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ABSTRACQGT

THE LIBRETTO AND ITS MUSICAL SETTING IN ILDLBRANDO PIZZETTI'S
USIC DRAMAS DERIVED FROM LITERARY SOURCES

The aim of the research is to investigate Pizzetil's highly individual
approach to problems of a formal, musical, ethical and aesthetic nature
connected with the music drama.

ZTheoretically, the composer's individuality will be supported by means
of references to his musicael writings and essays. He will be seen %o
emerge a8 a revolutlonary writer and oritic who did not hesitate to
ohallengs the 'burgecis! Vericze trend in the name of a loftier and more
sophisthicated, aa well a3 ethically orientaied form of music dvama -
from both the musical and literary points of view.

Lusically, tha composerts individuality will be supported by means of
attention to those peculiarities that constitute the ummistakeable
physiognomy of his musical langusge: the thematic construciion used in
bis operas; his use of themes as loitmovives {often of symbolie implication)
to desoribe or interpret characters, events or dramatic situations;

his highly personal declamatory style; his mastery in polyphonic

choral writing; his uss of various modes and other elements drawn from H

Hedievel church music.
Of Pizzetti's thirteen operatic works five are to be investigated in
this thesis, These are ithose derived from pre-existing literary sources.

They have been chosen because of their comparatively outstanding
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to desoribe or interpret characters, events or dramatic situations;
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litarary merit and satisfacitory musical realization:

FIDRA - (. D'Anmmnzio *
IFIGENIA ~ Buripides

5
LA FICLIA DI IORIO ~ 8. Dianmunzio +

ABSASSINTO NELLA CATTEDRALE - 2.8, Eliot

CLITENNESTRY = Aerachylus , Sophocles.

Rach music drama will be evaluated in the light of the composer's theories
and assthetic ideals, end considered from the point of view of 3

The libretto : itracing of litewary and historical background; treaiments : "
of the same subjects at the hands of other dramatists and librettisis;

comparison of the librotto with the original literary tex’ pointing out

similerities or deviatlons in plots and detodl aimed at Pfurthering ihe

nomposer's particular views and requirements; :

The musical setting: analyses of the scores with special attention to

the above mentioned pecularities comstituting the composer's highly
individual misical lasguags.
This procedurs will make i% pouaible to evaluate, assess and demonsirate:

the axtent to which Pizzetti succeeds, or falls to renlize
his theordes and ideals, and the mannor in whioh the musical I
aotting or inderpretation changes the litersry text by

adding either psychological depth to the charsotars (as in

FEDRA and LA FIGLIA DI IORIO), or newer dimensions %o the i
stories, gometimes lending a more universal aspeot {as in ;
IFIGENTA, ASSASSINIO NILLA CATTEDRALE and CLITHINESTRA).

The above iz intended o be the main idea and the unifying element of

‘the thesls. As it will run through the Introduction (devotad to

Pizzetti's theories and aesthetic views), the five chapters sonstituting

the main body of the thesis (each dealing with one music drame) and the

e



- v -

Gonolusion {summarizing the main pcint of consideration dealt with

in the thesis) 1t should refuts the possible critioimm of'eompartmentalization' @

that may be mofivated by the division of the thesisz into five shapters.
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PREFPACH ’

‘Whilst Ildebrando Pizzetvi {1880-1968) is recognized es a leading twentieth -
century Italian composer his ocutput, especially in the operatic field, has

not besn as a whole subjected to axhauative and detailed study, especially 4
in the English language. Italian writers and re-earchers, who bave for the

most part dealt with aspects of his work which have already received fairly

full attention, seomtc have neglected some of bis best music dramas, Further, ‘
Guido M, Gatti's ILDEBRANDO PIZI:’.E'I"S‘I]', publisbed by Dennis Dobson,in English
fra.nslation,lhrou(;bt forth , among others, the following comments:

The author has made no attempt to cater for 2 specifically
English audience, and the 3ranslator, David loors, has
magnified the emission by an unidiomatic fidelity to the
originral, leaving the thought still in Italian bensath "
the surfecs of English words, and insorporating, for

the sake of this fideldity, a number ¢f unhappy neologisms. H {
What Guido Gatti has written is a defence of Pizzetti's
conservatism addressed to those who know and dislike it.
This is wasbted on English readers, who are net so much
unreceptive %o aa ignorent of Pizzsiii's music. True, they
will learn something of tLa composer, but it amounts to ¥
little more than could be summed up in a fow lines: that K
biz moat imporiant coniribution has been in the sghere of : b
opera; that he has a highly individual attiﬁude to vpera
(only hazily definsd im thic book.,s) ... -

Pizzetti at seventy ds still 1ittle known to us. !
iuch of hio work has been upon opera and sucred musio- .
drame; he hao written more works in these forms than in 5 i
the purely orchestral ones, Mr, Gatti's explanations of !
bins old friend's principles are sometimes rather difficnlt "
o follow; but the books makes one eager to hear mors of the

the music of this deep student of operatic problems, an {
experimenter (w\m apppars to have been more sucesssful than, |
for example, Busoni.)

1. Gatti, Guido M., ILDEBRANIO PIZZETTI, Turin: Paravia, 1934; 2nd Italian
edition, Milan: Ricordi, 1954, English ed. (Tx.D. Moave), London, 1951,

2. Mason, Colin, 'ILDEBRANIO PIZZETTI.By Guido . Gatti' {(Review), Music
and Letters , vol, XXXII, 1951, p.287.
3u WaRe Ay, !
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LLDERRANTO PIZZETII.By Guido ¥, Gatti! (Review), The Musical
Times, vol.52, May 1951, p.213.
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A more recent book, ILDEBRANDC PIZZETTI:CRONOLOGIA B BIBLIOGRAFIA

(fazma, 1980}, compiled and edited by Pizzetti’as son, Bruno Pizzetti, is
a factual documentation of Pizzatti's life and work and an invaluable
first-hand sourse of informution which 2lso contains some criticism.

.t does not lLowever concern itself primarily with criticel appreciation
or musical analysis,

The aim of this research is t6 iavestigate Pimsetti’s concept of the music
drama and his highly individual approach to this form of musical exprssaion,
Examination of his gscores reveals intelligence and artistic sensitivity.

I have tried to assesa these gualities in the light of the aesthetic
theories propounded by Pissetti ix his oriticel and other writings, T have
1ittle doubt that he shows an absolute mastery of his medium. An
evaluation of him as a compoasr resis homever on our own amotional
reaction %o his rmaic, on our own Bvnsiviviiy ln appreciating his ard,
Like the majority of fwentioth century operas, Pizzetii's have not
sucoeeded in attaining positions in the standard vepertoire. In faot,

bia reputation appears cince his death, %o have suffered even something

of a dsclins. We are s3ill too c¢lose %o Fizzetti, his work still too
recent for us to tell whether thoy will stand the test of time, Many
gomposers who are famous today, were little appreciaied and seldom
porformed during their M<fetimen and in the years immediately afioer

their deaths,
Pizzattl was g prolific oomposer and I have confined myself to a study of
five of his music dramas.
In crder to aseist Engllsh readers I have provided English translations

of uctations of text in forelsn langueges. 41l translation are my
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own work, unless otherwiase stated.

Whenever a pege mumber iz underlined, it refera to the scors and not ¥¢o
the thesis,
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she copyrignt of whioh is hold by the House of Ricords;

wostro Giuliland, of Curcd, for permiasion to quots from the manusaript“.
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PIZZETTL'S CONCEPT OF MUSIC DRAMA

The imporitance of Pizzetti's contributions in the field of opergiic reform
can only be fairly assessed if meen in velation Yo the musical sdtwation
prevailing in Italy during the firat decades of the present cenwmury.

The vogue of 'verisme! which, in the wake of the success of .lasozgni's
CAVALLERIA RUSTICANA (1890) and Leonsavallo's I RAGLIACCI {1892; had
£irmly established itself, fiustraited the efforts of Bossi, lantueci,
Sinigaglia, Sgambati and -thers who, in the 1880s, dreemed of resurrecwving
the lost twradition of Italisn instrumental music, now influenced by sie
German. When the main figures of the 'generaiion of the eighides' -
Respighi, Pizzettl, Malipiero and Casella - came of age, the Italiarn
cultural, artistic and musiczl scene had very little to offer.

Respighi, Casellaand Mallpiero went to foreign countries to study, <o
work, or seek contacts with exponents of the most recent trends o
Europeen misioc and thought., Pizzestl remained in Italy, HKis teacher,
Giovanni Pebaldini, a pionser in the field of Italian musicologioal
research, had revealed io him the incomparable beauty of the Gregorian
chant end the values of long forgotten works, especially those belonging
to the Reraissence and early Baroque periocds. The lesson of Tebaldinz

was never forgotten. The atudy of the great models of the past had

shown to the young Pizzetii not only the technical, but alsc the

infinitely expressive possibilities of both monodio and polyphonic




vocal music. This lesson was to bear conspicuous fruit .n years to
come, It also inspired in Pizzettl a keen interest in the revival
of the Italian culture of the past, a passion whioh he shared with
the other members of the fgeneration of the eighties'. Actually this
was one of itbe very few grounds on which Respighi, Pizzetti, Casella
and Malipiero met. The 'generation of the eighiies’ was neither a
group ner a school, 3ach ccmposer followed his own direction
determined by artistic formation, cultural background, aesthetic
jideals and fields of preference. In Fizmetti's casse, the main
concern was, Irom the very beginning, opera and he was soon able to
fomx’.xla:e his principles concerning the role of music in the 'drammas
latino delltavvenire', to be owgosed %o both the Wagnerian drama

of the future and the 'debased' Italian opera of the present.
Reduced to the osaentials,Fizgetti’s theories of opera are not far
renoved from those of the Florentine Camerata — via Gluck, Vagner
and Debussy —, plua a particulor emphasis on the ethical aspeot of
the musis drema., Plzsetti's maia preccoupation was the fusion

of msic and words in & well-bvalanced entity conaisting din

the main of a highly expressive, flexible recitative 'a la
Honteverdi', moulded to the rhythm and infleotions of the Itaiian
language and capablf -°carrying the woight of tho drama as well as of
opening into moments of lyrical sxpanaions., A continuous orchestral
décor , unifjed by motivic and thematio material , provides descriptive

or atmospheric effocts and mirrors dramatic happenings. Pilezzetti's

e e et e
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theorizing on operatic problems was to remain a lifs~-long concern and

was t0 be expounded in pages and pages of critical writings,

| Pizzetti's oritical output, produced over a period of moze than Fifty
years, is impressive in size and cuistanding in ocultural and human
interest. Moh of it is of primsry importance in attempting an
evaluation of Pizzetti, both the man and the artist, and of his aesthetic

ideals, Some of Pizgetti's most significative writings - oritiques,

msical polemics, articles and essays ~ have besn included in the
. four volumes entitled Musicisti Contemporanei 1, Intermezzi criticiz,

La musica italiena del)'Ottocento 3 and Musica e dramma 4.

