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Abstract 

Much of the research on Vivaldi's operas has been of a 

general nature or has focused on extra-musical matters. The 

rest has dealt for the most part with the late works. 11 

Giustino, the subject of this thesis, is an earlier opera 

which was produced in the carnival season of 1724 at the 

Teatro Capranica in Rome. 

Vivaldi was very active as an opera composer. Many of 

his works were written for Venice (a very important operatic 

centre at this time) but he produced operas in quite a 

number of other cities as well. His early works already 

contained characteristics of what has been called the 

"Neapolitan" 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 

the field. 

The libretto of IjL Giustino was written by Nicolo 

Beregan for a Venetian production in 1683 by Legrenzi. It 

was subsequently revised by Pietro Pariati and set by 

Albinoni in 1711. Vivaldi's Giustino incorporates further 

changes; a similar version was set by Handel in 1732. 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 eventually became emperor. It is a typical 

seventeenth-century libretto and includes several 

opportunities for spectacular stage effects. 
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The autograph manuscript of I_1 Giustino is contained in 

volume 34 of the Foa collection in the Biblioteca Nazionale 

in Turin. The paper used is quite different from that in 

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 

quite clear. 

Elements of musical style and structure are used quite 

typically in the work. Some features are reminiscent of 

Vivaldi's early operas (strong interest in sonority, 

substantial choruses) while others foreshadow procedures 

employed in the late works (shorter ’B’ sections). 

Transitional characteristics include texture (occasional use 

of a homophonic, non-thematic ritornello) and rhythm (the 

Lombard figure appears). Key association is the most 

important technique used for characterization but thematic 

types, rhythm, scoring, and other features also contribute. 

The work follows an overall tonal plan, beginning and ending 

in C major, with important recurrences of this tonality 

elsewhere. There is also an attempt to produce a sense of 

climax at the end of each act. 

11 Giustino represents the only extant, complete 

operatic score by Vivaldi from the period 1721 to 1726. For 

this reason and in consequence of its transitional 

characteristics, the work occupies an important place in the 

composer's dramatic oeuvre. 
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Chapter I 

Introduction: Modern Revival, Research, and Publishing of 

Vivaldi's Vocal Musicc 

Antonio Vivaldi's (1678-1741) importance in the field 

of instrumental music, especially with regard to the 

concerto, has long been acknowledged. Only recently have 

scholars begun to realize the significance of his vocal 

music. Although his instrumental works still attract much 

attention, more and more of the vocal works are being 

published and recorded. The sacred music in particular is 

exciting considerable interest. The Foa-Giordano collection 

of manuscripts includes five volumes of sacred music 

containing forty-three works clearly attributable to 

Vivaldi.1 A few works are also preserved in other 

sources.2 This large and varied corpus of church music was 

created to fill the needs of the Ospedale della Pieta.3 Much 

of it is now available in print or on recordings and several 

works have become quite popular. Vivaldi's one surviving 

oratorio, Juditha Triumphans, 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. 
2For details refer to Peter Ryom's catalogues, Verzeichnis 
der Werke Antonio Vivaldis: kleine Ausqabe (Copenhagen: 
Engstrom and Sodring, 1974) and Erqanzunqen und 
Berichtigungen zu dem Verzeichnis der Werke Antonio 
Vivaldis: kleine Ausqabe (1974) (Poitiers: Association 
Vivaldi de Poitiers, 1979). 
3Denis Arnold, "Vivaldi's Church Music: an Introduction," 
Early Music 1(1973): 67. 

1 
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research on these sacred works has also been published*4 

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

Oratorio, uses Juditha as one of four representative 

examples of Italian oratorio from the 1680's to 1720's.5 One 

scholar, Denis Arnold, believes that Vivaldi occupies an 

important position in the history of church music just as he 

does in the development of the concerto.6 

Vivaldi's secular cantatas have also been the subject 

of research,7 publishing, and recording, but little progress 

has been made in the latter two activities with regard to 

opera. The first modern performance of a Vivaldi opera took 

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

the Accademia Chigiana. The work chosen by Alfredo Casella, 

artistic director to the "Settimane senese," was 

L'01impiade. The arrangement prepared by Virgilio Mortari 

was later reused for a recording. Substantial changes to the 

score were effected, including considerable shortening of 

the recitatives.8 Concert performances of this work were 

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

4The earliest major work in this field was the dissertation 
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, University of 
Oklahoma, 1981) by Keith Graumann. 
5Howard E. Smither, A History of the Oratorio, i: The 
Oratorio in the Baroque Era: Italy, Vienna, Paris Tchapel 
Hill: University of North Carolina Press, 1977), pp. 348-55. 
6Arnold, "Vivaldi's Church Music," p. 74. 
7M.M. Dunham, "The Secular Cantatas of Antonio Vivaldi in 
the Foa Collection"(Ph.D. dissertation, University of 
Michigan, 1969). 

8Walter Kolneder, Antonio Vivaldi: His Life and Work, 
transl. by Bill Hopkins (London: Faber and Faber, 1970), pp. 
183, 185. 
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edition by F. Degrade. Another early revival was that of La 

£ida ninfa in Brussels, Paris, and Nancy in June 1958. This 

production tried to remain as close to the original score as 

possible but was not very well received, the long 

recitatives in particular being criticized.9 This work was 

also recorded and in June 1962 was performed at La Piccola 

Scala, Milan. Five other Vivaldi operas have been given 

modern revivals, most of them in 1978, Vivaldi’s 

tercentennial year.10 Two of these, Orlando furioso and Tito 

Manlio, have also been recorded. 

Only two of Vivaldi’s operas have reached publication; 

La fida ninfa, in an edition by Raffaello Monterosso 

published in 1964, and La Griselda, which appeared in a 

facsimile edition as volume thirty-five of the Garland 

series Italian Opera; 1640-1770. A number of single arias, 

both from the collection of independent arias in Foa 28 and 

from the operas themselves, have appeared in various 

anthologies and collections. Likewise, single arias have 

been recorded and some research has been done on these 

isolated works.* 11 

Although much work remains to be done, a substantial 

amount of research has already been conducted on Vivaldi’s 

operas. The earliest major study was a dissertation by Lewis 

9 Ibid., pp. 185-86. 
10A list of modern revivals may be found in The Late Operas 
of Antonio Vivaldi; 1727- 1738 by Eric Cross (Ann Arbor; UMI 
Research Press, 1981), p. 246. 
11 Sister Helen Maurer, "The Independent Arias of Antonio 
Vivaldi in Foa 28"(D.M.A. dissertation, Indiana University, 
1974). 
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E. Rowell, "Four Operas of Antonio Vivaldi,"12 which focused 

on L* 1Atenaide ( 1729), La fida ninfa ( 1732), L * 01impiade 

(1734), and La Griselda (1735). This work did not have much 

impact.13 The original German edition 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 

Hellmuth C. Wolff provided supplementary material to this 

survey.14 More specialized articles in several excellent 

collections, as well as a few periodical articles, have also 

been produced. Besides these, three books of major 

importance have recently appeared. The first, I_1 teatro 

musicale di Antonio Vivaldi, by Mario Rinaldi,15 presents a 

complete history for each of Vivaldi’s operas. The second, I_ 

Libretti Vivaldiani,16 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.17 This work focuses on the late operas with 

particular emphasis on Griselda and lays a thorough 

foundation for further investigation of Vivaldi opera. 

12University of Rochester, 1958. 
13It was referred to as "rather limited" by Cross (Late 
Operas of Vivaldi, p. ix) and was only mentioned in passing 
in Kolneder’s biography (Vivaldi, p. 208). 
14H.C. Wolff, "Vivaldi und der Stil der italienischen Oper," 
Acta musicologica XL (1968): 179-86. 

1"Florence: Leo S. Olschki, 1979. 
16A„L. Beilina, Bruno Brizi, Maria Grazia Pensa, Florence: 
Olschki, 1982. 
1?This work is an extension of the author’s 1980 thesis for 
the University of Birmingham. 





Much of the research cited above is either fairly 

general in nature or deals largely with extra-musical 
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matters. For this reason a detailed study of the music of 

one opera will produce information not available in the 

literature. Il_ Giustino, the subject of this thesis, is an 

earlier work (1724) than most of those previously studied 

and therefore may provide new insights into the changing 

operatic style and Vivaldi's development as a composer. 

Before proceeding with Giustino, however, Vivaldi's 

historical position and career 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 

activity in Venice, a city which dominated opera production 

throughout the seventeenth and eighteenth centuries. At 

least nineteen opera houses were established there between 

1637 and 1800. An average of twelve to nineteen operas was 

staged each year, most of these having been written 

especially for Venice.1 In his A General History of Music, 

Charles Burney stressed the importance of this city as a 

centre of operatic 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 .... 

. . . more dramas were written and set to Music for 
this city, from the year 1637 to 1730, than in any 
other capital in Italy . . . .2 

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 'Neapolitan' 

1H.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. 
2Charles Burney, A General History of Music from the 
earliest ages to the present period, 2 vole., ed. Frank 
Mercer [London, 1789; reprint ed., New York: Dover, 1957), 
pp. 542 and 556. 

6 
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label has been traced to a book by Francesco Florimo, La 

scuola musicale di Napoli ed suoi Conservatorii,3 and to 

statements made by Charles Burney in his General History 

which were later misinterpreted. Although Burney praises 

Neapolitan composers such as Alessandro Scarlatti, Gaetano 

Greco, and their pupils,4 nowhere does he suggest that 

Naples was preeminent in the development of the new style of 

Italian opera. In fact, as indicated above, Burney saw 

Venice as the more important centre. Hugo Riemann was 

apparently the first 'modern’ writer to concur with this 

view,5 one which is finally becoming 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 

characterized 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 

3Naples 1880/82 (H.C. Wolff, "Fairy-tale of the Neapolitan 
opera,” in Studies in eighteenth-century music: a tribute to 
Karl Geirinqer 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), pT202, 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 
quote he uses to support this statement dates from 1769. 
According to Michael F. Robinson (Naples and Neapolitan 
Music, Oxford: Clarendon Press, 1972, p. 1), "It is 
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. 
4Burney, General History II: 541, 914. 
5E.0.D. Downes, "The Neapolitan tradition in opera," in 
International Musicological Society: report of the Eighth 
Congress, New York, 1961/Kassel, 1961), p. 279. 
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form. The orchestra served as a purely harmonic support, 

losing the certain amount of thematic independence it had 

enjoyed in the seventeenth century.6 This type of writing 

was completely developed in Vivaldi’s works, for the most 

part before the first operas of important Neapolitan 

composers such as Leo, Vinci, and Pergolesi.7 

B. Vivaldi’s Operatic Career 

Antonio Vivaldi produced thirty-six operas between 1713 

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

6H.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.) 
7Wolff, "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 figure. In the introduction to La Griselda(Garland 
Series Italian Opera: 1640-1770, New York and London: 
Garland, 1978), Lp. 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 
might 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 gives a figure of twenty-one 
("Antonio Vivaldi," in The New Grove Dictionary of Music and 
Musicians, vol. 20, p. 38"). Wolff claims twenty-two are 
extant ( "Italian Opera 1700-1750," p. 99). Inconsistent 
organization and missing information 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 of three acts of two other 
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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.9 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 San 

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 in Vicenza, possibly because of strong competition 

in Venice. Shortly 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 signing of the 

dedication of Gasparini's Rodomonte sdegnato implies that by 

Mcont'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'1 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 partly extant works are included; and 
whether the number of operas or the number of scores is 
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.10 

Vivaldi produced his first Venetian opera, Orlando 

finto pazzo, in the autumn of 1714 at the S. Angelo. Twenty 

of his operas received their first performances at this 

theatre with which he continued to be associated until the 

very end of his career. The San Angelo became less important 

in his later output, but his last opera, Feraspe, was 

produced there in 1739. Throughout this period he was also 

employed at the Ospedale della Pieta in Venice, one of four 

state-supported charitable institutions for orphaned or 

abandoned 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 association with 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 Venice 

but he did produce operas in other Italian cities and in 

more distant centres as well. Four Vivaldi operas were 

produced in Mantua between 1718 and 1720 at the court of 

Prince Philipp, Landgrave of Hesse-Darmstadt. Vivaldi spent 

three carnival seasons producing operas in Rome, including 

Giustino in 1724. From 1730 to 1732 five of his operas were 

1 0 Maurer, "Independent Arias of Antonio Vivaldi," p. 52 





performed in the theatre of Count Franz Anton von Sporck in 

Prague. Other centres which 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, Reiser, 

Gasparini, Leo, and Vinci. 

From 1737 to 1739 Vivaldi attempted (unsuccessfully) to 

produce operas in Ferrara. One of his obstacles was the 

censure of Tommaso Ruffo, Cardinal of Ferrara. In November 

of 1737 the Cardinal refused 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 is 

not as clear-cut as it appears; many clerics pursued careers 

in secular music. Agostino Steffani did not celebrate Mass 

for twenty-seven years after his ordination and did not 

suffer from a chronic ailment such as Vivaldi laid claim to, 

yet he was never censured for any dereliction of duty.11 

Maurer suggests that there may have been personal or 

political reasons for Ruffo’s attack.12 Other writers cite 

Ruffo’s reputation for strictness as its cause.13 

1'Francis Burkley, "Priest-Composers of the Baroques A 
Sacred-Secular Conflict," Musical Quarterly LIV(1968)s 175. 
12Maurer, "Independent Arias of A. Vivaldi," p. 52. 
13Cross, Late Operas of Vivaldi, pp. 34-35; Talbot, 
Vivaldi(London: Dent, 1978), pT 87. 
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C, Vivaldi's Librettists 

Throughout his career Vivaldi worked with librettos 

similar to those chosen by other composers of the time. 

