the action mbvigg from "camera"
to a vast plain outside of Constantinople. A similar
situation occurs in Scene 8 of Act II where the change of
key from A major to C major marks the cHange in mood from
Leocasta's cheerful a;ia which praises nature and'spfing/to
Arianna's troubled soliloguy iﬁ which she speaks of hery/
fears for the safety of her husband. An even mofe drastic

shift of tonality occurs between the last two scenes of the

opera, from B-flat major to A major. A major change of set

AN

s*Cross, Late Operas of Vivaldi, p. 84. R
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probably accounts, at least in part, for this progression.

The action moves from inside to an imposing edifice

v

representing the Temple of Fame which has been prepared for

the coronation of Giustino.

., In gengral, then, the progression of tonalities from
Es '}-' N - -

Y
\
A
\

\\ worked out. One or two other tendencjies in this fegard may

one number éﬁ the next appears to be ex;remeii/carefully

be discerned. First of all, the relationship between a

recitative and the aria it precedes is usually much closer

\
\

an? more ~fully treated than is its relationship with the
) : ) ' . .
"arla\COL ¢ number) it follows. Most commonly this
recitative cadences in the dominant key, major or minor, of

\\
the subsequent aria, or in the key of the submediant,

usqally the relative hinpr. Other common choices include Eﬁg/,
subdominant, supertonic, and medﬁant'(usually relative

major) tonalities. The tonal relationships ofvtheu
'gecitatives'toathélnumbers they follow includes a slidhtiy
—wider rénge of possibilities, some of thege being lgssk
:closely :elated tonalities. iThe most commonkchQices,

' however, are subdominant and dominant. These tonﬁi 

relationships are quite similar to those in Vivaldi's later

operas as described by Eric Cross.®®

*s1bid. SN
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‘

N. Accompanied Recitative
Vivaldi's Giustino contains two accompanied
recitatives, a fairly averége number for an opera of this
period. bperas in Naples during the 1720's generally
included one or two."®* :
The first of thése two recigatives occurs in Scéne 5 of
Act I for Fo:tuna,'immed%ately.fqllowing the Sinfonia in E
major. The style of its vocal line isithe same 'as that
employed in the simple recitatives in this opera. Its light
' chordal accompaniment is scored for'fqur—part strings (and
continuo) and consists of one or two quarﬁer notes per.bar.
Q, As in the recitative in Act I, Scene 13 (discussed above),
the wide spaéing.of.these notes would probably ensure that
the presencévof additional instrumentgfwould‘not
significéntly impede the :singer's speed‘of delivery. The use
of st;ing accompaniment here instead of continuo only was
probably motivdted by the presence of the supernatural, the
same factor which produced other special features in this.
scene. The element of the supernatural apbarently often
instigated the use of accompanied recitative in Vivaldi's
later operas as well.®’ ,
The second accompanied recitative ih Giustino occurs in
‘Act I;,lScene 3 in which Arianna has been chained to a rock
and left for the sea monster (Example 31). The scene opens
. with a section of simple recitative for Arianna in ¢ Qinor

1

(mm. 1-8) in which she pleads with the gods for help as the
s¢‘Robinson, Naples and Neapolitan Opera, p. 85.
s’Cross, Late Operas of Vivaldi, p. 90.
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monster moves closer and closer. The usual sustained notes
in the bass are replaced here byirepeated eighth notes
marked Violoncello solo piano and\Cembéli Arpeggio. Also

\

unusual is the use of a key signatpre (two flats). The vocal

style is arioso-like: more sustainéd and angulaf than‘in
most simplesrecitativé and making QEe of a wider range. A
'ieap down a diminished seventh and a rising sequence are
used to build tension. The final measﬁre_reverts to .
recitative style and precedes the‘finél dropp?ﬁg fourth with
the»cdnventipnal but‘effective diminiéhed fifth.
fhe next thirty-two»measureé of this scene alternate
two sections of ordinary dry recitative for Giustino with
f)/r‘two arioso-type sections in triple time for Arianna. The

remainder of the scene is set in dry rec1tat1ve.

Arianna's first arioso is in B-flat major, 3/8 time,

‘and is marked Violini con la parte pianissimo. It consists
of two parallgl four-bar phrases and ends on the dominant.
The vocal style is lyrical but very simple. The final three
bafs are repeated by an echo (without any instrumental |
accompaniment); the last two bars are then- repeated by
another echo. Her second arioso, a'direct appeal for help to

Giustino, is shorter (four measures) and mnre angular and

desperate in character. It is in ¢ minor a '+ again echoed
twice. Similar passages which differentiate scters by
their recitative occur in some of Vivaldi's .. r operas.?®

*+1bid., p. 91.
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MM. 1-42,

SCENE 3,

ACT 11,

31.
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O. Instrumental Numbers

Vivaldi's Giustino contains only two instrumental
numbers. the opening sinfonia,®’ and a sinfonia at the
beginning of Act I, Scene 5 where Fortuna descends from the.
sky in a machine. As mentioned earlier, the opening Sinfonia
is one of only a few that specifically indicate which opera
they belong to. It is 'in many ways typlcal of V1va1d1 s
twelve opera overtures which normally consist of three
- movements in the following plan 'a fast first movement
similar in structure to his ripieno concertos aﬁd often
exploiting brilliant violin figuration; a slower second
movement (usually an Andante in duple or commgﬁ time) in the
tonic minor; and a faster, dance—like movement which”is
usually quite short and often in triple meter.*® The first
an? thifd movements of Giustino's overture are the same as
those of the.ripieno concertos RV 117 and 111a. Its second
movement is also useé in the sinfonia to the serenata "La
Sena festeggiante” (RV 693).

'The first movement of this sinfonia has no tempo
marking in the score but is obviously fast, probably an
Allegro. Itlis in C major, common time, and is scored for
four-part strings (the violins are in unison much of the

time, however). The movement is in a typé of ritornello form

but the'ritornellb consists of ohly two ideas, -both of which

5'This sinfonia has been published in an edition by Ma551mo
Bruni (Milan: Carisch [c1959]).

‘°Cross, Late Operas of Vivaldi, pp. 55-6.

‘'Ryom, Verzeichnils der Werke Antonio Vivaldis (Klelne
Ausgabe. Copenhagen: Engstrom & Sodrlng, 1974), pp. 34 and
'124 -
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1

are present at each of its three recurrences. As is more
usuel in this-type of form, the ritorneilo is tonally stable
and recurs in dominant, submediant, and tonic tonalities.
The episodes are modulatory and contaiﬁ‘mueh use of
sequence. They also introduce new material. The'thematic
materials of the movement rely heavilf on seéles, repeated’
notes, ana various batterhs of violin‘figuretion. The entire
ritornello is constructed around a sixteenth—hote broken
octave tonic pedal (Example 32). / T '

The second movement of Giustino's opening sinfonia is
also very representative of its type. It is ah Andante (in

2/4 time for three-part strings) in the style'éf a pathetic

aria and is marked sempre tut;i piano. A long‘lyrical melody
unfolds in the violins making muchjuse of diminished |
intervals, wide leaps, and accentea non—harmonic_tonee.'The'
harmonic vocabulary ef the movement is eell-suited tofthis
pathetlc st%ﬁ‘. It inashudes French and German sixths and
con51derable use of secondary domlnants, diminished
sevenths, and modal 1nflect10ns, The structure of the
movemenl is‘very looie; several ideas are presented dﬁring'
its course. Two elements are used to retain‘some continuity:
1n51stent repeated notes and a figure from measure five
(Example 33) All of this is constructed over a |
repeated<note bass moving in censtant eighth notes. This |

bass part is marked violoncello senza cembalo. This prodﬁces

a truly independent wiola part which (although also moving
in constant eighths) fills in the harmonies and is not

\
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EX. 32. SINFONIA, 1st MOVEMENT, MM. 1-9.
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EX. 33. SINFONIA, 2ND MOVEMENT, MM. 1-6. \ ,, /
Andante. "
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attatﬁed to either Ehe violins or, bassi as is so common %n‘
Vivaldi's music. The final three-and-a-half measures were
crossed out in the score so that.the movement ends on. o
,dqminant harmony and moves directly int&\ghe ﬁhirqimdbgment.
" The final movement of this sinfonia is a simple‘ .
dance-like Allegro (3/8 time) for three-part stripés {nVC b
maﬁér. It is the shortest of the three movéments -
(twenty;gight measurés) and also the most'simp}ywqomstfuétea D
with regaﬁd'to'phfaée'structure,(each-ph:ase is fgpr bars:

, . ¥ Y~
long without exception), rhythm, form{binary), and harmony.

35
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The harmonig voéabulary‘of the piece‘is restricted to five
chords: "I, V (sometimes with a §eventg), v/v, 1V, and V/IV
in decreasing.order of frequency.

The 51nfon1a which opens Sdene 5 of Act I is marked "La
Fortuna in Machlna and “Istromentl in Scena."™ The libretto
contains the following stage directions: .

The, stage brightens with a cheerful symphony, and

Lo Fortuna descends, seated on the rotating wheel of a

majestic machine, accompanied by her Gen11 who

~ ¥=bring sceptres, crowns, and treasures. :
Thia short (fourteenymeasures), binary Allegro in E major
(Example 34) makes use of the first two ideas from the
comgoser s Concerto Op VIII No. 1, "La Primavera" (RV
269). The movement is very tightly constructed: the
immediate repetition of thewfirst phrase as well as three
other smaller repeated sectlons have been crossed out. Each
.of its two halves consists of one three- bar phrase and one
four-bar phrase (each of the latter is further divisible
into'twb—bar’segments). The first section enas on dominant;
the 'second passes <. mentially through A major (IV) and B
major (V) befor- the ...al phrase in tonrc. The two motives
used }a the openi |, section are used agaia; with some
variation'(rhe first is inverted), in the secobd section.
Harhqnicaliy the piece is very straightforward. The ﬁonality

of this sinfonia should be noted for two reasons. Firstly, E

major is the same key as that of the original "Primavera”

“?Al Suono 4’ allegra 51nfon1a [ 1llum1na la Scena, e scende
la Fortuna suU -maestosa Machina assisa sU la Ruota, che glra,a
accompagnato da' suoi Genii, che portano Scettri, Corone, e
Tesori. ‘ -



concerto. Secondly it is a rarely-used key in Vivaldi's
music and therefore its use here suggests the special,

supernatural nature of Fortuna.
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Chapter VI
Conglusions '
As might be expected from an opera originating in a

composer's middle period, Giustinb displays characteristics
of both Vivaldi's late and early operas, Most aspects of
melody,‘harmony, and rhythm remain gquite consistent
throughout his life and are used quite typically in this
work. Features of style ané structure which are reminiscent
of the early operas’include: a strong interést in orchestral
colour, the use of an exotic instrument” to produce a sense
of climax, the use of an instrumengal number (1. 5; only ohe

late opera, La fida ninfa, includes the use of instrumental

numbers other than the opening sinfonia), the substantial
content and pr&portions of the choruses, and the use of
duets at points of less dramatic significance than in the

later works.

Certain other characteristics appear to oe in a

.

transitional phase. Texture is generally thicker thaﬁ in the
earlier operas but two-and three-part writing-stili occur’
more commonly than in. the late works. Vivaldi has begun to
émploy accompanimental_figﬁres but these are still rather
unsophisticated and occur infrequently. Related to this is
the occasional appearance of a homophonic, non-thematic
ritornello. In fhese instances the orchestra is treated as
one large continuo inst;ument. Two rhythmic characteristics
which occur in this opera but which become much more common

in the later works are use of the Lombardic figure and the
N ,

: 3
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superimposing of different rhythmic patterns. Evidence of
.tﬁe developing galant style may perhaps be found in those
arias in Giustino which contain sectione of regular four:bar

- \
phrases. In general, however, Ehe phrase structure is very
irregqular and assymetrical. AnetherAtransitional feature is
the occesional use of a marked contrast'between the 'A' and'
'B' sections of a dé capo aria. |

Several other rocedures used in Giustino seem to be
quite similar to those employed in the late operas. fhese
include frequent use (25%) of ggvgggg'ritornellos which are
comprised of a selection of themes from the opening
ritornello, the frequent use of a bipertite structure for k
"B' which 1is identical to that used in the late works, ana
the pronoﬁnced imbalance of the 'A' and 'B' sections of the
da capo aria (with 'A' predominating). The latter is
frequently further emphaeized by the inélusion of a
coda-type appendage to the:seCOnd vocal paragraph which
usually consists of another statement of the text.

The stylistic and structurai characteristics listed
above are illustrative ;ot only-ef Vivaldi's development as
a composer,-but of conteﬁporafy trends in European music. |
‘While many features of the work are still strongly rooted-in
the Baroque (irregqular phrase etructure, spun—oug.melodies,
- a large number of minor-key arias), many others are
indicative of a move towards the pre-classical style. The
exceptional harmonic progressions, frequeht cross-relations,

[}

and small note values employed in Giustino's recitative
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impart an unstudied, improvisatory quality which is
indicative of the_move‘away from Barogue stylization towards
a more naturalistic approach. Other progressive features
‘include the strong tonal feeling, incfeased use of {
homophony, the'non—thematic bass-1line, and a greater
insistence on the preeminence of the vocal melody over other
musical and}dramatic elements.

Vivaldi's Il Giustino (1724) occupies an important
pésitioh in his dramatic oeuvre, in part because of these
traneitional characteristics, bet also since it represents
. his qnly-extant, complete operatic score frem the period
1721 to 1726. The work containS‘ﬁany_exciEing momeﬁts, both
musically and dramatically, but its revival appears
unlikely, partly because seventeenth—century dramatic
conventions are so alien to our own. There are also some
disappointing moments, some of which eeem to stem from

Vivaldi's less than careful attention to detail. It should

l\

be remembered that the circumstances of a performance 'in an
eighteenth-century theatre were very different from what is
customary today. Subtlety and peffectien of detail would
have been iost amongse the general commotion, Mest of
Giustino exhibits the originality, rhythmic drive, and
excitement -which have made Vivaldi's instrumental works so '
popelar. There are-also moments of sensitivity and pathos
~which are reminiscent of many of the slow movements in his
concertos. It is to be heped that some of these outstanding

moments will make their way into the concert repertoire. g
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Appendix 1: Original Vivaldi Operas

1. Ottone in villa (1713)
. Orlandd finto pazzo (1714)
La costanza trionfante (1716)
Arsilda regina di Ponto (1716)
L'incoronazione di Dario (1717)
Tieteberga (1717) ' ,
Armida al campo d'Egitto. (1718)
8. Scanderbeg (1718)
9. Teuzzone (1719)
10. Tito Manlio (1719)
11. La. Candace o siano Li veri amici (1720)
12. La verita in cimento (1720)
13. La Silvia (1721)
14. Ercole su'l Termodonte (1723)
15. I1 Giustino (1724)
16. L'inganno trionfante in amore (1725)
17. La fede tradita e vendicata (1726)
18. Dorilla in tempe (1726)
19, Farnace (1727)
- 20. Ipermestra (1727)
21. Siroe ré di Persia (1727)
22. Orlando furiocso (1727)
23. Rosilena ed Oronta (1728)
24. L'Atenaide (1729)
25. Argippo (1730) ~
26. Semiramide (1732) .
27. La fida ninfa (1732)
28. Montezuma (1733) ' .
29. L'Olimpiade (1734) - .
30. L'Adelaide (1735) -~ ' -
31. La Griselda (1735) L -
32. Aristide (1735) ~ o
33. Ginevra principessa di Scozia .(1736)
34. Catone in Utica (1737)
35. L'Oracolo in Messenia (1738) o
' 36. Feraspe (1739) "

1

2
3
4
5
6v
-4
8

"The following list is derived from Cross, Late Operas of
vivaldi, pp. 224-41. - 3 ,
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Appendix 2: Extant Vivaldi Scores

Extant Vivaldi Qperas‘

Ottone in villa (1713) Foa 37

orlando finto pazzo (1714) Giordano 38

Arsilda Regina di Ponto (1716) 2 versions in Foa 35
L' 1ncorona21one di. Dario (1717) Giordano ‘38

Teuzzone (1719) 2 copies: Foa 33 and BRD-B

Tito Manlio (1719) 2 copies: Giordano 39 and Foa 37 °
La verita in cimento (1720) Foa 33

Giustino (1724) Foa 34 .

Farnace (1727) 2 versions: Giordano 36 and Giordano 37
(only contains Acts I and II)

Orlando furioso (1727) Giordano 39

L'Atenaide (1729) Giordano 39

12. La fida ninfa (1732) Giordano 39

L'Olimpiade (1734) Foa 39

14, Griselda (1735) Foa 36

WOJOOTHE WN —
e o o & o e e e @

—
- O
.

w

Partly-Extant Vivaldi Operas

1. Armlda al campo d Egltto (1718) Foa 38 (Acts I and 11
only)
2. Catone in Utica (1737) Foa 38 (Acts II and III only)

Extant Pasticcios Arranged gz'Vival i

1. Orlando funioso (1714) Giordano 37 (Acts I agd II only)
2. La virtu trionfante dell'amore, e dell'odio, overo
I1 Tigrane (1724) Giordano 37 (Act II only: this is the
act by ' -
Vivaldi, I and 1II were composed by Micheli. and Romaldo.)
3. Dorilla in Tempe (1734) Foa 39 (Pasticcio based on 1728
original) .
4. 11 Bajazet (Tamerlano) (1735) Glordano 36
5. Rosmira (fedele) (1738) Foa 36

£
v

'The following lists are derived from Cross Late Oper..s of
Vlvaldl, pp. 224-41. . -
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Thervocal line moves in predominantly conjunct motion within
'a fairly harrow range and with occasional small skips of a

-

third or fourth, and a great many repeated notes. In

/

accbrdqnce with contemporary practice, many of the thirds
/ .
would -have been filled in, producing an ‘even smoother line..