’ These papers are distinguished by literary skill, sound scholarsbip, L
deep understanding and uncompromising individualism, Musical and
aenthetic evaluations are always acute and compeitent, although, at

times, & oo subjective ethical approach impairs the validity of the

final judgmes .  An instance io the case of Debussy: referring io
PELLEAS BT MELISANDE, Pizze¥ti defines it as "a drama in whioh

the human end emotional content has been overcome by a conient of

5

perception” and obmerves:

+»s the musio, extraordinarily rich in oolours
and nuances, in marvellously evocative and
suggestive monorities, is exiremely poor in
vibrationn of feeling., However, if we leave

1, Milan 3 Fratelli Treves ed., 1914, i

2. Florence: Vallecchi, 1921,

3. Florence: F. Le Wonnier, 1330, l.st ed.; Turin: Edizioni Palatine,
1947, 2,nd ed.

4. FRoma: Edizioni della Bussola, 1945,

$ Pizzetti, Ildebrando. Intermezzi critici , op.cit,, pp.l25-6.

i




out of consideration all those matters concerning
the values and meaning of the woxk of art...

we camnot but admit that, in this kind of mmsical
intonstion of the poetic text, in which all
melodic purposes have been remounced withous
regrat, in this subdued instrumentation, almest
reduced to a murmur, where the few moments of
emation seem to be carved out as in a high~relief
the musical drama existe and lives, not only
better than in other works richer in melody

and lyricism, but it exists and lives Zor
"malfirnt time in the history of Fremch musical
art’,

Hoi complying howsver with Yhe ethical exigencies lying at the roots
of Pizzetiils conception of art, PELLEAS ET MELISANDE is rejected
1 poral grounds:

Debussy’s opusic has the prodigious faculty of
stifiing the will to live; it has, according

10 Schopenhasuer's precept, the faculty of immersing
our gpirit in the ¥irvana.Is this however what

Art is suppozed %o give us? In thias what we are
supposed to demsnd of 1%? Shouwld not Art, instead. i
e the exaltation of 1ife and humanity? Let our
spirit be carried away by the wave of life oreated
by > work of art, but only in order to allow

its substance %o be enriched, its enorgy to e
invigorated, Lot Art not be annihilation, but
experience fortifying the will and generative

of lova and humanity °.

Time and again Pigzettl inolats on the necessity of raising the
athos of Italian music, opera im particular, by conferring upon it
highexr aesthetioc and ethical values., With vehemencs and passion

he had tilted not only at the prevailing 'verismo' but also at all
for which it stood: emotlopal excesses, primitive eroticism, brutal

aituations, lack of sophistiomtion and, especially, that ocommonmplace

1. Pizzetti, Ildebrande. Intermeszi critici, op. cit., pp.125-6
2. ibid, pp.130-1.
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pathos which so much appealed to the culturally unenterprising and
anti~idealistic bourgeoisie. Unlike llalipierol, Pizzetti never rejezted
the greatexr representatives of the tradition of Ttalisn opera of the
ninetesnth century, He wrote:

If Rossini, the oreator of such immortal masterpieces
as IL BARBIFRE DI SIVIGLIA and GUGLIEZLNO TELL, the
Jupiter of musio, can be regarded as the renewsr of
the form and the spirit of the eighteenth century
musical theatre; 1f we must give recognition to
Denizetti's incomparsbly prodigicus facility of
invention; if Verdi can be termed the greatsst of the
great, beoause of the impetuous, overwhelming power
of his dramatic exprension, we can well say that
Bellini is unrivalled and unigue as oreator of melodies
of admireble design and melancholic suavity .

The music drama, with all its problems of a formal, musical, ethical
and sesthetic nature, was wo remain the focal peint of Fizzetti's
oriticel and creative interesi. Fizzetti's search for the kind of
music drama capable of answering io his desiderata was carried on
throngh tireless experimentation and by means of the oritical study
of the solution propesed by other composers., ¥e can trace the
develorment of Pizzetti's music drama concepiion in his Introduction to

Intermozud opdtiod. His First operatic attempt was SABINA (1897), to

@ libretto by annibale Beggl. In the compoaer's words, it was

"full of naivets and formal incoherence, of magniloquence and

pretentious emphasis™. The following work, ROMEO E GIULIBTTA. (1899-1500,

livretto by Pizmetti) in apite of many technical and stylistic flaws, shows a

certain orgsnic unity and a more coherent method of procedure,

1. See Pizzetti's open letter to Glan Francescc ifalipiero: L'infezione
masioale ottocentesca, in Il Pianoforts, 1922, pp,7-10,
2. Pizzetti, Ildebrando, Iniermezzi critici, op, eits, p.35

3. ibid, p.ll.
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obvicusly ths xvesult of two further years of study and reflection.
The next step was IL CID (1902-1), %o & libretto by Beggi derived from
Corneille and Guillen de Castro, This work had as its model the
melodramma in the tradition of Rossini, Bellini and Verdi, but enriched
with "a newer and more varied vocal and instrumental technique, The
same kind of opers, but brought up to date by means of the avoidance
of strophic periodicity, or better, by a new form of lyricizm sndowad
with the strength, the impetus and the beauty of that of the old Masvers,
tut rhythmically and meirically move free and ﬂexibla“l. In 1904,
rizzettl and Beggl hed discussed the possibility of writing a rustic
drama of contemporary setting to be called LENA , revolving around
characters taken from the lowest strata of socisty. This project was
however abandoned bacause the crude realism of the story on which the
1ibretto {only tentatively sketched) was based,prevented a translation
into satisfactory asathstic terms. Never again did Pizseiti’s thought
direct itself towsrds 'realiswo’; his successive works were derived
Zrom Tirgdl (ARIEAS, 1904, libretto by Begsi) and Pulkin (MAZEPPA, 1905,
libretto by Beggl). ARNEAS and MAZEFPA ropresent the last of the
coupuser's esperimental wo ks for tho stage.
During this poriod of hesltancy and uncertain experimentation Pizzettd
was however able to formulate his, admittedly not entirely new,

theories on 'the latin mugic drawz of the futura':

1. Pizzetti, Ildebrendo. INTERMEZZI CRITICI, op. oit., p.16.




For music drama I mean ... not cnly the one in

which music is asked to make every episode, every

mement of the aotion, every gesture and every word of

the oharactersintelligible to the spectator, but

also the one in which music is given the possibility

of continuously revealing the mystserious profundity

of the soul beyond the limitations which poetry

cannot aad will never be  able to exceed. The

object of poetry in o drama intended for music is

to provoke and determine those revelations, to

translets musically those inner feslings.

‘Musicabilitd', in a dramatic tfxt, must be

synonimous with 'tradueibilita'”.
This is very similar to Dobussy's statement that, in a music drama
“music would take over at the point at which words hecome powerless,
with the one and only object of expressing that which nothing bus
music could express"zm We may alse recall Nietzsche's theoxy
in which he, proclaiming the origin of the tragedy from +the
spirit of music, believes that when the words are exhausted and
no longar able to convey the artist’s asentiment, they turn again
into music thus coming to full cirele, or Wagner's opinion that
"music beging whers the language enda"’. One of Pizzetti's
major concerns was, of course, the problem of the libretto and tha
consequent, peremnial and practically insoluble one of the
weight to be given to mugic and drama respectively , He considered
that an ideal opsratic librotto aould only be realized by a poet

capable first of condensing the story inte the few esmsential

1. Pizzetti, Ildebrando. Ariane of Barbebleu . Rivista Musicale
Italiana, XV, 1907, p.73.

2. MHysvs, Rolle ¥, DEBUSSY, ».55.

3. Lang, Paul Henry. MUSIC IN WESTERN CIVILIZATION, p.744.
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episodes necessary to the logical unfolding of the plot aad, further,
of reducing the werbal expression of the charucters to thoss wowds
capable of conveying their fundamental states of emotion. MNusic
should then not predominate but merge with the words in a new entity,
richer in musical substance and emoticnal vibrations. The asoidance
of too lengthy passages of an introspective or szelf-analytical
nature (an obvious alluaion to Wagner's verbosity) was considered
the chief prerequisite for the flexille structure of the literary
text, Given these principles we can ask ourselves why Pizzetsi,
after preparing part of a lihretio &rawn from Zuripides! EIPFQLYTUS-
which he sitarted ‘o set %o music, in 1907- snouldhave agTeed

$o0 D'Anmunzic! s suggestion to s8et  ixavead niz  own

FEDRA, a drama on the saume subjectl. The heaviness of D'Anmunzio's
dramatic conceptien, the opulence and exiravagance of his inflated
literary style was the vary antithesis of whai Pizzetti reguired.

We may conjecturs that tke idea of a Purtber and airicter
collaboration with the most eminent poet of Italy { for whom Pizzedsi

had alveady written the incidental music for L NAVE ) 2. greatly

appealed to the comparatively unknown musician, Perhaps, however, it was

the personage of Fedra, ‘ihe unforgettable Fedra! who, in the name

of a 'personsl, arcane law' overthrows the sacred laws of the ancestors,

who had set fire Yo the composer's imagination because of the analegy

1. Aoccording %o what Plzzetti wrifes in a passage quoted by his son
Bruno in TLDEBRANDO PIZZETTI: CRONCLOGIA 2 BISLIJGRAFIA, at p.65,
it seems that D'Annmunzio decided to write FEDRA expressly for ihe
composer, I have however been unzble te £ind support for this
in the other sources, )

2. LA NAVE (1905-'{) wag first performed al ithe Teatro Argentina, in
Rome, in 1908. 1In 1902 Pizzetti started writing the ineidental
masic for D'inminzio's LA PISANELLE, performed in Paris, in 1813,

N - -
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Daetween the buman and divine creature, as delineated by the post,

and the heroines wuo were taking shape in Pizzetti's mind, This

oollaboration betwsen D'Anpunzic and Pizzettl was more succesful than

any of the varicus atfempts by other Italian compomers to set the peit's

works as operas. FHDRA is, in spite of a few weaknesses, a positive

result {the mame applise, in my opinion, but perheps more arguably i

to the later D!Annunzio-Pizzetti LA FIGLIA DI IORIO), whilst Franchetti's

LA PIGLIA DI I0RI0 (1906); lnsvagui's La PARISINA (1913); Zandonails
PRANCESCA DA REIINT (1914); Lontemerzi's LA FAVE (1918) must be

considered as either partial or toital failurasl. Drpnrunzio's

eulogistic remark that in the scere of FEZDRA "not only is there not
a gingle note cuntrasting the spontaneous rhythm of the verse, but
every note increases the expressive intensity of all the verbal and t

thythmic slements without ever changing, or distorting them"‘, seams

%0 me, paradoxically, to point out the limitations impesed upon the
composar by the literary text rather ithen to emphasize the gqualities
of the work. In spite of wide divergenciesa in matters of artistio eand
moral principles D'Annunzio thought that he had found in Fizzetid
(whom he had nicknamed Ildebrande da Parma)an ldeal aollaboratox,

He therefore consented to Plzzetii's request to bs allowsd to set Yo
music LA FIACCOLA SOTT0 IL LOGGIO - ona of D'Annunzic's most Foroeful : ';,

dramas. In 1914 Pizzettl ombarked on the composition of this work,

1. A% different stages of his life Punoini contemplated the idea of

a collaboration with D'Amnunzio, any subjects were considered:

IL GECCO D'ASCOLI, or L'ALCHIMISTA (1900); PARISINA (1905); LA

ROSA DI CIPRO (1906) and Li CROCIATA DEGLI INWOCENTI , but nothing

materialized,

2. Qufa’csd. by Guids M, Gettd in ILDZBRANDO PIZZETTI, 2nd Itelien ed., op,cit.
.18,

™ - N W
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which was to ra entitled GIGLIOLA (after the main charscter) onmly to

realize that the path he was following would lead nowhere, and that no
poet or Librettist other than himself, could in fact realize his own
vision of the music drama.