Several, such as Metastasio's L * 01impiade, were extremely 

popular and were set numerous times during the eighteenth 

century. Baroque 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 special interest in Turkish culture. 11 

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 Orlando 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 used the work of these masters. Sebastian© 

Biancardi, under the pseudonym Lalli, wrote both original 

texts and arrangements of older works for Vivaldi. Lalli 

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

and later became manager of the S. Giovanni Grisostomo and 

S. Samuele theatres in Venice.14 He was a friend of 

Metastasio and Goldoni and became court poet to the Elector 

14Talbot, Vivaldi (Dent), pp. 52”3. 
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of Bavaria in 1727. Carlo Goldoni, an important figure in 

the development of comic 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 the most 

prolific poets of the time. He first collaborated with 

Vivaldi on Scanderbeg for Florence in 1718, later providing 

him with at least two other texts. Other librettists whose 

work Vivaldi used several 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 unfavourable. Tartini, for example, stated that 

"Vivaldi, who wanted to practice both genres, always failed 

to go over in the one [opera], whereas in the other 

[instrumental] he succeeded very well."15 Other comments 

refute this idea. In Per Vollkommene Capellmeister of 1739 

Johann Mattheson praises Vivaldi’s vocal writing: "Although 

he was not a singer at all, Vivaldi knew so well how to 

forego 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."16 Charles 

Burney similarly comments that Vivaldi "had been too long 

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

15As related by Charles de Brosses and quoted in Marc 
Pincherle, Vivaldi: Genius of the Baroque, trans. 
Christopher Hatch (New York: W.W. Norton, 1962), p. 201. 
16As quoted in Pincherle, Vivaldi, p. 202. 
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instrument."17 

The most famous criticism directed against Vivaldi, and 

others who represented the current style of operatic 

composition, was a sixty-four page pamphlet published 

anonymously in Venice in December of 1720 entitled I_1 Teatro 

alia moda. This satire, in fact written by a famous Venetian 

composer, poet and politician, Benedetto Marcello, is in 

several parts, each offering ’advice’ to a different member 

of the operatic establishment. Francesco Malipiero’s 

discovery of an annotated copy made it possible to decipher 

allusions to Marcello’s contemporaries on its title page. In 

the illustration a well-dressed gentleman is rowing a peata 

(large Venetian gondola) in which a bear sporting a 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 San Angelo theatre. 

The rower of the boat represents Signor Modotto (once owner 

of this type of boat), impresario of the S. Angelo. The bear 

(orso) represents Giovanni Orsatto, an impresario at the S. 

Moise who was also connected with the S. Angelo. Underneath 

is a take-off on the wording of librettos? 

Stampato ne’BORGHI di BELISANIA per ALDXVIVA 

LICANTE; all’Insegna dell’ORSO in PEATA. 

Si vende nella Strada del Corallo alia 

PORTA del Palazzo d'ORLANDO. 

17Burney, History of Music, II: 637. 
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This inscription may be translated as follows: 

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.18 

Each of the words in upper-case letters represents a 

specific figure in the operatic world, many of them 

connected with the San Angelo theatre. 

In his section, "Instructions for Composers," Marcello 

satirizes many of the conventions of the time,19 as well as 

specific style characteristics. The latter include long 

introductory ritornellos, unison arias, arie senza bassi, 

the devise and lack of basso continue arias and ensembles. 

Another point of attack is inattention to key relationships: 

"Whenever a recitative ends in a flat key he must quickly 

add to it an aria in a key with three or four sharps; then a 

recitative in the first key will follow-—all this for the 

sake of novelty." Marcello also objects to the use of 

special orchestral effects: "He should cheer up his audience 

with ariettas containing pizzicato and muted passages in the 

orchestra, as well as trombe marine and cymbals."20 Although 

this last complaint probably refers specifically to 

18Pincherle, Vivaldi , pp. 44-5. 
19This includes such conventions as the required alternation 
of 'happy and sad' arias, the obligatory prison scene, etc. 
20Benedetto Marcello, I_1 teatro alia moda (Venice, 1720), 
trans. R. Pauly in Musical Quarterly XXXIV(1948)s 385-86 . 
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Vivaldi,21 most of the techniques and elements of style to 

which Marcello referred were common to many composers of the 

time. Unison arias, for example, were quite common in 

Italian opera around 1700. Arias accompanied by continuo 

only survived into the 1720’s but became increasingly rare. 

It seems likely that at least some of Marcello’s ill-will 

derived from legal problems involving the owners of San 

Angelo, the Marcello and Cappello families, and Francesco 

Santurini, the theatre's original manager and an associate 

of G.B. Vivaldi.22 Burney had a different theory? "It is 

probable that Marcello had received some disgust in his 

early attempts at dramatic music. . ."23 

At least two contemporary observers comment on the 

success of Vivaldi’s operas. One is Carlo Goldoni. The other 

is the abbe Conti who relates that Vivaldi’s opera 

Ipermestra rescued the Florentine theatre from disaster in 

1727. In a letter to a Parisian correspondent, Conti refers 

to what probably accounts for such successes? "I shall look 

also for arias by Vivaldi? you would be enchanted by their 

liveliness and their variety.’’24 While it is true that 

Vivaldi’s contemporaries held him in higher esteem as a 

violinist and instrumental composer than as an opera 

composer,25 the sheer number of his operas that were 

performed proves that he certainly was not a failure in the 

2’Vivaldi’s early operas in particular use a great variety 
of sonorities (Cross, Late Operas of Vivaldi, p. 70J. 
2 2Talbot, ’’Antonio Vivaldi,” NG, XX, p. 33. 
23Burney, History of Music, II? 912. 
24As quoted by Marc Pincherle in Vivaldi, pp. 201-02. 
2 51 bid., p. 201. 
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field. Opera was a money-making business and a composer who 

always failed most assuredly could not have continued to 

produce operas for twenty-seven years. 





Chapter III 

Vivaldi’s II Giustinos The Libretto. 

A. History of the Libretto 

The original text of I_1 Giustino was written by Count 

Nicolo Beregan (1627-1713), a well-known and widely 

respected Venetian lawyer, poet, and scholar. It was first 

set in 1683 by Giovanni Legrenzi (1626-90) for the Teatro S. 

Salvatore in Venice. This opera was Legrenzi?s last great 

success and was revived at least eight times, the last 

performance taking place in 1697 in Vicenza.1 The libretto 

was then modernized and reshaped from three into five acts 

by Pietro Pariati (1665-1733). In addition, changes in the 

internal structure and aria texts occurred in this revision. 

This version was set in 1711 by Tomaso Albinoni for the 

Teatro Formagliari in Bologna. According to Harold S. 

Powers, this version is one of the numerous five-act 

librettos which appeared at this time in connection with the 

classicizing Arcadian movement.2 Pariati was active in 

attempts at operatic reform and collaborated with Apostolo 

Zeno on many librettos. His poetry was highly valued for its 

lyrical qualities and expressive force. 

Giustino’s libretto was reworked back into three acts 

for Vivaldi’s 1724 setting, but a number of Pariati’s arias 

were retained.3 It was the second opera performed during the 

’Stephen Bonta, "Giovanni Legrenzi," NG Xi 618. 
2H.S. Powers, "II Serse trasformato - II," MQ XLVXI(1962): 
91 . 
3 Ibid. 
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carnival season of that year at the Teatro Capranica in 

Rome. According to I_ Libretti Vivaldiani, 4 nine copies of 

the libretto for Vivaldi’s I_1 Giustino survive. This version 

of the text, with some further changes, was also used by 

Handel for his production at Covent Garden, London, in 

February 1 737.5 

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 
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.6 

B. Characters and Plot 

Giustino’s libretto was very loosely based on the 

following historical facts. On the death of the Byzantine 

Emperor Zeno (reigned 474-91), his widow Ariadne, daughter 

of Emperor Leo I, chose Anastasius as his successor and 

4A.L. Beilina, B. Brizi, and M.G. Pensa, p. 73. 
5Several 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, "II Serse trasf ormato, ’’ p. 91). 
6From 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 policies nevertheless made him 

very unpopular. Vitalian, a highly popular military leader 

who hoped to dethrone him, used these religious grievances 

as a pretext. A common soldier who distinguished himself in 

the repulse of Vitalian's revolt became the next emperor, 

Justin I (the Giustino of this libretto). Justin was an 

Illyrian peasant who had come to Constantinople to join the 

army and make his fortune. He had served in Anastasius' 

Persian War (502-07) and rose to command of the Imperial 

Guard. When Anastasius died in 518 Justin was elected 

emperor through various political machinations. 

The story of I_1 Giustino involves the following 

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 - brother 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 the 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 

surrounded by genii. She appears to Giustino in a dream and 

urges him to take up arms for the Byzantine Empire. In the 

next scene Leocasta enters, 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 

Vitaliano'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 II takes place in a wood within 

view of the sea. It is stormy and a ship can be seen 

breaking up on the rocks. Anastasio and Giustino try to make 

plans for the rescue of Arianna. In Scene 2 Polidarte gives 

Arianna a final chance before abandoning her to the sea 
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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 her escape from the horrible 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 promised his head, and again declares his love, 

pleading for mercy. Meanwhile, 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 

act, Andronico, despairing of Leocasta’s love, reveals his 

true identity and is imprisoned. Leocasta then reveals to 

Giustino that she has fallen in love with him; he reflects 

on the complete change in his fortunes. 

In Act III Vitaliano and Andronico congratulate one 

another on having survived great 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 eager 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 token 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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Giustino part, lamenting their lost love. Giustino is then 

imprisoned in a mountain vault by Vitaliano. Scene 6 opens 

with a soliloquy in which he reviles Fortune for having 

deserted him. Vitaliano enters and the mountain is struck by 

lightening, uncovering the tomb of Vitaliano*s father. A 

voice emanates from the sepulchre revealing that Giustino is 

the long-lost brother of Vitaliano and Andronico. Meanwhile, 

Amantio has managed to seize the throne; the three brothers 

make a pact to rescue Anastasio and the others. They arrive 

at the imperial court just in time and Giustino prevents the 

villain from escaping. Amantio is sentence to death. 

Giustino reveals his ancestry, his brothers are forgiven, 

and he is given the hand of Leocasta in marriage. In his 

gratitude Anastasio also declares Giustino his partner on 

the throne. In the final scene Giustino is crowned with 

laurels and hailed by the 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 opportunities as possible for the use of 

spectacular stage effects. These include the apparition of 

Fortuna to Giustino in a dream, Giustino*s rescue of 

Leocasta from a bear,7 and his slaughter of a sea monster 

attacking the Empress Arianna who is chained to a steep rock 

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

7The bear appears so commonly in operas of the time that 
Marcello makes numerous references to it in I_1 Teatro alia 
Moda [Trans. G. Pauly, MQ XXXIV(1948): 371-403 and 
XXXV(1949): 85-105]. 
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very typical 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 people’ who of course turns out to be of royal blood. In 

order to 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 that Giustino is Vitaliano's brother who 

was carried off in infancy by a tiger and whose right arm 

bears a mark attesting to his ancestry.8 Just previously 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 

disguised 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 prevailing tension of the drama, a 

function previously performed by comic characters. 

Pincherle, Vivaldi, p. 214. 





Chapter IV 

Vivaldi's JJL Giustino: The Autograph Manuscript. 

The autograph manuscript of I_1 Giust ino is contained in 

volume 34 of the Foa collection which is located in the 

Biblioteca Nazionale in Turin. It and I_1 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 fleur de 1is within two circles; 

Giustino also contains a mark with an animal, probably a 

stag. These facts strongly suggest that these works were 

composed while Vivaldi was in Rome.1 

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 

provided. The first page of the work itself contains the 

opening of the sinfonia. Above the first line of music are 

the title of the opera,2 the inscription ’’Musica del 

Vivaldi," and the famous monogram which is composed of the 

letters L.D.B.M.D.A.3 

’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 separate from the rest of the opera. Peter Ryom, 
Les Manuscrits de Vivaldi (Copenhagen? Antonio Vivaldi 
Archives,1977), pp. 65-5. 
3The 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 
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Many of the general characteristics of Vivaldi's 

manuscripts as described by Peter Ryom in Les manuscrits de 

Vivaldi, are clearly evident in I_1 Giustino. These include 

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 the 

recitatives provide problems in this regard: Vivaldi almost 

never supplied figures and was often quite 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, revisions, 

and substitutions. There are two versions of Act II, Scene 

3, for example, the point in the drama at which Giustino 

rescues Arianna from the sea monster. The first (p. 79v) is 

abandoned at measure twenty-eight where the first echo 

enters. Here the echo begins before Arianna's phrase (a cry 

for help) is finished. In the second version it waits until 

her phrase is completed. Some erasures had already been made 

at this place in the original version so the decision to 

change it again was probably what necessitated a fresh 

start. 