.This line is notated mostly in eighth notes with occasional

>
[y

‘sixfifnth and quarter notes. Dotted rhythms do not normally
appear. Thé phrasigg is very irregular and is set off by
frequent‘rests. The bass part moves slowly in half and whole
notes, often tied, its rangé encompassing orly a diminished
fifth. Chord changes nérmally take plaée on the penultimafe
.

syllable of phrases.

This example also illustrates the basic harmonic
vocabulary of Giustino's recitative. It consists of roofvand
first inversioh triads and freqUent-domidant and sgcondafy

- _ .
. . W .
dominant sevenths. Diminished seventh chords are reserved

for the mdre tense moments. The harmonic rhythm is—quite 45 :
irregular,vgeneﬁaiiy becominé“a bit faster duriné the more
dramatic scenes. Strong interior cadences 6cqur over two
quarter notes in the bass thus briefly at least doubliﬁg fhea
rate of chord ;hange. Chromatically alte;ed‘notesnreflect
the almbgt constant sense of modulation. The keys explored
in the'cburse of these modulations (which usually move
through the circle 5fvfifths% extend to.four.sharps =-d four
flats. Keys with up to two flats or shafps are used quite

~ commonly, those with three a‘iittle less Eomménfy,fwhile

those keys with four-sharps or flats occur infrequently.
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They are normally reserved for extremely stres@ful’or

sorrowful situations.*’

The section described above contains many of the comﬁon
features of‘recitative—styie at this time. The remainder of
“this recitativé illustfates several of the ways Vivaldi
modified this basic style in order to reflect or portray a
dramatic event or specific words or phrases in the text .As_
Polidarte tells “of his capture of Arianna the recitative
moves dlrectly from the tonic of B- flat major to the third
inversion of the dominant seventh of d minor (mm. 7-8).
‘Aftar a resolhtion tq D major, it modulates to a minor. The

word "Vitaliano" is set off with a leap of an augmented

fourth,in the vocal part (A to D-sharp), signalling a

&

moduiationito and cadence in e minor. The outlining of the
aagmantad fourth from the fourth to seventh scale degrees in
minor teys is used frequently by V}valdi in both the voice
and bass lines to point out spacific wo{ds ih the text and
‘to effect modulations. Vitaliaab's agitated reaction (mm.
©13-17) to Poliéarte's revelations provides‘exahples of both
of the two most common settings for quastions. His opening
phrase,4"Amor! Cieli! Che miro?" (Ldv&l Heavens! What am r
looking at?) is set over a Phrygianfcadence in b minor. The
ending of'the;melodic line moves down a minor second (fram
tonic to‘leading tone) and then up a ainor third (from

leading tone to supertonic). This melodic and harmonic

formuld is used for approximately thirty percent of the

"Accordlng to Cross (Late QOperas of Vivaldi™\p. 88), this
procedure is also followed 1in V1vald1 s later peras.

s

’



90

\J

questions in Giustino's recitatives. Following the
resolution of the dominant. chord of this Phrygian cadence to
tonic (b minor), the musi¢ modulates abruptly to g minor (m.
15), aptly projecting Vitaliano's disturbed state of mind.
His final phrase of this section, another guestion, is an
example of the other common gquestinn formula which aéaln
uses the Phrygian cadence, In this case the melody’ moves
down a perfect fourth (supdominant to tonic) and thenigp a
4

majvr second (tonic to supertonic). This type of setting is
used for about thirty-five percent of the qguestions in the
opera. |

Arianna's first statementﬂin thig diaiogue (mm..17—21)
"mo.=s directly into ¢ minor and sets the tone for her solid
stance throughout this scene and the next in opposition to

.
Vitaliano's advances. The finality of her dropping fourth

\‘i
cadence is reinforced by preceding it with a diminished
fifth (from subdominant to leading tone), a common procedure
of the period.** Final phrases in Giustino normally cadence

with,quarter notes from dominant to tonic in the bass. The

vocal line either falls a fourth (with the appropriate

appogiatura) from tonic toudominant, as is the case here, or

falls a third from mediant to tonic, (fillkd.in with

supertonic).
. <

The next section for Vitaliano returns briefly to the

‘~major mode (B flat) before plunglng abruptly into a minor by

way of a progre551on 1nvolv1ng a cross-relation (mm. 23- 4)

‘**Downes, "Secco-Recitative in Early-Cla551cal Opera, p.
62. ‘ .
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Another cross-relation occurs beeween‘measures 25 and 26 as
a byproduct of the modulatfon from a minor to b minor. |
Vivaldi uses this startling procedure numerous times
throughout the opera whenever extremely tense dramatic
conflicts are 1nvolved The bass line in this sectlon also

J
refleécts the increase in tension and includes progressions
from B-flat to G-sharp (mm. 23 4) and from D down to E- sharp
(mm. 251‘&3 An. augmented fourth ps again outlined in the
'v01cevako emphasize "Mondo, " world) but does not in this
case involve a moduzation.

Arianna's next section of dialogue ooens in c-sharp
minor and.involves the use of diminished seventh chords.
Diminished and augmented intervale'in the voice part are
again used for,expressive purposes, the most striking
example being the setting of ;caro mio Sposa adorato" (My
dear beloved husband, m. 38). Viteliano's next question (mm.’
41;2L is not set in the usual Phr§§ian formula but stiil
involves upward motion at its end as do all but three of the
questions io.the score. He continues to coax and eajole, his
importuhe assaults on Arianna's virtue finally moving to C
mejor and provoking.an extended reaction (oeginning in e
minor) from the beleaguered lady. This section begins aﬁ

measure 50 and is distinguished by a change in the sonority.

The bass is marked Viol: e Viole con le Bassi and now

consists of one or two quarter notes per bar. The wide
spacing of these notes ensures Ehat the additional

instruments will not impede the singer's speed of delivery.
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Arianna's indignant anger is well expressed by constant
modulation,. a generally high tessitura, gnd a wider rahge
than normal. After an abrupt modulation from b minor to g

Is

minor in measure 53, the mus;c.moves up through a, b, and

c-sharp minors, building in ?ensioq;sfhere is a slight
re}axation'in the move down Lo f-sharp miﬁor for,ﬁhe text
"la mia costanza, la mia viFtﬁ" (my constancy, my virtue). .,
As she speéks again of Vitaiiano ("felione" [traitor], ‘
"rubel"” I:ebel],‘etc.) the vocal line becomes jégggd and
wide ;n range. The fragmentary line "Lacci, Ceppi, tormehti,

ingiurie, e morte™ (Binds, shackles, torments, insults, and

death) is set in an insistent, rising pattern (over four /
" i v
/

insistent guarter notes in the bass) on the dominant seventh /
of b minor. Dimihished intervals in the line also serve to ’/
build tension. The last few measures of her tirade "fall" /
down from b minor through a, d, and g minors. The finality/'
of her final phrase of "Eternal hatred" and "immortal scdrnf
_(“Eternobl'odio, ed immortal lo sdegno™) is emphasized by
preceding thé vocal cadence with a giminished fifth.

~

The.reqitative now continues with a section of close:‘ )
dialogué between Arianna and Vitaliano which mees back from

c minor towards the sharp keys. Xrianna's finai statement in
the scene again asserts her steadfast }ofalty to her husbgnd-'
and cadences in E major. Vitaljano”initiafly reacts with
despair and anger but hope returns and he decides to give

Arianna time to think the situation over. The music moves

back through the circle of fifths to F major. After an

-
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éxtended melisma-on "solcar" (sail), the recitativé‘cadences
in preparation &or Vipéliano‘s aria in B-flathméjof, "Vanne
si, supersgj va." -

Th; scené'descr;bed above illustrates many 6f the
spécial procedureé and devices.emplqifd by Vi;ald} iQ h{?
reciﬁatives‘but there are several ‘others which. should be
 mentioned. Most important of these is the chromatic:b;gs,
both in ascending and dés~endingbforms. Act iI, Scene 12//“*
(Example 25) another confroutation between Arianna and ’
Vitaliano, this time, hbtgver, with Vitaliano in chains,
contains examplesléf both .these forms, one right after
another. The descending type, which occurs first, is less
common and in Vivaldi's music usually aCcompahies texts of
~sorrow and musing.(as here).*’ The vocal liﬁe consists of
several short phrases, most of which begin on a high’ndter
and then descend. Afianna's agitgfed answer does °just the
opposite: most of the phrases rise, buildihg,in tension over
~an ascending chromatic bass. B | k

| A wonderful exampie of -an effect produced by
sidestepping an>expected musical event occurs inh Act II,
Scene 12 (Example 26). Anastasio is sugpiciOUS of Arianna's
cohcern and admiratjbn for Giustinp, a suspicion faiéed and
fpmented by Amantio. During'the course of the.scene the~t§b
make several asides to one anc:ther on. the subject, unknown

‘to Arianna. Anastasio's last aside follows one by Amantio

which modulates from G major, to D major and ends with the

;’Cross,'Late Operaslgg Vivaldi, p. 88.
' B
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famiiiar &ropping fourth cadential formula in the voice. The
bass‘proceeds from a halflnote G (subdominant harmqﬁy) to~
quartér-note A. Instead of ﬁhe”expected résolufion to D, the:
‘bass falls from/A to D-sharp and Anastasio's admonition to

- himself ~*f;;?/éelo cor” (Quiet jealous heart), is made

over the diminished seventh of e minor. This chord then L

’ .

L

u'“'¢

resolves normally. Anastasio's dlalogue with Arianna 153% :»« g

4

- e '\

picked up over a C major triad which resolves in F major.g }K

et

2

These two sectlons in the major mode framing-the small M
outburst of e minor v1v1dly depicts the two different planes
existing in the drama at this p01nt;.“;' ). ’ .
Deceptlve resolutlons are rare in Gluigzgo s recitative
but one does occur in Scene 6 of Act III where Giustino is
lamenting his fate (Example 27). Even here, however, it is
not a clear ¢adence but leads into a guestion. The dominant
seventh of C majér resolves ts the second in&ersion of vi -
-~ which also functions és first inversion iv inbe minor, the
firsf half of a Ehrygién cadence in that key. Another rare
précedure used in this scene is'thatbof'simultaneous dry ‘
‘recitative. This device was a specialty of quenteenth—
century Venefian opera and became used less and less
4frequently because of fbe move away from Baroque stylization
towards a more "natural," improvisatofy style of
recitative,*°® After tﬁé revelation of Giustino's ancesﬁry by
é vqice emanating from inside'the tomb of Vitaliano's

father, the three brothers (Giustino,'Vi;aliano, and

seg . 0.D. Downes, "Secco Recitative in Early Classical
Opera," p. 58. :
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EX. 27. ACT III, SCENE 6, MM. 6-7.

&/ustino _,V ‘ )

. p PR
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'Ahdfbniéo) make a pact.ﬁo rescue AnastaSio,ﬁrom the,clutchés
of the traitor Amantio. The scene ends with their battie_
cry: ”Allg vendette, alle Vittorie,'all'armi" (To revenge,
to §ictory,‘t§ a;ms; Example 28). H

j Another techniquée exploited for dramatic purposes by

-vivaldi' is the use of unusual ranges. As already described

above, a w1der than normal ‘range in the vocal line is often

used to express anger or fear and to bu1ld tension. In Act

II, Scene 10, Vivaldl uses an unusually lgw'range in the

accompanying bass part to underline the atﬁosphereiof fear

and suspicion.(Exgﬁple 29). Here Amantio isAsuggés;ing to

Anas;asio that Giustino's suécesseg may induce him to seek

the throne himself. The section in guestion begins with a

leap'from_C down to D4sharp in the‘bass (under the word

"temo," afraid). This resolves to E which is then sustained

‘for two measures.



EX. 28. ACT II1I, SCENE 6, MM. 85-7.
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The final measures of this example also contaln‘one of
the more common procedures in Giustino's rec1tat1ve,,the,'

resolutlon of the thlrd inversion of a domlnant sevenLn

)

chord (or secondary seventh) to root p051t10n tOﬂlC. Thls

exceptional resolution was a common harmonrc'fqrmula in

recitative at this time" and occurs freduentlY'EhrOUQhout

thlS opera. Another example appears 1n the second scene of A
Act II in which Arlanna asserts her fldellty to her hquand -
for the f1nal t1me before being abondoned to the sea monster |

(Example 30). ThlS scene contalns several unusual harmonzc

progressions and cross—relations-whlch are exp101teu both S

~
5

’for their dramatic effect and for the unstudied,
improvisatory quality they impart which is so essential to
the'recitative style of the period.®? | N

One major difference may be observed in V1vald1 s’ .
procedures as compared to those of hls\contemporarles.,
According to Michael F. Roblnson, composers had begun to
start recitatives with a consonant’firstlinversion chord by

.thev1680's] a procedure which became quite common'arrer

1700.** The purpose was to preserve some.continuity‘wich the

preceding number, thus producing a more continuous flow’ofe

music within each act. V1va1d1, ‘however, does not employ

— ~
thls method in Giustino. In fact, every 51n%}e rec1tat1ve in

-

B

the opera beglns with a root p051t10n tr1ad Vivaldi's
4,':"):
. bnce nvfor cont1nu1ty is 1nstead concentrated on the tonal

"Rdblnson, Nap}es and Neapoiltan Opera, p}'74.f
suppid., 74. : ,

_f21BYd., 744 P F .
R . "\
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EX. 30. ACT LI, SCENE 2, MM. 10-32.
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progression from one number to the nexf, an approsgh which
certainly refutes Marcello's chafges of inattentiogkto key
relationships (See Chapter 2, p. 15).

Basically, Vivaldi's method consists of the use of‘a
starting chord common to the keys of both numbers. In the
case of élo?ely related tonalities the proceaﬁreiis véry
sfmple‘and ﬁsually involves a tonic or dominant chord. For
example, Act I, Scene 3 ends with an aria in F hajor. &he, .
recitative which gpens Scene 4 begins with an F-major triad
(here heard as tonic) which moves to a\B—%laﬁ chord, thus
functioning as the dominant in B-flat major. The opposite e

_ . _
procedure 'is followed a little-later on in Act I. Scene 10
ends in B-flat majéf; Scene 11 begins with an F-maj?r chord
(v in B-flat major) which now»functiohs as I in F major.
Variations of this method are also used for less closely
related tonalities. The opening @ minor triad of Act-II,
Scene 11’functionsvas iii in the key of the preceding scene
(B-flat majgf) and as iv in the new key of a mino;. 1® s -
used here as a pivot énd is followedvimmediately by the |
dominant of a minor. Thi’s sﬁeci}ic tonal relatidnship and
pivot (iii/iv) recurs at three other places in the opera.
. : ;

Some fqrm of common chord isfempioyed twenty—fhreé times 1in
‘Giustino. i | ‘

Progressiqns between the sceAes or numberstwhose
tonalities are a little more distantly related have for the

most part been facilitated by usc of the method justv

described. There are a few places, however, where this is

[ e
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- not the case and.where the sudden shift of tonality appears
, .
to be related to events inthe plot. Scene 4 of Act I engg
with Giustino's aria, "Bel riposo de' mortali," in C major.
-~
Scene 5 opens with the Sinfonia in E major during which
Fortuna descends‘from,thé sky. It seems likely that the
shift in tonality here is related to the move from the
earthly to the unearthly in the drama. This ®s reinforced by
the move back to the:more "ordinary" key of D major afFer
Fortuna's exit. Eric Cross éuggests that Vivaldi aiso uses
this type of tonal progression to underline'changes in the
.set’f and this may account in part for its appearance here.
Several other instances seem~to be related to changes
in character and mood. Act I, Scene 12 ends with an aria for
Andronico in C major in which he expressés his ler for
‘\Leocasta. The next scene opens with Vitaliano's martial aria
"All' armi, & guerrieri” in D major. The sﬁdden shift in
'tohélity is appfopriate to this total qhange of mood. Again
a changé’of set is involved, the action mbving from "camera"
to a vast plain oﬁtside of Constantinople. A similar
situation occurs in Scene 8 éf Act II where the change of
key from A major to‘E major marks theichange in mood frdm
Leocasta's cheerful aria which praises nature and'spfing/fo
Arianna's troubled soliloguy in which she speaks of her,/
fears for the"sgfety of her husband. An even mofe drastic

shift of tonality occurs between the last two scenes of the

opera, from .B-flat major to A major. A major change of set
f\

s4Cross, Late Operas of Vivaldi, p. 84, .
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probably acéounts, at least in part, for this progression.
The action moves from inside to an imposing edifice
representing the Temple of Fame which has been prepared for
the coronation of Giustino. |

.o In gengyal; then, the prégression of tonali;ies<from
one number kg the next appears to be ex;feﬁeiy/earéfully

worked out. One or two other tendencies in this fega;d may

be discerned. First of all, the relationship between a

\\ recitative and the aria it precedes is usually much closer
\ .
\ : C . C
\ and - carefully treated than is its relationship with the
Narie >ther number) it follows. Most commonly this
A\

recitative cadences in the dbminant key, major or minor, of
the subsequent aria, or in the key of the submediant,
usqally the reiative hinor. Other common choices include EE;/}
subdominant, supertonicf and mediant-(usually relative

major) tonalities. The tonal relationships ofvtheb
'gecitatives to-thé numbers they follow includes a slightly

" wider rénge of possibilities, some of these being lgssk
:closely related tonalities. The most common ChQices,

" however, are subdominant and dominant. These tonéi

relationships are quite similar to those in Vivaldi's later

operas as described by Eric Cross.®®

**1bid. N
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N. Accompanied Recitative

Vivaldi's Giustino contains two accompanied
recitatives, a fairly average number for an opera of this f:
period. Operas in Naples during the 1720's generally
included one or two.®* )

The first of these two reciéatives occurs in Scene 5 of
Act 1 for Forﬁuna,'immed%atelyifollowing the Sinfonia in E
major. The style of its vocal line is the same as that
employed in the simple recitatives in this opera. Its light
chordal accompaniment is scored for fqur-part strings (and
continuo) and consists of one or two quarfer notes per‘bar.
‘As in the recitative'in Act I, Scene 13 (discussed above),
the wide spacing. of these notes would probably ensure that
the presencé.of additional instruments'would'not
significéntly impede the :singer's speed.of delivery. The use
of st;ing accompaniment here instead of continuo only was
probably motivated by the presence of the supernatural, the
same factor which produced other special features in this.
scene. The element of the supernatural apbarently often
instigated the use of accompanied recitative in Vivaldi's
later operas as well.®’ .