A few decades sarlier, ayoung musioian in his early fwenties, a debutant
composer who had stirred the unimaginative and apathetic world of the
eighteen-sixties with a daxingly revelutionary opsra salled
MEFISTOFELE, had embodied in Italy the Wagnerian ideals of the poei—
musician, This was Arrige Poito, libretiist and cowposer, who nod
only wrote the lidreitos of his own two operas MEPISTOFELE and NERONE
bt was destined to become Verdi's splendid poet-collaborator for
OTBLLO and FALSTAFF. To Boito Pizzettd had dedicated one of his most
paasionates and enthusiaatic essays. He had recognized in him "the
arvist who, more than anybedy else, waz to be regarded as an example,
and who, more than anybody else, had proved, with his work, the

vital importance of being in possession of a deep and historical
culfure””, As opne of Boito's "momt ardent followexs", be was eager
"to make the most of his admirable lesson"l. Bodto's influence

upon Pizzetii wan profound and consistent. Inerplicably, it ssems

%o have escapad the attent! n of the critlos. In the similarly-minded
Boito Pizzetti asaw the paticyn of the militant oriiio~musician
almost fanatically devoted to the oause of his art; of the aritist
regtlessly pursuing the loftiest of ideals, Pizzettl had, in common
with Boito, the pagsion for brooding over problems of artistic and

philosophical nature, the deptb and breadth of oculiural intevest,

. Plzzettl, 1ldebrando, lLusicistd contemvoranei, op. cit., p.58.
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an uncompromlsing moral attltude and a certain pretentiousness with
regard to the choic;a c‘f the :;ubjectu for his music dramas. Like Boilo,
the culturally minded Pizzetti had soon, and inevitably,come to the
eonclusion that the elaboration of both the musical and literaz-'y text
of the music dvams should sitem simultonacusly from the same creative
dmpulse, OF the twelve misic dramss which appearsd in fairly regular
suocession after FEDRA, seven were set to librettos written by the

cumposer bimself. They are: DEBORA E JASLE (1918-21); 10 STRANIERO (1923-25);

FRA CHARAR20 (1926-27); ORBIOLO (1933-35); L'0RO (1939-42);VAWIA WUPA(1945-47); |

CAGLIOSTRO (1952). Another four librettos were dsrived by Pizzetti
fxom pre-existing literary sources: IFIGEINIA (1950); LA FIGLIA DI
TORTO (1953-54); ASSASSINIO NALLA CATTEDRALE (1956-57) and CLITINYESTRA

(1962-64). Pizzetkl's only comedy, IL CALZARE D'ARGENTO {1959-80) was set to

a likwotio i oned by the 1P r to the novelist Ricecardo Bacchelli.l
LA SACRA RAPPREZEITAZIONE DI ABRAM 3 D'ISAAC, which started 1life as
incidental musde for the performance of Feo Beloari's homonymous work

in Florence in 1917, was revised (with the addition of two Surther

msical episodes) in 1926 and had the recitative set to music. in 1928,

Joln G.0. aterhouse sugpests in his catalogue of Pimzeiti's works

placed at the end of him article on Pizzetti in INTZRNATIONAL CYCLOPEDIA

OF MUSIC AWD LUSICIANS (1975, ».168) that 1t bo considered a one-act

opera. As however observed by Pizzetti's associads Guido M, Gatti,

1, The dates of oomposition of Pizzetll's musio dramas are those
given by Bruno Pizzettl in ILOIBRANDO PIZZETTI, op. odt,, in
Bibliogmfin/A. I have however discovered a few dlsorepancies
in the musical setting of some of the works. As concerns DEBORA
E JAELE, for instance, the date given in the text is, in one
instance, 1916 (p.255), in another, 1917 (p.159).

Sl
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LA SACRA RAPPRESENTAZIONE DI ABRAM E D'ISAAC remains, even in the
1928 final version, 'a series of lyrical fragments.,.showing, in
the lack of a well-defined misical rhythm and of a proper drematic
S structure! H {the lack of the latter can be inferved fxom the examples 'U
given in the following pages) the nature of the form for which ;.t
was originally concelved. That Pizzetti did not consider this !sacra d

rappresentazions’ as an opera is supporied by the'fact that we do

not £ind it mentioned ab all in the text of a speech writien by

Pizzetti in 1935 - "From FEPRA to ORSEOLO"2~ for a radio broadecast, I
in which the composer deals at length with the music dramas he kad
written tetween 1909~1933 in relation to his aesthetic tenets.

Back to the Boifo-Pizzetti comparison, we noie that Pizzetti, again

like Boito, believed in great themes ¥aken from history or from the

realms of legend and myih in which, as Wagner had taught decades

before, 1ife ocan be seen in 1io most purely human form. For

DEBORA B JAELE and IO STRANISRO Piszetti found inspiration in i

$hat wonderful world in which...we can find |
ourselves, peopls of all the world, with our
passiona and awpirations, with our vices, I
aing and faults gs well as with our sadness,
miseny and hope.

FRA GHERARDO, ORSEOLQ and VANNA LUPA were based on more or lesa

1, Catti, Guido M. ILDEBRANDO PIZZETTI, op. oit., pp.65~6.

2, Pizzetti, Ildebrando, Da FEDRA & ORSWOLO, in: Bruno Pizzettd,
TLDESRANDO PIZZEPTI:CRONOLOCIA E BIBLIOGRAPIA, op. cit.; pp.253-58.

3. Gatti, Guido M., op. ait., p.23.
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o a Raprctentatione o Zbwam

& [faactus figliuata,
b

v
r

TR
o 2
i B
Odchio i dice chelaprima porta albor Abram gli fuof oreechi sbarra
pes laqual Hintelleto fnréde ¢ gulls  fogenochiaco con gran civeren2a
13 cconda ¢ fudi (2 noce jeotm hanendo il Juo difio eutto difpolto
che fa J¢ mente bothra effer robuta i ualer ar quato dio It hauelsi ipolto
pero wof udircee quanto importa

recitate una Qotia tavta & giufta Dipoi g:: difle togli il tuo figlinle
ma fe uoleee lntendere un ailieria un:ﬁ:nim «fac fiquzl tu aut
ftate deuoti & con buon defiderio & di fuf fammi facrificlo folo

& moflrerorti il mouce perehe bramt
Hel Genefi [a fanta Bittis natra Tapet il hiogo & non menzr fo Buole
comtie aio uolle prouar Jubldienzy uz ¢ho ted metiero len2a micoini
del Patriaceha Abram Jppefo di Sarra cammina Pet {2 usz afpen & deferta
& per us Augiol ghi pario jo prefenza & fammi fol del ruo figlivolo afferea
A

First page of the libretto of “La Rapresentatiane di Abeanm & Isane suo fglivok,”
1658, by Fen Beleari (111-145 irst, performed at the Chiess
di s, wddelens di Unalello in Flarenve, 1419,

o L om e —
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quello precetto n tutel tiene occulte Abrad,& quelliduf Angeliupo che 2n
Abraam di fanza uhidiceza fonze niitio (3 fells, & falero che pii appari
mi meno fego fenza dirmi quelte ful monte, & tuni inficme (anpo uu baj
ma quands funo falid io ful monte fo cantando quelta laude o
e il disiin prezecto marifeflo
& cou buon made & coa parelepréte  Chiferte a Dio con purita dicote

aquefta moree mi difpofe prelta Viue contento, & poi faluato mere

¥ legomi le man sudo fpoghiato

< in fu lefegne mhcbbe echocato Se la wires difpiace un poco af feefo
Alzindo iibrazcio per yolermi dace nel o principio,quacdo ¢ elercitao

diquefto grancoleello fa (G [a tefa talma che fente ucro gaudio immen(o

tangiclo di Dio fi comincio a pariare,  dentro dai cor,e witta covfortala,
prendendo b fua man,dizendo qaela 12 mente foa fi trioua radiata
motte,nob uoglio che tu frccia fyre  da quella luce del fommo fplendore,
al two figlivol. £ non gli dar molefa,  Quando ardinas foo cueeii  fumi
alhor mi iziole, & con Bran fiusrenza  drntce,e df fisori,al pofitec..no Dis
vendema taade 2 Diod( tal clemenza  alhor f veggon quelli eccelii feod
VoltoRi Abrai,& uide un bel montose, che fanno Guer lhuomeal core glulio
pofio tra pruh miracolofamente cantacdo waz per un fasto Jific,
ilqaal cdierfe con gran Jivotiorc Iz gran dolcezze dej perfetro amots

fopra del fuoco,Per me innocente Van giubilando,e¢ dizon geate Qoita,
diaucus idio gli & promelsicoc cercando pace e monda dilettt
di molti beni ¢ come tueea gente ¢ noi uolete hager lecitia molts, |
farebbe ncd fuo feme besederta £eruice 2 Dio con et ¢ nofdd effettd
dungue felice ki madre diletea. eglie Quel fonty di uitgy perfesti
<he fa glocondo ogoi fuo feruficIes
Sarea marauighiaadaf dise, Chiferue a Dio con purita di core

Viue contento, e poi lalugto mores
Pl two parlare io fon tutea fmarrita . .
che li fpicsi miti fento mauchare Fatto it ballo Langiofo licentiz il pod
2l mondo non i mai cal cofi udits polo, & dice «
& Rupetyeea flo pure apenfare . N ;
quel chai parlaeo, & tueea impaurits  Chiaro cdprefo haucte il magno frutto
futdelaudivo 1o mifaf rremare, del obferuar tutti { diuin preceeti
& ueggio beo chic conilretea d'amorr  pero chel nofiro Dio Siguer def tutto
bebbi Tagion diftar fn gran defores ha fempee cura de fuoi exui ciecd

Idtracololimente i tacquiftai fe dilportere trarite buah conllrusto
con miraco) maggior fei ritoraato, terrete ¢ voftri cor da colpe netti,
perche Azict fon tutt] i mie guai ¢ inamorati di f apta ebediens

¢on tutto fl cor illigner fialandate  cialeun § patta con nofira licerzzs
per fazisfare al dolor chio portat

0 che i balil, & canti,in quello lato EL FINE,
ciafeun focompaguia de tangiol buoso
tingradii Dro di queflo mageo dosa InFirenze. M. Do LIIL:

Sacea s tunti ghialerd di calh, cccetto

Tast page of the Kbretto,  Sttention is eafled to the thied and fourth Koes from the
top seeoud culumn, @ which dirertions are gven regarding Lo dancing of a
“Dallo’ and the singing of 1 “latude, :




- 16 -~

Pictitious episodes projected against authentic historical backgrounds
(Medieval Parma; seventesth century Venice and Medieval Florence,
respsctively)., Also of historical derivation was ASSASSINIO NELLA
CATTEDRALE, enriched however with overwhelming religiovs overtones
transcending tha mere histerical facts, From the fertile scurce of
Greek mythology were baken the subjects of FEDRA, IPIGENIA and
CLITENSZSTRA. CACLIOSTRO, based on the adventures of the well-known
eighteanth century adventurer, remaina the most atyploal of Pizzetii's
music dramas. The delightful comedy IL CALZARE D'ARGENTO was derived
from a ‘chanson de geste’ full of charm and pathos,
Pizzetti did not aliogheter dimcard subjeats offered by ordinary life
provided that, like Li FIGLIA DI IORIO and L'ORD (both placed in
timeless contexts)} "they would zppear in eternsl and universal sspects
and not in the realistic light of temporal and transient existence"l.
This tendency to consider life from the cosmic aud universal aspects,
together with that of considering it as a eonflict of anthitetical
forces {an obvious derivation from those romantic ideologies which, in
Ttaly, bad found in Boito a most fervent supporter) is evident
throughout Pizzotti's work. It is well illustyated in his article
Husica e dyamme, the special interest of which lies in the identification
of drama with lifer

To live — what does it mean? Is it perhaps to

breathe, walk, eat, drink and sleep? Certainly

net., To aspire %o a state which dis not materfal,

to put forth your effaxts to attain it: this

ocertainly means to live, Love for an individual,

for greaitnsss and glory, may be devoid of sgotism.
Eigher still .= the love of humanity,

1. Pizzetti, Yldebrando. Wusica e dramma (English translation)

in The Musical Quarterly, vol. XVII, 1931, p.424,
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the aspiration to al activity for ‘the happiness

of others, any effort productive of good and
consolation to others; highest of all stands the
will znd strength to make sacrifices for others,

the Joy of giving for no athexr reason than to dedicate
one's gelf to a noble cause, This certainly means to
live, Now when we realize that all efforts to do good
are constantly in danger of being frustrated by the
furces of evil, those myzterious, obzauresnd
manifold agencies of deception aund temptation which ara aswake
and active in every man, then we will understand

the drama of life. Thevefore all shat pertains to

the life of man, oan be made the subject of the
dramatist's art’.