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 

Mcont'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 composition. 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 straightforward in this regard. There are, 

however, two versions of Fortuna's aria 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 correspond exactly with the 

libretto. At the point where Scene 12 begins, Vivaldi 

inserted the word "scena" in the score, but did not provide 

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 contains an aria 

for Anastasio, "Sento in seno ch'in pioggia di lagrime," 

whose text does not appear in the libretto. Also, the final 

portion of its TB’ section, which is contained on the same 
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page as the opening of Scene 2, is crossed off. Because this 

cut 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.4 

Inserted material most likely resulting from displaced 

fascicles appears later in the act. Four pages of Giustino's 

aria "Su l’altar di questo Nume" (from II. 9) interrupt 

Arianna's arioso "Augelletti garruletti" (Scene 8). It 

appears that this arioso is complete since, according to the 

libretto, none of the text is missing and the musical 

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 same thematic materials, in its proper 

place in Scene 9. The opening of the inserted version 

appears on page 107v after the completion of Scene 9. Since 

both texts of "Su I’altar" are complete, either may have 

been the second and final version. Several factors 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 replacement arias in Giustino 

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

4It 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 instrument ion (three-part strings vs. four-part ) 

in comparison to the other aria. Economy of materials 

appears to be the motivating force behind many of Vivaldi’s 

revisions. Also, its 'B' section relies less on the thematic 

material of ’A,’ avoiding, perhaps, too much insistence on 

the opening motive of the piece. The two middle sections 

modulate to different tonalities but this is not 

particularly helpful since both (iv and v) occur commonly in 

Vivaldi’s arias. 

Act III, Scene 3 is the only part of the score which is 

actually missing an entire number. After the initial 

recitative there is the indication "Aria per Anastasio." 

This occurs on page 145r. 145v contains the opening of Scene 

4, implying that the aria was on a separate fascicle which 

had to be inserted into the score. Presumably this fascicle 

was later lost. An aria text does occur at this point in the 

libretto ("Di Re sdegnato") confirming this lacuna. Although 

Vivaldi does not set all of the text which appears in the 

libretto, those lines which he does not set to music are 

always preceded by quotation marks, a common practice of the 

period.5 This is not the case with "Di Re sdegnato." 

Similarly, the second (and final) version of Act III, Scene 

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

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

completed opera since no aria text is present in the 

5Ryom, Les manuscrits de Vivaldi, pp. 98-9. 
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libretto. 

Act III, Scene 7 contains two da capo arias for 

Arianna, a situation not permissible within opera seria 

conventions. The problem is easily solved by consulting the 

libretto which contains only the text of the second aria, 

"La cervetta timidetta." As is the case with the first aria 

for Fortuna (Act I, Scene 5; discussed above), the original 

aria in Scene 7, "Sentire che nel sen il cor," although 

meant to be cut, was not crossed out or marked in any other 

way in the score. 

It should be noted that quite a number of Giustino's 

arias also survive in sources other than Foa 34. This 

results from Vivaldi’s practice of reusing arias, a 

procedure common at this time.6 Three of these arias are 

included in the collection of independent arias contained in 

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

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

previously to Giustino in Tito Manlio (1719, Foa 37, 1.6) 

while "Lo splendor ch’a sperare m’invita" (Foa 28, ff. 

127-129v) had appeared in La verita in cimento (1720, Foa 

33, III.1 and 8 [6]). The text of the third aria, "Quando 

serve alia ragione" (Foa 28, ff. 130-32) also appeared in La 

verita but was set to different music.7 Eleven other arias 

from Giustino survive in the scores of other extant Vivaldi 

operas which range from his first opera, Ottone in villa 

6The following information derives mostly from the worklist 
and list of borrowings in Cross, Late Operas of Vivaldi, pp. 
224-41 and 251-2. 
7Maurer, "Independent Arias of Vivaldi in Foa 28," p. 98. 





(1713)f to n. Bajazet , a pasticcio he arranged in 1735. 





Chapter V 

Musical Style and Structure in Giustino. 

A, Melody 

Giustino's melodic construction is typical of Vivaldi’s 

entire oeuvre. Its most striking and consistent 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 descending 

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 I).1 A more sophisticated version, 

this time using a descending arpeggio and a rising scale, 

serves as the opening theme for both the orchestral and 

vocal sections of Giustino’s "Su 1’altar di questo Nume" 

(II. 9, Example 2). Another common structure is a scale 

falling from dominant to tonic, often preceded by a tonic 

upbeat. "Ritrosa bellezza" (II. 2, Example 3) opens with 

this type of melody which in this case continues to rely 

strongly on the shape of the tonic triad. The beginning of 

the first vocal section of "Bel riposo de' mortal!" (I. 4, 

Example 4) also uses this structure. 

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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2Both 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 I'amato 

ben" (III. 4, see Example 14) open their orchestral and 

vocal sections with this type of theme. The second of these 

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 thematic 

material in Giustino. In describing the late operas Eric 

Cross states that repeated notes seldom predominate in vocal 

openings.3 This is not the case, however, in many of 

Giustino* s arias. The most obvious examples are "Bel riposo 

de’ mortali" (Example 4 above), "Della tua sorte" (I. 5, 

Example 5), and "La cervetta timidetta" (III. 7, Example 6). 

Repeated notes are also an essential feature of many 

melismatic passages. 

The melodic structures described above are from opening 

themes but Vivaldi also seems to have been especially 

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 vostro sguardo" (I. 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 port© al trono" (II. 

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

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

Ibid. 





EX. 5 . DELLA TUA SORTE, MM. 11-14. 
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the structure of a cadential theme, one pattern is extremely 

common at its close 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 surprisingly) uses the progression IV7 to V to I. 

It is also often harmonized with the progression I to V to 

I. 

Certain other features of Vivaldi's melodic style 

should also be noted. One is his sparing use of the more 

unusual and 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 

minor mode. The 'B' section of "La cervetta timidetta" (III. 

7, Example 9) makes expressive use of a minor seventh, 

augmented second, diminished seventh, augmented fourth, and 

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 appears to have been 

inspired by the text: 

Cosi spera anche il mio core; 

Ma trovato 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 appear to be associated with any 

particular word* In "Un vostro sguardo" (I. 2), 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 just recurs as part of that 

section in the first vocal paragraph. It is not associated 

consistently 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 juxtaposing 

the sixth scale degree (B-flat) with sharp four (G-sharp 

[V/V]). 

A rather different use of unusual intervals for special 

effect is found in Vitaliano’s aria "Quando serve alia 

ragione" (II. 11). Its opening vocal section begins with 

octave leaps and includes a downward leap of a major tenth. 

This type of jagged (but usually triadic) melody is pursued 

throughout the aria. Lines such as the following from the 

opening of fB' are an amazing testament to the vocal 

technique of Antonio Barbieri (Example 10). 
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EX. 10. QUANDO SERVE, MM. 38-41. 

m 
S£>rh*, 

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 for 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 the 

figure’s immediate repetition.4 Repetition is of course an 

essential feature of Vivaldi’s melodic style. In most cases, 

as above, it is accompanied by text repetition and serves as 

confirmation of the idea. It also is occasionally used for 

two parallel phrases of text. Sequence, also an important 

4The 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 used for text repetition. 

It is most commonly found, however, in "bravura" melismas 

towards the end of vocal sections (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 occasional 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 "II 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. Harmony and Harmonic Rhythm 

The basic harmonic palette used in II Giustino is 

essentially diatonic. Dominant, secondary dominant, and 

diminished sevenths occur quite often but other borrowed or 

chromatic chords are very rare. The only secondary seventh 

used with any regularity is IV7 which often precedes perfect 

cadences. The dominant minor ninth does occur at least once 

("La cervetta timidetta," see m. 4 of Example 9). Vivaldi 

employs pedal points quite frequently, a powerful use 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, and incessant 

repeated notes to produce a positively soporific effect (see 

Example 19). This is the aria in which Giustino falls asleep 

prior to his vision of Fortuna in a dream. 

As is the case with the more unusual melodic intervals, 

the rarity of chromatic chords in Giustino makes their 

occasional appearance all the more effective. Vivaldi's 

favourite chromatic chord appears to have been the 

Neapolitan sixth. It occurs in at least six arias. In 

Leocasta’s "Senza 1'amato ben" (III. 4), sung after 

Giustino’s banishment by Anastasio, it appears suddenly 
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EX. 13. IL PIACER DELLA VENDETTA, MM. 29~32. 

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. 12) and "La cervetta 

timidetta" (III. 7, see m. 8 of Example 9), as well as in 

the second movement of the opening sinfonia. 

EX. 14. SENZA L AMATO BEN, MM. 1~6. 
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Another device which Vivaldi makes effective use of in 

both the arias and recitatives is the cross-relation. At 

least three arias use progressions which involve a 

cross-relation: all three occur at intense points in the 

drama and employ other unusual features in order to build 

tension. The first, "Da* tuoi begl’occhi impara," occurs in 

Arianna’s soliloquy in Act I, Scene 3 which follows the 

delivery of Vitaliano’s ultimatum. The second is "Senza 

1’amato ben" while the third is Arianna's "La cervetta 

timidetta" (see Example 23) which occurs just after Amantio 

has seized the throne. 

Unusual progressions in two other arias should be 

mentioned. The first, in "Mio dolce amato sposo" (I. 14, 

Example 15), results in the super imposition of E-flat and 

E-natural. The second occurs in "II mio cor gia piu non sa" 

and is produced by parallel movement of first inversion 

triads. (Example 16). 

Harmonic rhythm is highly variable and often extremely 

irregular throughout most of I_1 Giustino. A simple 

illustration is the opening of Vitaliano's aria "Vanne si, 

superba, va." It begins with two-and-a half measures of 

tonic harmony followed by two chord changes in measure 

three. The harmony then changes once per measure for four 

measures, this is followed by two measures of the tonic 

triad in g minor and then changes of once per bar for four 

measures, and so on. The only predictable aspect of harmonic 

rhythm is that it almost always speeds up at cadences. Also, 
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EX. 15. MIO DOLCE AMATO, MM. 5-6. 

EX. 16. IL MIO COR, MM. 7-9. 

the rate of chord change is generally slower in those arias 

of a martial character which often use fanfare-like material 

and obbligato instruments such as trumpet or horn. 





46 

C. Phrase Structure 

In general, phrase structure in Giustino shows little 

evidence of a move towards the galant style (which is 

apparent in the phrase structure of some late arias).5 

Phrasing is still extremely irregular and often very 

extended, particularly in vocal sections where complex 

melismas and sequences have been used. Sometimes these 

sections contain phrases from ten to fifteen measures in 

length where the thematic material was originally presented 

in phrases of four or five measures. Another common feature 

is a contrast in phrase lengths between the ’A’ and 'B' 

sections of an aria. "Senza 1'amato ben” (III. 4) is a very 

clear example of this. Phrases in the ?A' section are very 

irregular and range from two-and-a-half to six measures in 

length. ' B,’ on the other hand, is constructed of completely 

regular four-bar phrases. Dovetailing of sections is another 

very common procedure in this music which contributes to the 

overall assymetrical effect and which also serves to propel 

the music forward. The above aria is, in fact, quite 

exceptional in that it contains no dovetailing whatsoever. 

One feature of the phrase structure in this opera which 

appears to be a particular characteristic of Vivaldi is the 

grouping of phrases in threes rather than in pairs. ”11 

piacer della vendetta" (III. 1), for example, opens with 

three phrases of two, two, and two-and-a-half measures 

respectively (each of these presenting one important 

5Cross, Late Operas of Vivaldi, p119. 
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motive). This is followed by a vocal section which also 

consists of three phrases (in this case two, two, and three 

measures each). 

D. Time, Tempo, and Rhythm 

The arias, duets, choruses, and instrumental numbers in 

Giustino are written in a very restricted range of time 

signatures and tempo markings. Allegro is by far the most 

common tempo, appearing in twenty-eight out of the 

thirty-seven numbers to which Vivaldi has given tempo 

markings. Only five other tempos have been used? Allegro non 

molto (twice), Andante (four times), Andante molto (once), 

Larghetto (once), and Largo (once). Time signatures are a 

little more well-distributed. 2/4 and common time occur most 

frequently, each appearing in fourteen numbers. 3/8 comes a 

close second with twelve occurrences while 12/8 is used four 

times and 3/4 twice. This range of tempos and time 

signatures is very similar to the range employed in 

Vivaldi’s later operas.6 

Great rhythmic energy, often the most immediately 

striking feature of Vivaldi’s music, is also very evident in 

I1 Giustino. Abundant use of syncopation is probably the 

factor which contributes most to producing the feeling of 

tremendous energy and forward propulsion. The most 

frequently used syncopated figure in duple or quadruple time 

is and In 3/8 

6Cross, Late Operas of Vivaldi, pp. 111-2. 
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time the rhythm ij occurs quite commonly, especially 

at cadences. Usually 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 following 

example from "No bel labro, men sdegnoso," are rare (Example 

17) . 