The second accompanied recitative iﬁ Giustino occurs in.
Act I;,-Scene 3 in which Arianna has been chained to a rock
and left for the sea monster (Exampie 31). The scene opens
. with a section of simple recitative for Arianna ﬁh ¢ minor

. -
(mm. 1-8) in which she pleads with the gods for help as the

- S¢Robinson, Naples and Neapolitan Oﬁera, p. 85.
’Cross, Late Operas of Vivaldi, p. 90.
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monster moves closer and closer. The usual sustained notes
in the bass are replaced here by\repeated eighth notes
marked Violoncello solo piano and\Cembali Arpeggio. Also

\
unusual is the use of a key'signaﬁpre (two flats). The vocal

style is arioso-like: more sustain%d and angulaf than in
most simple‘recitativé and makiﬁg u%e of a>Qider range. A
“leap down a diminished seventh and a rising sequence are
used to build tension. The final measﬁre reverts to
recitative style and precedes the.fin%l droppihg fourth with
the‘cdnventipnal but effective diminished fifth.

The next thirty-two measures of this scene alternate
two sections of ordinary dry récitative for Giustino.witﬂ

/f’two arioso-type sections in triple time for Arianna. The

remainder of the scene is set in dry recitafive.

Arianna's first arioso is in B-flat major, 3/8 time,

and is marked Violini con la parte pianissimo. It consists

of two parallgl four-bar phrases and ends on the dominant.
The vocal style is lyrical but very simé&e. The final three
vbafs are repeated by an echo (without any instrumental |
accompaniment); the last two bars are theh repeated by
another echp; Her second arioso, a direct appeal for help to

Giustino, is shorter (four measures) and more .angular and

desperate in character. It is in c min nd is again echoed
twice. Similar passages which differ:nt characters by
their recitative occur in some of Viva_d: —zter operas.®®

**Ibid., p. 91.
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MM. 1-42.

SCENE 3,

ACT I1I,
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O. Instrumental Numbers

Vivaldi's Giustino Fontains only two instrumental
numbers. the opening siffonia,*®’ and a sinfonia at the
beginning of Act I, Scene 5 where Fortuna descends from‘the
sky in a machine. As mentioned earlier, the’opening/sinfonia
is one of only a few that specifically indicate which opera
they belong to. It is in many ways typlcal of V1vald1 s
twelve opera overtures which normally consist of three
- movements in the following pl;n:fa fast first movement
similar in structure to his ripieno concertos aﬁd often
exploiting briiliant violin figuration; a slower second
movement (usually an Andante in duple or commgﬁ time) in the
tonic minor; and a faster, dance-like movement which, is
usually qu1te short and often in triple meter. ‘o The first
and th1rd movements of Giustino's overture are the same as
those of the ripieno concertos RV 111 and 111a. ILis second
movement is also useé in the sinfonia to the sereppta "La
Sena festeggiante” (RV 693).

-Thq first movement'of‘this sinfonia_has no tempo
ﬁarking in the score but is obviously fast, probablysan
Allegro. Itlis in C major, common time, and is scored
four-part strings (the violins are in unison much of the
time, however). The movemenﬁ is in a typé of ritornello form

but the‘ritornellb consists of ohly two ideas, -both of which

s*This sinfonia has been published in an edition by Massimo
Bruni (Milan: Carisch [c1959]).

‘°Cross, Late Operas of vivaldi, pp. 55-6.

‘'Ryom, Verzeichnils der Werke Antonio Vivaldis (Klelne
Ausgabe., Copenhagen: Engstrom & Sodrlng, 1974), pp. 34 and
“124,
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are present at each of its three recurrences. As is more
usual in this type of form, the ritornei;o is tonally stable
and recurs in déminant, submediant; and tonic tonalities.
The episodes are modulatory and contaih.muqh use of
sequence. They also introduce neﬁ material. The'thématic
‘materials of the moéément rely heavily'oh édéles, repeated’
notes, ana various patterhs of violin figuration. The entire~_~
ritornello is constructed around a sixteenth—hote broken
octave tonic pedal (Example 32). ’ R

‘The second movement of Giustino's opening sinfonia is
also very representative of its type. It is ah Andante (in
.2/4 time for three-part strings) in the stylgvéf a péthetic_

{

aria and is marked sempre tut;i piano. A long lyrical melody

unfolds in the violins making much}use of diminished
intervals, wide leaps,‘and accentea non—harmonic_tones.-The'
harmonic vocabulary of the movement is Qell-suited tofthis |
pathetlc st%t‘. It includes French and German sixths and
con51derable use of secondary domlnants, diminished
- sevenths, and modal-lnflectlons, The structure of the
movemenl isvvery lobse; several ideas are presented dﬁring'
!
its course. Two elements are used to retain’some continuity:
insistentl;epeatedlnoteé‘and‘a,figure from measure'five‘
(Exémple,33). All of this is constructed over a

repeated=note bass moving in constant eighth notes. This

bass part is marked violoncello senza cembalo. This produces

a truly independent wiola part which (although also moving
in constant eighths) fills in the harmonies and is not

i
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EX. 32. SINFONIA, 1st MOVEMENT, MM. 1-9.
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attached to either the violins or 'bassi as is so common in
. ; . . — SN

¢ o)
t ! vl
EX. '33.. SINFONIA, 2ND MOVEMENT, MM. 1-6.
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Vivaldi's music. The final three-and—~a-half measures were

crossed out in the score so that-the movement ends on ..

dominant harmony and moves directly intd\&he

third

[

movement.

The final movement of this sinfonia is & simple |

dance-like Allegro (3/8 time) for three-part‘striﬁgs in c .

major. It is the shortest of the three movements

(twenty-eight measures) and also the most'simglz,cohstEUCted

with regard to phfaée'structure,(each~ph:ase is four bars

~

———

, o & R
long without exception), rhythm, form~{binary), and harmony.

Cw
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The harmonié'vocabularyfof the piece is restricted to five
: \
chords: 1, V (somet imes with a seJénth), v/v, 1V, and V/IV
in decreaging order of frequency.
The sinfonia which opens Scene 5 of Act I is marked "La
fortuna in Machiﬁa" and "Istfoméhti in Sceha." The libretto

contains the following stage directions:

.The stage brightens with a cheerful symphony, and
‘Fortuna descends, seated on the rotating wheel of a

*° majestic machine, accompanied by her Gen11 who

br1ng sceptres, crowns, and treasures.*®
This short (fourteen measures) binary Allegro in E major
(Example 34) makes use of the first two ideas from the
comgoser s Concerto Op VIII, No. 1, "La Primavera" (RV
269). The movement is very tightly constructed: the
immediate repetition of théwfirst phrase as well as thrke

other smaller repeated sections have been crossed out. Each

a

,of 1its twélhalves consists of one three-bar phrase and one

1

four—bar‘phrase (each of the latter is further divisible
intb’twé—bar segments). The first section ends on dominant;
the secoﬁd pass -~ sequentially through A major (IV) and B
major (V) :r-~fore .. final pﬁrase iﬁ tonic. The two motives

used in the ¢ -ing section are used again, with some

variation (the first is inverted), in the second section.

Harmonically the piece is very straightforward. The tonality

of this sinfonia should be noted for two reasons. Firstly, E

major is the same key as that of the original "Primavera”

‘*Al Suono d'allegra sinfonia s'illumina la Scena, e scende
la Fortuna su maestosa Machina assisa su la Ruota, che gira,,
accompagnato da' suoi Genii, che portano Scettri, Corone, e’
Tesori. ‘ ~



concerto. Secondly it is a rarely-used key in Vivaldi's
music and therefore its use here suggests the special,

supernatural n&ture of Fortuna.

116
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Chapter VI
Conclusions
As might be expected from an opera originating in a

composer's middle period, Giustiné displays characteristics
of both Vivaldi's late and early operas. Most aspects of
melody,‘harmony, and rhythm remain guite consistent
throughout his life and are used quite typically in this
work. Features of style ana structure which are reminiscent
of the early operas‘include: a strong intérést in orchestral
colour, the use of an exotic instrument to produce a sgnée

of climax, the use of an instrumental number (I. 5; only one

late opera, La fida ninfa, includes the use of instrumental
numbers other thanthe opening sinfdnia), the substantial
content and pr8poctions of thé choruses, aqd the use of
duets at points of less dramatic significance than in the
later works. | |

| Certain other characteristics appea. to be in a B
transitional phase. Texture is generally thicker thaﬁ in the
earlier operas but two-and three-part writing'still occur’
more commonly than in. the late works. Vivaldi has begun to
émploy accompanimental‘figﬁres but ‘these are still rather
unsophisticated and occur infrequently. Related to this is
the occasional appearance of a homophqnic, non-thematic
ritornello. In these instances the orchestra is treated as
one 1ar§e continuo iwst;ument. Two rhythmic characteristics

which occur in this opera but which become much more common

in the later works are use of the Lombardic figure and the
N ,

: 7
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superimposing of different rhythmic patterns. Evidence of
‘tﬁe developing galant style may perhaps be.found in those
arias in Giustino which contain section; of regular four:bar

- \
phrases. In general, however, Fhe phrase structure is very
irregular and assymetrical. Anbther_transitional feature is
the occésional use of a mafked contrast'between the 'A’ and'
'"B' sections of a da capo aria.

Several other procedures used in.Giustino seem to be
quite similar to those employed in the late operas. fhese
include frequent yse-(25%) of da gggg‘ritornellos which are
comprised of a selection of themes from the opening
ritornello, the frequeht use of a bipértite structure for )
'B' which is identical to that used in the late works, ana
the pronoﬁnced imbalance of the 'A' and 'B' sections of the
da capo aria ﬁwitﬁ ‘A’ predominating). The latter is
frequently further emphagized by the inélusion of a
coda4type appendage to the-second vocal paragraph which
usually consists of another statement of the text.

The stylistic and structurai characteristics listed
above are illustrative ;ot only-bf Vivaldi's development as
a composer,'but of conteﬁporary trends in European music. |
‘While many featurés of the work are still strongly rootéd-in
the Baroque (irreqular phraseﬁétructure, spun-out melodies,
a large number of minor-key arias), many others are
indicative of a move towards the pre-classical style. The
exceptional harmonic progressions, frequent cross-relations,

v .

and small note values employed in Giustino's recitative
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impart an unstudied, improvisatory quality which is
indicative of the,ﬁove away from Barogue stylization towards
a more naturalistic approach. Other progressive features
‘include the strong tonal feeling, increased use ef (
homophony, the non-thematic bass-line, and a greater
insistence on the preeminence of the vocal melody over other
musical andvdramatic elements.

Vivaldi's Il Giustino (1724) occupies an important
pésitioh in his dramaeic oeuvre, in part because of these
traneitional characteristics, bet also since it represents
‘ his iny-extant, complete operatic score frem the ‘period
1721 to 1726. The work containS'many‘exciEing moments, both
musically and dramatically, but its revival appears |
unlikely, partly because seventeenth-century dramatic
conventions are so alien to our own. There are also some
disappointing moments, some of which seem to stem from

: \
Vivaldi's less than careful attention to detail. It should

“

be remembered that the circumstances of a performance 'in an
eighteenth-century theatre were very different from what is
customary today. Subtlety and peffectiqn of detail would
have been lost amongs£ the general commotion. Most of
Giustino exhibits the originality, rhythmic drive, and
excitement-which have made Vivaldi's instrumental works so
popelar. There are-also moments of sensitivity and pathos
~which are repiniscent of many of the slow movements in his
cehcertos. It is to be heped that some of these outstanding

moments will make their way into the concert repertoire. s
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Appendix 1: original Vvivaldi Operas

1. Ottone in villa (1713)

Orlandd finto pazzo (1714)

La costanza trionfante (1716)

Arsilda regina di Ponto (1716)
L'incoronazione di Dario (1717)
Tieteberga (1717) ' ,

armida al campo d'Egitto.(1718)
Scanderbeg (1718)

Teuzzone (1719)

. Tito Manlio (1719)

La. Candace o siano Li veri amici (1720)
La verita in cimento (1720)

13, La Silvia (1721)

14. Ercole su'l Termodonte (1723)

15, Il Giustino (1724)

16. L'inganno trionfante in amore (1725)
17. La fede tradita e vendicata (1726)

18. Dorilla in tempe (1726)

19. Farnace (1727)

. 20. Ipermestra (1727) .
21. Siroe ré di Persia (1727)

22. Orlando furiocso (1727)

23. Rosilena ed Oronta (1728)

24. L'Atenaide (1728) -

25. Argippo (1730) °

26. Semiramide (1732) .

27. La fida ninfa (1732)

28. Montezuma (1733) '

29. L'Olimpiade (1734) . " .
30. L'Adelaide (1735) - ' !
31. La Griselda (1735) . i

32. Aristdide (1735) - T
33. Ginevra principessa di Scozia .(1736)

34. Catone in Utica (1737)

35. L'Oracolo in Messenia (1738) ;
' 36. Feraspe (1739) N

5u5m~JmcnbLum -

—_ -
N =
. .

"The following list is derived from Cross, Late Operas of
Vivaldi, pp. 224-41. ‘ ' :

126



Appendix 2: Extant Vivaldi Scores

Extant Vivaldi Operas‘

Ottone in villa (1713) Foa 37

Orlando finto pazzo (1714) Giordano 38

Arsilda Regina di Ponto (1716) 2 versions in Foa 35
L'incoronazione di. Dario (1717) Giordano 38
Teuzzone (1719) 2 copies: Foa 33 and BRD-B

Tito Manlio (1719) 2 copies: Giordano 39 and Foa 37
La verita in cimento (1720) Foa 33

Giustino (1724) Foa 34

Farnace (1727) 2 versions: Giordano 36 and Giordano 37
(only contains Acts I and II)

. Orlando furioso (1727) Giordano 39

L'Atenaide (1729) Giordano 39

La fida ninfa (1732) Giordano 39

. L'Olimpiade (1734) Foa 39

14, Griselda (1735) Foa 36

VOO WN —
L] . [ ] L] L] L] . . .

—A A
WN 2O

N ¥
Partly-Extant Vivaldi Operas

1. Armlda al campo 4d' Eg1tto (1718) Foa 38 (Acts I and II
only)
2. Catone in Utica (1737) Foa 38 (Acts II and III only)

Extant Pasticcios Arranged -by Vivaldi
= : e
1. Orlando furjoso (1714) Giordano 37 (Acts I aﬁd II only)
2. La virtu trionfante dell'amore, e dell'odio, overo
11 Tigrane (1724) Giordano 37 (Act II only: this is the
act by
Vivaldi, I and III were composed by Micheli and Romaldo )
3. Dorilla in Tempe (1734) Foa 39 (Pasticcio based on 1729
original) - .
4. I1 Bajazet (Tamerlano) (1735) Giordano 36
5. Rosmira (fedele) (1738) Foa 36

'The following lists are derlved from Cross, Late peras of
Vivaldi, pp. 224-41. T
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but,; in both cases, if in calculating the effects that'ﬁfe
like&y to be produced, we take only the weight of metal into

account, our conclusions will be erroneous. ‘The comparative

degrees of velocity with which the different volumes will

pass through the reading societies, or the list of subscrip-

tions to a c1rculating llbrary, must not be forgotten in the '

‘estimate.l2
Simple pub11c1ty was not the whole answer. Maria Edgeworth had an
important educatlonal message to deliver to as many readers as possible,‘
though women were her particular audience. She intended her message for
all potential readers noted above; but she did not want to waste her
reader's time so she chose the tale rather than the fuli~blown novel for
. tHis reason as well. Almost all of Maria Edgeworth's fiction is fairly
short. It is also seldom discursive. Her characters, whether fully-
developed or not, are_well—defined; and the éqtionlis meﬁofable if not
exciting. Such features render her fiction readébie in fits and starts,
* a chapter here, a short .story there, without losing the thread. This is
a style of reading compatible witﬁ an active and productive domestic life
‘of the sort Maria Edgeworth admired. Here ié'reading for recreation in
the spare moments allowed by the demands ‘of real life, and -also the stuff
of education. By contrast, novels such as Corinne are so extraordiﬂarily

desultory, complicated and crammed with discontinuous action and elaborate

‘descriptions, or like The Wild Irish Girl‘so bereft of any real plot or

characterlsation, that. they demand close attention for long perlods of
time.if they are to make sense. As they have llttle or nothing instruc-
tive to offer, such fictional styles imply, to Maria Edgeworth, large

amounts of.wasteﬁ time. .

/'

Maria Edgeworth did more in Tales of Fashionable Life than refine

the moral tale as desc}ibed by Amelia Opie. She enlivened it by adding
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to it often vivacious conversation such as one might expect in real life.
Many pf'hgr characters are witty, clever and thoughtful. Those who are
boring, platitudinous or trivial are deliberately so, and -are made
interesting to the readef, though not admirable, by her careful delineation
of their speech and actions. Many of her major, and some of her ﬁinor,
cbaracters do not need the simple labelling which frequenfly passes for
character in the-old-style mof;i tale. In their speech they identify
‘themselyes quite sgbtly, and they are fleshed out by, and in conversation
with, their fellow characters. They have‘a life, a vigour which,‘of the
S * .
characters examined here, only Evelina possesses. And Fanny Burney had
three volumes in which to develop her charactér.‘ As will bé seén,‘ﬁarja
Edgeworth‘can'do this with "Ennui's'" Lady Geraldine in a few pages;
siimilarly with Lady Sarah in "Vivian". Her Irish characters, especially
the peasants, are vividly drawn. Their Spegch‘is realistic and, even

more importantly, they are shown sympatheti%ally, though not indulgently,

in their natural setting. In Tales of Fashionable Life Mg;ia EdgeworthA

depicts a variety of Irish women both at home and abroad.

