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In contrast, the lines of the sisters are rhythmically difficult with melodies that

contain large intervallic leaps.
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Maguelonne’s lines require vocal flexibility.
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Armelinda’s lines require the voice to pass easily from low to high registers.

91
Examplel8
Armelinde > s
9 - -1 ) T = R f T i X A
7 ~ 4 (7] 1 X 1 | | I | [7] E I P\ o I ] F I " R R % I - .I
| 2w I/ I A I | T . ]
ANIYJ X 1V T d . e 1 17 T/ 17 1 | |
oJ 2 4 vor 44
They come to  cover our floor with their hard - ship and  their mi - se-ry
fH & ™ — N N P
o (9 ] 11 T 17
g o= — = g~ ﬁjﬁ. FEe =t
re Rl N v_— — Y lf
- == > -~
O - J (9] |
- /1 _F—E“Tti’d_.“_ﬂ ./1 m P .i | . | 1 .11 1 |
> 3 | | = 1 11 | | | | 14 1 =
T | === == g
2
Example 19°
H s S S \
P’ AN _ B ) ) H‘H I H 1/ LNt P I I 1 | |
V AW ~ Y 2 7] 1] 1 ¥ 1] = I P 1 (7] Y 2 | |
[ fanY J/ PN A 174 1 LA 1”4 1] I F = 1 i 7 PN | |
ANIV4 x L4 | I 4 L4 ¥ I Il Il 1 | |
) f f |
and all of  their child - ren

>
-
O3
M
1 N .
A = v
B BL )
(Y HEN
v
olall
el
N

AN3Y I h
oJ I - K
Dim.
] | I
¢ I 'y
BES === I=SS==
o j ™ #'J

The most difficult passages of Viardot’s work were composed for the role of La

Fée. These passages contain long soaring melodies and cadenzas of an octave or more,

*Tbid., 9.
"' Tbid., 6.
”Ibid., 8.
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that twist and turn through many harmonic transitions and soar up to the high registers

of the voice.
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La Fée's music also contains a difficult cadenza:
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At this point it is up to the listener to decide whether Pauline Viardot’s

compositions warrant any merit. Many performers, Cecelia Bartoli, Katherine Ciesinski,

and Karin Ott, to name a few, have rediscovered and recorded her works noting in their

summaries their delight in performing them.

CONCLUSION

In conclusion, to answer the question put forth at the beginning of this lecture.

“Why did Pauline Viardot's art evanesce?" I believe the answer lies in this last example.

A letter from Louis Viardot to George Sand explaining why Pauline has declined to

write the opera “la Mare au Diable” based on the life of George Sand.

Pauline has not imagined herself to be a composer, she
has written a fairly large number of pieces of music but always
in accordance with the circumstances that presented themselves...
In her little fantasy operas, real fairy tales, one finds for example,
a chorus of Elves teasing the sorcerer, a song of the rain, a lullaby
to put the ogre to sleep; Pauline finds the musical equivalent for
the character of these easily. But she is not enough of a composer,
she cannot find to a sufficient extent within herself and without
the aid of a particular circumstance, the musical ideas that are
necessary to succeed in all topics,... The other pieces [referring
to La Mare au Diable] belong to the category of those where the
composer must draw from within himself the melodic ideas and
harmonic resources. Pauline has tried to do this on several
occasions, at different times; she has never been satisfied with
what she had done and has torn up these futile efforts.”

*Ibid., 79.
® Zelukin, The Story of an Operetta, 72.
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