This concept is then iranslated into sesthetic-philosephical principles
according %o which the conflicting elements of dramatic music are
nothing tut the reflection, the manifastation of the antagonistic

forces inherent in humap nature:

Dramatic music should express 1lifs in sciion -
conflicts of matbter and mind, of instincis and
aspirations, of egolam and woral duty; and

lyrical music should express the transcendence, the
overcoming of these oonflicts, fThare is no musio
other than these two types, not even outside the
manic for the atage. There is no true or great
att, which is not the expresaion of a conflict and
its resolution, of a drame in which individuals

or sentiments,or idess are involved, and its
catharsis, Symphonic music obeys the same laws,
even though it be without words; it wust have
dramatic 1ife %o be muzic at all, that is, it must
have a oontent born of oonfliaﬁ, lost Jt he a mexe
jngeling with sound and noise °,
In Pizzettils music dramno we find conflicts and divisions of every
kind: +the grand~acals ones dorived from Wiblical end mythological
stories; those at work in the sonl of an individual at war with

himself or with the cutside world; the sxternal conflicts resuliing

1, Pizzetti Ildebrande. Musica e dramms {Eaglish transladion),op. oit.
- PPa 424-25.

2. ibid, pp.4B.

i
i
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from clashes of moral, social, political and religious ideclogies,
DEBORA E JABLE depicts Yus antagonism between the prophetess Debora, as

unyielding as the law of the God whom she represents, and Jaele

who, having fallen in love with the snemy king tries to vpposs ke
law of duty end tradition, and succumbs. In hoth ORSECLG and

VANNA LUPA the mailn dramatic conflict results from resistance %o a

new oxder on the part of the reprssentatives of a world on the

verge of ¢ollapss, L'JRO Geals with a mocio-ideoclogical struggle,

in which materiaslistic conaiderations play a grest part, between

groups and individuals, whilst ASSASSINIC NZLLA CATTEDRALE presents L

an opposition of temporal and spiritual values. IL CALZARE DPABGENTO

concerns ifself with he polavivy detween Yhe arilst end the indifferent
world, CLITENNESTRA vorirays a gigantic olash of tho powers of evil, i
paradoxically pitted against each other. In the 'love-~vedempiion®

droman of 1O STRANIERO, FRA GHERARDO and LA FIOLIA DI TORIO, as well

as in IFICATA (as concerns Agamsnnone), we are shown - snflicts

“of inatinots and aspirationg, of egoism and moral duty“l %aking place

in that field of buman battle which is the human soul.

Pizzetti was conseious of the fact that in the csse of the traditiomal

opera "a hedenistis means tv a scolal snd"z ; dramatic shortcomings R
aould be ignered in view of the entertainment offersd, but

this state of affaira was incoupatibdle with <the exigencies of the i -

new ocultural world, Wagner with his reforms ‘“lussorgsky, Debussy ,

1, See p, 17 in this thesis.
2. Pizzetyi, Ildebrando, Lusics ¢ dramms  (@nglish translation),
ops cit., D.425. .




~ 19 -

Bloch (whose MACBETH Pimzetti took as a model), and Boito

as well as ths Verdd of the last period, had pointed the direction
of a more dignified conception, a wmore consistent musico-dramatic
realization of the lyrical drama., From the example of these
compogers is derived Pizzetti's artistic principle and some
elements of his musical language. This last however is

enriched ond given its particular and urmistakeably individual
physiognomy bty elemenis drawn Zrom the rich sources of ledieval
churck ousie - which influenced 2is melodic and harmonic idiom -
and. of sixiteanth and seventeenth century Italian music - which
deterained the sevare grandeur of his polypbonic choral writing
and the plastiic expressiveness of his declamatory style, Pizzstti's
decilamation is generally recognised as one of the most interesting
elements of his musical Yechnigue. Ik CGuido M, Gatti's definition,
Pizgettits iz not "the declamation of Gluck which, although well
artionlated atill reteins 2 cartain pomp and solemnity which at
%imen coolz down i¥s expresaive fervour.,.j nor Wagnern's
Wortermelodie! which, although shaped according to the rise and
fall of the tonde accent i3 co much bound to the orchestra aw to
sound. as a pardt of it, It iz not the recitative of Dedussy,
adhering to %he rhythm of the words but tending too much to repose,
thus creating a vugue and mysterioun, suggestive, halo around

1
the word"”, Pizzetiivs is rather a sung declamation, "a melodic

1. Gatti, Guide M. ILDEBRANTO PIZZE(II, ©OP. ©i¥., pp.33-d.

P LY —_— el
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organism with strong rbythmio vitality,born of the word , the emotional
values of which it intensifiss and exalts.It seems to me that, if there
is a type of declamation that presages that of Pizzettl mors than any
other, it is that of Monteverdi. In both composers the verbal values,
although maintaining their integrity, scquire from music a new, more
vigorous life and a mors sccentuated dramatic relisf. Of Monteverdi's
mugio Pizzetti wrote:

It is & muadc truly conceived in the spirit of

drama {or, if you prefer, drama iruly conceived

in the spirit of mwsic). Music which im not mevely

eagociated with the words, but which is born of them

according to the cons’santiy changeables exigencies

of the life of the droma ~,
It s no wonder thab Pizzettl, steeped as he was in the great tradiiion
of the past, ocould never bring himself to accept the most extreme
innovations introduced by the revoluticnary techniques of the
Viennese school, or of Gitravinsky (admirer though he was of The Rite
of Spring and of the Symohony of Psalms). Schoenberg, he never
understood, If Stravinsky bad proclaimed that musie, incapable of
expressing buman feelings and aspiretions had to remain a disinterested
play of lines and sonoritvies, Schoenberg, more arrogant, had, in
Pizzetti's words, affirmed that

mugio, not only should not have any relatiouship

with pessions and feelingm, but not even a

relationship with the 'conorete' world. No

more forms, tvherefore, because their geometrical

definition could suggest associations with
ather tangible, ant too materinl forma .

1. Pizzetti, Ildebrando, Favellar cantando. MUSICA E DRAMMA,p.208.
2. Quoted by Andres della Corte in Appunti susly gomittd epidicd 84 Pizzedti,

La Rassegna Musicale, 1940, p.374.

o
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This kind of art in which the thought, by means of a process of
sublimation and rarefaciion volatilizes into the empirean region
of abstractiun, was defined by Pizzeiti as "the uanatural
manifestation of a sterile cerebral libide - the libido of pure
thought"l‘ Pizgetti's attitude towards music can be compared to
that of ideologico-ethisal composers like Wagner, Priedrick Klose,
Hana Pfitzner and Paul Hindemith. Like them, he believed .. the
supreme, ethical significance of music, and wrote:

I have faith in Art, sxpression of humanity

and eternal beauty,...zrevsaler of truth, as

in a form of religian
To turn the soul towards all that is pure and noble, to help man
to underatand, suffer and accept life, to consele him for the
tremendous insluctability of suffering, - this should be the aim
of the true artist -

4he artizt who, in his own language, brings to

hiz fellow-men a word of goodness; ox is

capable of proveking or stimulating goodness;

who can induce his fellow~men, even in the most

terrible, moat tragic and darkest hours to

look around at the besuty of the world ~ this

artist, be he a poor man, an humble person

resembling milliona of others is like a priest,

almogt like a sadnt ~.
The musie drama, ezpression of 1ife in all its fullness, was

considered by Pizzetti not only ns the supreme form of art, bub

the only one capable of carrying the burden of ethioal conoepts

1. Ruoted by Andrea della Corte in Appuntd sugli studi oritied di
Pizzetil, p.374.

2. Pizzetti, Ildebrando, Introduction to INTERMEZZI CRITICI,op.cit.,pp.30-1,
3. Pizzettl, Ildebrando, Introduotion to MUSICA E DRAMMA , ops ait., pa 22,

i
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and ideals. To serve such a noble purpose, it had however to be
drastically removed from the too-restricting sphere of meloframma,
rather irying to emulate that model of all perfections represented by
the drama of classical antiguity. Eistory, vhe Bible, the xealms of
1;gend and of Creek myth in which "the fabulous can touch the human
with its wing"l, provided the framework cf Pizzetti's dramatic stories .
We find stories of love, of hatred, of war and of death conjuring up
the image of a hostile, pitiless world, the desolation of which is
sometimes counterzoted by the power of love and enlighiened ~ in one
instence - by the smile and songs of the minstrel Giuliano, the gentle
protagonist of Fizzetti's only comedy IL CALCARE D'ARCENTO.
The principles on which Pizsettits *highly individual atiituds to
opera"z is baged, are, in Colin Mnson's opinion, "only hazily
de:inad"ﬁ in Guido M. Gatti’s book ILDEBRANDO PIZZEPTI . This is,
however, to the bast of my knowledze, still the most exhaustive '
if somewhat out-dated , work on the composexm Throughout his life
Pizzetti was to remain basically faithful to hic tenets, as msical,
etnical and aeotheiic approach was concernsd. From the point of
view of‘apemtic dramaturgy, wo find him however very often
contradicting himsalf in matdor of clarity, torseness and dramatic
viebility., Some of Pizzetti's works, especially thome belonging
to his middle period (ORSEOLO, ORO, VANNA LUPA and CAGLIOSTRO) are

msrred by uninspired and faulty librettos showing Pizzetti's

1. Brereton, Geoffrey. A SHORT EISTORY OF FRENCH LITERATURE, p.147.
2, See p.vi in this thesis,
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limitations as a librettist-creator. (His ideals on the combined
1ibrettist-composer were fully realized only in DEBORA E JAELE and,

to & lesser extent, in LO STRANIEHC and FRA GHERARDO). A& & libretiist-
adaptator, Pizzettd revealed a muck more remarkable talent, This is
shown in the works to be investigated in this thesis. ALY are

derived from rre-sxisting literary sources and chosen because of their
comparatively outstanding literaxy snd dramatic merits, so satisfaciorily

musically realized as to support any olaim to Pizzetti's greatnezs,

— 000 ——
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A7aYyi Yy easuan’ D0t iladsiesl oaiture went back to the years

o vemain » constant feature of his

b ey reifo. vaad 16

nreltactual

by AKE-U witnessed by the many works

derived frow faiv wePecsisl scurse of inspiration to be found smong
Rig composivinar, ¢ o therofore not surprising tvhat Piszzetti should- .
A bic !

ar aramg e vork- have focused his ntiention on a Greek "