EX. 17. NO BEL LABRO, MM. 1-4. 

hiocAgtt 
t Uioli/xS 

6 (XiS-o 

tlh _ff — =f=#f tfpf k— 
=f=F+ tf. - 1 7-,k-b V 1 =^=4 =^= 

No U Ur sAearvoSo. 

—^- ——— ---- 

7 V C J 
V 

$ J 2= ^=2 3= 
Z.— 

Ac> tel '/ol4c 

Anapestic rhythms are also used frequently throughout 

Giustino, probably because they have a propulsive effect 

similar to that produced by syncopation. Both "Vanne si, 

superba, va" (I. 13, 3/8 time) and "Quel torrente, che 

s’inalza" (II. 6, 3/8 time) contain sections which make 

insistent use of the rhythm jm . In duple or quadruple 

time this rhythm may take the form m as in "Per noi 

soave, e bella" (II. 5 , n j as in "Quando serve alia 

ragione" (II. 11), or, more rarely . m as in the 

second movement of the opening Sinfonia. Other rhythms which 

reverse the 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), for example, contains considerable use of 

this rhythm; mn . Another rhythm which follows this 

trend is the Lombardic rhythm or reversed dotting which 

Quantz claimed was introduced to Roman audiences by Vivaldi 

and which "made such an impression on the inhabitants that 

they wanted to hear almost nothing that did not resemble 

this style."7 This figure actually only appears once in 

Giustino and that is in Arianna’s aria "Dalle gioie del 

core" (II. 12). Vivaldi makes more extensive use of this 

figure in his later operas.8 

Vivaldi uses several other techniques as well to 

produce this energetic, forward-moving effect. One of them 

is the juxtaposition of duple and triple divisions of the 

beat. This procedure is pursued throughout "Nacque al bosco 

e nacque al prato" (I. 6) and "La cervetta timidetta" (III. 

7) but is also put to effective use in the sequential and 

melismatic portions of other arias ("Mio dolce amato sposo," 

I. 14). Another procedure is the insertion of a rhythmic 

motive consisting of smaller note values than the norm. In 

"II piacer 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 J777m serves the same purpose. The opening 

ritornello of "11 piacer" also illustrates another important 

characteristic of the rhythm in this opera and that is the 

7"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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dominated by 

interesting figure 

great variety of imaginative rhythmic figures. The first 

phrase uses two: the syncopation mm and the 

thirty-second notes mentioned above. The second phrase is 

sznuB.o while the third introduces the 

> . This last-mentioned motive 

was apparently one of Vivaldi's favourites.9 

One technique which is fairly prevalent in the later 

operas10 is the superimposing of different rhythmic 

patterns. Other than the combination of a syncopated melody 

with a bass-line on the beat as mentioned above, this 

procedure is used very little in Giustino. It seems likely 

that the explanation is to be found in the generally thin 

texture of the music which precludes a variety of rhythmic 

patterns. 

Another testament to Vivaldi's superb control of rhythm 

in Giustino is the way he is able to manipulate it to create 

specific effects. The static rhythm in "Bel riposo de' 

mortali" (I. 4) and its combination with other elements to 

produce a somnolent mood has already been mentioned. In 

Leocasta's "Senti1'aura, che leggiera" (II. 8) a repetitive 

dotted figure, J J J*l), is combined with a slow tempo 

(Andante molto) and soft dynamic level (sempre piano) to 

create a peaceful, pastoral mood appropriate to the text. 

The opening chorus of the opera may be cited as another 
tr r 

example. Here the dotted rhythm nns. s used to evoke 

a grandiose, ceremonial atmosphere, perhaps because of the 

9 Ibid., p. 114. 
1 0 Ibid c 
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association of dotted rhythms with the French overture. 

E. Texture and Scoring 

The basic orchestra used in Giustino (and Vivaldi's 

other works) consists of four-part strings: violin 1, violin 

2, viola, and bassi. The texture is generally also four-part 

as first violins usually double the voice in vocal sections. 

Three-part texture also occurs very commonly. Two out of 

three movements of the opening 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" (I. 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 

doubling 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 obvious that there 

is much use of contrasting textures in this opera. Usually 

each theme has its own texture which returns with its every 

recurrence. The opening theme of "Un vostro sguardo" (I. 2) 

is imitative and in four-parts; the second is in three-parts 

(no basso 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 first and third themes, 

however, producing five- and two-part textures. Thus by the 

end of the first vocal paragraph there have been six 

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. This is 

sometimes realized through the use of a unison theme as 

discussed above but may also take the form of a reduction 

from three to two parts, for example. This is the case in 

the middle section of "Candida fedelta" (II. 10) where the 

violins drop their accompaniment figure and double the voice 

for the last one or two measures of each phrase. 

Accompaniment figures are generally quite rare in 

Giustino. In most arias the first violins double the voice 

with the second violins sometimes adding thirds (usually 

below but occasionally above). The violas usually are given 

parts of little interest which serve to fill in the 

harmonies and which are often rhythmically linked to the 

bass. Those accompaniment figures which do occur are 

generally quite simple such as the constant triplet figure 

used in "Candida fedelta." The reason for this 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. Several arias do make use of more complex 

accompanimental figures, however. The dotted figure used in 
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the first and second violins in "Senti 1’aura, che leggiera” 

(II. 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 

several different figures. Their appearance is prompted by 

the use of the psaltery in this aria. Major parts of the 

vocal sections are accompanied by psaltery and a pizzicato 

bass line notated on the violin stave. In addition to 

providing extra melodic and rhythmic interest, the 

psaltery's chordal figures provide the harmonic realization 

of the bass line which is usually provided by the continue 

player. These arias which employ accompanimental figures may 

perhaps represent a progressive tendency in this opera since 

their use increases in the later operas.11 

Although homophony and simple textures predominate 

throughout most of the opera, short sections of imitation do 

occur. They generally do not continue into the vocal 

sections, however, where imitation might provide a 

distraction from the dominant vocal line. One exception to 

this procedure occurs in the first vocal paragraph of 

Giustino's aria "Allor che mi vedro" (I. 11). A short motive 

is presented by the voice and imitated by the second 

violins. Subsequent entries by the voice are doubled by the 

first violins to ensure that it will not be overpowered. 

Small sections of other types of interaction between voice 

and accompaniment also occur, often during the melismatic 

Ibid., p. 108. 





54 

’’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 

containing sustained notes in the voice surrounded by 

thematic material in the orchestra (Example 19). 

The textures described above are created by an 

imaginative variety of sonorities. One very common change to 

the regular string group, especially in ’B' sections, 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 continue12 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 harpsichords. Another common change 

to the orchestral sonority is the omission of violas. 

Two-part textures are produced in an especially large 

variety of ways: violins 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 and unison strings; and so on. The most common 

one-part or monophonic textures are produced by unison 

strings, voice doubled by violins, and voice in unison with 

the strings (Polidarte’s unison aria "Ritrosa bellezza," II. 

2) . 

Hereafter abbreviated as b.c. 





EX. 18. LA GLORIA DEL MIO SANGUE, MM. 46-58. 
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EX. 19. BEL RIPOSO, MM. 26~9. 

Vivaldi's concern for sonority as evidenced by the 

great variety of string combinations listed above is also 

apparent in his careful attention to other details of 

scoring. Pizzicato and muted sonorities are used several 

times. Articulation is marked extremely carefully, a fact 

that is somewhat surprising considering Vivaldi's 

carelessness with many details of rhythm13 and pitch. 

Additions are made to 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 

13,’Mio dolce amato sposo" (I. 14) even contains an extra 
half measure in its first vocal section. 
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(designated Flauti in the score)14 double the violin lines, 

creating a pastoral effect without adding any real parts,, 

Unfortunately, here, as in a few other places in the score, 

Vivaldi’s intentions are not entirely clear. The violin 

parts may not be played entirely at pitch by the wind 

instruments but there are no indications regarding 

transposition up an octave. Also, the second violin part has 

a range of two-and-a-haif octaves which would probably prove 

difficult for wind players. 

The oboes are given separate parts in "La gloria del 

mio sangue" (I. 8). Here they take over the normal functions 

of the violins in parts of the orchestral ritornellos and 

are treated in an almost concertante manner in the vocal 

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

the thematically and rhythmically interesting material given 

to the bass in the opening ritornello. Normally the bass is 

non-thematic in this opera and does not contribute rhythmic 

interest except in unison figures. 

The next aria with additional instruments, Vitaliano’s 

"All’armi, 6 guerrieri" (I. 13) is the most lavishly scored 

number in the entire opera. Two trumpets, two oboes, 

four-part strings, and tympani are used, each with its own 

separate part. This scoring was most likely prompted by the 

martial text and setting and by the fact that this is the 

tyrant’s first appearance on stage. Anastasio’s martial 

14Vivaldi specifies traverse, traversier, or travers when a 
transverse flute is required. (David Lasocki, "Vivaldi and 
the Recorder," American Recorder IX (1968): 103.) 
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aria, "Verdi lauri, cingetemi il crine" (II. 9), is also 

accompanied by trumpets and oboes but in this case no 

tympani are used and the oboes double the violins. In both 

these arias the texture is very full in the ritornellos but 

is drastically reduced for the vocal sections. Amantio’s 

final aria, "Or che cinto ho il crin d’alloro" (III. 8), is 

also martial in nature but here the added instruments are 

horns. Again the scoring is quite full in the ritornellos 

and much reduced in the vocal sections. The horns are 

treated on a par with the violins and in fact there is much 

interaction between them. The only other aria to use an 

addition to the basic string group is Giustino’s "Ho nel 

petto un cor si forte" (II. 13) which has already been 

mentioned. It should be added that the psaltery functions as 

a soloist in the ritornellos in contrast to its 

accompanimental function in the vocal sections. 

F. Overall Structure of the Opera 

Vivaldi’s JA Giustino is in three acts, each of these 

comprising fourteen, thirteen, and twelve scenes 

respectively. Act I opens with a scene complex which 

consists of a recurring chorus (including solos) and dry 

recitatives. It also contains fourteen arias (twelve of 

which are in da capo form), one accompanied recitative, 

nineteen dry recitatives and one instrumental number. There 

are fifteen arias, eleven of which are in da capo form, in 

Act II which also contains one duet, one arioso, one 
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accompanied recitative, and eighteen dry recitatives. Act 

III is made up of nine da capo arias, one duet, one chorus, 

and fourteen dry recitatives. There are a total of 

thirty-eight arias in the opera, thirty-two of these being 

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

of the major mode: twenty-eight of the thirty-eight arias 

and all of the duets, choruses, and sinfonias are in major 

keys. This is probably a greater percentage of minor-key 

arias, however, than was employed in contemporary operas by 

other composers.15 

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

character clearly reflects their relative importance (see 

table, Distribution of Numbers).16 Arianna stands out as the 

major figure, perhaps surprisingly considering the title of 

the opera. In addition to eight arias she sings two duets, 

an arioso, an accompanied recitative, and solos in both 

choruses. Giustino and Anastasio also receive major shares 

of the important musical numbers. At this point it should be 

noted that the cast of this production probably had a 

significant effect on the music. It was comprised of the 

following singers: Giovanni Ossi (soprano), Giacinto Fontana 

(soprano), Paolo Mariani (contralto), Girolamo Bartoluzzi 

(soprano), Antonio Barbieri (tenor), Francesco A. Giovenale 

(contralto), Carlo Pera (soprano), and Francesco Pampani 

(tenor). Six of these singers also appeared in the other 

15By the late 1720’s a maximum of two or three per opera was 
the norm. Robinson, Naples and Neapolitan Opera, p. 111. 
16It should be noted that one of Anastasio's arias is 
missing, so its form cannot be determined. 
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Distribution of Numbers by Character 

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

Arianna 8 6 2 2 1 
Anastasio 6 4 1 
Giustino 6 5 1 
Leocasta 6 6 
Vitaliano 5 4 1 
Amantio 4 4 
Andronico 2 1 1 
Fortuna 1 1 1 
Polidarte 1 1 
Totals: 39 32 6 2 2 

opera Vivaldi was involved with during that 1724 carnival 

season at the Capranica theatre, La virtu trionfante dell? 

amore, e dell1 odio, overo 11 Tigrane, for which he composed 

Act II. Ossi, Fontana, and Bartoluzzi had also sung in at 

least four Vivaldi operas prior to Giustino; La Candace o 

siano Li veri amici, La verita in cimento, Fi11ippo re di 

Macedonia, and La virtu trionfante dell *amore. Vivaldi 

therefore had detailed knowledge of most of the voices for 

which he was writing. It should also be noted that since 

women were not allowed on the stage in Rome at this time, 

the two female roles were sung by castratos. 

Another interesting trend in the make-up of this opera 

is the apportionment of borrowed material. Three of 

Leocasta’s six arias were borrowed as were three of 

Amantio’s four and one of Andronico’s two. None of Vitaliano 

or Giustino’s arias were borrowed while only one each of 

Arianna and Anastasio's were. This implies that Vivaldi was 

more concerned with the music for these important characters 
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(and singers). Only two of the nine arias known to be 

borrowings from earlier works17 appear in Act IIIr 

suggesting that they were used for reasons other than or in 

addition to lack of time. Also, none of the replacement 

arias in Giustino are known borrowings. 

