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372 MISCELLANEOUS NOTES 

Plainly, by the time Ariosto finishes with his 
intermixture of the various mediaeval tradi- 
tions it becomes almost impossible to extricate 
the specific sources. However, one feature is 
common to all the later versions, including 
Ariosto's-the happy ending.x It would seem 
that almost at any point in the Christian tra- 
dition, eastern or western, when the ancient 
myth is varied upon at all, there is a tendency 
to make the story end on a non-tragical note 
of harmony.2 

IRVING LAVIN 

1 Cosi a pace e con- 
cordia ritornano, 

E sempre poi fu l'uno 
all'altro caro. 
(Orlando, St. 143) 

Si lebten An 'alle sorgen 
beidiu, abent und morgen, 
Unz an ir beider ende, 
An 'alle missewende, 
Dar nach wol hundert jar, 
daz ist sicherlichen war. 

(Der Borte, 821-825) 2 See above, note I. 
Curiously enough, the cycle of the old folk-tales 

based on the Cephalus and Procris myth from which 
Ariosto drew so much material, is completed when the 
Anselmo and Argia story itself is transformed into a 
local folk-fable, cf. G. Nerucci, Sessanta novelle popolari 
montalesi, Florence, i88o, novella X, p. 498. On the 
other hand, the Ospite Cispadano story was adapted 
by La Fontaine for La coupe enchantie (Contes et nouvelles, 
part III). 

COSI FAN TUTTE (PROCRIS 
INCLUDED) 

M ozart's Cost fan tutte has been more fre- 
quently abused and ridiculed for its 

libretto than any of his other operas. Nine- 
teenth-century critics were shocked by the 
cynicism with which da Ponte's two lovers 
test the faithfulness of each other's brides and 
by the libertine philosophy that is proclaimed 
in the title.3 The Vienna Court Opera even 
introduced a bowdlerized version in which 
the brides do not really yield but only pre- 
tend to do so after they have seen through 
their lover's disguise. The revival of the opera 
at Glyndebourne and Edinburgh prompted 
critics to re-examine this verdict; but even 
they stalled at the moral issue. Walter Legge, 
in the booklet that accompanies the recording 
of the Mozart Opera Society,4 takes refuge in 
the view that the "artificiality" of the comedy 
"and exaggeration of the normal formulae of 
excitement, passion and sorrow are the heart 
of the play." He regards these outbursts of 
feeling mainly as parodies of the grand style 
in opera and considers it "unlikely that the 
subject pleased Mozart." On this point E. J. 
Dent alone takes a different stand. He extols 

the libretto as "about the nearest approach 
to perfection that any musical dramatist has 
ever perceived"5 despite the fact--or rather 
because-to him "Cost fan tutte is the 
apotheosis of insincerity."6 Its figures are 
but marionettes, caricaturing the arias of 
opera seria. C. Benn, finally, praises the 
"delicate unreality of the plot" on similar 
grounds. "Its characters are too superficial 
to be called human . . . love in a real sense 
has no meaning for such people as these."7 

Neither the defenders nor the detractors of 
the libretto appear to have recognized its 
venerable ancestry. The motif of the sus- 
picious lover who returns in disguise to test 
the fidelity of his beloved with presents and 
blandishments is, of course, prefigured in the 
myth of Cephalus and Procris.8 There is the 
same fervour of rejection, the same insistence 
just to the point when fidelity gives way. 

"Quid referam, quoties tentamina nostra pudici 
Repulerint mores? quoties, Ego, dixerit, uni 
Servor, ubicumque est: uni mea gaudia servo ... 
Muneraque augendo tandem dubitare coegi ..." 

All da Ponte has done is to enrich the plot 
by the simple device of doubling the pair 
and replacing Aurora, who, in Ovid, incites 
Cephalus to this stratagem, by the philoso- 
pher Alphonso who makes it the object of a 
wager. The cynicism of the text, then, is not 
da Ponte's. What is his own is the flair with 
which he has seized on the old story as an 
opera subject for the greaitest interpreter of 
human emotion. To introduce here the issue 
of "sincerity" is to misjudge the function of 
music in eighteenth-century thought. To the 

3 A. Schurig, W. A. Mozart, Leipzig, 1923. 
* Published by His Master's Voice, March 1936. 

1 E. J. Dent, E. Blom and C. Dane, Mozart's Cosi 
fan tutte, London, 1945, p. 18. 

6 E.J. Dent, Mozart's Operas, London, 1947, p. 192. 
7 C. Benn, Mozart on the Stage, London, 1946, p. I12. 
8 Cf. Irving Lavin, "Cephalus and Procris: Trans- 

formations of an Ovidian Myth," this Journal, pp. 260- 
287, and "Underground Transformations" ibid. pp. 
366-372. 