‘ragedy <updpidesn ' XIPFOLYTUS, 4fter himaelf preparing part of a

.iorette nardved rrom duripides's tragedy, Pizzetti bowever agreed Yo
MAnmunzio 'y suggestinn that ke set to music bthe latter's FEDRA, a 3
zext hardly answeriny the composer's dramatic ideals tut containing i
. feacinating versisn ¥ the story of Hippolytus which Pilszzetti found ; K
3¢ absorbting muman and drawatic interest,

a¥ speddent or

el incestuons love for her siep-son Hippolytus H

Ldy un RoBeT Traves' spinion, porrowsd sither from the Igyptian

|
les of who ¥ws Brothors or from a common Canaanite uauroel. It hes ! i
a0 gaveral Greek parallels, sush ag the story of Biladios's love for
-»T nepbuw Paryxus or tkat of Phylonome's attempted sedwotion of hex 5
atep-sol. Taney. The first drameiic treatment of the wyth comes from

“uripides she sesms b0 have written two tragediss on the subjsct.

e Cipst, WEE YBL 2L HIPPOLYTUS, was condemned by the dramatistls

nrenpuraries on the ground of dwmorslity. The text has been losi,

sae surviving HIPEOLYTUS {Aistinguished by the avcient grammarians

Sraves, Robert, THE GREEK MYTHS:1, Psnguin Booka, 1977, p.359.
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as THE CROWNED HIPPOLYTUS)} the over—sexed Phasdra of the first vereior
had been transformed into a modest and chastewoman, victim of the
mackinations of the goddess Apbrodite. Buripides story runs as follows:
offendsd witr Hippolytus {son of Theseuws by Hippelyta, queen of the
Amazons} for refusing to worship her and favouring instesd Artemis,
Apbr.dite coririves a seris: of oircumstances destinea fo lead to
inevitable catastrophe., Thus Fhasdra falls in love with Hippolytus,
fails to geducs him and, befors hanging herself, she leaves %o her
busband Theseus a letter in which she accuses Hippolytus of having tried
to vielate hex, Theseus confronts Hippolytus and, refusing to believe
his protestations of innocencs, plaoes upon him & curse, A marine
monster, sent by the Sea-Cod Foseidon at Thassus! ze  wist, frightens

the horses of Hippolytus's charict, thus causing his death. He lives however
long endtgh to be reconciled with his father who is shatterxed by self-
reproach affer Artemis! revelation of the truth.

Other dramatists had re-vold the mythological tale according to tuasir
owa sensitivitien, dramatic insitinei or in the apirits of their owm
times. Sophocles' PHABDAA seoms to bave resembled Puripides: works in
subjec’, although differing in treaiment. Placed chrenolegioally
between Euripides® twe versions of EIPFOL.: S, Sophooles! drawa has

come down %o us so incomplete as Yo precluds o fair jJudgement,

The Phasdra presented by Senoca in the play named after the heroins,

is a lechercus woman , a kind of masnad overhwhelmed with sensuous
degire seemingly modelled after the Phaedra depicted hy Ovid in his

HEROIDES (poetic letters L. uythologioal figures). But the Senecaean
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Phoedra who, without restraint, discloses her love by confronting

Hippolytus directly, is not altogether deprived of a sense of guild
and &ignity. ‘hen,in the last speech pronounced over the body of the

dead Hippolytus she says:

Into this wicked heart I'll thrust the aword
Phat shall set Phaedra free from life and sin

and later welcomes death , the "smole remedy for errani love..., lost
honour's only ornamant"l az a liberating force, she becomes tragically
human, Even in death she retains that “desperate pride of her passion” 2 .
which, eccording to Bttore Psratore, is the &istinctive and most original <
feature of Seneca's heroine,

During the sixteenth century two works derived from the myth of Phaedra ~

Zara's IPPOLITO {1558) and Garnier’s RIPPOLYTE (written befors 1572) ~
enjoyed a certain popularity. IV was not however until Kacine producsd

his tregedy a oentuxy later Ihat a work on this sudject approsched the

purity of manner and dramatio vigour of vhe classical sources, The

Frenoh drsmatlisi's PHEDRE was f£irst pexfommed on Jamuary 1, 1677, !
a few deys before Fradon's PHEDRE KT REIPFOLYTE. In spite of its success

being at first threatened by a rival olique supporting Pradon's much

inferior pley, Racine's PHEDRSZ was soon %o win v.e favour and acclaim y
of crilics and audiences alike and become one of the most frequemtly

performed plays of the Frensch stage. The various derivations from

classicel (Buripides, Virgil, Ovid, Scneoca and Plutarch) and French

authors (Garnier, La Pinelidre, quinalt and Themas Corneille) do not

1. Seneca, Lucius Annaeue. PHAEDRE, in FOUR TRAGEDTES AND OCTAVIA
(?r, B.F. Watling), p.l146.
2, Faratore, Bttore, La morte di Fedra in Seneca & nel D'i

amunzdio, in
STUDL D'ANNUNZIANI, p.4B.

N .- By 2
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diminish the originality of Racine's YHEDRE, defined by Voltaire as

"the masterpiece of the human m:'md“l, As far as the plot is concerned,

the most conspicuous departure from the classical version of the story

ig Racine's initroduciion of the character of Ariciez, the only survivor
of the former ruling houss of Athons destroyed by the usurper Thesde

and with whom Hippolyte falls in love. Phadre's jealousy of Aricie thus
becomes one of the motivating forcesz of the drama. The true novelty is
however to be found in Racine's delineation of Phddre, whose passion,
anguish and feeling ot guilt are explored and analyzed with uaprecedented
perception and peychological iasight.

I% is onmly with Miguel de Unamuno {after the nineteenth century treaiment
of the subjeot at the hands of Marbach, Swinbume, Konrad and Momsrie)that
Christian feelings - already present in the typloally Jansenist obssaaion
with sin characterizing Racine's Phddre ~ are again atbrituted to
Phaedrs, In Unasuno's FEDEA (1911) the myih is interpreted in the light
of the author's principles of religious existantialism according to
which anguish is a positive fesling which can lead to = personal discovery
of God. Unlike Racine's Phiédre, for whom "the universe is ..., in every
region, nothing but a place of expiation and torture"a, Unamuno's Pedra
will learn through orror and sin, pay for them, and sventually win over

to peace.

1, Quoted by J. Cairncress, iu Introduction to PHAEDRA 1in Raci: -
PHAEDRA AND OTHER PLAYS (Tr. J. Cairmerosa), p.129.

2. This charaster is not however "Racine’s invention" as Remo Giomini
affirms in ENCICLOPEDIA DELLO SPEITACOLO (p,124). In the ARNEID
{Book VII) Virgil mentions & girl named Arioia who had married
Eippolytus after Ls had been hrought back 4o 1ifs by aesculapius,
a view shared by the first-sesond century 4,D. writer Philostretas.
Racine himself admits, in his Preface to PHEDRE, having borrowed

the oharacter of Aricie from Virgil and 'certain authors!,
3. @uoted by J, Cairnoress, op. cit.; », 138,
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D*Anuunzio’s FEDRA, a three-act play in verse, was begun in 1908, two
years bafors Unsmunc's droma of the same name, Adhering fundamentaily

+to the classical myth, although drawing extensively from his predecessors:

{Buripides, Sensca and, to a lesser extent, Racine} D'Annunzio re-created
the story in his own terms, also changing characters at will. One of

bis most felicituous innovations was the ider of opening the ulay with :
a scene almost entirvely derived from Buripides' TEE SUPPLIANT ',70:53!1‘ B

This soene in which Etra, the aged queen mother of Teseo together with the Lol

mothers of the Seven Heroes who fell at the Cadmean Gates in Thebes, ars
heard lamenting the loss of their sons whilst awaiting the return of

Fesoo’s expedition aimed at the rscovery of the dead for honourable HEH
tuzial, bas great dramatic relevance. It not only sets the atmosphere [
of the first 'nocturnal' act fyom which the drama takes its impetus, : %
tut immediately comjures up vistas of a world of legend and of heroic
and supernstural deeds - a world in which men and Cods are still ,n
interrelated and in which Pedra, incendescent with passion, jealousy,

vehemence and exaltation fits natuzally. The character of the Theban

Slave was probably intended as the counterpart of Racine's Aricie; the
incldent of Fedra stabbing the slave with her hair-pin was however mosi
probably inapired by the mythical episode according to whioh Phaedra,
whilst secretly observing Hippolytus training in the gymnasium would
jab, in frustrated passion, the leaves of a nearby myrth-iree with her

jewelled hair-pin. Ippolito's planned abduction of Elena, in Aot i1, {

1. Eurite's account of Tesso's expedition in Act 1 is also almost
entirely taken (but mick shortensd} from the analoguas soene in
Buripides'  THE SUPPLIANT WOIEN.
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is an arbitrary deviation from the myth., It was Theseus who, afier

Phaedra's death, abducted Helen, then but a ohild {and afterwards.
celebrated as the cause of the Trojan war) from Sparta, with the aid
of his friend Pirithous. Here again, as in the case of the episode
of the Theban Slave, D'Anmunzic was exploiting the motive of jeslousy
as an added incentive to Fedra's desire for revenge. One of the most
original aspecisof DlAnnunzio's FEDRA is that the heroine does not atone
for her crime by commiiting sulcide. She is in fact depicted as an
arch~rebel who allows herself, in a world deminated by Fate, the liberty
of choice {certainly not in a Christian senss, as Guido il Gatti seems
to sngsest)l and obeys no laws but those dictated by her own passion,
©f the illicit nature of which she is porfectly aware. One may well
wonder why the following lines {found in Aot IIT) so essential to the
definition of the personality of the D!'Annunzisn's Fedra wore not retained
in the libratio:

I1 mic nome & ineffabile

come il nome 44 ohl sovverte antiche
leggi per porze una sua legge arcana

(My name is ineffable like the name
of those who ovexthrow ancient laws 2
to establish o mysterious law of thair own. )

When, after Ippolite's rajeciion, she plans o have him in death, she
challenges first the all-powerful Aphrodite:
0 dea

tu non hai pid potenza.
Spenti sono i tued fuochi. Un Iuoce bianco

1. Oatti, Guido 3. ILDEBRANDO PIZZETTI ( Hnglien edition), p.21,
2. D'Annunzio, Gabriele, FEDRA, in TRAGEDIE, SOGNI B MISTERI, p.375.

}
i




- 31 -

jo porto all'Ade. Ippolito
io Y*ho wvelato perchd l'amo, lE' mio
13 dove tu regni. Io Vvinoo.

( 0 Goddess ,

you have lomt your powerz,

Your fires ave out. I will carry

to Hades a purer fire, I have veiled Hippolytus
Yecsuse I love him, He will be minae there
whera you do not reign. I win.)