G. Integrative Procedures and Dramatic Structure 

Although unifying devices and overall structural plans 

were not particularly important to opera composers in this 

period, Vivaldi has employed several techniques which 

increase the musical and dramatic coherence of 11 Giust ino. 

Most importantly, this work follows an overall tonal plan. 

The opening sinfonia is in C major with a middle movement in 

c minor. The final chorus is also in C major and contains a 

short section in the tonic minor. C major recurs at 

important points in the drama, such as in Giu'stino’s first 

aria, Arianna and Anastasio’s joyful duet in the second act 

(Scene 4), and Anastasio’s "Verdi lauri cingetemi il crine" 

in Act II, Scene 9 (in which Vitaliano is brought before the 

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

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

the ceremonial opening chorus, Fortuna’s aria which promises 

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

8), and Arianna and Anastasio’s final duet. C minor, as 

mentioned earlier, recurs in connection with Arianna’s 

confrontations with Vitaliano and Anastasio. The most 

17From the list in Cross, Late Operas of Vivaldi, pp. 251-2. 
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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 

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

figures, and a "pathetic" style which includes the use of an 

enriched harmonic vocabulary. 

There is also a thematic relationship between another 

aria, "Nacque al bosco, e nacque al prato" (I. 6, Example 

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 

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

several of these, setting them with the rhythm in 

descending triadic figures. 

Vivaldi's concern for the dramatic structure of the 

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

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

consist of confrontations between Arianna and Vitaliano 

which culminate in Arianna's aria "Mio dolce amato sposo." 

Act II ends with Giustino's "Ho nel petto un cor si forte," 

a pensive aria in e minor accompanied by psaltery which 

follows Leocasta's declaration of love. Achieving a sense of 
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EX. 20 o SINFONIA, 2ND MOVEMENT, MM. 31-2. 

EX. 21. NACQUE AL BOSCO, MM. 1-4. 

r»-u—*T, | f 1 

h- —^— ■f \ f 4 Iff •sfc,L 

EX. 22. SINFONIA, 3RD MOVEMENT, MM. 1-4. 

climax through the use of unusual instruments is quite 

common in Vivaldi’s earlier operas.18 The final act climaxes 

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

contrapuntal movement of unusually large proportions. 

Ibid., p. 82 
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H. Characterization 

Characterization is effected in Giustino by the use of 

a number of techniques. Key association 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," II. 5, is 

in a sharp key [G major]). C minor seems to be of particular 

significance to her. Two of her arias are in this tonality 

as well as important sections of "La cervetta timidetta" and 

the solo she shares with Giustino in the final chorus. Her 

music moves to c minor at other important points in the 

drama as well, such as the recitatives which precede "Mio 

dolce amato sposo" (I. 14) and the arioso "Augeletti 

garruletti" in Act II, Scene 8. A pattern may also be 

discerned with regards to Vitaliano who has two arias in the 

martial key of D major, one in F major, one in B-flat major, 

and one in d minor. This military character thus never 

ventures beyond two sharps or flats. These basic keys also 

predominate amongst the lesser characters. There are two 

exceptions: Andronico ventures into g minor at a moment of 

despair in Act II (Scene 8; he is in love with Leocasta who 

is enamoured of Giustino) and Amantio into A major in the 

climactic third act. Fortuna’s aria in A major reflects her 

special nature. Anastasio’s arias appear in a variety of 

tonalities but tend towards the sharp keys. 

The tonalities chosen for Giustino 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 

ambitions. "Su l’altar di questo Nume” (II. 9) is in the 

more intense key of c minor. This is probably related to the 

text which celebrates triumph and glory but may also be a 

portent of the jealousy and grief to come. Act II climaxes 

with Giustino's "Ho nel petto un cor si forte" in e minor, a 

relatively rare key for Vivaldi which reflects the scene's 

predominantly pensive mood. After a lighter aria in B-flat 

major (III. 2; this is before he is confronted by 

Anastasio), Giustino sings "II mio cor gia piu non sa" (III. 

4) in E major. This is a most significant key for Vivaldi 

(it only occurs three times in the late operas) which 

usually, as here, appears in conjunction with muted strings 

and an atmosphere of calm or sorrow.19 The 'B' section of 

this aria emphasizes the even more unusual key of g-sharp 

minor. 

Thematic types, rhythm, scoring, and other stylistic 

features also contribute to characterization in this opera. 

Giustino's rustic background is stressed by employing 12/8 

time in his first two arias. In "Bel riposo de’ mortali" 

this is further stressed by the use of recorders and a drone 

bass. Trumpets, horns, and tympani are used in conjunction 

with fanfare-like figures, simple triadic themes, and 

forthright rhythmic motives to portray the war-like natures 

of Vitaliano, Amantio, and Anastasio. All five of 

Vitaliano's arias emphasize incisive rhythms and triadic 

19Cross, Late Operas of Vivaldi, pp. 100-1. 
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themes* Much of Arianna's music stresses intense melodic and 

harmonic progressions in order to portray the sadness and 

despair she experiences* These features also appear in 

Leocasta's "Senza 1'amato ben" (III. 4). The three bravura 

arias in B-flat for Leocasta are probably more related to 

the technical abilities of the singer than to her character. 

Likewise the completely regular structure and indifferent 

content of Fortuna's "Della tua sorte" (I. 5) is more likely 

a reflection of the singer's inferior abilities than of 

Fortuna's character. This is especially true considering the 

superior thematic content of the aria originally provided 

for this scene. 

I. Da Capo Arias 

There are thirty-two da capo arias in Vivaldi's 

Giustino for which three basic structures have been used. 

The most common involves an identical repeat of ?A? (occurs 

eighteen times). A second type uses a varied repeat: a new 

ritornello is written after ?B' and a D.C. al Segno 

indicates a repeat starting at the first vocal section. 

According to Peter Ryom this type appears in all periods of 

Vivaldi's operas but is more common in the earlier works.20 

It is used only once, however, in Giustino ("Allor che mi 

vedro," I. 11). The third type of structure is rarely used 

among Vivaldi's contemporaries.21 Its da capo includes only 

a selection of thematic sections from the opening 

2 °Les manuscrits de Vivaldi, p. 230. 
21Cross, Late Operas of Vivaldi, p. 134. 
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ritornello: signs are used to indicate cuts. This form 

is rare in Vivaldi’s early operas but occurs more frequently 

beginning with Giustino2 2 where it is used eight times. 

One very common variant23 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 example, 

follows a very intense confrontation between Vitaliano and 

Arianna. An 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 

energy or tension built up in the recitative. This structure 

is used for two other arias in Giustino: "Sole degl’occhi 

miei" (I. 8) and "No bel labro, men sdegnoso" (I. 11). 

Arias using a devise (a premature entry by the voice) 

appear throughout Vivaldi's operas but become more common in 

the later works. Leocasta's "Senti 1'aura, che leggiera" 

(II. 8) is a rather unusual example. Most of Vivaldi’s 

devises 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.24 This 

devise is unaccompanied and is followed by three-and-haIf 

measures which repeat the final phrase of the orchestral 

introduction. 

22Ryom, Les manuscrits de Vivaldi, p. 230. 
2 3Ibid., p. 222. 
24Cross, Late Operas of Vivaldi, p. 124. 
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Several arias in Giustino contain ^^signs in their 

vocal sections. These do not appear to indicate cuts, 

however, but rather repeats. There are several clues to this 

interpretation. First of all the signs in "Zeffiretto, che 

scorre nel prato" (III. 2) 25 are found around the last 

phrase of fB.? 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. In Amantio's "Or, che cinto ho il crin d'alloro" 

(III. 8) the signs appear around the first phrase of the 

first vocal section. Both the first and second lines of text 

are written under the vocal part. The assumption that this 

phrase is to be played twice with the vocalist using the two 

lines of text in succession is confirmed by the opening of 

the second vocal paragraph in which the two phrases are 

written out in full. Two other arias, "Vanne si, superba, 

va" (I. 13) and "Sventurata Navicella" (II. 13), contain 

these signs. Although their situations are not as clear-cut 

as the above examples, in both arias repetition of the 

section in question makes much more sense than any other 

solution. 

Vivaldi’s intentions regarding one other aria, "Quando 

serve alia ragione" (II. 11), are not at all obvious. Its 

opening ritornello is crossed out and a new ritornello is 

provided for the da capo. However, above the crossed-out 

25This aria is also rather unusual in that its first vocal 
section is marked with repeat signs. Apparently this 
structure is not unique in Vivaldi’s operas (Ibid., p. 74). 
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introduction are the words "Si suona," indicating that he 

changed his mind again and wanted this ritornello 

reinstated. If this is the case he should have crossed out 

the now unnecessary ritornello provided 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 contrasting themes or motives, the first vocal 

paragraph, a short ritornello usually using one of the ideas 

from the opening section, a second vocal paragraph which is 

often more extended than the first, and a closing 

ritornello. This last ritornello is always longer than the 

middle one and again makes use of themes from the opening 

section. Occasionally it is an exact repetition of the first 

ritornello. There are two instances in which the middle 

ritornello has been left out altogether ("Vanne si, superba, 

va," I. 13 and "Candida fedelta," II. 10). 

The relationship between the first vocal paragraph and 

the introductory ritornello which precedes it varies from 

one aria to another. Many share the same thematic material 

with the voice merely taking over what had been the first 

violin's melody. In some cases this is done quite literally, 

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 section 

opens in d minor despite the fact that this aria is in D 

major. 

Many arias combine the use of themes from the 

ritornello with the use of new material. In "Quel torrente, 

che s’inalza" (II. 6), for example, the two sections share 

the same opening idea but a new answering phrase is 

introduced in the vocal section. It then continues with more 

new material which, however, employs a rhythm from the third 

orchestral theme in order to retain some continuity. Most 

arias employ some similar combination of themes from the 

ritornello and new material. In some arias the use of new 

thematic material is necessitated by the instrumentally 

idiomatic character of the ritornello. This is especially 

true in the martial arias which often use fanfare-like 

material. 

Another common procedure, which is in fact followed in 

the remainder of "Un vostro sguardo"?s first vocal 

paragraph, is to use the ritornello as a base over which a 

new line is composed for the singer. Often this new part 

rejoins the original melody for cadences. In some cases 

these lines are genuinely new material; in others they are 

really only elaborations of the main melody in the form of 

passagework for the soloist. This type of compositional 

technique is used more frequently in the early operas,26 

suggesting that these arias in Giustino represent less 

26Michael Talbot, Vivaldi (Dent), p. 187. 
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progressive tendencies. 

"Vedro 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.27 Both open with a 

homophonic ritornello which contains no thematic material of 

any importance but which serves to set the mood and harmonic 

context. The orchestra is treated as one large continue 

instrument which will not in any way detract from the 

dominant vocal line. 

The relationship between the second vocal paragraph of 

' A' and the first is generally quite close. Usually some of 

the same themes are used, either literally or varied, in 

combination with new material. This section is often longer 

than the first and involves more extensive sequences and 

passagework. In many arias the second vocal paragraph 

concludes with a coda-type section which involves a second 

statement of all or most of the text. The inclusion of these 

sections was a trend current in Italian opera in the 1720's 

which later became standard.28 

The middle parts (’Bf) of the da capo arias in Giustino 

are in one continuous section with no orchestral ritornello. 

Many do have a bipartite structure, however, which is a 

vestige of the original two-part form (with an intervening 

ritornello) of this section.29 In this bipartite structure, 

2 7Cross, Late Operas of Vivaldi, pp. 126-7. 
2 Mack Westrup with Daniel Heartz and Dennis Libby, "Aria," 
NG I, p. 577. 
29The early operas normally use a much more pronounced 
two-part structure which is still closer to the original 
form (Cross, Late Operas of Vivaldi, p.73). 
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one common to many of Vivaldi’s works,30 the first statement 

of the text is followed by a repeat of the final line which 

modulates to and cadences in 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 restatement of the 

text ("Vanne si, superba, va,” I. 13). 

The relationship between ’A’ and ’B? in these arias is 

quite variable. Generally there is little contrast (except 

for a lightening of the texture), a feature which is much 

more common in the later operas.31 Often this section opens 

with the same incipit as the first vocal paragraph of ’A’ 

(,fMio 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 ’A1 or make use of a characteristic 

rhythmic figure ( mm in ”11 piacer della vendetta," 

III. 1). ’B’ sections which use entirely new material are 

extremely rare. The aria "Per noi soave e bella" (II. 5) may 

be considered very forward-looking in this respect since it 

combines completely new material with a pronounced change in 

texture. 

The tonal plan of these arias is the same as that 

followed in Vivaldi’s later works.32 The opening ritornello 

is in tonic followed by a modulation to the dominant (III or 

v in minor-key arias) in the first vocal section. The second 

ritornello remains in this key? the second vocal paragraph 

3 6 

3 1 

Ibid., p. 131 . 
Ibid., p. 132. 
Ibid., p. 125. 
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returns to tonic which is of course the key of the final 

ritornello. 'B' is the freest section with regards to 

tonality but usually opens in vi and ends in iii (III to v 

in minor-key arias). Several variants of this plan are quite 

common. The opening ritornellos of quite a few arias 

modulate in the manner normally expected of the first vocal 

section. In all of these cases the subsequent vocal section 

opens in tonic and then modulates to the same tonality as 

the ritornello. In a number of arias there is a sudden early 

return to tonic in either the second ritornello or second 

vocal section. 