The gossip related by F. Heinse, Reise-und Lebens- 
Skizzen, Leipzig, 1837, p. 184, according to which this 
most implausible of plots was based on an actual scandal 
story circulating in Vienna, may safely be disregarded. 
It may have been responsible, however, for the source 
of the motif having remained unnoticed for so long. 
Judging by the evidence of Stith Thompson, Motif- 
Index of Folk-Literature, Bloomington, Ind., 1932, and 
D. P. Rotunda, Motif-Index of the Italian Novella in 
Prose, Bloomington, 1942 (neither of which lists any 
European versions of the story), the motif of the 
disguised lover testing his beloved is not as frequent as 
one might expect. Since da Ponte gained his entry into 
Viennese society with a poem on the Ovidian theme 
of Philemon and Baucis, Ovid may well have been his 
direct source. 
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pre-romantic era the purpose of music is not 
so much to "express" the passions as to 
"depict" them.x Opera, therefore, is the ideal 
medium for emotive music, and the libretto 
that offers most opportunity for the musical 
portrayal of varied passions will best do 
.justice to its potentialities. In the average 
grand opera this problem is solved by making 
hero and heroine" undergo the most hair- 
raising and heart-rending adventures. What 
is original in Cos fan tutte is that here the plot 
turns round the nature of human passion 
itself. Da Ponte has perceived that Cephalus' 
test, whether cynical or not, can be viewed 
as an experiment about human nature. 

An unfrocked priest and the product of the 
Age of Reason, da Ponte was indeed a 
libertine, but one who took refuge in a 
Rousseau-like exaltation of Nature. He had 
been something of a martyr to Rousseauism 
when a series of prize poems on the value of 
human civilization, answered on the lines of 
his master, led to his expulsion from th6 
Seminary.2 In one of his earlier librettos he 
had glorified the powers of Cupid by means 
of a semi-Ovidian plot. The argument of his 
"dramma giocoso" L'arbore di Diana develops, 
indeed, a philosophy which anticipates that 
of Cos fan tutte: In vain does Diana strive to 
set her protid will against Cupid's. All her 
Nymphs, and finally even the Goddess herself, 
must obey his laws. 

The motif of the triumph of love over 
chastity is an age-old carnival theme.3 But 
da Ponte revived it with a specific intention. 
He tells us in his Memoirs that he conceived 
the plot as an allegory on the dissolution of 
convents by Joseph II,4 who thus freed the 
nuns from the constraints of an "unnatural" 
vow. 

This tribute to the spirit of Enlightenment 
fits in well with the twist which da Ponte then 
gave to the Cephalus and Procris motif in 
the libretto to Mozart's opera. For his 
philosopher Alphonso really enunciates a 
"natural law" when he asserts that "cosi fan 

tutte"-that all women will react alike in a 
given situation. The farcical introduction of 
mesmerism in the second act is symptomatic 
of the atmosphere. Human passions are 
"natural" forces. The plot, though equally 
farcical, unfolds as the progress of a scientific 
test. Within this framework it seems quite 
mistaken to speak of "exaggerated passion" 
or to see in the emotions embodied in Mozart's 
music something like parody of serious opera. 
It is precisely the deep seriousness of Fiordi. 
ligi's grand scene that marks the success of 
Alphonso's experiment with human guinea- 
pigs: 

O giusto amore! lo ardo, e l'ardor mio 
Non 6 pii effetto d'un amor virtuoso: 
E smania, affanno, rimorso, pentimento. 
Leggerezza... perfidia... e tradimento! 

No wonder, therefore, that the interpretation 
of the opera as an elaborate parody breaks 
down precisely at the climax. Walter Legge, 
who propounds this interpretation, comments 
as follows: 

"It seems that under the stimulus of an 
excellent love scene Mozart, and to a lesser 
degree, da Ponte, forgot that they were 
writing a polished, artificial comedy. They 
overlooked the chances of fun that the situa- 
tion offered and suddenly breathed life into 
their puppets. Fiordiligi becomes a woman, 
Fernando an anxiously pleading lover: and 
when Fiordiligi eventually yields to his pleas 
she does so in a phrase so simple, so touching, 
that we forget the world of 

comedy...,,5 

Fernando; Volgi a me pietoso il ciglio 
In me sol trovar tu puoi 
Sposo, amante, e piui se vuoi, 
Idol mio! piu non tardar, 

Fiordiligi; Giusto ciel! Giusto ciel! 
Crudel hai vinto! 
Fa di me quel che ti par! 