Conversations are’crﬁcial to the development of story ;ndbcharacter
in "Ennui",'"Vivian", "Manoeuvring', '"Emilie de .Coulanges' and "The
»Absentée", and the vitality and realism of language and speech is a quite
new, if.not unique, development iﬁ English fiction at this timé;' Thié

development was not acceptable to all Maria Edgeworth's critics. A

review of the first series of Tales in the Universal Magazine in 1809

castigates her roundly:

Whoever is acquainted with the writings of Miss Edgeworth,
knows that they are distinguished by a great display of
good sense and a small display of good language. When we
say this, we mean that her dictionm, except when it is
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dramatic, (and then it -is in general very appropriate) is
disfigured by barbarisms and colloquial meanness. —-— Words,
which are merely the cant of fashion, are used as strictly
legitimate, and phrases which are barely allowable in a
literary chit-chat over a cup of tea, are familiarised to
the reader by their too frequent use. This negligence of
language, this slovenly dress in which she chooses to invest
her offspring, is to be reprehended, for it adds nothing
either in perspicuity or force to the plain, common sense,
by which she aims to please and instruct. She endeavours
to become familiar, but she is mean. 13 '

This "refined" reaction is unreasonable, and the reviewer first demon-
strateg his‘own antiquated attitudes and then makes manifest the pro-
gressivenéss, social and literary, which shows Maria Edgeworth to be

truly in tune with her timest_énd'perhaps a step ahead; But then the

same re&iewer was convincéd ;hat "In 'The Dun', there is a scene described

at p..334, which we-should deem wholly unfit for a female pen".1 He

goes on to give examples of supposed grammatical and stylistic errors.

Happily, the reviewer for the Lady's Monthly Museum, dealing with the

4
\

same volumes in the same year thought differently.
, In this collection of interesting Tales, Miss Edgeworth
has given a most favourable specimen of her talents:
they display an extensive knowledge of human nature, in
all its shades and varieties; the language is uniformly
correct and easy, without the smallest.tincture of pedantic
affectation.
PP
b
Several critics, whilst admiring her literary capabilities, condemned
her work as godless because she did not deal expliéitly with religion,
and it was believed that she therefore suggested that it was inessential
to virtuous life. It seems more likely that Maria Edgeworth simply
believed religion to be a private matter and not a fit subject for
fiction. 1In ény case she had already declared whatipart literature

should play in the education of wdmen. She went on to produce a type

of fiftion which met her criteria, thereby rather. spiking potential

s D
critic®' guns.
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With respect to the literary education of the female sex, the
arguments on both sides of the question have already been
stated, with all the impartiality in our power, in another
place; without obtruding a detail of the same arguments again
upon the public, it will be sufficient to profess the distinct
opinion, which a longer consideration of the subject has yet
more fully confirmed. That it will tend to the happiness of
society in general, that women should have their understandings
cultivated and enlarged as much as possible; that the happiness
of domestic life, the virtues and the powers of”pleasing in
the female sex, the yet more desirable power of attaching those
worthy of their love and esteem, will be increased by the ‘ﬂ
judicious cyltivation of the female understanding, more than ST
‘by all that modern gallantry or ancient chivalrylcould devise ‘
in favour of the sex. Much'prudenée and ability are requisite
to conduct properly a young woman'saliterary education. Her
imagination must not be raised above the taste for necessary
occupations, or the numerous small, but not trifling pleasures
of domestic life: her mind'must be enlarged, yet the delicacy
/ of her manners must be preserved: her knowledge must be

" various, and her powers of reasening unawed by authority; .
yet she must habitually feel that nice sense of propriety,
which is at once the guard and the charm of every feminine
virtue. By early caution, unrémitting, scrupulous caution
in the choice of the books which are put into the hands of
girls, a mother or a preceptress may fully occupy and enter-—
tain their pupils, and excite in their minds a taste for

. propriety, as well as a taste . for literature. It cannot
be necessary to add more than this general idea, that a mother
ought to be answerable to her daughter's husband for the
books her daughter reads, as well as for the company she keeps.

_In Tales of Fashionable Life Maria Edgeworth is using fiction for a

specific rather than a geQeral eaucétional purpose. Shé is teaching
women to practise their domestic profession. Therefore, though she .
entertains Her readeré, she'also feminds them by 5 series of quietly
mocking feferénces to varidus popular forms and plots of fiction.through—
out the Tales, that her fiction is not romantic trash nor gbthic’escapism.
In "Vivian":

Novelists and novel %eaders are.usually satisfied when they

arrive at this happy catastrophe; (marriage) “their interests

and curiosity seldom go any further: but in real life

marriage is but the beginning of domestic happiness or
misery[17
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She objected to Miss Bateman, as being of the class of.
literary women; to her real faults, her inordinate love
of admiration, of romantic imprudence, lady Glistonbury
did not object, because she did not at first know them....
"A11 those clever women, as they are called, are the same.
This comes of literature and literary ladies." (p. 151)

In "Manoeuvring':

"And really, my lord, it grieves me much to spoil the
romance, to destroy the effect of a tale, which might in
the future serve for the foundation for some novel, over
which ‘the bflles and beaux, yet unborn, might weep and
wonder...."l8 .

And in "Ennui":

I1f, among those who may be tempted to peruse my history,
there should be any mere novel readers, let me advise them
to throw the book aside at the commencement of this chapter;
For I have no more sudden turns of fortume. (p. 265)

. on

3

Maria Edgeworth, with Tales of Fashionable Life, tried to produce

fiction very different from that deadly, stupefying dram,rfhe novel.

She offers a fictional version of a bracing cupﬁof-tea; Her Tales

are not simply intellectually invigorating, they are designed to promote
piactical action every bit as much as the essays describing education

for the malR professions. Her Tales were to teach women how to be

xcellent wiy é, mothers and daughters. They were to help her readers

by po examples of intelligent domesticity; and co;versely, to
assist them in avoiding the traps, into which her ”Bad” characters fell.
They were intended to dissuade womeﬁ from entering the public arena even
if :hey'had the apptdpriate‘talents. (She herself somefimes published
anoruously or allowed her father to takeventire credit for joint work.
Hg also wrote prefaces to heg Qork, which suggested that sﬂe was in need

of male sponsorship and also lent 4n air of maidenly propriety.) Talents

could be put to good use in a domestic setting t%aching,children,

v
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quietly entertaining friends or, like her artistic stepmother Frances

Bgaufort, one would illustrate one's husband's books. The Tales also

make it clear though, that a woman should be aware If important political, (

/

social and cultural events so that she would be af t companion and help-

. - ©
meet for a husband, a guide for a som, who would lead professional lives.

AW



CHAPTER III

\

Women and the Domestic Profession in .- -
Tales of Fashionable Life

There are eight Tales of Fashionable Life, "Ennui", "Almeria";
 "Madame de Fleury", "The Dun" and "Manoeuvring", published in 1809,

. . yi‘
followed by "Vivian", "Emilie de Coulanges" and "The Absentee" in 1812.

!

"Ennui" is the first of the Tales of Fashionable Life. To begin with,

vitlis the story of the bored.and therefore diséolute.Lord Gleﬁthérn, and
his life of empty pleasure. Glemthorn is cheated b{(his servants, his
wife, his agents. Only his old wet-nurse, Ellinor Donoghoe, is'éonsis—

tently his fa%thful supportér. Glenthornis way of living ruins him,

t Mt

and he is obliged to learn to be a lawyer to earn his bread. ‘He becomes

a soberer character. Travelling to Ireland tngversee\his neglected
 estates he meets and becomes enamoured of the‘intelligent and delightful

Lady Geraldine. But she “marries another man and leaves Ireland for

India. In a dramatic series of dénouements- Glenthorn is revealed to be
the child bf his nﬁrse; Ellinor, and her suppbsed son t; be Fhe true |
Lord Glenth;rn. The real Lord) uneducéted for the pqsition,ycannot
continue the reétoratiQe wc - done by Ellinor's éop.- Fortunatély'the
erstwhile Lord Gleﬁfhorh is able to earn his li&ing as a lawyer.l A
fire redqces Glenthorn Caétle to ashes’ana completely demdralises the
reél Lo;d Glenthorn, who‘begs his foster-brother to resume the title.
This, fortunately, he can do in all honesty, having married Ceéiiia
. L . .
Delamere, heir-at-law to the Glenthorn estates.
4
.The first female character to make an appéardnce is Ellinor Donoghoe,

e
d
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"gided character. She can be kind, angry, lazy,'industrious,‘loving,

1
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an o;d Irish woman. Some of her characteristics might seem to be stage
Irish4~— she is slovenly and lazy aa far as her living afraugements are
cqncerned, prefefring to exist in a sod-roofed shack, rather than a
Slatelroofed cottage; burning the interier peat walls and pieces of
furniture, because this is more convenient. But her speech'is a-
realistic_attempt.to represent'an Irish acceup, and she had a many-
sulky and generous. 1In short,'she is presented as a.whoie person, neither.
totally perfeEt nor totally imperfect. When she dies, having revealedjr
that she is really Lord‘Glenthorn's mother, and that the man she brougﬁt
up as ﬁer sopvis the true Lord, one sees the death, not of a romautic
oid Irish womah, of no human, merely fietidnal COnsequenee. As her real
son said - "I lost in her the only human being who had.ever shown me

warm, disinterested affection' (p; 239). Ellinor>may ndt be the perfect

role model for Maria Edgeworth's upper -crust female readers, but she

tdoes serve the educational purpose of exemplifying a number of qualities

desirable in all worthy human belngs.‘/yer presence also serves to remind
‘\ . , N ' N , e - .
such readers that virtue and honesty are not the exclusive property

of pedple’of their own class. Maria Edgeworth is teaching that one's

|

inferiors are entitled to respect, where it is due, something that every

' -

properly educated and domestic woman should know.

The second woman of COnséhuence in "Ennui" is Lady Geraldine, one
of Maria Edgeworth s most interesting women, and one about whom Maria

Edgeworth seems ambivalent. Lady Geraldine is a woman of courage and '

‘honesty, saying "lLet us dare to be ourselves!" (p. 136).. She is physically

-attractive without being inhumanly perfect:
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a tall finely shaped woman, with the commanding air of a’
woman of rank; she moved well; not with feminine timidity,
but with ease, promptitude, and decision. She.had fine eyes
and a fine complexion, yet no regularity of feature.... Her
voice was agreeable: she did not speak with the Irish
accent; but when I listened maliciously, I detected certain
Hibernian inflections; nothing of the vulgar Irish idiom,
but something that was more -interrogative, more exclamatory,
and perhaps more rhetorical than the common language of
English ladies, accompanied with much animation of count- .
enance and demonstrative gesture, This appeared to me
peculiar and unusual, but not affected. (p. 99)

In short, Lady Geraldine is her own woman. She presents herself to the
world ip.an unaffected way. Again rhe is honegt.

Lady Geraldine was superior to manoeuvring little arts and “
. petty stratagems to attract attention: she would not stoop,

even to conquer. From gentlemen she seemed to expect

attention as her right, as the right of her sex;:not to

beg or accept of it as a favour: 1f it were not.paid,’

she deemed the gentleman degraded, not Herself- (p. 149)

It does not seem that Maria Edgeworth means that Lady Geraldine
expected con;tantly to be the cynosure of every eye at every moment .

_Rather, that 'stie entirely properly expected appropriate "attention'

-

: e . w1 '
—— "practical consideration, observant care".” Lord Glenghorn, by no.
. C e ) .

means charitably inclined in his judgements of people, discovers that

5

Lagdy Geraldine is not merely a fashionable beau%y.

High-born and high-bred, she seemed to. consider more what
she thought oflothers than what others thought of her.
. Frank, candid, and affable, yet opinionated, insolent and
an egotist, her candour and affability appeared the effect
'of a naturally good temper, her insolence and egotism only
those of a spoiled child. (p. 103) ‘ ;

At first I thought her merely superficial and intent solely
upon her own amusement; but I soon found that she had a
taste for literature, beyond what could have been expected
in one who lived so dissipated a life; a depth of reflection
that seemed inconsistent with the rapidity with which she
thought; and, above all, a degree of generous indignation
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against meanness and vice, which seemed incompatible with
the sel@ish character of a fine lady, and which appeared
quite#f ':prehensible to the imitating tribe of her
fashiohabte companions. (p. 131)

Lady Geraldine has ébirif, a sense of fun, intelligence, failings,
strength of miﬁd and character, and integrity. Sﬁe also has a sense

of propriety. She rebukes a group of hér companions for thelr fashion—
able preoccupations, and is thought by tﬂem to be judgemental and proud

"Ha!" said Miss Ormsby, "how sevegre your ladyship is; and
only for one's asking for a patter w ‘
"But you know'" pursued Mrs. O'Connor, "that lady Geraldine

is too proud to take pattern from anybody.f (p. 133)
It is not simply dress.patterns that Lady Geraldine wiil not take froh’
others; she will. not bend her character to suit the fashionéble model -
any more than she will be stiff and formal in her behaviour. Nor will

she behave like a foolish rowdy girl. "How I hate hoydens:" (p. 153) -

!
she remarks.

Neither Lord Glenthorn nor, it would seem, ‘Maria Edgeworth likes
hoydens either. Gleﬁthorﬁ is in;rdduced to a lively young woman by his
hostess Lady Ormsby.-

She calculated that as I had been-charmed by lady Geraldine's
vivacity, 1 must be enchanted by the fine spirits of lady
Jocunda Lawler.... Lady Jocunda was a high-bred romp, who
 made it a rule to do and say whatever she pleased. 1In a

hundred indirect ways I was called upon to admire her charming
spirits: but the rattling voice, loud. laughter, flippant

wit and hovden gaiety of lady Jocunda disgusted me beyond
expression. (po. 177-78) : ' g

Two bifdé‘Eﬁ:h ~ = ~uone, ﬁady Ormsby's blind equation of Lady Geraldine
with Lady Jc vl and Lady "a's behaviour damned togethér. This
brevity, combined with a . o int of malice found only occasionally

by
by

in the Tales, makes points tha. a student of the domestic profession is

. not likely to forget.v By‘ch;nging pace and tone to catch attention

¢ . -
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Maria Edgeworth'prgyes herself an expert and entertaining teacher.
Lady Geraldine is presented as a woman of charming intelligence,
strong character, beauty and principle. In a sense, she might almost
be seen as the ideal, though far from idealised, woman. And yet it
- appears that Maria Edgeworth has reservations about her. Lady Geraldine

marries and is happy; she has good friends; but she \3 not, apparently,‘

suitable to marry the chastened énd now well-educated '"hero" of "Ennui',
the former Lord Glenthorn. -She marries a man Qho leaves to serve in
Iﬁdia, taking her with him. Maria Edgeworth is suggesting that'Lady
Geraldine is too strong meat for ordinary, polite and intelligent

society and that she must be removed from it.

L

Lord Glentborn meets and marries a much genfler, more private
person, and, very importantly, one who is heir-at-law to tbe Glenthorn
title and who is able to restore cthe status ggg_by légitimately enabling
him. to regain his 1o§t‘possessions and position.

Cecilia Delamere was not so entertaining but she was more
interesting than lady Geraldinme: the flashes of her lady-
ship's wit, though always striking, were sometimes dangerous:
Cecilia's wit, though equally brilliant, shone with a more
pleasing and inoffensive light. With as much generosity

as lady Geraldine could show in great affairs, she had more
forbearance and delicacy of attention on evérﬁday occasions.
Lady Geraldine had much pride, and it often gave offense;
Cecilia, perhaps had more pride, but it never!appeared,
except upon the defensive: without having less candour,
"she had less occasion for it than lady Geraldine seemed

to have; and Cecilia's temper had more softness and equa-
bility. Perhaps Cecilia was not so fascinatihg, but she
was more attractive. One had the envied art of appearing
to advantage in public - the other, the more desirable
power of being happy in private. I admired lady Geraldine
long before I loved her; I loved Cecilia long before I

admired her. (pp. 260-61)

Above all, one is sure that Cecilia is safe and domestically inclined;
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Lady Geraldine is described as having a '"'dangerous" wit. Are intelligence,
honesty, independence of thought, candour, to be admired in wbmen only

so far as they do not present tﬁé poséiblity othnsettling the safety

and natural order of things? It seems'sé; for "in Cecilia, Maria Eageworth
presents her reader(witﬁ a textbook model of an ideal practitioner of

the femalg profession. By juxtaposing Cecilia's characteristics with

those of Lady‘Geraldine, Maria Edgeworth makes it unmistakably clear

that moderation is desirable. Wit, generosity, pride, ére quantified.
Enough is enou%b. Here is a formula for the middle and upper—ilass'

woman to follow.