Only five arias diverge from the above tonal plan for 

'A.' "Allor che mi vedro" (I. 11, D major) modulates to the 

relative minor instead of the dominant while "La cervetta 

timidetta" (III. 7, B-flat major) modulates to iii (d 

minor). Both of these progressions occur in a number of 

other Vivaldi works.33 In "La gloria del mio sangue" (I. 8) 

the first vocal paragraph modulates to the dominant key area 

as is expected but this is followed by a ritornello which 

modulates from dominant to the relative minor. In both "No 

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

un'anima amante" (I. 12) the second vocal paragraph opens in 

the supertonic minor before proceeding to tonic. 

About half of the *Bf sections of these arias conform 

to the basic tonal plan described above. All but four of the 

others are variants commonly used by Vivaldis vi to ii 

3 3Ibid. 
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(major-key arias); III to iv (minor-key arias); and middle 

sections which close in the same key in which they began (vi 

in major-key arias and v in minor-key arias). The four 

exceptions consist of two major-key arias with ’B' sections 

which begin and end in the mediant minor; one minor-key aria 

whose middle section begins in tonic and modulates to the 

relative major; and one which modulates from dominant to the 

submediant major (a minor-key aria). 

Two other aspects of Vivaldi’s use of tonality in these 

arias should be mentioned. The first is his frequent use of 

minor-mode sections in major-key arias (mentioned above with 

regards to ”Un vostro sguardo"). This is a consistent 

feature of Vivaldi's style throughout his life.34 The second 

is his frequent use of sudden tonal shifts. Modulation is 

often not a very appropriate term for these progressions 

since it implies some sort of gradual movement. The abrupt 

shift from c minor to d minor in Example 23 from "La 

cervetta timidetta" (III. 7) is an excellent illustration. 

Aria texts in Giustino normally consist of six to ten 

lines35 which are then divided in half with one main idea or 

sentence per half. Usually those texts containing ten lines 

have fewer syllables per line. Two exceptional texts (which 

are set as da capo arias) each contain seven lines. The 

first, "Mio dolce amato sposo" (I. 14) could still be 

thought of as an eight-line text since its third line is 

3 4Ibid., p. 76. 
3SSixteen of these texts have six lines; eleven have eight; 
and six have ten lines. 
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EX. 23. LA CERVETTA TIMIDETTA, MM. 15~19. 

longer than the others and divides into two halves. The 

second of these two texts is Giustino’s "11 mio cor gia piu 

non sa" (III. 4) which occurs at an intense point in the 

drama (he has just been banished). This aria is in E major, 

a tonality which Vivaldi often reserves for moments of 

sadness, and as mentioned earlier makes use of various 

unusual harmonic progressions. Perhaps the unusual text 

structure was a deliberate move on the part of the 

librettist to set this aria apart. 

The first half of the aria text is stated at least once 

in each vocal paragraph of the ?A* section. The amount of 

text repetition used within each paragraph ranges from none 

at all to a complete second statement as well as internal 

repetition. Most commonly the first section includes some 

internal repetition. The second then uses more extensive 

repetition, especially of the final line. The second half of 

the aria text is usually stated once in the section with 

some repetition, again, especially of the last line. As 

mentioned earlier, occasionally there may be even more 
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extensive text repetition in ’B,’ even a complete 

restatement. 

A few arias involve more complex statements of the 

text. Most commonly there are changes in the word order. 

This usually occurs in the second vocal paragraph after the 

text has already been presented in a more straight-forward 

manner. Occasionally a word is substituted or added after 

the first statement of the text. Some of these differences 

may be mistakes but most appear to be the conscious choice 

of the composer introduced for variation. In "Senti l'aura, 

che leggiera" (II. 8), for example, the synonym "goder" is 

substituted for "piacer" (pleasure) in the second vocal 

section. At least one change may actually be the result of 

an omission in the libretto. An extra line is added to both 

vocal paragraphs of "Sventurata Navicella" (II. 13). One 

rather strange instance of text repetition occurs in "No bel 

labro, men sdegnoso" (I. 11) where parts of the 'A’ text 

recur in the middle section of the aria. 

The textual variations described above are important 

because they are one illustration of Vivaldi’s somewhat 

carefree attitude towards the text. He is more concerned 

with portraying the basic affect of an aria than with 

setting individual words. Individual instances of 

word-painting do occur but often a musical idea is used to 

accompany more than one idea in the text. Generally it seems 

that the musical ideas of an aria are presented arid 

developed with little reference to the specifics of the 
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text. 

J. Non-Da Capo Arias 

Only six of the thirty-eight arias in I_1 Giustino are 

not set in aria da capo form. For this reason each 

occurrence is a striking one and in each case it is possible 

to discern a direct correlation with the plot situation or 

the structure of the text (or both). All of the aria, duet, 

and chorus texts have da capo indications in the libretto, 

implying that deviation from this form was the choice of the 

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

two are in binary form, one of the latter being preceded by 

a short arioso section. The sixth of these arias, Giustino's 

"Bel riposo de’ mortali" (Act I, Scene 4), originally 

included a da capo. For dramatic reasons its fB' section and 

a shortened version of the opening ritornello of ’A' were 

crossed out. What remains is a compact ’A' section 

(thirty-eight bars) consisting of an opening ritornello of 

ten bars, two vocal paragraphs with no separating 

ritornello, and a final four-bar orchestral section. 'B' and 

the resultant da capo are cut because Giustino falls asleep 

on stage. This is followed by the scene in which Fortuna 

descends from the sky and then appears to Giustino in a 

dream. 

Both of the binary form arias appear in Scene 8 of the 

second act, a long complex scene involving three arias, 

their attendant recitatives, and an arioso. The first of 





79 

these two arias, Andronico's "Piu bel giorno e piu bel 

fato," is an Allegro in g minor36 (3/8 time). The texture of 

this piece is basically two-part: unison violins which 

double the voice most of the time and violas doubling the 

bass part. The phrasing is likewise very simple, four-bar 

phrases without exception. The first section of the aria, 

which is also utilized as an orchestral introduction, 

modulates to the relative major; the second passes through c 

minor (iv) on its way back to tonic. A portion of this 

second section (mm. 31-36) is repeated by the violins to 

provide a conclusion. No corrections appear in the score, 

perhaps reflecting the simple nature of the piece. The 

aria's unusually short text of only four lines37 was 

probably the factor which prompted this unsophisticated 

style and form. The complexity of its context and 

Andronico's status as a minor character may also have been 

contributing factors. 

The second of the two- binary arias in Act II, Scene 8 

is Arianna’s "Ma dubbioso I'amor mio" (F major, 3/8 time) 

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

half of the aria text which occurs in the libretto at this 

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

three-part string accompaniment (violins and violas). The 

reason for this departure from da capo form may be discerned 

36Notated with one flat in the key signature. G minor and c 
minor are sometimes indicated by modal key signatures and at 
other times by modern signatures. 
3’Normally aria texts in this opera consist of from six to 
ten lines. 
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immediately from the text. The preceding recitative 

expresses Arianna’s fears for the safety of her husband and 

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

half of the aria text seems somewhat inappropriate to this 

situation with its images of "garrulous little birds" and 

the "friendly breeze." This is set as a lighthearted, 

tuneful arioso which modulates from F major to C major. The 

second half of the text returns to sentiments more 

appropriate to the scene and is set as a simple binary aria 

with again a very thin texture. The two parts are marked 

Violini con la parte piano and Cembali soli. Again the 

formal, harmonic, and tonal structure of the piece is very 

straightforward. The understated style and sonority of this 

piece provide an effective and sensitive realization of the 

pain and sorrow expressed here by Arianna. It also provides 

a means of avoiding a return to the sentiments of the first 

half of the text. 

Vitaliano's aria, "All’ armi, 6 guerrieri," (Act I, 

Scene 12) is the first of the through-composed'arias.38 This 

short, martial Allegro in D major is accompanied by two 

trumpets, two oboes, tympani, and the usual four-part 

strings. After an opening ten-bar orchestral section in 

tonic, the first vocal section (eight measures) modulates to 

the dominant. It is accompanied primarily by basso continue 

with an occasional fanfare-like interjection by the 

orchestra. A two-bar orchestral section in the dominant 

38Handel does not use da capo form for this aria either. 
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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 

section the orchestra provides a simple chordal 

accompaniment. The aria ends with a two-bar ritornello in 

tonic. This piece is very diatonic, using simple triadic and 

scalar motives. These features along with the slow harmonic 

rhythm are in keeping with its fanfare-like nature. 

As mentioned above, all of the aria texts in this opera 

are followed by da capo markings in the libretto. Normally 

they are also followed by an indication to exit. This is not 

the case here, however, and may account in part for the 

avoidance of da capo form since this form usually signalled 

the character’s exit. Vitaliano remains on stage and in fact 

sings a full-scale da capo aria at the end of the scene. 

Another unusual feature of the text is that instead of 

splitting neatly in half as is the normal procedure, ’’All' 

armi, 6 guerrieri” divides into two sections of two and four 

lines respectively. This results in a more loosely 

structured through-composed form rather than straightforward 

binary. 

The second through-composed aria, Anastasio’s "Verdi 

lauri, cingetemi il crine," occurs in Act II, Scene 9. It is 

an Allegro in C major (2/4 time) which is accompanied by 

trumpets and oboes as well as the orchestral core of 

four-part strings. Its fanfare-like quality, formal and 

tonal structure and motivic material are very similar to 
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those of "AH' armi, 6 guerrieri." Again no parte indication 

follows the aria text; Anastasio stays to participate in the 

recitative which follows this aria. This feature, along with 

the short four-line text, again results in a non da capo 

form. 

The third through-composed aria in Giustino is 

Arianna's "Dalle gioie del core" (Act II, Scene 12). This 

rather strangely structured aria is an Allegro in g minor 

(2/4 time) accompanied by four-part strings. It opens with 

an orchestral section (mm. 1-15) marked "Senza repliche" 

which modulates to the relative major. A Lombardic rhythm of 

two thirty-second notes and a dotted eighth dominates this 

section. Four vocal sections of fifteen, seven, seventeen, 

and twenty-one measures each follow this introduction. The 

first three sections are marked with repeats. All four are 

accompanied by three-part strings with violas functioning as 

the bass. The first vocal section is identical to the 

orchestral introduction (except for scoring). The second is 

in c minor (subdominant) and makes no use of the Lombard 

figure. Vocal section three is in the dominant (d minor); 

the Lombard figure reappears near its close. The fourth 

section returns to tonic after passing through subdominant, 

mediant, and dominant tonalities. Its material is more 

clearly derived from the opening section and includes more 

use of the Lombard figure. The orchestral conclusion, which 

returns to tonic and four-part strings, opens with the same 

material as the introduction. This extended structure 
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results from a very long text (thirteen lines) which was 

probably not originally intended to be set as an aria. In 

addition to its extreme length, the text is not followed by 

a da capo indication and is not indented in the libretto as 

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

K. Duets 

Ensembles occur quite infrequently in Vivaldi's 

dramatic works (normally one per opera)39 as they do in the 

works of his contemporaries. In the later operas they take 

on greater importance as they are often used for climactic 

effect at the end of an act.40 Giustino contains two duets, 

both for Arianna and Anastasio. Neither, however, has the 

climactic function of the ensembles employed in the later 

operas. The first duet, ”Mio bel tesoro" (C major, 2/4 

time), occurs in Act II, Scene 4 where Arianna and Anastasio 

are rejoicing in her rescue from the sea monster. This duet 

is in a simple binary form (thirty-two measures in length) 

in which the two voices are doubled by violins and 

accompanied by basso continuo (doubled by violas). The 

texture is almost completely homophonic with the voices 

moving predominately in thirds. There is one short (three 

measures) imitative section in the second half. The phrasing 

is a mixture of regular and irregular lengths. A four- 

measure orchestral section serves as a conclusion. 

3’Cross, Late Operas of Vivaldi, p. 140. 
4 0Ibid., p. 78. 
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The second duet occurs in the third act (Scene 10) 

after Giustino and his brothers have rescued the members of 

the imperial court from Amantio. "In braccio a te la calma" 

(A major, 3/8 time) is a more sophisticated number than the 

first duet and is set in da capo form. The vocal parts still 

move in thirds much of the time but there are several 

sections of imitation or other interaction between the 

parts. The vocal sections are generally accompanied by basso 

continuo only except for short orchestral interjections at 

the ends of phrases. The b.c . line is silent, however, for 

the final two phrases of the second vocal paragraph where 

the bass part is given to the violins. 

L. Choruses 

Unlike the ensemble, the chorus is usually more 

substantial (often in da capo form) and occurs more 

frequently in Vivaldi’s early operas. The late works contain 

an average of two choruses per opera but these are usually 

short, simple binary movements.41 Giustino contains two 

choruses which are perhaps more closely related to those of 

the early operas because of their complex form and 

substantial proportions. 