It is surely the whole point of the opera that 
not to yield thus to the seductive passion 
embodied in Mozart's music would be impos- 
sible to any human being. 

But what Alphonso later calls "necessith 
del core" carried a deeper message to da 
Ponte's contemporaries than a simple philo- 
sophy of libertinism. A rational approach to 
human nature leads to Humanitdt. The lovers 
are told that life being like that, they had 
better forget all thought of punishment and 
revenge. We are all marionettes-but an 

1 Hugo Goldschmidt, Die Musikaesthetik des achtzehnten 
Jahrhunderts und ihre Beziehungen zu seinem Kunstschaffen, 
Ztirich, 1915. This valuable collection of sources is 
still written with a strong pro-romantic bias and there- 
fore, perhaps, underrates the indebtedness even of 
Mozart's music to the theory of the "affects." S 

J. L. Russo, Lorenzo da Ponte, New York, 1922, 
pp. 23 ff. 

8 Cf. my "Hypnerotomachiana," this Journal, XIV, 
1951, p. 119. 

4 Lorenzo da Ponte, Memorie, ed. G. Gambarin and 
F. Nicolini, Bari, 1918, p. 132. 'Op. cit. 
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insight into the mechanisms of human passion 
brings with it detachment and tolerance: 

Fortunato l'uom che prende 
Ogni cosa pel buon verso! 
E tra i casi e le vicende 
Da ragion guidar si fa! 

It is a message Sarastro might have approved 
of. There is no incongruity in the composer 
of Cosi fan tutte turning, within a few months 
after its completion, to the text of Schika- 
neder's masonic Zauberflote. 

E. H. GOMBRICH 

THE RELIGIOUS VIEWS OF 
ABRAHAM ORTELIUS 

No biography of a sixteenth-century per- 
sonality would be complete without a 

chapter on his religious convictions; yet these 
are often curiously difficult to determine. In 
the era of the Reformation and Counter- 
Reformation, prudence sometimes dictated 
reticence; official documents and the state- 
ments of friends and relatives are unreliable, 
and often even contradictory. 

Among the prominent Belgian scholars 
whose religious opinions do not appear 
clearly, figures the famous geographer and 
map-maker Abraham Ortelius (1527-1598). 
He was born at Antwerp, that very centre of 
Protestantism in the Southern Netherlands, 
where he went through the horrors of a 
fanatic age. Although he grew up in a 
Protestant family,' he does not seem to have 
taken any active part in the religious war 
which ruined his native town; so his bio- 
graphers do not know whether to consider 
him a Protestant or a Roman Catholic. In 
fact, up to the present we have had-a few 
passages in his personal correspondence 
excepted--only one indication at our dis- 
posal regarding his religion. Moreover, the 
biographers have not been unanimous about 
its interpretation.2 

In the following pages I am going to 
examine these divergent pronouncements. I 
shall then publish some new data concerning 
Ortelius' religious thoughts, on the basis 
of a few documents I recently came across. 
Finally I shall test the results obtained by 
the geographer's own statements in his letters 
to friends and relatives. 

I 
Abraham Ortelius' biographers founded 

their opinions about his religious views on a 
rather mysterious epistle, written by Christo- 
pher Plantin to the Parisian professor Guill- 
aume Postel on the 17th of May, 1567. In this 
letter,3 Plantin asked his correspondent to 
explain the note he recently sent to their 
common friend Ortelius, and in which he 
dealt with the "Family of Love," a heterodox 
society founded by Henry Niclaes. 