Certainly, in the next to.the last tale;v"Madame de Fleury", the
point about moderation is reinforced. The setting of the story is
mainly revolﬁtionary Frénce, during'ﬁhe Terror, a time<of.national
dangef and consideréble ﬁublic insecurity. Madame de Fleury is a |
generous ana good-hearted noblewoman who ié anxious to help a group of
poof young girls by educatiﬁg ;hem in such a way that they will.be able
to earn an honest_living, and.make the best of themselves. 'She establi-
shes’a modei gchéol for them, straight from the pages of Pract§Q§l
Education, and engages a saintly nun to teach ﬁhem basic éfithmetiv to
reéd, t; write, to sew, in order that‘the§ may become'seamstresses,
»ladies' maids, embroiderers, coﬁfectioners, or follow any decent orcu
" pation proper-to the 1§wer clasé. éef generos;ty is rewarded when her
pupilsureséﬁe her.from.the Revolution and sustain her during her exile
in England. Fromvthis.example Maria Edgeworth}s "students" 1e;rn what‘
is approﬁriate conduct for mémbers of the lower classes, what obligatidns

~ -

their own more privileged positions impose, and also how to fulfil those

obligations.
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Victoire is the school's star pupil, and profits in every possible
way from her education, becoming a good, worthy and delightful human
being, as well as a successful brodetée. Having been educated properly,
she will have no part in’the Revolution, and remains utterly loyal to
Madame de Fleury; endangering her owﬁ life to rescue Madame after she-
has been denounced to the revolutioparies,'and using her own hard-earned
money to support the impoverished lady during her exile in Englaﬁd. Her
tellowApupils, now all solid working-class citizens, join in the danger,
’and in the financial assistance to Madaﬁe de Fleury. They know their'
place and are anxious that the'old order, repreéented by‘their positions
in relation to ﬁadame de Fleury, remain. They have been shown that each
person should make the best of herself, but within the approprlate social
context. Poverty and ignorance are to be. evercome, but. if the brightness
and beauty of the world are to survive at the sameutime, the rich man
still belongs in his castle, the poor man at his géte. Maria Edgeworth
believes in the sametGod-ordered estatebas Mrs. C.F. Alexander. The
virtuous f}ctoire is rewarded by making an entirely suitable marriage td

an equally good and approprlately educated young man, and by seeing \

Madame de Fleury pardoned and restored to her rightful place in Francé
\

\
A\

As often happens in Tales of Fashionable Life, instead of drawing \\

cbmplete portraits, Maria EdgeVorth uses one dimensional characters to \\\‘
A

i \
_represent good and bad human qualities. As a skilled teller of tales :

Maria Edgeworth knows that wicked characters are interesting to readers.
By introducing Victoire'e cousin Manon, she allows her audience to enjoy
briefly and harmlessly the:debiction of a dissolute life. -Then, by
graphically describing Manon!s fate, she reiterates the iﬁportance of

virtue, moderation and propriety and of the woman's part in promoting
. ! »
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them. She is clever enough to use even examples of vice as gri;t to her
educational miilf Victoire 1s wholly good, minute fad;ts‘— inattention
to 'a bouquet 6f“£iowers - serving only to -illustrate her surpassing
excellence. Instedd of making.hef'a credible human ﬂeing, like Lady
Geraldine, she 1s§provided with 'a wholly bad cousin, Manon, to demonstrate
the dark side of human néture which is,shre to develop if education does
not intervené. Manon is not one of the select twelvé chosen by Madame
de Fleury to be educated by the virtuous Sistér Frances. Insteadlshe
~ .

falls into the hands of flatterers who encourage her talent for singing
and danéing; Qho pay no attention to her moral héa;th and her practical
education so that "encouraged by daily petty successes in fﬁe art of
deceit, sheASecomes a cdmplete hypocrilte",‘2 and an artful creature. By
contrast, Victoire; who showed signs of a talent for poetry; was not
encouraged in this.- Instead she was taught "plain needlework' and the
"eommon values of arithmetic'" (p. 87). To have done otherwise would
have been quremove her from her proper environment, fo'allow her to
rise abqve ﬁer appropriate éocial state, and would only lead ;o unhappi—
nesé. Manon, who, surely not coincidentally, has tﬁe same Christian
name as the executed revglutionary Madame Roland and the unimprbving
Manon Lescaut, initially rises to great heights as the mistress of one
of the revolutionary leaders, a former hairdresser, Villeneuf. She.has
money, clothes, excitement, by contrast to Victoire's straitgned cirgum—
stances, especially after Victoire begins sending monéy to Madame de
Fieury. But Victoire, having the benefit of a sound educatign, is not
tempté&d ﬁy thé transient pleasures of thé world.

Victoire has early acquired good principles,.and that plain,

steady, good sense, which goes straight to its object without

being dazzled or imposed upon by.sophistry. She was unacquainted

with the refinements of sentiment, but she distinctly knew right
from wrong, and had sufficient resolution to abide by the right.

(pp. 130-31) _ ,
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She remains true to Madame de Fleury and lives to see the triumph of
conservative right, whilst Manon suffers after her lover is éuillotined.
From his splendid house she went upon'the‘stage - did not
~succeed - sank from one degree of profligacy to another;
and at last died in an hospital. (p. 139)
Virtue, represented by Victoire (again a significant name), is victorious

and vice, or at least the over-turning of the proper order because of

ignorance, represented by Manon, is defeated.

However, into so plain a moral tale as this, with its simple
characters, creeps a problem unnoticed by Maria Edgeworth. Unnoticed or

ignored. Manon may represent the evils of ignorance, but it is she who

inadvertently warns Victoire of the danger to Monsieur and Madame de
: T A .

‘ .
Fleury, because her revolutionary connections give her pizs?’kqgrledge

of thé danger.i Thé virtuous Victoire would have_had nothing to do with
thg revoluéionaries? except that Manon is her co#sin. Without Manon

she would not.have been able to aésist-Madame de Fléury.. A modicum of
gbdd has come from bad. (Of course, had everyone been properly eduéated
" and had all the aristocrats been és caréful of the rules of noblesse
,oBlige as Madame de Fleury, according td Maria Edgeworth's idea;, the
Revolution would never have taken‘place.)

Manon's relationship to Victoire play; ahothér much more important
part in '""Madame de Fleury". As cousiné they come from thé same fémily,
the same social backgroﬁnd; they have a good deal in common. But Victoire
regeives an educatipn; the uneducate§ Manon is her ''control group'.

Here is an "experimengal proof" that education is the most powerful
positive determining factor in life -~ one of\the‘major themQS‘df Essays

on Professional Education.3
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.In one sense, the sex of the‘principal characters in ''Madame de
Fleury" is onimportant. Victoire could as well be Victor, and Madame de
Fleury. a responsible Monsieur. There is no question that the main point
of the story is that the best education at the appropriate time, and at
the right level, is essential to human deQelopment and to the modest
improvement of ‘the status gquo. éowever, by choosing female pupils and
a benefactress, Maria Edgeworth does make it plain that women are impor-
tant, and should be educateo; just as men should. Men and women may
practise different professions andvneed different educations. but their

roles in building and maintaining a well-ordered world are of'equal

consequence. It is easy‘tJ draw a number of conclusions about Maria

Edgeworth's opinions about the proper behaviour and education of women \

, from her descriptions of Madame de Fleury and Sister Frances. "Happy
they, who, like Mad. de Fleury, poseess strength of mind united with

the utmoet gentleness of manner and tenderness of disposition" (p. 59).
Madame de Fleury is unqoestionably‘womanly, and though childless herself,
maternal, delighting in the artless talk of children in SPite ofvbeihg
equally comfortable with ""the conversation of deep phllosophers and

polished courtiers (p. 76). She is also deeply conscious of the vast

importance of education.

The gift of education she believed to be - -e advantageous
than the gift of money to the poor; as it ensures the
means both of future subsistence and happlness ... Mad.

de Fleury was sensible that the greatest care was necessary
in the choice of the persor to whom young children are to
be intrusted.... (p. 64)

ghe is awpre ﬁoo ;bat,Ano mattér how splendid the teacher, close involve-:
men ~the parents 1is essent1a1 if the educational process is to be

successful. She herself, in loco parentis, appeared often at the little

school, to demonstrate her§concern, her care and her support of Sister
. > .
Frances. -
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The nun could.have been an artist. And there were successful female
painters at the time: Elisabeth Vigée—ﬁebrun.springs immediately to
mind. However, Maria Edgeworth approvingly has Sister Frances euﬁp:éss
her ialents except is no far as she teaches the more modest.,, practical
elements of art to her pupils. Marie Edgeworth seems to be indicating
that it is more suitable for a woman to teach, to nurture, thaq to excel
herself in a singularis%ng and remarkable fashion. This 1is another
example of Maria Edgewq?th's preference for a private iife, instead
of a public one, alread& obvious in "Ennui". Here also are two more

models of successful female professioﬁels.

A situation which mimics the married state, or marriage ‘itself
seemé to be essential to whole womanhood, for Maria Edgeworth. Sister

Frances is at least a bride of Christ, and she has charge of'children

et-a most crucial stage. Professional Education was primarily concerned
to s;ow how young ﬁen ehould be educated to be independent, to the point
that the law end medicine we;e considered among the most desirable
professions as advancemept depended on personal merit, not preferment.
In "Madame de Fleury" young.lower class women are educated to Be inde-
pendently able to earn a living, even though they may well marry. Manon
His uhable to earn her living and is tacitly condemned. by Maria Edgeworth
. j : _
for being wholly dependent & her lover for support. And yet, legally,
married women were Qholly dependent on their husbands, at whatever social
level. But it must be remembered that Maria Edgeworth's voice is that

of moderation. Too much female independence is dangerous. She showed

her readers this with Lady Geraldine, and then there is Almeria, an

% - ,

independently wealthy woman who is punished by becoming unmarriageable.
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Before going on to consider "Almeria', a slight story, "The Dun"
should be discussedxas it. presents 1ideas at variance with those expressed
in "Madame de Fleury". The main theme of the sﬁort story.is the miseries
caused by the nod—payment of debts.- A poor weaver, Mr. White, is
beggared because the thoughtless Colonel gembroke refuses to pay his
tailoring bills, so the tailor refuses to pay thevweaver. The weaver
+1is almost whol%f dependent on the tailor for his livelihood, so he can
neither feed his fami}y nor buy more materials to weave for other
customers. In order to seve him, Whitefs daughter, Anne, almostvbecomes
the brey of a madam, whom eﬁe innocently beiieves to be a kindly and

charitable woman. Anne's first client is Colonel Peﬁbroke who is so

overcome by her maidenly modesty and the knowledge of the wrong he has

done that he, immediately alters his habits and all Ds made right

The difficulty is that Mr. White has been honestly exercising his
skilled trade, as Madame de Fleury's pupils had, yet he suffers. He is
dependent on employers, but- so were they. And he did nothing to deserve
his ill-fortune. At best one -can conclude that, for Maria Edgeworth
members of the working classes, male and female, cannot but be dependent
on their betters. They have a responsibility to make the best of them-
selves, but they cannoﬁ bear the whole responsibllity for their .fate.
That, ultimately, is the concern of their betters. If their betters are
goed and reeponsible like Madame de Fleury all will be wel;. 1f they are
irresﬁbneible like Colonel Pembroke, everyomne will suffer. Howeyeﬁ, it
does seem that Maria Edgeworth suggests that working—elass med and women
shouid be educated eimiiarly to'exercise similar, though limited, inde~

pendence. Rudimentary education is appropriate for bo€h men and women.
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In the higher social renges the situation is somewhat.different. Men
should be educsted for the prbfessions, regardless of their financial
need, whereas women shouid/hse their knowledge of good literature to
support their husbands and guide their children, that is to practise

their own domestic profession.

Female characters are not'especially importent in "The Dun''. The

characters exist 1argely to represent particular virtues and vf/es -

the poor but honest;qrang&,’ ’ :“-ich dishonest Mrs. Carver, the

prothel keeper;. a féPrObééﬁn "% A pooT, weaver, and so on. .

Still, as"was obviqnslin‘ 9T hald's and Amelia Opie's stories,

PIERY 1 .
Imost. as-likega‘td become debtors as men.
. "y*l‘-‘.."

" Maria Edgeworth apparently has sufficient respect for the intelligence

women in fashionable 11fe a?e -a
of her readers to expect them to realise that not all virtues’ or vices
belong exclusipely to one 56X, end‘that some lessons must be learned by .
all human beings?

"Almeria" is a much more substantial story than "The Dun', and the
heroine, Almeria furnbull ‘has no worries about money. Thanks to the
death of her stepfather, and an- unsuccessful lawsuit to deprive her of
her fortune, she is financially independent.. Her dependence As 1nteliectual
or, more properly, social; Beyond the mosg»trivial consideratidns she |
has no mind-of her own. Her wants, her ambitions, her enthusiasms and
her judgements are entirely basedJon ether people's opihions.v After a
promisihg beginning, Almeria's fate 15 sealed by the company she keeps.
This Tale is an account of her fall from grace; a fall-%recipitated by

" stupid, scheming, undomestic women. ‘As her story opens, Almeria is the

-
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intimate frient of Ellen Elmhur, an excellent example of upper middle-
class young womanhood who has "a character far sdperior to the l;ttle
méanness_of female compétition and jealousy" and who is prepared to
share with hér friend "all the advantages of her situationtﬁa Ellen is
a woman perfectly suited to the proper practice of the domestic pro-

fession. Her advantages include a éoupd‘education in a house filled with
‘ ‘

well-chosen bogks and stimhiating cgnversation, made possible by her
kindly and intelligent old father and her equallylintelligent.brother.
Alméria lives a comfortablé life at home, but it is a home entirer
lacking in inteflectual stimulus, affluent ffnanc1ally, poverty—stricken o
mentally and emotionally. Still, if the pattern of "Madame de Fleury

is transferable, all\éhould be well for Almeria. The improving influence
"of Miss Eimour s friendship and her protision of educational opportunities,
combined with Elmour pére's presche as a surrogate father should allow
“Almeria. to develop almost as well as Ellen Elmour. But the positive
influence comes too!iate. In her formative years Almeria's edhcation

was entirely néglected by.her stepfather, whose principal entertainments
were eating, drinking and enjoyingithe money he had made, and her
character had been hopelessly malformed. (Another inconsistency is
_revealed here. Lord Glenthorn was able to mend his ways and hecomeba'

useful member of society at a relatively late date. Even though Almeria

does not entirely lose touch with the positive influence of the Elmours

she is_irredeeméble.)

Almeria meets a‘provincial lady of fashion, Lady Stock. Yet again the
name is symbollc, she is the wife of a banker whose fortune is based on intelli-

gence nor inherltance, but on buslness.< The couple is entirelx/worldly,‘
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concerned dnly_wish,theﬁgefting and spending of money and with following
fashion.l The superfieial Almeria is vastly impressed by Lady Stoek as

' she is incapable of.seeing beyond the trappings of.fashion to.ﬁhe
emptiness within. When she(discovers that.ﬁllen Elmous desplses:-Lady
Stock es a mere mondaine, Almeria wavers for a moment, especially as

“Ledy Stock's enthusiasm for her has cooled as her fortune is being
=
contested.

P

"I hate mere women of the world," cried Almeria.

‘Ellen observed that it was nQt worth while to hate, it

was sufficient to avoid them. - Almeria gréew warmer in

her abhgrrence; and Ellen at last expressed ... some

fear that if Miss Turnbull felt with such exquisite
sensibility the neglect of persons of' fashion, she might
in a different situation be ambitious or vain of their
favour. Almeria was offended, and was very near quarreling
with her friend for harbouring such a mean opinion of -

her character. (p. 254)

However, Alberia's fortune is restored, she basks again in Lady Stock's
exciting favour and takes seriously Ledy4Stock's judgement that Miss

Elmour is unfashionable. AThe lure of fashionable life is too strong

for Alme;ia's improperly formed mind.;o reSiss.’ Indee@,_one cendemnatory
word, "unfasﬁioﬁable",‘fromvLady Stock, and "a new_Sféndard for estimating
merit was raised in Almeriafs‘mind..."‘(p. 262). The effects of Ellen
Eimour's good influence vanishes: Almeria has joined the ranks of the

fashionable, and'her>5mbitipns now focus solely on what impression ‘she
will m&ke in society, how she will be publicly assessed.

G

Ellen Elmour still‘has hopes for Almeria's salvation:

~"... I am firmly persuaded, my dear Almeria, that however
you may be dazzled by the first view of what is called
-fashlonable life, you will soon see things as they really
are, and that you will return to your former tastes and
feellngs." (p. 271) ' \
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She is convinced that Almeria may still make a choice that "will not be:

that of romance, but reason' (p. 272). Miss Elmour's hrother is more

rapidly convinced of Almeria's fall from grace. He knows that ".;. she

was perfectly unconscious that in this delirium of vanity and affectation

she was an obJect of pity and disgust to the man: she 1oved" (p 261),

.v\‘,

‘and consequently beyond help or hope.
Because Almeria has become caught up in fashionable 1ife she s as

fickle as fashion itself. She'accompanies‘Lady Stock to-London and. |

discovers\that'Lady Stock is.no longer the arbiter oflfashion she was

in Yorkshire. She is-a small, inept fish in a very large pond, and has

nothing to offer Almeria. So Almeria finds another mentor, Lady Bradstone.

‘Lady Bradstone is initially very impressive to Almeria as’she has an

assurance’ that Lady Stock lacked - "1ady Bradstone never quoted authorities,
o
but presumed she was alprecedent for- others" (p. 283). Lady‘Bradstone

. \,x’if.
“has the appearance“of strong—mindedness and self-confidence, but this

is based solely on transitory things, not on Ehe firm ground that a well-

»educated,;unworldly mind would provide.

€

¥

- ¥
Under Lady Stockfs and Lady ‘Bradstone's tuition Almeria loses almost
all vestiges of what had once,- perhaps, been a potentially decent and
possibly intelligent character. She becomes, in'effect, an actress,

dressing and.speaking to suit the public occasion. She has no real ..

: friends; no one with whom to deal privately and intimately Her life

is ali surface. Almeria happens to be at a fashionable watering—giace

at the same time as,the Elmours.'<She discovers old Mr. Elmour is ill

o

. . . ' : - o .
_and goes to visit him, after much delay. Instead of%dealing honestly

ﬁp’.,
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gnd affecfionaqely with a man she had claimed to honour and respect, she

enquires éfter_his health with "a modish air #f infinite sensitivity" (p. 288).