Then she defies Artemis, agoin proclaiming her victoxy

E giungers col darde
non puod 1l'alira mia vita, Ancers vinco! 1

{Your arrow cannct resch me
in my coming 1ife, I win agounl)

before dying struck by the unfailing arrow of the bloodless Artemis i

symbolised, with happy poetic invention, by the lucent bow of the

crescent moon, Fedva's triumphant defiance of death is much like Isolde's [
erotic catharsis, with a tinge of the necrophilism of Salome. The i

ago-flattering pleasure of winning over wortals and immortals is

however only, and exclusively a feature of this I'Annunzian heroine,

The dyamatic structare of FEDRA is unquestionably faulty. %oo many

lengthy passages of descriptive, narrative or simply eruditely informative

nature hinder the pace of the dramatic action, morsover unnecessarily

complicated by the introduction of episodes such as that of the ritual
killiag of tke Theban Slave (of purely decadent stamp) or the sssentially

degorative one of the Phoenician Herchani. Nevertheless DfiAnmunzic

gives us some memorable scenes: in the 'cyolically' constructed Act I,
the opening dirge of the Suppliants, among whom Pedra, her flame-coloured.

robe strikingly contrssting with their mourning garts,makesa sensational

first amearance and the closing scene, in which the Suppliant Women,

1. Dtinnungic, Cebriele, FEDRA,0p. Cit., Db, 380
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carTying the urms containing the ashes of their sons, silently file E
past Pedrs, standing motionless at the altar of Zeus in the glow of

the fire of the neutical bdossust sfter the sacrifice of the Theban Slave,
“ ., ! Also splendidly theatrioal is Aet III, in which everything seems to be

| enwrapped in fthe aurs of magic and splendour surrounding the mythological
deeds - from the setting (representing o deep ravine on the margin of

the ses behind which the woods of the Saronisn Artemis and the hills of

Proezen are seen in the orepuscular light) to the aotion ~ beginning : >

with Burito!s narration of Hippolytus ' death and ending with the death 4

of Fedre, who, ‘swiling upon the siars!, enters the kiegdom of perennial

night, sternal 1life, imwortal longins and sublimated passions.

Pootically, FEDRA is one of D'Annunzic's finest works: the siyle is
lofty, lyrical, epio, sclemn or impetuous ascording to situations
end the imagery, born of & mind nurtured on olassical poetry, is
sophisticated and evooative. Conaidered in its snbirety FEDRA could !

haxdly have represented Pizzetti's Mrealization of his vislonary msing

on the tragedy of :’mripiden"l, as sssumed by Cuido M, Gattd.

N The composer!s imagination may however been stimulated by the
characters "fundamentally the same as in the myth but vre-interpreted, H A'
re-created, re-animated by the poet who, perhaps better than any other

wodern poet, could confer a fesling of actuality uport their

gensitiveness, crude, moruid and exasperated, and yet iragically human end

2
worthy of pity" . These words by the composer seem to me howsver to

[P

de Gattl, Guido M. Gabriele D'Apnunzic and the Ttalian Opera-Compossrs .
The Muaioal Quarterly, 1924, vel.IV, p.285,
2. Pizzetti, Ildebrando, IL TAATRO ALLA SCALA, 1956, p.360.

. s TSNSy
[NV
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convey mere Pizzettd's than DiAnnunzio's approach %o charactexizatisn,
As conoerns the FEDRA libretto, it is nothing but a much compressed
wersion of the play, of which it retains the division into three mcts
and , practically, all the episodes (the only excepiions being the
omission of the scene bebwoen Pedra and the Asdo at the beginning of
Aot IT and slight changes at the opening of aot III). :

[V, P —
The Prelude to ths opera is an extended insitrumental section marked
tAppassionato, ma molto sostenuto’ which resembles the Prelude Yo
TRISTAN UND ISOLDE 4n ite restless wavering motion, tonal ambiguity,
g +ime, conspicusus chromaticism and increasing and decreasing tension.
I% leois howsver Wagnex's textursl and hamonic richness., The FEDRA
Prelude, Tather than giving a syntbesis of the plot, anticipates it
by setting the emotional and peychological background for this story
gbout the destructive foree of passion and the cathartic power of death.
Prow the very opening bars we are laken inte the world of Fedrafs
Toriuous passion, musicaily symbolised by a well-sriiculated phrase
outlined by {he unaccompanied viclas:

Bxs, 14, 3B, 1C, D.1

1

A 2 matter of intersest, other compossrs who aet the story of Phaedrs

to music are: Ramesu (RIPPOLYTE ET ARICIH, 1733); Gluck (IPPOLITO,

1744); Trotta (IPFOLITO ED ARICIA, 1759); Pedsiello (VEDRA, 1788);
Orlandi (FEDRA, 1820); Mayr (FEDRA, 1820); Messenet (incideatal

music for Reoine's PHEDRE, 1900); Auric {music for the ballet FHEDRE
deorived by Coctean from Bacine, 1949); Maurice Chana {SYLIABAIRE

POUR PEEDRE, 1967) and S.Bussotti (LE RACINE, PISWOBAR FuUR PHEDRE,1981),

e *
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The salient featuresof it are: the opening falling and rising interval

of the perfect fourth (Ex,14); the swaying motive of Ex.1B and the

desoending quintuplet figure, Ex.1¢. During the process of thematic

build-up variouz orchestral instruments, notably the woodwind, add their

voices to those of the viclas oand in the new textural and harmonic

oontext the motivic elemenis of Ex,l goin greater relief and stronger
dramatic and emotional impact. The second theme ic stated by the violins
over slow~-moving second violas and oellos and a rippling movement in

the firgt vislas over a pedal-point of super-imposed fifths:

Ex.2, p.d

Above thiz structure the oboe hints at 2 somewhat modified Ex.la, flutes and

olarinets tracing modal scale passages (E Dorian, b.3-4; F Lydian, .8-10;

D-flat Lydian, b.12~13, pp.d4.4) over the very light oxchestral siructure,

Noticeable is the strong resemblance of Ex,.2, associated, in the sourse

of the opera with Aphrodite, to Ex.1B (one of the motivic elements

of the theme of Fedra's passion) but, Fedra's lust having been

aroused by Aphrodite's curse, it is quite natural +hat the two musical

e ———

Va0
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idﬁas should possess similax connotations. DThe silver tones of harp
and celesta add piguancy to the languor of the 'Lente, deloissime’
passage (_g_.,f_) in which all Vhe motives and themes so far heard
combine and entwine in a fine nsotwork of scund slowly sxpanding into
a foriissimo orohesiral eitatement of Ex,1B with its original shape
modified by the dowanward movement. A3 the olimsctic tension subsides
the tempo changes to 'Uolto concitato! {and the time signature to Z )
foxr the last section of the Urelude introducing ¥he amportant

%heme of the Suppliant Women which does not howsver axtend heyand
3

Aot I. This theme consiots of two meleddic phrases:

Exs, 34, 33, p.8

Holto concitata

e
pordendon

the first announced by the viclina, $he nesond by combined oboes and
elarinets, woving Iugubriously with a sombre effect over an insistently
reiterated D pedal rhythmicized in triplets in muted violas,
irregularly supporfed br .tained notes and melodic motives in

the bass, and suggestively exploiting the plaintive quality of the 1”
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Phrygian scals (D, in our osse) upon which it is based. The curtain
rises during the last bars of the Prelude o reveal the atrium of
the royal palace of Pittheus in Troezen, on the outer threshold of
the Peloponneses. Eira opens the music drama with o siately speeok
“glzate i1 capo, o demne" (Lift wp your head, o women, p10~)
followsd by the inslstent gquestioning of the Supplisnts, anxious for
news, At Ztra's mention of the arrival of a ship with black sails
‘already fatal to hez“l, they break inte lament bewailing the death
of Tesad and the loss of their sons, The function of this opening
Boene, punciuated to great drimatic elfect by off-astage interjsctions
{Gorgo's invooation of Fedra's name and various ubterances from
women preparing for the burial ritea) and climaxed by the crashing
sound of a meial shield struck by one af the attendants, is to
establish boih the oppreswive atmosphere of Pittheus'palace and

the mood of tensilon and neurosis which iz more or less madntained
throughout the act,

The ohoral episode, typically Pizzettian in its sustore intemsity, is
skiiful handled, The modally constructed vescal limes, given to four
soprancs and thres cuntraltos singing in unison, in alternation ox

free imitation, sre get to a Qregorinn-like syllabic declamation

An allusion to one of the most celobrated adventures of Theseus: his
victory, with the help of Arindne {Phaedrnts sister, abandonsd by him
in favour ot Phaedra) over the Minoteur, in the Oretan Labyrinth., On
approaching howe Theseus forget to change the black sails for white,
as promised %o his father Aegeus in oasg of his returning victorious.
At the sight of the black sails Aegeus (Aethra’e hvsband) drowned
himseld,

s




- 37 ~

pivoting around a few central notes. 7the voocal partustems from the

instrumsntal ones and wa note that, with the chrematic lowering

o the B, tonic of the Phrygian mode in which the opening of the S
chorel seotior is se%, fthe first three notes of the vocal line assumes

the shape ot a motive which Pizzettl was to exploit in later works in

assosiation with grief, distress and emotionally charged situaiions:

fhe supporting structure is almost entirely derived from the melodig t .
motives of the Supplionts' theme (Exa.3A, 3B) variously transformed,

28 in the following passcags of parallel triadic ohords in F Lyétan

a8t against the contrary motion of the basa line:

k2.5, p.12

Vi ~ Ny s
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or in this other vursion of Ex.14, played by the violins, first in unison

end then divided, in 3 Phrygian mode on F emphusized both by the iraceries

o woven by the woodwind shove %he theme ond by the tremolante soale

ascending in the bass: |

The changes rung upen Ex.33, characteristically ssscolated with ,

woodwind, are mainly in the nature of melodic expansions: B

& o R

-t Intexeating are $he clerinet pasarges in the pentatonic scale on C-sharp
(the B in the second bar could he conoidersd am a tforeign' pedal 4

A
component) 7

Ex.8, p,17 ,; i

which underlines Gorge's first invocati-= of Fedra, The Suppliants'
dirge s%ill rings through the atrium when Fedra mskes her dramatic

appearance emeryivg from the sombre palace clad in a flame-coloured rohe

|

i

contragting strikingly with the dark garb (f the mourning women (a visual

e

}
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counterpart of the passion - death elements musically symbol.ized,
in the Preluds, by Bxs.l and 3), Fedrats first words "0 Tanato,

la ince & nei tuol occhi® (0 Thanatos, the light iz in your eyes)

addressed to the terridle divinity of Death, are set to steady, slow~ e
moving music of nerrow range. They have an almost trance~like quality
enhanoed by the sparse orchestral accompaniment :nas up of well-
spaced, long held eiring pedal chords enriche . reiterat
syncopation of the lower tone (G), rapid € A aeleg f “8 ZRIPS,

and olarinet racalls of the descending quintuplet figu.: . 103

Out of the three~note figure firat heard in ihe calwes under Fadrals

"Le vostre grida wdii' (I have heard your ar.:i)
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develops & well-shaped melodic phrase (Bx.1ll) which, often combined

with the strongly rhythmicized, persisteny ostinato-like figure cccurring

i in various orcheatral reglsters(Ex,12)

Ex,11, 32, ©.40
U poco pia sssiazzio

features prominently during the epizode in which, by means of sarcastic
remanks Fadze betrays her aversion for her 'Mortal' busband, Teseo

/4y gridasrizi forsennate, udiste?"~ 0 frenzied women, M).

If zze vocal metiing o this spoech fails rerhaps to illusirate the
variety of ¢:rressive nuances conveyed by the words, the subsequent
episofe ~ Fedra's apostrophe fo oune of the Supplianis, Hinpomedon's
mother ~ is a magierplece of dramatic deslamation. In this'sola!

Fedre lays bars her troubled soul “loaded with the weight of a mythical
sadness and the anguish of her latent daaire"l. In what may verhaps be
best described as en emcticnal crescendo, aptly conveyed in the setting,

she expresses tender sympathy (almost a self-identiZication):

1. Gaveszeni, Clanandrea. ALTRI STUDI PIZZETTIANI, ».157
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{Sostemuto e triste) Tu sei paga,
madre 4 Ippomedonte,
page nellc tua doglia., Tu darai
al tuo figlio la parte sua 4'unguenti,
la sua parte di fiemma,
e lo vittime, e il canto, ¢ llalio tumulo;
e parlerad con 1'Ombra.