M. Rooses, who found C. Plantin's letter 
in the archives of the Plantin-Moretus 
museum at Antwerp, concluded from it that 
Ortelius was initiated into the secrets of the 
heterodox association. He even presumed 
him to be a member of it.4 P. Genard,5 J. H. 
Hessels,6 H. Wauwermans7 and W. D. Ver- 
duyn8 went further still. They clearly re- 
vealed their preferences for the latter sup- 
position. None of these authors, however, 

1 A. Ortelius' father, Leonard (01500), together 
with his uncle Jacob Van Meteren, translated the 
famous Bible of Miles Coverdale. In 1535 they were 
both arrested on suspicion of possessing some heretical 
books. When in 1539 Leonard Ortelius died, the 
aforesaid Jacob, father of the well-known historian 
Emanuel Van Meteren and a fervent adherent of 
Protestantism, took care of the young Abraham's 
education (H. Wauwermans, "Abraham Ortelius," in 
Biographic nationale, XVI, Brussels, 1901, col. 293). 2 M. Rooses ("Ortelius et Plantin," Bulletin de la 
Socilti de Glographie d'Anvers, V, Antwerp, x88o), 

P. G6nard ("La g6n6alogie du gtographe Abraham 
Ortelius," Bulletin de la Socilt6 de Giographie d'Anvers, V, 
Antwerp, i88o), J. H. Hessels (Ecclesiae Londino-Batavae 
archivum-tomus primus-Epistulae Ortelianae, Cambridge, 
1887) and H. Wauwermans (Histoire de l'ecole carto- 
graphique belge et anversoise du XVIe sidcle, Brussels, 1895, 
and "Abraham Ortelius," Biogr. .Nat.) concluded that 
Ortelius, together with his friend Christopher Plantin, 
were members of a heterodox society, founded by 
Henry Niclaes and called the Family of Love (see F. 
Nippold, "Heinrich Niclaes und das Haus der Liebe," 
Zeitschrift fir die Historische Theologie, XXXII, 1862, 
and J. Lindeboom, Stiefkinderen van het Christendom, The 
Hague, 1929). F. Van Ortroy (L'Icole cartographique 
belge au XVIe sidcle, offprint, Plantin-Moretus Museum 
at Antwerp, F. 13. 4) and J. Denuc6 (Oud-VNederlandsche 
Kaartmakers in betrekking met Plantijn, Uitgaven der 
Antwerpsche Bibliophilen, Nos. 27-28, Antwerp-The 
Hague, I912-I913), on the contrary, opposed this 
supposition, and even suggested that he was a true 
Catholic. Finally, W. D. Verduyn (Emanuel Van 
Meteren, The Hague, 1926) described him as a heretic. 

8 M. Rooses, Correspondance de Christophe Plantin, I 
(Uitgaven der Antwerpsche Bibliophilen, No. I2), 
Antwerp-Ghent, 1883, p. 8o-81. 

4 M. Rooses, Ortelius et Plantin, p. 353. 
6 P. G6nard, La ginialogie du giographe A. 0., p. 331. 6 J. H. Hessels, Epistulae Ortelianae, p. xxiv. 
7 H. Wauwermans, Ecole cartographique ..., p. 130o. H. Wauwermans, A. Ortelius, col. 301. 8 W. D. Verduyn, Emanuel Van Meteren, pp. 63-67. 


	Article Contents
	p. 372
	p. 373
	p. 374

	Issue Table of Contents
	Journal of the Warburg and Courtauld Institutes, Vol. 17, No. 3/4 (1954), pp. 191-410
	Volume Information [pp. 389-410]
	Front Matter
	In Memoriam: Henri Frankfort. Director of the Warburg Institute 1st May 1949 - 16th July 1954
	The Wilton Diptych [pp. 191-203]
	The Prisca Theologia in France [pp. 204-259]
	Cephalus and Procris: Transformations of an Ovidian Myth [pp. 260-287]
	The Programme of the SS. Annunziata in Florence [pp. 288-300]
	Michelangelo on Effort and Rapidity in Art [pp. 301-310]
	Aretino: Artistic Adviser to Francis I [pp. 311-318]
	The Decoration of the New Palace of Westminster, 1841-1863 [pp. 319-358]
	Miscellaneous Notes
	A Horatian Ode and Its Descendants [pp. 359-365]
	Cephalus and Procris: Underground Transformations [pp. 366-372]
	Così fan Tutte (Procris Included) [pp. 372-374]
	The Religious Views of Abraham Ortelius [pp. 374-377]
	A Book from the Gonzaga Library at Mantua [pp. 377-380]
	A Renaissance Work Copied by Wedgwood [pp. 380-381]
	Burlington, Adam and Gandon [pp. 381-382]
	A Note on James Barry and Edmund Burke [pp. 382-384]
	John Runciman's 'Lear in the Storm' [pp. 385-387]

	Back Matter [p. 388-388]