PR

All real sensitivity is blunted. Momentarily iﬁ returns when she
]discovers some time later that Mr. Elmour hasvdigﬁ. She is grieved,
% but much of.the\grief comes from é transitory realisation of what has .,
- héppened to her. A lodging-house maid innoégntly revéals to her what (
she hag‘become, wbat shenhas lost. | -
"Why, it never came into‘my hégd‘thaf you could be a
friend of the family's, nor more, may be, at the utmost,

than an acquaintence, as you never used to call much
duripg his illness." (p. 299)

" Maria Edgéwofth warns the reader of the danger “o Almeria by

describing Lady Bradstone's daughters. Lady Bradstcne had taken
' T S

" - Almeria into her protection,.léfgély.because of Almeria's money, but . ‘*9'

what irrespon ible protection ‘it is if it has produced such daughters:

Lady Gabriella was a beauty, and determined to be a Grace -

T, but which of the three Graces she had not yet decided.
o Lady Agnes was plain, and resoiyg@*to'be a wit.
T ‘Lady Bab and lady Kitty were charming hoydens, with all

the modern simplicity of fourteen and fifﬁeen’in'their
manners. (p. 291) T

" "“"These youﬁg ladies were dashers" (p. 292). Already in "Ennui' Maria

Edgewbpth has expressedghét opinions about hoydens and daéhers. Here;;f
- ‘:_- ‘7."‘" ) R R S

:shggfﬁgiépﬁs'the appaLiihg'LAQy Jocggd; Lawler, multiplied by four.

Ay W
R AR i : : : . x
And cge "éﬁ-minde¢{A1meria is conipantly in their company. Lady

O I AN i [
LRt & - e

& RSN T A : o ) P
.VyBra,stong's“daugh ers’ do not even honour their mother. ,They actively

z

L .y’ l:t“ ' S 'jé’ . S, B E e R '_ i . )
'disﬁﬁﬁﬁ?ﬁndvdi%obey her, and Lady Gabriella partiCularly“ig*mucﬁ -
Talt L ‘ 4 R T
enamoured of ‘her very fashionable aunt, Lady ‘Pierrepoint, who -ddes not ¢
.'dgign to-kpaw f§5§ Bfadstope. "Lady Gabriella whispered, 'My aunt

¢

- Pierrepoint cannot know us now, because we are.with mamma' (p. 311).

s ‘V,‘ .

v

e
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Lady Pierrepoint moves in courtly circles, Lady Bradstone does not.

4

By this time, Almeria has developed gome social cunning, has become

'

a fashionable schemer She considers that it will be more advantapvnus

-

,'to»be of//ady Pierrepoint s party than Lady Bradstone's, for Lady

Iy
o

;? -wPiergeboint can present her at court This~event becomes the focal

. ,ar" .

i “0 N 4

}'péint;of Almeria's ambitionu. bhe §eéks to ingratiate hersef? with Lady
i

?ﬁerrepoint by relieVing hgﬁgot the tedigus company of her distant

S relative, Mrs Vickar8 Mﬁs.«Vickars is one of the parasites with whom
Mqria Edgeworch surroun?s many of her foolishly fashionable and rich

characters she is a: lady without means who supports herself by flattering.

In taking her on,wAlmeria commits herself irrevocably to, the fashionable
,7 -
{ife. Her entourage is now complete. She has left  the real world, and

entered one where
People in certain ‘rank of life are, or making themselves,
slaves to horses and carriages; with every apparent con—
venience and luxury they are frequently more dependent
) than their tradesmen or their servants. (p. 287)

¥

w o v

This is_Lady Pierrepdint's world, a wholly .icious one where people marry
Y >

W

not for honourable, human reasons, but, as she has donme - "'To increase

my consequence and strengthen my connections (p. 317) . In speaking

a

m‘\-’

thus- Lady Pierrepoint proclaims herself the incarnatibn of all that the
properly educated female professional should not be — .a calculator,

lacking in 1ntegr1ty, inhuman, dmghonourable, vicious Her culture and

VpOllSh are valueless because she is without undsrstanding of thd proper»

-

task'of'a woman. From her one learns by negative example, as one does

-‘from Lady Bradstone and her daughters Lady Bradstone stands condemped

ry

for being regponsible for the trite and trivial state in which her

e S £ S N
daughters exist Colle%tively these five women epitomise the destructiveness
2

B .. : . ) _ .
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( .
of fashionable life. All are to despised for dishonouring the female
» , : ! )

profession when they belong to a class which should practise it diligently.

Almeria achieves her ambition.and is presented at court, but it is

a disappoint.ng experience, giving her iefest satisfaction, and

leaving her life as empty as before. Her life is one composed exclusively

. of public events, bereft of any real human contact or value. Almeria

"continued the same course of life for six.years!-... the absolute slave
of an imaginary nece551ty .... She looked in the morning so faded and
haggard (by the) wear and tear of fashionable life ..." (p. 323) that

even her physical qualities are eroded.

| &b ' \
It is 4in Lady Pierrepoing's interest to keep Almeria unmarried so
that she retains contfol of her own fortune, that is, so that Almeria's

fortune is wholly at Lady Plerrep01nt s disposal Almeria, a fast-

}fading beauty, falls in love, but is cheated of her would- be husband

by Lady Gabrie ia, a woman she thought a friend, thoughm@?bought one.

Her life.is entirely withOut point, and as she had 1ong ago abandoned

w

all respon51b111ty for 1ndependent thought or action, ‘and asCﬁhe has

become used to follow1ng the random dictates. of her fashionable companions,

_she feels entirely, helpless

Weak minds are SUbJECt to thxs apprehension of control from
_ secret sources utterly 1nadequate to their supposed effects;
i, and thus they put their destiny into the hands of persons

who could not otherwise obtain influence over their fate

. (p. 325) . /

!

i

. - T
Almeria, once a prey to male fortune hunters seeks solace by becoming "a
J g - . g

v

female title—hunber"‘(p, 341), *and an unsuccessful one. Prematurely
: I R o :
aged, uninterest&ng, and with.her fortune depleted, she has nothing to

‘ s
|

!
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_beth parents, both enjoying the delightful society of an interesting
I

N
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T

offer anyone. Long ago she forfeited the right to private or domestic
happiness, when she antagonised her only true friends. She is doomed
to a life sustainéd only by petty flatteries; a life 1ive§ totally
superficially, largely playing cards in pdblic places of amusement.

To heighten the misery of her situation, she, aﬁd‘the reader, are
preéented with the domestic bliss‘of the Elmours, both married happily,

”

and intelligent duchess who 1s beyond Almeria's-social or intéllectﬁal

. reach. The malign and pernicious influence of vicious and socially

- L1y [

striving women has ruined Almeria's life. The loveaéf a good man,

. Frederick Elmour, was not enough to save her, neither was the diéin—

terested ffieﬁdship of Ellen Elmour. One assumes that this was because
¥
Almeria, ulqimately, could do nothing to help herself, though she did

much to harm herself.

.
o

A

G}ven'Maria Edgeworth's eﬁphasis:on the importance pf feﬁale ﬁsa?
influence on the development of mind,'manner and character one miéht
assume that, had A%peria iived with a widowed mother, or had he; guardian ~
béen possessed of an intelligen; wife §$e’wouidrhave fared better. The

more deéirable qualities, deeply-buried b@g neVértheless present in her,

would have grown and prospered. As the story stands, it is Maria

. . , -
Edgeworth's most solemn warning to women. Originaily Almeria had promise,
so her fate is much more painful to herself and to the reader.” Maria

Edgeworth uses this tale to counsel continued attentign to the proper
< FHEDENAN
2

practice of the female profession. One does not simply acquire the

- oper education, article, and then practiéélthe domestic profession

successfully ever afterwards. Almeria started fairly well, she apprenticed



with the professionally sound Ellen Elmour, but® she failed utterly to
t .

maintain domestic standards so was disbarred from membership in the

ranks of the properly female. ﬁer punishment was to be denied the

rewards of the successful practitioner of the female profession - home,

family, intimate friends.

The eponymous hero of "Yivian", in similar circumstances to Almeria

but with a mother to help him, fared slightly better. He at least was
» v
being left to wither away

allowed to make an honourable end, instead o

ignobly. Like Almeria, Vivian has-an inconstant mind. His opinions

change not with the wind, but ‘with those of his companions. 'Vivian's
ghanging enthusiasms lead him to a series of romantic attachmenta; to
become a Member of Parliament and ta‘marryta woman he does not love for
the sake of his. career. Finaily his ill-considered behaviour leads to

a duel and his deatp¥ His mother, the widowed Lady Mary Vivian, is omne

¥

v

of the formative influences on his life. Lady Mary is a good woman,
though with a marked. capacity for foolishness on occasion. ‘Nonetheless,
she is one of Maria Edgeworth's successful female characters, from a

literary point of view; a fully-developed woman with a reasonable range

of character tralts She is kind; rather over-indulgent of'her son;

N
1

wants the Best: for him, but 1s not always able to Judge what is truly

best; canabe~1ll—tempered and self—centred. But she is essentially a

SN

/ y

good, normally;@en51t1ve and‘lntelllgent person. That she is‘to'be
looked at fairly favourab§;~b71tha reader, Maria Edgeworth makes plain,

early in~ thexnovel.? The moralfhero “of "V1v1an is his tutor Mr. Russell,

< -

a man of infinlte w1sdom and goodness He Judges Lady Mary thus:
s $

>
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.

ry Vivian, though a
-informed and domestic;
rs which you have shown
hat all the world says

"... all the world says that lady M
woman of fashion, is remarkably wel
and, judging from those of her lett
me, I should think that, for once,
is right." (p. &)

If Maria Edgewqrth, through Mr. Russell, is to allow Lady Mary'sA
virtues to compensate for her being "a woman of fashion", fhen she must
be morally acceptable, and, if not a model mother, at least not one to
be dgspised, either by ﬁér son or the reéder.  She exists to remind the
reader that perféction is not easily achieved and‘that éven the most

loving mother must work hard if she is to meet the obligations that

professing domesticity imposes. She had a major weakness and Vivian,

..

beiné more perceptive than he usually is, describes it:

"... a woman, let her be ever so sensible, cannot well
educate an only son, without some manly assistance....
"So 1 grew up, seeing with her eyes, hearing with her
ears, and judging with her understanding, till, at
" length, it was” found out that I had not eyes, ears, or
understanding of my own.'" (p.- 5) &3 :

Worse, Vivian has womanly faculties in a mén's ﬁofgg, ‘A father may

- : . , . e

successfully educate a daughter, as is obvious from the account of

Ellen Elmour in "Alméria“, but a'womaﬁ, no matter how well-equipped,
a . . -LEs _ : :

. _ ) .
"cannot do full justice.to the education of a son. The presence of a

father's influence, or at least that of-a tutor like Russell during

the éarly years of Vivian's life might have saved him. Russell came too
late for Vivian to profit fully from his instruction and example; they

met only when Vivian went up to university. (And yet Glenthorn lived

a far more dissolute life and was able to reerm. Was the good Lady

,Mary‘s undiluted female influence'so\damaging that nothing could really

save her son's life?) - Vivianlis to‘%bénd‘his 1ife vacillating in all things;

only when he chooses death is he single—minded and clear of purpose.

AN ~
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of her‘stock characters, one knows exactly what Maria Edgeworth

thinksrn In'describing'those one-dimensional figures she makes her
! ~

‘?bosition clear. However; when she draws more fully human portraits it
is more difficult to discover exactly what her opinions are, as with
Lady. Geraldine. Like all good teachers she makes her students work at
learning their lessons, though she does reward by entertaining too.
There seems little‘douht thatharia Edgeworth does not despise nor mock
Lady Mary, nor regardjher as a.figure of fun. lndeed, be&ond her failure
to educate her son nroperly, Maria Edgeworth allows Lady Mary many ‘
attractive human qualities. She endows her with~a capacity for real, as.
opposed , to merely exemplary, affection and friendship for another womani

something that appears nowhere else in the Tales. Initially, Vivian is

enamoured of Mi%s Selina Sidney, a prudent and’ intelligent woman, of no
® S L‘—fj -

']

¥

fortune.. Lady Mary would prefer a betuer'social and financial match for::

o G-

/ Eer son, but seeing him apparently determined to marry’Miss Sidney, Lady
Mary reasons that "since compliance'was now‘unavoidable, she was deter-
mined thai'it should be gracious" (p. 25). Maria Edgeworth leaves no
doubt" that Lady”Mary will act on her resolution; she is described as
-being ﬁincaoahle of double-dealing" (p.v29); and that seems to include
beiné honest With,herself, keeping private nromises; Indeed, Lady Mary
and Seli?a Sydney become firm friends,'and renain.so even after Vivian
has given his affections to another woman. Yet, behind everythin% Maria
Edgeworth manages to make the reader ‘believe that Lady Mary is more
responsible for Vivian's-difficulties than Almeria's stepfather was for’

hers. She creates a’ strong sense of the domestic power of women to shape

lives, never suggesting that theré is a male counterpart. But she never -

lets one forget that if this power is w1elded by ‘someone in the slightesti

El

~,
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“ﬁe writes to Miss Sidney and Mrs. Wharton are placed in the wrong

68

degree domestically irresponsible it wil} lead to trouble. All Lady

~Mary's loving attention to her son cannot compensate for her lack of

judgement and her foolishness which turn him into the vacillating man

he remains throughout his life. Beyond Lady Mary there ére no fully
developed female characters in "yivian", though there are several who
represent aesirable and.ﬁndesirable female qualities and who éxpréss
opinions whicg give clues about Maria Edgeworth;s ideas. The closest

to a wglljrounded character is ultimately to be Vivian's wife.

Y

Vivian is elected toithe House of Commons and meets the -ultra-
'J A B . . /
fashionable Mrs. Wharton, wife gf one of his fellow members. Bongzyr.

and Mrs. Wharton wish their marriage to end, but Mrs. Wharton does not

want to divorce her. husband, leaving him free to marry again. The

'conniviﬁg Mrs. Wharton compromises Vivian into fleeing with her to the

continent. He does nog love her, but believes that because gossip has
connected their names, hoﬁour demands that he accompaﬂy her. Letters
2=
énvelopés, and this mistake ensures that Vivian loses, not Miss Si&héﬁbs
love, but any possibility of marrying her. Her potentially sﬁabilising
influegce on him vanishgs. Vivian's Melopement" is a major setback, but

‘

he manages to continue hig

ireer, strongly supported by his mother, and

R
2y

he.becomes involved with a noble family, the Glistonburys. Russell enters

his life again because he is tutor to the Glistonburys' son, Lord ‘Lidhurst.

’

~The Glistonburys have two daughters; the elder is Lady Sarah,
product of Lady Glistonbury's first marriage; and. of the efforts of her
goverhess, Miss Strictland.

~ . °

~
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Lady Glistonbury, abhorrent of what she termed modern
philosophy, and classing under that name almost all
science and literature, especially all attempts to
cultivate the understanding of women had with the assis-
tance of her double, Miss Strictland, brought up lady
Sarah in all the ignorance and all the rigidity of the
mosﬂ obsolete of the old school; she had made lady Sarah
precisely like herself; with virtue stiff, dogmatical,
and repulsive; with religion, gloomy and puritanical;
with manners cold and automatic.... (pp. 149-50)

'Conservatism Maria Edgeworth seems to approve; the reactionary, as
represented by these ladies, she does not. It too is é deviation from
the sﬁatus quo, an attempt to return td the bad old days, and as Aestruc—
tive‘as.supposedly,progressive revoiution. Besides doing harm to her
kelder daughter; Lady Glistonbury had fommitted another unpardonable sin:
"by her unaccommodating temper énd the obstinacy éf her manifold

virtues .... (she had) succeeded insalienating.the.éffections of her
ﬁusband" (p. 150). Automatic virtue, uninformed by education, 1is just

as reprehensible for Maria Edgeworth as the vice that results from

ignorance.
4
“The younger Lady Lidhurst, Julia, is much more lively than her half-

sister.' She is an embryonichLady Geraldine. Preséntly her governess is
a Miss Bateman, better known as Rosamunda, an actress manquée, who completelxﬂw‘
lacks the moral and intellectual fibre to be a governess. . She describes
- herself perfectly, unintentionally, when she quotes Pope's judgement "'"Most
women have mo characters at'all'"'(p. 168). Lady Julia is in danger of
becoming much too "modern" in her ideas. She has advanced opinions

"Men - all men but one — treat women as puppets and then

wonder that they are not rational creatures! ... a year

or two ago, 1 should, in the ignorance in which I was

dogmatically brought up, have thought it was my duty to

submit implicitly to parental authority, and to receive
a husband&from the hands of a father without consulting

[



either my own heart or my own judgement. But, since my mind
has been enlightened and has opened to higher views of the
dignity of my sex, and higher hopes of happiness, my ldeas

of duty have altered; and, I trust, I have sufficient courage
to support my own ideas of the rights of my sex, and my -
firm conviction of what is just and becoming." (p. 172)

These thoughts‘ére, for Maria Edgeworth, like Lady Geraldine's, much
too advanced, too potentially dangérous to be allowed free rein. No
doubt Maria Edgeworth would not question the importance of a woman's

ability to exercise a well-informed mind, nor‘her capability to-make

. sound judgements. But Lady Julia has only the. will to do so, not the

means, and to fly in the face of parental authority cannot be condoned.

——
P

Order must be maintained.

N

'Still, Maria Edgeworth seems to have sympathy for Lady Julia; it

is from her mouth that sage advice about marriage comes to Vivian, and

~

to the reader.

"Should you not, therefore, in that bosom friend, aiwife, look
for certain firmness and stability of*character, capable of
resisting, rather than disposed-to yield, to sudden impulse;
a character, not of enthusiasm, but of duty; a mind, which,
instead of increasing, by example and sympathy, the defects
of your own ... should correct or compensate these by opposite
qualities?" (p. 235) .