(You aze content,
content in your sorrow,
mother of Hippomedon., You will give
youz son his share of ointments
and purifying flame ,
and the vietims, the dirge and the high moundy

and you will talk to the Shadow,
This is followed by a nostalgic desire for blessings now deried
%o her:

e il tuo cibe e il tuo somno e il tuo silenzio
avrei, l'acgua per dissetaxrti, llombra

per temperar l'arsura,

e nella tua menords i dd feliol

{you will have your food and sleep

and rest at pight, water to quench your thirst,
shadow Por hurning days,

momories of happy times )}

The revelaiion of hidden tormenta,

(Appassionato) Ne ltanime fua stride
penata in ognd stilla del tuo sangue;
né 1l vento, ches rinfresca Lierba strazia
il tuc corpo usserie

Your soul does not ovy in pain
in every drop of blood;
nor the wind which refreshes the grass
‘torment your forsaken body

ag devasfating as the fire of pasuvion which had oursed her mother
ends the monologue:
(Largamente) né tu 0di, w. . odd,

irta dlorrore, nd i odi dentro

41 te mugghiare il mostre
fraterno...
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{ you hear not , you hear not
frozen with horror, you hear not
within you the fraternal monster rﬂar...)l

§

‘, This tri~partite speecn, now and then interripted Ly Goxgo's commentary, I
1 s
‘ falls almost naturally in*o the three woll-defined musiosl sections .'l>\

marked 'Sostenuto e triste', 'Appassionato’ and 'Largeamente’. The L

recitative, punctiliously following the natural rhythm and accent of

i
the words, without hewever losing sight of their expressive value, moves {
|

ir, a2 continuous flow, now condensed into a nervous syllabification
matohing the urgency of the poetic thythm, o

Ex,13, ».50

now expending into brooder, more sustained and assertive lines, as in
the final outburst 'Ma Fedra, Pedra indimenticabile” (But Fhaedra, P
!
i

L unforgettable Phawdra):

Ful

1. Phaedrs was 1} daughter of ilinos, King of Crete, and Pasiphae,
Aphrodite inspirsd Pasiphae with a monstrous passion for a bull end.
from this union the Mino$aur, half men, half bull was born, This
explains Phaedrats allusion to the 'fraternal monsber?, symbel of
the lustful and insene passion raging within hew.
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Bach of the three sections of Fedra's 'solo' relies on its own
accompanimental figure, In the 'Sostenuto e triste’ (p.47) 2 theme
of considerable importance which has, however, but little connection
with any ofher portion of the opera, iseounded, in P-sharp Doxian,

in flute =nd bass clarinet

over 2 sustained ionic pedal in. the lower strings and a wavering

motian in the viclims. Xn the 'ippassionatv', 2 tripley figure

supports the froguent oboe and viclins allusions to Fedra's characterisbic
Tising and felling Jouwrth:

Ex,16, p.51

whilat 8x,1B, appeasing “n celles and violas in augrented time value,
is carried to & climax in the firat fwo bars of the 'Largamente’({p.52).
Aftex its fortimsimo owche.iral enunoiatien (again in the downward
version already heard in the Prelude in o similar context) the horns
enter with a new pattern,exploiting typical horn £i.shs progression

(pa52}) which, slightly modified, pravides the background to the

. ~ - -
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ceoncluding part of Fedra's speech (sea Bx,14}, It also persists, reduced
to its emsential shape, during the drvamatic recitative section in which
Gorge tries to excuse the distressed queen, viotim of "s burning anguish
veorging on deliriumt (gpo53-4)» ¥ew thematic material is introduced

in the subsequent soene, & heavily stressed motive in the lower strings,
in € Lixolydient

Bz 17, 0.9% 4 Large

heralds the arrival of Eurito, Ippoa...-s charioteer who, acting as a
lengenger, bringt the unaxpected news of the return ¢f the viclorious
fesen. Another motive of the rhyithmo-melodic sort, almost Wagnerian, is
proposed by the viclaa:

Exo18, E.6C

Tt is sequentially repeated, always at a lower pitch, under .ue
Suppliant Women's anxiocus anguiries, eventually leading into Burite's

factual zccount of Deseo's honourable undertaking, This is swiftly

-y I N
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conoluding part of Pedra's speech (ses Ex,14), It also persists, reduced
to its essercial shape, during the dramatic recitative section in which
Corge tries %o excuse the distressed queen, vietim off "a’ burning aaguish
verging on delirium' (pp.53~4). New thematic material is introduced

in the subaeguent Scene. 4 heavily stressed motive ‘n the lower strings,
in ¢ Mivolydian:

Bz, 1 D

Largo

herelds the arvival of Eurito, Ippolite's chaviotesx who, acting as a
esmenger; bringa the unexpeoted news of the return of the victorious
Teseo, Another motive of the xbythwo-melodic sort, almost Wegnerian, is
propesed by the violas:

Bto318, p.60

1t is sequentlally repeated, slways at a lower pitch, under the
Suppliant Women's anxious enquiries, eventually leading inte Furito’s

factual account of Teseo's honourable underiaking, This is swiftly

Pa™
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dealt with in a near~declamatory manner:

219, .62

Lasgo, saloase
u

n

Lisestrasea
Larga, salunng

asdol on o daevetl 1 Rucompl gl ol vigle
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dramatically punctusted by timponi, with tromboxes and bass tube
stating planissimo an arpeggio phrase over sustained oxchestral

chords, a.’nd ends with the Suppliants’ strxictly khomophonic "Onmer o

agli aja de tufbl gli womini® {¥ay he be honoured by all men) suppoxted
by Bx.3A, here aprearing os en extended cadential progression of triadic
chords in the Mivolydian mode on A4 . .dowed with & strong Debussien

flavour, and underlined by the ocontinuing £igure in the

Pt ¢
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Two 'salos', one from Pedra,"0 mirabile fato!" (10 portentuous fate,
Dabdr  again charged with sarcastio undertones, and one from Etra,
"medra, Fedra, deliri..." (Phacira, delirious Phacdra..., _p._&ji:)

are followed by a dramatioally important conversation between Fedra

and Eurito, left on the siage with Gorgo afier the departure of

Etra and the Suppliant Women. ‘EZurito has brought three gifts sent

by Adrastus, king of Argos, to Ippolite, Among them there is a Theban
slave~girl 'with red sandals', symbol of royalty, At Burito's mention of
Ippolito's name, the orshestra asoumes a concitato character, seething
with swift triplet quavers whiech foim a condinuous socompaniment to the
whole scene. ‘When, at the Peginning of this episode, Fedra tells of her
obaession with ine barking of the hounds of the hunting Ippolito,
perpetuslly resounding around ker and within her but heard by her alene,
2 passionate phrase, worthy of Puccini in its lyricism, sofily ¢ als
into the orchestra (in § Dorian) dicolecing the atill hidden txuth

of hor pasadon for Ippolito (Ex.21). Bx.21 ia recalled a number of
times for thim same purpose Jurirg the vemainder o this soens,
culminating in Fedra's "Ah, mutrice..." (ih, nurse..., p.80-), an
impresnive paszage born out of the pains of jealousy aroused in her

by Eurito's descripiion of the 'voyal virgin' dnstined for Ippoliie.
Peira's axacerbated feeling is expresncd by a tense deolamation
altevnating reiterated notes with intervnls never exceuding that of

the ¢.xth, The orohestra provides a Aromatio background with Flute

and basscon (then oboe and cello) restating motives from the Prelude

o P -

i
I
i
|
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, 1) ovew ascending soale-wine passages

2,80

ot

Stewi pres -

; introducst nuye vk vood part wher Fedra, in a stale almosy

avrol, ories ier dexire te go vovards the sea 'to drink the

o reedh bhe ©oam, to refvesh Wer body' - to £ind an escape from

il o

Ly B

Fedra'a volscs hysterically leaps o the high B-tlat held for two bars

o Y
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before drxopping to the lower ootave) the horns enter Wwith & fortissimo

bunting-call, tellingly uttered againail the asocendiuy

pow in the shape of a papid B-flat Mixolydisn scale
Fedra, the absoiute protagonist of She drama, 25 2ilotbes yet snother

imporiz it Tsolo' - the apostrophe to Aphrodite "Des, chs vuoi tu =
dungue da Frira?" ( Goddess, what do you want from Phzedra?, p.86-).
This soliloguy, thoowing light on both the nature of the heroine ant
of her tormenting love, is concize and violent, emotionally intenss
and yet never melodramatic or unduly vhetorical. Marked by = profusio:n

of tempo and time-signature changes, it is commented upon by Zxs. 1B anc %,

drematically emphesizing Fedra's changeable emations ranging ifrom
bumility to pride; from fearful submissic vo the Coddess!' will:
"t gedo...Invitte sei® (I surrender...you arve invincible, 1,88-} to

challenging reballion: *Io somc uma Pitinide" (I am a Titeness, v.90-}.

The Pedra who emerges from This gll-revealing speech is a muoh moze
complex character than that depicied sither by Euripides or Racine.
She is neither a playfhing im the hands of Fale, as in HIPPOLYIUS ,
nor a guilt-ridden woman, as in PHEDRE. What makes hex so diffevent

from +them iz that the elementa derived from these prototypes are

combined in her fo appear subdued t0 an indomitable will which, as we {

can entioipate, will eventually prevail. The final episcde of fot I,
milt up and brought to a dramatic and musical climeXx with consummate
effect, is devoted entirsly te the confrontation of Fedra and the. '
Theben slave, her first actual antagonist, 411 the characters whioh

have so far appsared (with the possible excepbion of Ttxa) have mereiy
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served as a foil to her, as catalysis to the dramatic action. The whole -
scene takes place against the reverberation of the flemes of the funeral
ship burning in the bay as a sacrificial offering to the sea. The slave-
Birl, Ipponoe, is brought in by Gorgo who, to 2 dotted figure frequently

occurring during the first part of the scene:

o

and supported by e chordal pedal enlivened by a *rill on the lowest note,

comments on the ominousness of the night *2ull of portents'. Ipponoe

is initially described by a couple of shory motives of which the Fivst, :

'dolce’ and almost apprebensive:

[ gy

has already been heard at Furito's allusion o the 'royal virgin, flower

=

of the prey' (p.74,b.2-3), The gecond, nervous and more incisive:

Ex.265 0,08
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aceompanies the girl's first answer to Fedra's deceptively alluring
gquestions, Ex, 11, which seems to be particularly associeted with Fedra's ) -
bitter sarcasm and also with her determination pervades the tissue
of the score for several bages as Fedra, anticipating the joya of

love in store for Jpponoe, works herself into a paroxism of jealousy.