The first chorus, "Viva August© eterno Impero" 

(Allegro, A major, 3/8 time), is the opening number of the 

opera. It is actually more like an aria than a chorus since 

it consists of two solo sections (sung by Arianna), each of 

41Ibid., 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 

introduction which 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 

use unison scoring to enhance the powerful, majestic 

atmosphere which surrounds the coronation of an emperor. 

Following a dry recitative for Anastasio, this chorus recurs 

with the new text "Viva Arianna e il suo bel core" (solos 

now sung by Anastasio). The opening ritornello has been 

shortened but otherwise the chorus is unchanged. 

The second chorus in I_1 Giust ino, "Doppi i nembi e le 

procelle," (C major, 3/4 time), is the final number of the 

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

is one of the most substantial choruses in Vivaldi’s entire 

operatic output and it contains a great deal more 

contrapuntal interest than most.42 This chorus most likely 

originated in another Vivaldi opera, La Verita in cimento 

(1720). In fact, its score was probably just lifted from 

that of Verita and inserted into the manuscript of Giustino 

since it is missing from the earlier opera and its text is 

that found in the libretto of Verita rather than in that of 

Giustino (the second line is different).43 Michael Talbot 

has stated that the elaborate setting of this chorus may 

have been prompted by the important choral tradition of 

4 2 Ibid., p. 79. 
43Ryom, Les manuscrits de Vivaldi, p. 115. 
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opera in Rome.44 While this theory is invalidated by the 

chorus' origin in Verita (written for Venice), the Roman 

choral tradition may certainly have prompted its reuse. 

"Doppo i nembi" is constructed over eight repetitions 

of a ground bass (plus a four-measure coda) which was 

apparently one of Vivaldi’s favourites45 (Example 24). Its 

first presentation underlies an orchestral introduction; the 

second is basically a repeat of the first with the sopranos 

(doubled by second violin) taking over the melody. The next 

four repetitions of the bass are in an essentially four-part 

texture, each of the upper three voices being doubled by an 

orchestral part. The bass part is an elaboration of the 

ground bass being played by the bassi. This section is quite 

contrapuntal: a number of different motives are used (many 

being closely related to the opening theme) and passed from 

one voice to another. Some chromaticism has been added to 

the seventh repetition over which a c minor solo section for 

Arianna and Giustino has been built. The basso continue is 

silent in this section with the ground bass being played by 

the upper strings. The eighth repetition and coda return to 

C major and the motives and texture of the previous section. 

M. Simple Recitative 

As is customary in opera of this period, Vivaldi has 

set most of the dialogue from Giustino's libretto in simple 

recitative. The style of this music is for the most part 

4 4Vivaldi (BBC), p. 81. 
4 5 Ibid. 
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EX. 24. DOPPO I NEMBI, MM.1-8. 
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very similar to that of his contemporaries and includes the 

use of many standard melodic and harmonic formulas. Within 

the limits of this conventional style, however, Vivaldi has 

written some very effective recitatives. 

An excellent, representative example is the recitative 

in Act I, Scene 13 (for a complete transcription of this 

example, see Appendix 3)46 which follows Vitaliano's aria 

"All’Armi, 6 Guerrieri," this character's first appearance 

in the score. It opens with Polidarte's announcement of 

Anastasio's rejection of the peace terms and of the capture 

of Arianna. His calm, detached recitation of the facts is 

mirrored by the music which opens in D major. It remains in 

the major mode, proceeding through G, C, and B-flat major. 

46Many discrepancies exist between the libretto and the text 
in the score, in particular with regard to punctuation. An 
attempt has been made to produce a definitive version of the 
text in this and the following examples. In general, the 
punctuation derives from the libretto since it is mostly 
missing in the score. Spelling has been checked in those 
cases where it appears questionable and the correct version 
is provided. Where two different words have been used, both 
are provided with the text from the libretto appearing in 
brackets since the change often appears to be the conscious 
choice of the composer. 

The realization provided for the basso continue line of 
the recitative examples is intended only as an indication of 
the harmonic structure, not as a representation of how it 
would actually be performed. 
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The vocal line moves in predominantly conjunct motion within 

a fairly narrow range and with occasional small skips of a 

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

accordance 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 

sixteenth and quarter notes. Dotted rhythms do not normally 

appear. The phrasing is very irregular and is set off by 

frequent rests. The bass part moves slowly in half and whole 

notes, often tied, its range encompassing only a diminished 

fifth. Chord changes normally take place on the penultimate 

syllable of phrases. 

This example also illustrates the basic harmonic 

vocabulary of GiustinoT s recitative. It consists of root and 

first inversion triads and frequent dominant and secondary 

dominant sevenths. Diminished seventh chords are reserved 

for the more tense moments. The harmonic rhythm is quite 

irregular, generally becoming a bit faster during the more 

dramatic scenes. Strong interior cadences occur over two 

quarter notes in the bass thus briefly at least doubling the 

rate of chord change. Chromatically altered notes reflect 

the almost constant sense of modulation. The keys explored 

in the course of these modulations (which usually move 

through the circle of fifths) extend to four sharps and four 

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

commonly, those with three a little less commonly, while 

those keys with four sharps or flats occur infrequently. 
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They are normally reserved for extremely stressful or 

sorrowful situations.47 

The section described above contains many of the common 

features of recitative style at this time. The remainder of 

this recitative illustrates'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 directly from the tonic of B-flat major to the third 

inversion of the dominant seventh of d minor (mm. 7-8). 

After a resolution to 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 

modulation to and cadence in e minor. The outlining of the 

augmented 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. Vitaliano’s agitated reaction (mm. 

13-17) to Polidarte’s revelations provides examples of both 

of the two most common settings for questions. His opening 

phrase, "Amor! Cieli! Che irtiro?’’ (Love! Heavens! What am I 

looking at?) is set over a Phrygian cadence in b minor. The 

ending of the melodic line moves down a minor second (from 

tonic to leading tone) and then up a minor 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 Vivaldi, p. 88), this 
procedure is also followed in Vivaldi's later operas. 
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questions 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), aptly projecting Vitaliano's disturbed state of mind. 

His final phrase of this section, another question, is an 

example of the other common question formula which again 

uses the Phrygian cadence. In this case the melody moves 

down a perfect fourth (subdominant to tonic) and then up a 

major second (tonic to supertonic). This type of setting is 

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

opera. 

Arianna's first statement in this dialogue (mm. 17-21) 

moves directly into c 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 

cadence is reinforced by preceding it with a diminished 

fifth (from subdominant to leading tone), a common procedure 

of the period.48 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 to dominant, as is the case here, or 

falls a third from mediant to tonic (filled in with 

supertonic). 

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). 

48Downes, "Secco Recitative in Early Classical Opera,” p. 
62. 
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Another cross-relation occurs between 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 involved. The bass line in this section also 

reflects the increase in tension and includes progressions 

from B-flat to G-sharp (mm. 23-4) and from D down to E-sharp 

(mm. 26-7). An augmented fourth is again outlined in the 

voice (to emphasize "Mondo," world) but does not in this 

case involve a modulation. 

Arianna's next section of dialogue opens in c-sharp 

minor and involves the use of diminished seventh chords. 

Diminished and augmented intervals in the voice part are 

again used for expressive purposes, the most striking 

example being the setting of "caro mio Sposo adorato” (My 

dear beloved husband, m. 38). Vitaliano’s next question (mm. 

41-2) is not set in the usual Phrygian formula but still 

involves upward motion at its end as do all but three of the 

questions in the score. He continues to coax and cajole, his 

importune assaults on Arianna’s virtue finally moving to C 

major 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 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 that 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, and a wider range 

than normal. After an abrupt modulation from b minor to g 

minor in measure 53, the music moves up through a, b, and 

c-sharp minors, building in tension. There is a slight 

relaxation in the move down to f-sharp minor for the text 

"la mia costanza, la mia virtu" (my constancy, my virtue). 

As she speaks again of Vitaliano ("fellone" [traitor], 

"rubel" [rebel], etc.) the vocal line becomes jagged and 

wide in range. The fragmentary line "Lacci, ceppi, tormenti, 

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

death) is set in an insistent, rising pattern (over four 

insistent quarter notes in the bass) on the dominant seventh 

of b minor. Diminished 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 scorn" 

("Eterno I’odio, ed immortal lo sdegno") is emphasized by 

preceding the vocal cadence with a diminished fifth. 

The recitative now continues with a section of close 

dialogue between Arianna and Vitaliano which moves back from 

c minor towards the sharp keys. Arianna’s final statement in 

the scene again asserts her steadfast loyalty to her husband 

and cadences in E major. Vitaliano initially 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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extended melisma on ’’solcar" (sail), the recitative cadences 

in preparation for Vitaliano’s aria in B-flat major, "Vanne 

si, superba, va." 

The scene described above illustrates many of the 

special procedures and devices employed by Vivaldi in his 

recitatives but there are several others which should be 

mentioned. Most important of these is the chromatic bass, 

both in ascending and descending forms. Act II, Scene 11, 

(Example 25) another confrontation between Arianna and 

Vitaliano, this time, however, with Vitaliano in chains, 

contains examples of both these forms, one right after 

another. The descending type, which occurs first, is less 

common and in Vivaldi’s music usually accompanies texts of 

sorrow and musing (as here).49 The vocal line consists of 

several short phrases, most of which begin on a high note 

and then descend. Arianna’s agitated answer does just the 

opposite: most of the phrases rise, building in tension over 

an ascending chromatic bass. 

A wonderful example of an effect produced by 

sidestepping an expected musical event occurs in Act II, 

Scene 12 (Example 26). Anastasio is suspicious of Arianna’s 

concern and admiration for Giustino, a suspicion raised and 

fomented by Amantio. During the course of the scene the two 

make several asides 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 

49Cross, Late Operas of Vivaldi, p. 88. 
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EX. 25. ACT II, SCENE 11, MM. 30-47. 
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EX. 26. ACT II, SCENE 12, MM. 28-37. 
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familiar dropping fourth cadential formula in the voice. The 

bass proceeds from a half-note G (subdominant harmony) to 

quarter-note A. Instead of the expected resolution to D, the 

bass falls from A to D-sharp and Anastasio's admonition to 

himself, "Taci geloso cor" (Quiet jealous heart), is made 

over the diminished seventh of e minor. This chord then 

resolves normally. Anastasio's dialogue with Arianna is 

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

These two sections in the major mode framing the small 

outburst of e minor vividly depicts the two different planes 

existing in the drama at this point. 

Deceptive resolutions 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 question. The dominant 

seventh of C major resolves to the second inversion of vi 

which also functions as first inversion iv in e minor, the 

first half of a Phrygian - cadence in that key. Another rare 

procedure used in this scene is that of simultaneous dry 

recitative. This device was a specialty of seventeenth- 

century Venetian opera and became used less and less 

frequently because of the move away from Baroque stylization 

towards a more "natural," improvisatory style of 

recitative.50 After the revelation of Giustino*s ancestry by 

a voice emanating from inside the tomb of Vitaliano's 

father, the three brothers (Giustino, Vitaliano, and 

5 0E.0.D. Downes, "Secco Recitative in Early Classical 
Opera," p. 58. 
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EX. 27. ACT III, SCENE 6, MM. 6-7. 

Andronico) 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 victory, to arms; Example 28). 

Another technique exploited for dramatic 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 

II, Scene 10, Vivaldi uses an unusually low range in the 

accompanying bass part to underline the atmosphere of fear 

and suspicion (Example 29). Here Amantio is suggesting to 

Anastasio that Giustino’s successes may induce him to seek 

the throne himself. The section in question begins with a 

leap from C down to D-sharp in the bass (under the word 

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

for two measures. 
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EX. 28. ACT III, SCENE 6, MM. 85-7. 
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EX. 29. ACT II, SCENE 10, MM. 13-18. 
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The final measures of this example also contain one of 

the more common procedures in Giustino* s recitative, the 

resolution of the third inversion of a dominant seventh 

chord (or secondary seventh) to root position tonic,, This 

exceptional resolution was a common harmonic formula in 

recitative at this time51 and occurs frequently throughout 

this opera. Another example appears in the second scene of 

Act II in which Arianna asserts her fidelity to her husband 

for the final time before being abondoned to the sea monster 

(Example 30). This scene contains several unusual harmonic 

progressions and cross-relations which are exploited both 

for their dramatic effect and for the unstudied, 

improvisatory quality they impart which is so essential to 

the recitative style of the period.52 

One major difference may be observed in Vivaldi's 

procedures as compared to those of his contemporaries. 

According to Michael F. Robinson, composers had begun to 

start recitatives with a consonant first inversion chord by 

the 1680’s, a procedure which became quite common after 

1 700 . 5 3 The purpose was to preserve some continuity with the 

preceding number, thus producing a more continuous flow of 

music within each act. Vivaldi, however, does not employ 

this method in Giustino. In fact, every single recitative in 

the opera begins with a root position triad. Vivaldi’s 

concern for continuity is^ instead concentrated on the tonal 

5’Robinson, Naples and Neapolitan Opera, p. 74. 
5 2 Ibid., 74. 
5 3 Ibid., 74. 
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EX „ 30. ACT II, SCENE 2, MM. 10-32. 