Lady Julia's advice is sound, but, as ¥aria Edgewofth points but; she
does not understand the dangers of giving advice, however good, that
is either unsought or completely at vari.ace with real possibilities.

The advice of friends is often highly useful to prevent
an imprudent match; but it seldom happens that marriages
" turn out happily which have been made from the opinions
of others rather than the parties concerned; for, let

the general reasons on which the advife is grounded be-
ever so sensible, it is scarcely possible that the ’
advisor can take in all the little circumstances of taste
and temper, upon which much of the happiness or misery

of domestic life depends. (p. 263)
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Vivian marries his exact opposite,lLday'éarah, following Lady Julia's
advice, though he much preferred Lady Julia. The marriage is unsatis-
factory, and .so is Maria Edgeoorth's treatment of it. This is partic—‘
ularly unfortunate as it seems that in Lady Sarah, Maria Edgeworthvls
developing another model for her readers. But she does not give enough
evidence for the reader to use the model. She shows that somehow Lady
Sarah has developed.human warmth and feeling. But she keeps those
' qualities hidden except in the most private of circumstances. She also
réveals that Lady Sarah is not so woefully ignorant as.her mother would
have her be, except about the duties of a loving wife. Lady Sarah

t

.. had been taught that she should neither read, speak ‘
nor th&nk of love; and she had been so far too much restric-

ted on this subject, that, absolutely ignorant and uncon-
scious even.of her own danger, she 'now pursued her course
without chart or compass. (p. 359)

Lady Sarah loves Viviqg with dog—like, confining, and to him, repellen'?'ﬂ
devotion. Together they might have developed their complementary
characters to form a happy union, but here Maria Edgeworth is too dog—

matic and didactic to allow for a credible happy ending. Instead, Vivian

. dies in a duel fought with the recurrent Mn Wharton, who " has impugned

his political honour..  Just before the ‘duel 1s fought ViVian realises
L -~ X
the value of his nUW’Qregnant wife. He makes the proper arrangements

for her support and is killed. ' The day he dies Lady Sarah gives birth
to a stillborn boy. The Vivian line has oeased, and so, probably, will
that of the Glistonburys. Lord Lidhurst died leaving Lady Sarah to

. . 7
carry on. the title, and it seems unlikely, at the novel's end, that she '

[

will remarry.

In spite of MariadEdgeworth's awkward and unconvincing handling of
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the process of pedy Sarah'e development from reactionary iceberg to
human;being and‘lovipg wife, she does give here the clearest finished
picture of her idea of the perfect gomestic professional, and hence,

the ideal wife. She also presents the well-founded marriage. Lady
Sarah is actually weli—%ducated in a traditiOnal sense and, as her
conversations;during an election. reveal “well-informed politically Her
-coldness is a:;arently nothing more than an over- -abundance of entirely
'proper reserve. Lady Sarah is used to deaenstrate Maria Edgeworth's
ideas.eBout‘the privacy of interior life, of deeply felt emotion./ For
Lady Sarah is capable of intense feeling, but this trait is never pre-
sented immediately to theireaqer, or to the worid. Lady Sarah 1s so
deeply in love with Vivian that, the love being unrequited, she beepmes
ifl. It woﬁld, in Maria Edgeworth's terms, be unseemly to show pass%un
" of eny kind ditectly,'eo Lady Satah's maid reeorts her mistresS'e indis-
'position. As in classical drama, 'a confidante of the same sex informs

an audience about violent action that has taken place "off—stege". And,

in accordance with: convention, the knowing person is a servant It is

N

Jdbvious that Maria Edgeworth believed that even in real life strong
feelings shOuld be reserved for ptivate occasions. She seems to see

life llved in reality, and in fiction, at four clearly defined levels.
N
There is public life, which encompasses a wide range from life in the

totally public world of the M.P., for éxXample, at one end of the scale,

to theupubiic life of dinner parties, shopping and other everyday

factiviffes at the other.” There is domestic life, which is lived only

among‘reletives and‘intimate-friends. Both these are fit gh?jects
fdr fiction.. ‘There is the 1ntense1y prlvate life lived by a husba d

. and w1fe, 51b11ngs, lovers, and the closest of friends, and finally there

1
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is the most. intimate relationship of all, personal iﬁtepior life, self
with self. These last relationships are not even to be revealed in o
domestic sitﬁatidns mostlof the time and are certain%y not to be dealt
with iﬁ the public medium ofmfiction. To do so would be to commit a

kind of intellectuai indecent exposure. So, Lady Sarah's love must be

.

reported rathér th%n'pérsonally réveéled. Inv;éality,.éffection ad
devotion may be séén domestically, but passion is entirely privat..
Passion is an important element in education for thé,femai profession

by its absence f;oﬂ thg;texti' Lady ﬂarah's taciturnity about her passion=

ate love isaused as a rhetorical device to teach a moral lesson. Maria

'
h
|

. v .
"Edgeworth may be seen to be condemning the passionate effusions in, for
; L . -, . v B \“.‘! . .

example, Corinne, by providing an admirable opposite exampie;

9

N ] o _ . ' ) | 4
Another reason for Maria Edgeworth to insist on the privacy of
‘ »; i s : o . . o

 'isvthat'it is an exclusive emotion, keeping out all but those

- immedi;tely involved. -Sgghéexclﬁsiveness prevents the proper wofking‘

of domes#ig}societyrfof‘the family. This particular observatfon must

be bgsed.on Maria Edgeworth'sibwn experieﬁce'dﬁring her father's marriage
to Homora Sneyd. -The two soulmates were so passionately involved with
‘éacﬁ other at ' all lévéls that tHey failéd in their domestic duties as
parents, and Richgrd Edgewd;th continued to neglect his estates. Obser-
“vation-alone mighf well‘suégést that such passion would be proﬁlemafic;
bug ﬁaria Edgéworth"knew from expériehcé. The same peféoﬁal expériénce
undoﬁbpedly led to her belief That a_reaéonabieg practical mafriage was

more desirable than a totally‘%omantic'loVe match. The marriége between
: o " . S o '

-Vivian and Lady Sarah -is. not a‘loving one initially, at least as far as
: Y

Vivian is concerned, but; fhough too late, love and fespect dévélop.



’ a solitary life instead of a domestic one. Her fate, like M”vian s,_

'Another potentlally useful member of the female profession lost.5 _;

o : SR ST VYN
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Love is a necessary but not a sufficient ingredient for a marrlage to he‘ﬂ
successful in personal.and, equally importantly, social terms. Lord
Glenthorn marries happlly, but properly,‘soc;ally speaking, as does Loxd
Col@mbre in "The Abséntee". That Vivian's marriage does not endiin his

g . : o ‘

physigal salvationlis purely his fault and’his mother'e, He.is 4he weak
link.‘j Lady Sarah is more or less ideal; the cireunstances of Vivian's
marriage are appropriate to his upbringing and education. One is shan ;“x'

plainly how good the marriage could have been, had here been the

possibility of mutual support. For again it 1s plain,. that for Maria .

"Edgeworth the SUCceqsful bourgeois or upper class marriage is contracted

by two equally, though differently, qualified and responsible people
Unfortunately, in "Vlvian"‘Maria Edgeworth does not offer such clear

professional instruction as she does elsewhere.

3

Lady Julia appears destined for spinsteérhood. SheAcould not’qarry

the man of her choice, Mr. Russell, so she chooses not to marry at all.

She lives a retired life.v‘Her talents, and ... fine, generous dispo—

" ea,

s1t10n" (p. 270) w111 not be shared 1ntimate1y with anyone She ﬁiff

v

live a life exactly the opposite of Aimeria s, and one equally wasteful

/
v

-

seems to be thé result .of being "inJudlciously educated" (p 270)

~.134-
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Lady Mary Vivian was a fashionable 1ady, but human. Mrs. Beaumont

in "Manoeuvring" is a dazzling silly creature. ‘Sha is a schemer, a _'

3

5

'game~player‘of impressive proportioms. She Is incapable of” ac%ing straight—

forwardly; everything has to be contrived or manoeuvred._,The whole Tale

-



sy

as she does.

, Here 18! more teaching b;.negative example, this time for fum.

o s ¢ \ T S .
’_absolutely artless womeé‘ Mrs Wynne in "Almeria" was one such:

is an account of Mrs. Beaumontds plans for'meetings,,romances and

“

marriages and the failure of all intricate plots. Mrs. Beaumont cannot

bossibly say\what she means This entirely foolish dishonesty is amusing

too,‘and it is the butt of Maria Edgeworth s wit in one of her funniest

'%stories Ib is also the least didactically obvious of the Tales Perhaps

this iS“because Mrs Beaumont is too foolish to do any- real harm ﬂ She yv

‘» . ( ‘!'\

"discovered" by the sgnsible Mr. Walsingham on the third page ‘of the

. -

N,Tale - there is nothing hidden ot insidious about her ploys SheJis

transparent.' Her children are‘inconveniented byyher, but their longf e

'\ Sk \.

‘I
’ dead father s blood and some education ensure that they are neither like

nor influenced by her Marla Edgeworth is also suggesting © L Mrs.
'Beaumont s basic, frequently hidden, good@hearted motherlin crall

heéyshort-comings, has contributed something to the well being of hef/ f'

~
? R N

@hildren even though she is, domestically, "bad" mother.#’In this'

- . 'S o

s &

is a little like Lady Mary Vivﬁan Only a neighbour, the. endlessly

3
o 0

v v
.

»triv1a1 Albina Hunter is in her powe;q”and she is a woman too stupig

v '. " w; e ) f

" eveil -to manoeuvre ,Mrs; Beaumont is an . éﬁpmple of the klnd of woman

~ .
9

o b 4
who.assumes that all people must havé&the sametmotives and preoccupations
- ' i * ba -

%p

\r 4

-

it is the misfortune of artful people that .they cannot
‘helieve others to be artless: <cither they fhink simplicity
 of character folly; or else they suspect that openness is-
only affected as a bait to draw them into snares (p 6)

- . o
. . - . T

o . - ¥
! . . ~ i . -

El " "« "~""‘r . - . < kN U \

" But the reader should not assumé that Maria Edgeworth admires

AP

ua'
~b
‘woman of excellent heart, and absolutely incapable of susp@étlng that

' ;\,‘,

" others could be, less frank or less friendly than herself (p 335)

.
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» A ,'
pHer unintelligent goodness of ‘heart added considerably to'Almeria's
1 _~ .
j{:‘)roubles, because it allowed her@,t%o interfere mindlessly, and to be
3

o incapable of *bnsidtring th%; consequences of her actions : “ *
v \ o ‘ i &“‘;_%. - . . ‘Ir
Maria Edgeworth s’ J*“C.~
ﬁ”‘aﬁ - :
Q;in "Manoeuvring” than in any other of the Tales, even thOugh the faults
of the "heroine“‘% e frequently and blatantly displayed than else—
where. Perhaps for these .redsons this is one of the most entertaining
. - ' , ,.J N .
of Maria Edgeworth's Tales 3t is also one where hé&ﬁfhdsen form - the 3,
Lo o . Foo
Ce W

romantictvbut mdral tale - and the content fit most hd@%ily*tbgether
& . E et
The comic marrmage of Mrs. Beaumont%to Sir John Hunter, the %?nmiﬁgqnded

for her unwilling daughter, and his«subsequent L&é? of a fortune because

L c«u'

of thegdramatic reSCue, by her daughter s .true lhve,‘of the female‘hglfhu_

» u

T

at lgw?xare preciSely the appropriate punishmfnts fqr the relativekﬁx e

¥
-
7

' modest fashionane crime of manoeuvring No one*inu%Manoeuvring

A

e, N"‘.

e e i ”

. I,
>

L ¥ Dew L » A
\ P,seriousLy damaged by theumonstrous Mrs. Beaumont : ¥ ‘one takes her 7
* \i} L8 ‘ w\ RN .,;?;“ RQ
seriously, gxcfpt parasites énd the excessivel 1 ted Miss Huﬁter ‘#af
Each timeigys, Beaumont and Miss Hunter open their mouths they rebeﬁ

. themselves Comments a51de by the sensible Mr. Walsingham and” thih

o

' essentially canny Mrs. Palmer add to the amusement . ”Manoeuvring ‘r
, D . ] X b‘ . . PR, ) @v— v .
filled with- conversation and dialogue is almost like a play, and this "y ;'”

-

.too- adds to the less seriOUS tone, takes it almost out of the "gopd ) P

literature" category so important to Maria Edgeworth &lthough it Stlll

4

has a. dldactic purpose it ‘should" perhaps be seen not so much-asrahchapter 4

: N
‘e

O
in a coherent textbook to educate women, but»as carefully~planned‘light

)

e

" relief, preparing the reader far- more seriousftfforts to come, refresning

herrafter past efforts, butﬁnever lc' " ing her‘lose,sight of t educational

-

process in traint.'

~
3
=

B
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_‘Actually, she behaves 1ike this only for form‘

~When she is cheated’

“»
~—

v} B '

With t%e story of “Emiiie de CoLlangesW the textbook is re- opened
/‘ L \ e \

;Emilie is.an innocent emigrce from the French Revolution givén shelter

N " ‘(, ~./\

in London,rtogether with her vacuous mOther\\by the fashionable Mrs

.

Somers This Tale describes ﬂhe trials of the charming Emilie ‘as she

.
e

tries to cope with Mrs. Somers fashionably fickle behaviour, the relie@g

“provided by the laudable Lady Littleton, a model womam, domestic instead

. w0 ' N .
of fashionable, and Emilie S, eventual ﬂbrriage‘to a mysterious stranger
L : “,huﬂ
who proves to be Mrs. Somers'sison. R
. '..é;,.

- . . . . -

v

3
. ¥
2

/ -'.
‘(i .
Somers is another yind of silly

e

/

dangerous than Mrs Beaumont beéause she appears much less foolish and'ff
- N l'{ B < -
malicious than shekreally is, and because@sheugauses real pa{n to’ honeSt

'people, The Cgﬁlanges are virtually dgstitute beca%sa of ghe collapserJ
. &

o v N

< of the1r Paris bank and becagse of their refugee status, %g they are

wholly dependgnt on MrS. é%merﬁ largesse Emilie would gladly sh\w her #

M -
gr%titude but Mrs ,Somers makesait "plain" she desires no thanks,

- . e

,Kﬁg glorying in a-

g
sense of erJ;mous be

4 U

olence,f&nd not expectinJ to be'taken at»her word;

iulsome praise aﬂd obliged gratitude, she behaves

e . .
rather like a spoiled child who has been denied a present Emibie does

v /

not understand the rules of polite and fashionablefsociety as interpreted

-

by Mrs. Somers, in spite of being brought/ﬁ//by the most worldly of

. mothers 'Mrs; Somers usually means. the opposite of what she says "'I

E3

have 1ong since ﬁound out the motives of delica;y are usually the exc/je

ll's -

@weak minds for not speaking the plain truth ‘to their frlends

She pooh—poohs motives of delicacy and yet consistently fails to speak

‘plainly. Consequently "Sometimes ‘she (Emilie) offended by differing,

o)

A

A
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3 \x 20 PN ; s

fvwéometimes by agreeing, in taste:.or opinion with Mrs. Somers" (p-. 168)."’

*

. at odds with hersel

: feelings.of-displgt_-re"

vEmilie never knows how to behave honestly, being innocently caught in ‘

i w. . , .
the' game of trying to -=cond-guess Mrs. Somers. Thé‘latter is frequently

) 3
ed by strong - S
y strong . g

v

. Somers 1iRes

making bublicly ouvious, grandly generous g tur s, but 4s niggardly
with small private services She is very unlike the truly generous
Madame de Fleury, and also unlike her mirror—image friend Lady Littleton,
to whom she complainsJabout Emilie sﬂbehaviour. Lady: Littleton is a

sensible‘and sensitive -woman. She does not give up expensive paintr

ngs to pay guests -expenses, but she is’ open—handed %ith the:"trifling

' sgcrifices, which it would not -have suited Mrs. Somer‘kg temper to make

\J

$for ‘there was no. glory to be gained from them" (p, 216) “When Emilie

g%ins her ankle, and is confined to bed HMrs. Somers is*alwayswtoo

v ’ ’w

busyato vis&t her or spen%mtime with her, she merely pokes her head in ’

a, )

“the door, utqers an empty sentence and leaves. "Lady Littleton made no

complimentary speeches, but every day she contrived torspendysome time

) Awith Emilie..." (p. 216) "These .are domesticaservices, private gestures,

and as sdcﬁ\are both a woman's duty and admirable ‘Mrs. Somers' public

' ~
lardesse .is. vulgar, improper and somehow unfeminine. It smacks of a_
‘ v
business. gransaction because she sells the paintings and this is not the

r ’

province of the'doméstic professional. As a practitionef‘bf_the female
. X ] o : . o v
profession Mrs. Somers is a decided failure. . o
. . ‘ - . 4 - -~ ’ ', o E ~
’ ; ‘ * . X -:\. :N . N - 4

‘v : - ) . B .
-.  Mrs. Somers is another version of Mrs. Beaumont.and Almeria, and

a much less pleasant one than either, as she seeks glory and praise more

vigorously than either of the others. Here is a woman who cannot be

oo



. ‘.-"l" -v" b ._. 5/ "/ Wvl,»ﬁ» N
;_message. Women ‘Who "do not provide proper dbmeéfic support for their

‘sible women who fail in their domestlc duty cause great harm.;fHer

"didactic voice becomes accusatory No reader could misunderstand her -

caused by irresponsible‘men.

**4‘("! L I - o 79
&;"\LM ‘ .

-

content with the small but real rewards of private gratitude and personal

" satisfaction. She craves publicity She is also dishomnest, refusing to

v

say what she means, but expecting her. hearers to guess her meaning, and
disliking them when they fail. Mrs. Somers is a warning against insin-
cerity and Lady Littl=ron another model for readers to copy The former

represents the shallows of fashionable llfe, the latter the delights and
' : .

duties of domestkeclity. = o N T

"The Absentee , the last of the Tales of Fashionable Life describes .

n J w

the progress of Lord and Lady Clonbrony from London back to Ireland

where they belong. To‘please‘his Wife, Lord Clonbrony agreed to live

I~1n Ldn@9n and allowed his Irish eséftes t%ﬂge mismanaged. Lady Clonbrony

oo,
k/vegahygébn s hlgh society, and makeq a\fool of herself trying to ape

its manners, its.accenks and itJQECCoutﬂaﬁEnt%x Their son,, Lord Colambre,

Rt E
realises ‘that duty requipes that they return tomlrelaﬁd, and that once o

there, they will understand that real happiness ‘and satisfaction come
l

from fulfilling obligations and leading a modest and quiet life The

»

lesson is a simple ome, but Maria Edgewort(\sonveys it in a complex "and

/
[

enterta&gipg story rich with detail
. LA .
ke :

-, . ’ : ™
\v ) - ‘ ° N ~

Deallng with Lady Clonbrony and\another absentee from Ireland
. -

'Lady Berryl Naria Edgeworth ‘suggests unusually forcefully thatcirrespon*

1
- ‘
N

J

4
>~

(Q x o,

, menfolk risk causing social damage on a scale far greater than that

-

iy i
S

‘ ) ‘ ",/ .(4 .

”
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"All this evil has arisen from lady Berryl's passion for
living in London and at watering places. She has made
her Husband”an ABSENTEE - an absentee from his home, his
affairs, his duties and his estate.

~

Speaking for'Maria Edgeworth Lord Colambre accuses Qis mother:
"Mother, in compliance with yopr wishes my father 1eft
Ireland - left his home, 1efc« is dyties, his friends,
his natural cqnnexions, and for many years he has lived
in England, and you have spent many seasons in London

(p. 287):

'

) . ‘ .’(',_

o ‘f-

Throughout "The Absentee" Maria Edgewq;th makes her strongest case

»'

yet about the potentially destructive power of fa@hionable, undomestic .

LG
- . {ﬁ’ T )
womern: . . . Y - : 5\-:_) . gl Lt

f..,one worthless woman, espec&ally°one worthléss English
woman of rank, does incalculable tischief in’ a country -
like this,’ which looks up to the sister country for fashion

(p- 132) I PRT

U # . . v S
.

o Those who are best’ acquaif f{sith the’ heart or imagination

. "of men will be most ready to acknowledge gha 4§he combined
charms of wit, beauty, and&flattery, may, time,“~
suspend the action of right reason in the mindcof the
greatest philosopher, or operate against the resolutions
-of the greatest heroes. (p 182) ‘ “

s

A -

But she also shows, with Lady Clonbrony, how a woman can learn to be ,
- _ﬁ_v?':‘

'admirably domestic, allowigg her to reform, to discover the delights of
A

her proper country and place in society. Ultimately Lady Clonbrony

D

becomes/a model for readers to copy, ore not too daunting in.her per— ‘
bl
fection. Lady Cionbrony is a good-hearted womar, truly fond of her

. husband her son,” and her admirable adopt‘H daughter, Grace Nugent.
"IndeedWJthen, she's a sweet girl, and I'm very partial td -
“her, there ‘s" the truth," cried lady Clonbrony, in an undis-
vguised Irish‘accent, and with her natural warm manner. But,..
‘a mdmen&q fferWards, her features ‘and : whole form resumed
“fheir constrained stillness and stiffn 1._(p.,23)

Maria Edgeworth'says quiteﬁclearly that Lady Clonbrony is a-worthwhile

person, proyided her ptublic pgrgonality—does not over-ride her true,

Te

A
oY
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E private’selfd

A few foibles out. of the question, such as her love of
. fine people, her affectation of” being English, and other
S affectations too tedious to mention, lady Clonbrony was
' really a good woman, ‘had good principles, moral and
; religious,uselfishness not immediately interfering, she
2 was good-, natured, and %though her whole soul and atten-
' tibn were so completely absorbed in the duties of
’écquaintanceship that she did not know is, she really
had affections’~ they were concentrated on a few near
relations (p. -58) ﬁ" o Ji'v gaﬂlw e

Lady Clonbroﬂu,has a 11 tle real selfiéhness, and fire téo,,she is not

. o i
e S i

unbelievably submissive "My happiness has a right to be as much con-
'JQ ko AR . L o
sidered as your father s, Colambre, or any body 8 and in' one word I ,

. v
L R &, v5~ Lo .j.’.. ’

won{t do it. (p. 283) At“firSt she strenuously objetts to returning

g,t Lady Clénbrony i@ Qo fool., She will not allow wrong RS
‘ (y,
N o -
ongee: she undﬁrstands what-ds right, s0 back to Ireland she

. . .o . ]
.- . &

d one absentee problem is’solVed. As well Maria Edgeworth.can

-
K ¢ R »

~,

-

‘uBe the Clonbronys to depict a, happy,zynqductive marriage between equals
< RO

hich ultimately contributes to the public good They gave their son
’ the education which enabled him to overcome the handicap of their nowdi

morrected impenfections, and” a110wed him to restore order taﬂtheir

oy

estates lt also rendered him eligible to marry the charming and intel—rv

B4 "'“‘k

ligent Grace Nugent, once her 1egitimacy 1slestablished

'

a

"The Absentee" is probably the best—known of the Tales of Fashionable.

5. o ¥

Life, and the most widely read today However, in the’ context of Tales
=8-=°

of Fashionable Life as a textbook for the profession of domesticity, it

should be seen as a culminating chapter, a peroration, rather than the
independent entity it has become Its plots and characters have appeared
‘before. The principals, the Clonbronys are absentee land—owners, as in

.
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Crtem Ty , d Y R 1
’ﬂ"Enuui&.*JIheir‘intelligent and well—edﬁégtedason, Lord Colambre is

»

reminiscent of the reformed ngd Glenthorn, with touches of young Mx.

Elmour and Mr. Russell. MisSﬁproadhurst, charming, ciear—thinking,
18trong of mind is an English version of Lady Geraldine, and so will not
‘be allowed by her creator to marry Colambre. ~ Instead he will wed
Grace>Nugent, as perfect a wife for him as Cecilia D:;amere was’ for‘

Glenthorn. The vulgar and .pretentious Lady Dashfort has all the defestable’

Tales, and she describes scenes of facile social life in Londgn and
productive urban and rural.life in Irelandﬂvividly. She algo cleverly “

juxtaposes descriptions ‘of sharp-practising London businessmen withti

‘She uses’ this final Tale to

ictures of hotiest Irish counter 8.
pietures, r_jggﬁ c__

%ﬂctions of responsible land—
owners supported by virtuous wives, and of the attractions of respon-—
sible ¢onduct. K}Her design is to make emulation seem not only possibleFf/u'

ot
A

but desirable.
7
‘No new themes are introduced in "The Absentee" but, in true text-

‘ o : e
book fashion, this last Tale is a reiterationﬁéﬁd-restatement of pre-

‘gake of emphasis.

.. vious 1essons, with variations on old themes foﬁt'

}\1

o

*It is a review of .g &Qe;most important elements in female education for

s .

A

‘domestici:;?ﬁand a\rehearsal of the natural and social characteristics
that the sué)essfus domestic professional mast ossess., Women must -

' undergtand éhgroughly the nature of their husbands responsibilities,
and must modify their own behaviour to support their husbands in thé

fulfilling of obligationsu Théy must be high-priucipled, moral,
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»

-

uns%&fish and,dgggg some contemporary critics, religious, if Lady
Clonbrony is to Be a model, which she ig. At least a modicum of wit,
charm and spirit is célled for. Hoqgvér, all these qualities, whethér
acquired or inherited, go for naﬁght if their owmers afe not both

L n ‘
propefly placed socially,vand-appropriatE'wives for their husbands.
For e*amplé; illegitimacy precludes ma?riageg’ﬁﬁd Ehere must be reasonable
hope. of harmony of'personality. Lord and Lad)\clohbrony are deli—
sﬁitgd, és ate_Colamb¥e_and Gracé;**Above.gll, by dealihg first andi
last with the prablems created gy’absentee‘léndlofds; and Qomen's part

. o
in stvlving the problems, Mar;a Edgeworth stresses how important is the

domestic role of women in the smooth rﬁnninglof public and private life.

‘»
A



' CONCLUSION !

x%’ O 'r“‘<.|

B ‘em 1770 and 1830 radi- al change was in thé air. In America

'1
andN %& old social orders had been overturned a@ ﬂew ones established

-

" In the midst of these upheavals, in England and Ireland, the landed
'gentry continued to exist as they had for two hundred years. .Richard

‘ and Maria Edgeworth belonged to this c}ass and, not merely for‘selfdsh‘
reasons, but because they saw a responsible‘gentry as a powerful force

Afor soQ}al harmony and orderly progres;, they wished to see the gentry
preserved and’ strengthened. They believed that there were irresponsible
members of their class who undermined it from within. They also

o

believed that the pernicious influence of frivolous minor aristocrats

\ -

and vulgar nouveaux riches weakened it from without. Maria Edgeworth i

makes this abundantly clear in Tales of Fashionable Life. Both Edgewortﬁs

%eem convinced that new attempts to £g¥%im all "y essiqnals" of, and
N ey '
ggbilities would revitalise La, g

) educate them in, their traditional ré

the class as a whole. It would continue"to function, with nenewed . =

" v

vigour, as a stabiliser in a dangerously unsettled world. o

In Essays on Professional Education Richard Edgeworth straight~

'forwardly and forthrightly described the educatipﬁynecess%§y and the .

47//,—,\ F

qualities to be-developed to, make, for example, a sound

{

itesman, landed gentleman_or cleréz; He discussed specific
’ . ' ‘ : S A .

/hnd explained how they meshediwith public and private education.
A,
fquite blunt. ?ﬁmy ba%ﬁor young m@n who followed ‘the course of, -

-
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Maria Ed%eworth, ‘as certain as her father of the need for the gentry,
added 4¢&Bﬁ£ ‘E?t dimension to ensuring their survi’hl.r She' concen-—
trated on the&importance of gentlewomen She undertook first to demon—
strate that appropriately educated women had a professional role equal
+0, but different‘from'men. Their sphere was to be.the domestic one.
'Education.was necessary to Succeed,here‘because, as_shejshowed time and
againQ}though.any woman could bear a child, only a consciously domestic
and responsible one could be a "good" mother. Secondly, she offered a
suitable educational system and text id the form of fiction Thirdly,
she showed how the end results of her educational processxshould appear, :
by drawing portraits of a variety of exemplary domesticallyueducated

‘women. These were standards by which those she taught cﬁhld measure

\1/\4‘ } TV

their progress or success. \All three parts of her projéd? are contained

* within Tales of Fashionable Life.’*

'S nd

, 6
Just as ‘her father' s Essays on Professional Education suggested

f strongly that ‘he knew best how to educate men for their professions,
‘.. - u‘r
and their joint text, Practical Education, demonstrates the abs

”confidence of the writers in their ability to prescribe educagion for

1

young children, Tales of Fashionable-Life leave the reader in no- doubt

'that Maria Edgeworth knew what ce nstituted a sound education for ‘the

‘ L] .

,professionrof domesticity. Moreover, she knew that the lessons must/ﬁ

LY

/learned., To deny this would be to render oneself automatically unfit

-~

to.practise the female professionfin .any of its aspects Ma\ia Edgeworth
e . —\‘-{v\‘ =
evinced no doubts about her fitness to teach; and the evidence of her

© . own education and - experience justifies her faith By and large Maria

Edgeworth was a generous teacher, and one who.was also willing to

o, -

e

kK J
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- . seen to ‘be solely respons1blé“for her husband's absence from Ireland

.-

.'\ TRy s

3

entertain. She recognised the existence of human weakness, and the

difficulties of modifying one's nature to conform to desirable social

patterns. Only ouf-and-out vicicusness and the repeated missing of

.,

\{

chances to improve were condemned. Nevertheless, there is dan imperative

-

"and two of her stepmothers, could become models of domestic professional

*

excellence, why should others be alldved to .fail? Throughout Tales of "

Fashionable Life Maria Edgeworth developed fqrmulae for right conduct

~in many-domestic situations and provided’examples-of improper behaviour

’ clearly. Several principles emerge. Women belong happilxnand ;

so clear and so obvious that only a fool could miss them. Her approach

emphasisedrboth the courage of her’convictions and the overt didactic

purpose of the Tales. S S R 3

&

i . s W ) ’
. .b o o o : '-@;r . .
Many of her women exist solely as one-dimensiopal instructive
‘ , , qf,"\u R v
M o .
figures, but this does,not prevent them from conveying her ideas ‘

N

4y -

|,1 .

tone to the didacticism It is implicit that, if Maria Edgeworth herself,

suitably in private, domestic situations where they can sustain and Sy

AJ
< \

support men, usually husbands, and children, their ‘own ‘and others’ .\ In

3

order to do this effectively they wmust be well-educated sgais to make

.

the most of their intelligence Women who lead only,'or mainly, public'A

2

lives, whether academically well—educated Sr not; are somehow not*
i . .

.

entirely feminine and potentially dangerous. And women, whe;her in -

— 0

public or private, are suggested to have greater capacity to do harm .

& v
than good if thby fail at their. female profession " Lady Beryll was .l

| when combined withéhis-wife 5 strength. v ; Sl . '

|.p ”

‘but Lady Mary Vivian s good intentions dould not save her son, even1 3

°

L _m,

el

N
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"Modern" ‘girls earn Maria.Edgeworth's complete contempt. Strong,
intelligent women 1ike Lady Geraldine, and to some extent Lady. Julia,

discomfort her, although she seems to have a _hint of admiration for .

.b. a

then They move too far and toobfasﬁ for Miss Edgeworth s taste,. or

”for her peace of mind; - for she shows in her treatment’ of her female';

characters she is no reyolutionary. Her ideal woman preserves the .
.séatus quo, peﬁhaps imprbyes the quality‘ofilife% but makes no attempt
. to alter it radically, unless something.is‘paQentlydwrdng.' Victoire,

. o oY . : b4 R
Cecilia Delamere, Grace Nugent‘all e ure that social order is maintained
0T Eestored tha& titles and,fortunes are returned to their rightful
h e x L
: dgnersfwfhat people learn to be content with fheir lot——anﬁ/notiﬁo

. steg§§utside their pre- ordained placeﬁ Self sacrifice on theipart of
. 3 ﬂ‘ W o B

fwoﬁ@h to preserve the status .quo is both admired and expecte%’ Victoire s f

provision of ‘money to Madame de.Fleury, and Lady Clonbrony 8. feturn to o

2
W . N . S . A

.‘._‘, . . A 2. !

‘Behind her CQE¥1Ct19n 1urks ‘a sméih sense of fear, the feeling
t

at Maria Edgeworth valued” safety beyond all things But such fear is
*

perfectly right and proper ip the turbulent world in which Maria Edgeworth

'.‘.

ad . It does not vitiate her teaching, instead it emphasises the

' x

i :;ng need for, her kind of education Not to feel disquieted would ke
R 1 . Q_.
to show dangerous ignorance of the state of- the world. Letvthere‘be o

good landlords in.lrelﬁnd so that tenants have nd'cause to rise up - no
' . .‘\, w A% o .:‘ g , Y :

4’revolut10nary Manons- in‘Ireland,‘only Justly treated and loyal Victoires

hd . v

¥
‘,Make certain that mothers and wives do their utmost to ensure that their L

- o W . - e'

- somns, and husbands £111 their p!hces in society properly so that ‘the upper

l{, .
*classbs are dependable and’the lowet classes may safely depend on theﬁ///

-Jv

.
-
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Maria Edgeworth preaches not only dependability but independenCe - moral

# A

' and intellectual independence for both men and women. The dire conse-

(3

quences of Almeria s and Vivian s dependehce are a stern lesson for her

readers._ Independénce that rides evem slightly roughshod over other
people s rights and privileges is not encouraged though "1ady Geraldine's

,"Let us . dare to be 0urseIVes" (p. 136) goes too far for women. It

.

suggests that the individual is more: important than society That is.

.;-5‘ l

why Lady Geraldine and her brand of independence had to*be‘sent to . India,
".:)‘/ . i - ‘ N

‘out of harm's Way. Maria Edg3VOrth shows individuality and- independenCe .

working within the framework of established social order. The woman

competently‘practisingﬂ&gr domestic profession should strive to improve_
things as they are', tbto change them radically After ﬁll domesti—
city fs a profession%%% rooted in tradition, precedentgand experience 1_11
a;‘the law. *Violent change would Tun countgr to all theveducational "
social and moial precepts expressed in Maria Edgeworth 8 textbook of,
domesticity,,thezgemale profession{— Tales 6f Fashionable Life. |
A "9__ R LBl

t ; : ~
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TR Thrquhout their lives Maria and Richdrd Edgeworth were interestgh

.\, h

theoretically and praCtically, in education. In fact both.were o v'?
-educational theorists aad teachers. As early as 1795 Letters for
Literary Ladies made manifest Mggia Edgeworth s intg?est in 2ducetion
v}for women. | At the turn/of the century the time was right for:theiT s
; . ; .

,theorétipal considerations and-practlcal experience to be. given fuller .
' 3

Y ‘,/ I L )

’

pub;ic expressiona Togéther they wrote Practical Educati&h fov the ‘f -

- i

* NP, T o -

v l . o % R )
guidance of teachers of children.\“gith his daughter s help Richard
‘ .‘g ‘ S / oy i ;
'Edgeworth‘produced ‘Essays OnéProfessional Education for the instruction

of wouldfbe professional men an& their mentors.f Alone, and in a different

s
V . ‘
. - - . o T “ho
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