Pt last a PoliJburiz. 
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progression from one number to the next, an approach which 

certainly refutes Marcello’s charges of inattention to 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 closely related tonalities the procedure is very 

simple and usually involves a tonic or dominant chord. For 

example, Act I, Scene 3 ends with an aria in F major. The 

recitative which opens Scene 4 begins with an F-major triad 

(here heard as tonic) which moves to a B-flat 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 major; Scene 11 begins with an F-major chord 

(V in B-flat major) which now functions as I in F major. 

Variations of this method are also used for less closely 

related tonalities. The opening d minor triad of Act II, 

Scene 11 functions as iii in the key of the preceding scene 

(B-flat major) and as iv in the new key of a minor. It is 

used here as a pivot and is followed immediately by the 

dominant of a minor. This specific tonal relationship and 

pivot (iii/iv) recurs at three other places in the opera. 

Some form of common chord is employed twenty-three times in 

Giustino. 

Progressions between the scenes or numbers whose 

tonalities are a little more distantly related have for the 

most part been facilitated by use of the method just 

described. There are a few places, however, where this is 
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not the case and where the sudden shift of tonality appears 

to be related to events in the plot. Scene 4 of Act I ends 

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 the 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 is reinforced by 

the move back to the more "ordinary" key of D major after 

Fortuna’s exit. Eric Cross suggests that Vivaldi also uses 

this type of tonal progression to underline changes in the 

set54 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 expresses his love for 

Leocasta. The next scene opens with Vitaliano's martial aria 

"All’ armi, 6 guerrieri" in D major. The sudden shift in 

tonality is appropriate to this total change of mood. Again 

a change of set is involved, the action moving 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 aria which praises nature and spring to 

Arianna’s troubled soliloquy in which she speaks of her 

fears for the safety of her husband. An even more 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 

54Cross, Late Operas of Vivaldi, p. 84. 
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probably accounts, 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. 

In general, then, the progression of tonalities from 

one number to the next appears to be extremely carefully 

worked out. One or two other tendencies in this regard may 

be discerned. First of all, the relationship between a 

recitative and the aria it precedes is usually much closer 

and more carefully treated than is its relationship with the 

aria (or other 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, 

usually the relative minor. Other common choices include the 

subdominant, supertonic, and mediant (usually relative 

major) tonalities. The tonal relationships of the 

recitatives to the numbers they follow includes a slightly 

wider range of possibilities, some of these being less 

closely related tonalities. The most common choices, 

however, are subdominant and dominant. These tonal 

relationships are quite similar to those in Vivaldi’s later 

operas as described by Eric Cross.55 

5 5Ibid. 
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N. Accompanied Recitative 

Vivaldi’s Giustino contains two accompanied 

recitatives, a fairly average number for an opera of this 

period. Operas in Naples during the 1720’s generally 

included one or two.56 

The first of these two recitatives occurs in Scene 5 of 

Act I for Fortuna, immediately following 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 four-part strings (and 

continuo) and consists of one or two quarter 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 presence of additional instruments would not 

significantly impede the singer's speed of delivery. The use 

of string 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 apparently often 

instigated the use of accompanied recitative in Vivaldi’s 

later operas as well.57 

The second accompanied recitative in Giustino occurs in 

Act II, Scene 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 c minor 

(mm. 1-8) in which she pleads with the gods for help as the 

56Robinson, Naples and Neapolitan Opera, p. 85. 
57Cross, 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 signature (two flats). The vocal 

style is arioso-like: more sustained and angular than in 

most simple recitative and making use of a wider range. A 

leap down a diminished seventh and a rising sequence are 

used to build tension. The final measure reverts to 

recitative style and precedes the final dropping fourth with 

the conventional but effective diminished fifth. 

The next thirty-two measures of this scene alternate 

two sections of ordinary dry recitative for Giustino with 

two arioso-type sections in triple time for Arianna. The 

remainder of the scene is set in dry recitative. 

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

and is marked Violini con la parte pianissimo. It consists 

of two parallel four-bar phrases and ends on the dominant. 

The vocal style is lyrical but very simple. The final three 

bars 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 more angular and 

desperate in character. It is in c minor and is again echoed 

twice. Similar passages which differentiate characters by 

their recitative occur in some of Vivaldi’s later operas.58 

5 8 Ibid., p. 91. 
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ACT II, SCENE 3, MM. 1-42. 
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0e Instrumental Numbers 

Vivaldi’s Giustino contains only two instrumental 

numbers, the opening sinfonia,59 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 typical of Vivaldi’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 and often 

exploiting brilliant violin figuration; a slower second 

movement (usually an Andante in duple or common time) in the 

tonic minor; and a faster, dance-like movement which is 

usually quite short and often in triple meter.60 The first 

and third movements of Giustino * s overture are the same as 

those of the ripieno concertos RV 111 and 111a. Its second 

movement is also used in the sinfonia to the serenata "La 

Sena festeggiante" (RV 693).61 

The first movement of this sinfonia has no tempo 

marking in the score but is obviously fast, probably an 

Allegro. It is 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 type of ritornello form 

but the ritornello consists of only two ideas, both of which 

S9This sinfonia has been published in an edition by Massimo 
Bruni (Milan: Carisch [c1959]). 
60Cross, Late Operas of Vivaldi, pp. 55-6. 
6tRyom, Verzeichnis der Werke Antonio Vivaldis (Rleine 
Ausgabe. Copenhagen: Engstrom & Sodring, 1974), pp. 34 and 
124. 





are present at each of its three recurrences. As is more 

usual in this type of form, the ritornello is tonally stable 

and recurs in dominant, submediant, and tonic tonalities. 

The episodes are modulatory and contain much use of 

sequence. They also introduce new material. The thematic 

materials of the movement rely heavily on scales, repeated 

notes, and various patterns of violin figuration. The entire 

ritornello is constructed around a sixteenth-note broken 

octave tonic pedal (Example 32). 

The second movement of Giustino*s opening sinfonia is 

also very representative of its type. It is an Andante (in 

‘2/4 time for three-part strings) in the style of a pathetic 

aria and is marked sempre tutti piano. A long lyrical melody 

unfolds in the violins making much use of diminished 

intervals, wide leaps, and accented non-harmonic tones. The 

harmonic vocabulary of the movement is well-suited to this 

pathetic style. It includes French and German sixths and 

considerable use of secondary dominants, diminished 

sevenths, and modal inflections. The structure of the 

movement is very loose; several ideas are presented during 

its course. Two elements are used to retain some continuity: 

insistent repeated notes and a figure from measure five 

(Example 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 viola part which (although also moving 

in constant eighths) fills in the harmonies and is not 





EX. 32. SINFONIA, 1st MOVEMENT, MM. 1-9. 





EX. 33. SINFONIA, 2ND MOVEMENT, MM. 1-6„ 
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attached to either the violins or bassi as is so common in 

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 into the third movement. 

The final movement of this sinfonia is a simple 

dance-like Allegro (3/8 time) for three-part strings in C 

major. It is the shortest of the three movements 

(twenty-eight measures) and also the most simply constructed 

with regard to phrase structure (each phrase is four bars 

long without exception), rhythm, form (binary), and harmony. 





The harmonic vocabulary of the piece is restricted to five 

chords: I, V (sometimes with a seventh), V/V, IV, and V/IV 

in decreasing order of frequency. 

The sinfonia which opens Scene 5 of Act I is marked "La 

Fortuna in Machina" and "Istromenti in Scena." 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 Genii who 
bring sceptres, crowns, and treasures.62 

This short (fourteen measures), binary Allegro in E major 

(Example 34) makes use of the first two ideas from the 

composer’s Concerto Op. VIII, No. 1, "La Primavera" (RV 

269). The movement is very tightly constructed: the 

immediate repetition of the first phrase as well as three 

other smaller repeated sections 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 two-bar segments). The first section ends on dominant; 

the second passes sequentially through A major (IV) and B 

major (V) before the final phrase in tonic. The two motives 

used in the opening 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" 

6 2Al 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. 
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concerto. Secondly it is a rarely-used key in Vivaldi's 

music and therefore its use here suggests the special, 

supernatural nature of Fortuna. 





EX. 34. SINFONIA, 1. 5, ALLEGRO. 
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Chapter VI 

Conclusions 

As might be expected from an opera originating in a 

composer’s middle period, Giustino displays characteristics 

of both Vivaldi's late and early operas. Most aspects of 

melody, harmony, and rhythm remain quite consistent 

throughout his life and are used quite typically in this 

work. Features of style and structure which are reminiscent 

of the early operas include: a strong interest in orchestral 

colour, the use of an exotic instrument to produce a sense 

of climax, the use of an instrumental number (I. 5; only one 

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

numbers other than the opening sinfonia), the substantial 

content and proportions of the choruses, and the use of 

duets at points of less dramatic significance than in the 

later works. 

Certain other characteristics appear to be in a 

transitional phase. Texture is generally thicker than in the 

earlier operas but two-and three-part writing still occur 

more commonly than in the late works. Vivaldi has begun to 

employ accompanimental figures but these are still rather 

unsophisticated and occur infrequently. Related to this is 

the occasional appearance of a homophonic, non-thematic 

ritornello. In these instances the orchestra is treated as 

one large continue instrument. 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 

119 
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superimposing of different rhythmic patterns,, Evidence of 

the developing galant style may perhaps be found in those 

arias in Giustino which contain sections of regular four-bar 

phrases. In general, however, the phrase structure is very 

irregular and assymetrical. Another transitional feature is 

the occasional use of a marked contrast between the ’A’ and 

'BT sections of a da capo aria. 

Several other procedures used in Giustino seem to be 

quite similar to those employed in the late operas. These 

include frequent use (25%) of da capo ritornellos which are 

comprised of a selection of themes from the opening 

ritornello, the frequent use of a bipartite structure for 

'B’ which is identical to that used’in the late works, and 

the pronounced imbalance of the ’A' and ?B' sections of the 

da capo aria (with ’A' predominating). The latter is 

frequently further emphasized by the inclusion of a 

coda-type appendage to the second vocal paragraph which 

usually consists of another statement of the text. 

The stylistic and structural characteristics listed 

above are illustrative not only of Vivaldi's development as 

a composer, but of contemporary trends in European music. 

While many features of the work are still strongly rooted in 

the Baroque (irregular phrase structure, 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, 

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 Baroque stylization towards 

a more naturalistic approach. Other progressive features 

include the strong tonal feeling, increased use of 

homophony, the non-thematic bass-line, and a greater 

insistence on the preeminence of the vocal melody over other 

musical and dramatic elements. 

Vivaldi’s I_1 Giustino ( 1724) occupies an important 

position in his dramatic oeuvre, in part because of these 

transitional characteristics, but also since it represents 

his only extant, complete operatic score from the period 

1721 to 1726. The work contains many exciting 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 perfection of detail would 

have been lost amongst the general commotion. Most of 

Giustino exhibits the originality, rhythmic drive, and 

excitement which have made Vivaldi's instrumental works so 

popular. There are also moments of sensitivity and pathos 

which are reminiscent of many of the slow movements in his 

concertos. It is to be hoped that some of these outstanding 

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

1 1. Ottone in villa (1713) 
2. Orlando finto pazzo (1714) 
3. La costanza trionfante (1716) 
4. Arsilda regina di Ponto (1716) 
5. L*incoronazione di Dario (1717) 
6. Tieteberga (1717) 
7. 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. 11 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 re di Persia (1727) 
22. Orlando furioso (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) 
32. Aristide (1735) 
33. Ginevra principessa di Scozia (1736) 
34. Catone in Utica (1737) 
35. L'Oracolo in Messenia (1738) 
36. Feraspe (1739) 

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

Extant Vivaldi Operas1 

1. Ottone in villa (1713) Foa 37 
2. Orlando finto pazzo (1714) Giordano 38 
3. Arsilda Regina di Ponto (1716) 2 versions in Foa 35 
4. L'incoronazione di Dario (1717) Giordano 38 
5. Teuzzone (1719) 2 copies: Foa 33 and BRD-B 
6. Tito Manlio (1719) 2 copies: Giordano 39 and Foa 37 
7. La verita in cimento (1720) Foa 33 
8. Giustino (1724) Foa 34 
9. Farnace (1727) 2 versions: Giordano 36 and Giordano 37 

(only contains Acts I and II) 
10. Orlando furioso (1727) Giordano 39 
11. L'Atenaide (1729) Giordano 39 
12. La fida ninfa (1732) Giordano 39 
13. L’Olimpiade (1734) Foa 39 
14. Griselda (1735) Foa 36 

Partly-Extant Vivaldi Operas 

1. Armida al campo d'Egitto (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 

1. Orlando furioso (1714) Giordano 37 (Acts I and II only) 
2. La virtu trionfante dell'amore, e dell'odio, overo 

II 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. II Bajazet (Tamerlano) (1735) Giordano 36 
5. Rosmira (fedele) (1738) Foa 36 

^he following lists are derived from Cross, Late Operas of 
Vivaldi, pp. 224-41. 
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