Although ot first reacting to Fedra's delirious exaltefion with fearful

amazement and then with inereasing terror, the slave remains a

Pundsmentally lyricel character and her evocation of the places of her

childhood "0 fonte di Dires!0 mia Tebe" (0 fountain of Dirce! 0 my Thebes)

is tender and nostelgio, tinged wish the sadness of the Phrygisn mode

(on @):

Alzost touchingly lyrical is the plea for mercy "0 pa;ci & un'idgia®
(Tou are like a goddess, g_.}_li)_ addresasét to Fedra who, afber placing
a crown of poppies on Ipponoe's head, olaimg her as & sasrificial victim,
The incldent of Feura sitabbing the maid with her hair-pin ', dealt wilh

with extreme conciseness,is simply, alwost unemotionally underlined

i
i
|
|
!
;
i
|
|
i
|
|

by triplet quaver ¢ minor r:horc.is(p,ZL2O)° The very last scens is

Ly N— o &
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remerkably effective, from a musical as well as from a theairical
point of view. Her arms uplifted, Fedra stands at the altar of Zeus,
her red robe blazing like a flame in the 'holy light' of the holosaust.
After breaking into the dramatic ocuthburst "0 furore d'Efesto

divorante" (0 devouring fury of Hephaestus, p, 122~} che purifies

her hands with the lustral water offered by Gorgo. She then

announces to the Supplisnt Women, now entering muffled in their derk
mantles, tha! she, the 'unforgetiable Fedra',has immolated the slave
ta  !the obscure Powars, the grave Shadows, the surviving Sorrow!'

and to the slepless goddess of the underworld, Hecate,

Witk these words the 3% ends whilst fhe music thrice recalls the
thematic fragnent (ux.30) whioh had provided the melodic substance

of ' ooncluding section starting with ‘Lento,grave' (z.123), each time
a fourik higher, anl the last time truncated, This section, leaning
towards G Dorian and made up of slowly shifting orchestral chorxds
sopported by an oscillatingdominant pedal in the strings, is drematiocally
enlivened by an allusion to the Fedra-Ipponos conflict, musdeally
symbolized by a single restatement of the slave-girl motive (Ex,25)
preceded by a quotation of the thems associated with Fedra's
determination (Ex,il, taken back, in B Jorian by the woodwind entering
in imitation) and followed by quiet recalls. of its fragmentary form,
This eventuslly gives way to the three final G Dorian chords, again

sustained by an oseillating pedal shifiing from dominant to tonic in
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the very last baz,

The sscond act, rich in episodes and intenss in its music no less
than in its drama, introduces several new themes and motives, the
majority of which are not however exploited with the same dramatic ~
aptness as these of Act I. Two of these themes are heard in the

introdnotion 'Won molio moszs, ma agitato', an orchestral section

punctuated Ly the distant ories of Fedra's slaves invoking their v
mistress's name. The first theme is a flexible A Torian pnrase:

Ex,28, p.129 ‘

MNou mollo mosso, wa agitate .
Tame
o

i
i
i
i

framed by rapid ascending modal sorles (perhaps again aimed at recalling
the idea of temcape!) and, as suggested by its appearance in latex
dramatic oontexts, seemingly symbolic of Fedra's inner tozments,

The second, of a more restless and nervous nature, and especially

suggestive in the dark timbre of the bassoon (Bx,29):
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Bx.29, poi3l

is the motive of Pedia's insomnia. Exs. 28 and 29 conatituts the
thematic substance not only of the instrumental intreduction but

alse of th_e opening scsne . Surzounded by her sttendents Fedra, wearily
lying on a conck and no longer eble to conceal the misery of her mind
and zoul, implores the women who txy vainly to reassure her, fo Tind
a remedy for her malady. The cries of the slaves indoors, commingling
with the exclamations of Yhose on stage, provide a background of tension

heightened by contisucus quotations of Ex.29 (nearly alweys used with

fragments of Ex.28, Pedra's insomnia being the result of hexr inner
torments). It is emphasized by bassoon, muted violins in octaves and (
double basses in turn, ocourring, with unmistakabvle meaning, under |
Pedra's allusions to her obsessive thought: the barking of Ippolitols

hounds imagined, in her troubled mind, to be the dreaded call of the dog

of the Underworld, Cexberus. When Burito, Ippolito's charioteer, entexs,

2 ‘thema built on a rising B Dorian hexachord:

(x. 30
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iz introduced in the bass and is repeated over and vver, first in

the same mode, thenin thu whole-tone scale (p.144, b.4-5) then three
times in A Dorian (p.34¢, b.8-), underlining Rurito's sccount of the
struggle of his young masier with his new horse, Arione, Before
appearing on the siage Ippolito is first heard off-stage, repeatedly . 4
¢alling Eurito, This device of having & chasucter heralded by his owsn
voice before his entry (well-kmewn to Pusoini) and based, according %o
losco Carner, on "the universal urge to see o person whom we hear speak
or sing in the distence”, is, in this partioular oase, simed not only

at making the hero's enirance more dramstic, but et heighiening, in

an almost tantalizing mannsr, Fedra's expeciancy as well. All the
motives aasocisted wish Ippolity ave abowh; vigorous and incisive,as that

which first aprears against owifi pnssages in the strings in conirary !

ratden; in the pentatenic scale on E Lydian:

1. OCarner, Mosco. FUCCINI, p.269.
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Those which follow:

Ex.32, p.146

very simileryare mainly assumed by the brass ang eveke 2 world of manly, 5 i
sporting and unsophizticated pleasurss widely contrasting with that of
Pedra's sensual passion and irrational fancies and desires. To 2

gtezdfast, and yet exultant line of recitative in C-gharp Dorian, Ippolite

|
ansounces hiz victory over the fiery horse, Durdng the re~evocation of [;f
his hard-earned congquest the three-note Pizzettian motive of Bx.4 softly ’i

H
steals. into the oxchestra (see alzo Ex.34) alternating or mingling with :‘;
Exs.34 and 30 and also entering the vocal part o sirike a note of I; .
foreboding, The crucial scene of the plot — Fedra's disclosure of her
love for Ippolite - ig slowly reached through a series of defily

conoeived episodes during which Ippolito is depicted as a character

and dn his relationship to his sbep-mother. His transition from one

™ B, i
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mood to snother is shown in various utterances. In heroic vein he

expresses his desire for military glory and power; then regret for ¥
the loss of the Theban slave, followed by elation at the thought of the

s 1
abduotion of Elena (Helen}, offersd to kim by Peses as compensation.

Kis cold reverence bowards Fedra ohanges to suspicion when she offers

him ‘one thousand ships with scariet bows! and 'dhe kingdom of fhe

Islands?. It eveniually gives way fo opan aversion at her excited

Teaotion to his mention of Elena. AJl this occurs over an incessantly
changing play of the mein motive zssociated with Ippolito (Ex,31),

Joined by thoze symbolic of Fedra's power: H

and commented upon by @ mors or less modified form of Ex.4 appearing
in diverse instrumeats (nmotably olarinet, ﬁ;lte and horn). Ex.4 intrudes,
. I
with an insistence which appears both inevitable and intensely ! L
disturbing during the ensuing episode of the Phoenician Merchant and
of Ippolite's mocourt of his dream of Artemis. It recurs, with
decreasing frequency, during the reminder of the act. The excessive
coapressian of the soene of the Fhoenician Merchant, rather extended
in D'Annunzio, has made unintelligidle, to those not familiar with the

play, the Merchant's allusion te the 'aconite', whish is the key to

the understanding of the musical and dramatic implications of the
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mood to another is shown in various utterances. In heroic vein he
expresses his desive for military glory and power; then regrei for
the loss of the Theban slave, followed by elation at the thought of the
abduction of Elera (Helen), offered to him by Teseo as compansation.l
His celd reverence iowards Fedra changes %o suspiolon when she offers
him fone thousand ships with scarlst bows' and "the kingdom of the
Islands's It eventually gives woy to open aversion at her ezcited
reaction to his mentlon of Elema, 41l this occurs over an incessantly
changing play of the main motive sssociated with I;poli'bo (k,}l},

Joined br those aymbelic ¢f Fedrals power:

and commented upon by 2 mors or lesu modm Ex,4 appearing

in diverse imstruments (notably clerinet; fluta and horn). Fx.d intrudes,
with an insistence which appears both ineviteble and intensely
disturbing during the ensuing episode of the Phoenician Merchant and

of Ippolite’s account of his dream of Artemis, It recurs, with
deoreasing frequency, during the reminder of the act. The excessive
compression of the scene of the Phoenician Nerchant, rather extended

in D'Annunzic, has made vnintelligidle, to those mot familiar with the
play, the Merchant's allusion Yo the 'aconite', which iz the key to

the understanding af the musical and dramatic implications of the
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_.ag.w fhe asenulte, the poisoning drug brought by the Merchan® H
Logethor ¥ith the nepunthe, the potion which causes ablivion, is ia faot
fegtinus Sor fesee, Inis explains why the apparently colourful episode

05 whe Marchant 4i ing bis exotio merchandise, seemingly introduced

for the sake of relief, should open with the two main themes from the
introduction to Act II (Exs.28,29):

83037, 0,368

LEET

JC git)

el :

[l aacsrs mosa visoums samprs evvertale . o

associcted with Pedra's inner torments and insomnia (respectively) and

be spiced with continuous references $0 Ex.4, The scene of Ippelito's

relating his dream of Artemis. asking him to saorifice a white tuil to [ /C
Ay
Poseidon znd bis imparting crders o Burito (inserted within the episode 9\ !;1

of \he Phoenician Merchont and reated in adeclamatory style), does not )"
bring in elements of fresch musical interest, but serves as an anticipation
of the dyzma %o come. With the departure of the Merchant and Eurito , ;
Pedra is left alone with Ippolito who, overcome with tiredness, falls

asleep, Fedra's words "Ippolito, dove sei tu ool tuo owore? (Hippolytus,
where are you, where is that heart of yours?) are framed by 3 new motive.
which, a.nticipﬁmi by the orchestra and

Bz, 38, p.188 4
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feeling in the recitatave "0 nudo volta che languisca riverso” (0 nalked : ﬂ

face drooping in languor,; p.195, b._?_—_). Continuvous changes in Gempo,

expression and dyramic details, alwost Wagnerian chromaticism, lead o the i

arucial moment when Fedra (in D'Annunzio's stage diveotions) 'pende

towards the youih wnd, olasping beiwsen her hands his packwapd-droopang

1
head,"er fingers buried in his violet ringlets) she kisser with .

desperate thirst, pressing her meuth to his as if she wexe crashing and
breaking and commingling the frult of two lives into deatk'. rhe

fundemental probity of Pilzzedti’s music mitigates , perhei: excessively,
bath the incandescence of Dlinnunzio's verse and the heavy seasueiity of

the whole scene, conveying : sense of morbid languour and the exasperation

of frusirated love, rather than passion. During the firs® part oi Fedra'ls
speech *he horn motive of Ex.}6 iz made much of in the orchestra.

Tha same motive also appears, over a tonic A major pedal, in the guise
of a twice repeated progression of ohords  (p.195, las® bex, .198,

b,1-3), The theme of Fedra's inner tomments (Ex.28), elaborated

by violina over repeaied recalls of Fedra's perfect fourth {Ex.1al,
emphasizea the prophetic symbolism of her womds ‘7a non te baodo,..Beve
10 Stige, bevo il sorso ohe solo ® date al mio amore’ {It is no% you whom
I kiss,,. I am drinking the bitter water of the Styx, wkich alone is
granted to my love, p.197). ¥x.38 is agsin much in evidence in the
following duet between the indignant Ippelito and Fedra, who, in
answering his wild gquestioning, discloses her passion for him,

Pedra once more dominates tne stage in a highly dramatic 'solo!

opening with the challenging words 'Non io ti

1. The original is : '"profondate le dita nei riceioll di viola} see
1ibretio, p,49.

PN o : g
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sono madre" (You are not born of me, p.20)-) and continuing with the

almost merciless confession of her true feeling: a blind urge, an

intexication of the mind which g.ves her no rest, which makes her
L painfully aware of the fact that he is alive whilst she is 'neither

alive, nor dead': - ¥

a Bx.41, p.202

o
k3

Viomo.
) Molta contitato
4t

The declamation which at first proceeds by emall, insisiently
recurring intervals (never exceeding that of a fourth) moulds itsels
aecording to the exigencies of the dramatic situation., It becomes
assertive and persuasive as she offers Ippolito 'not the love, bud

‘the power of Fedra' (to orvchestral quotations of Exs.35 and 36), and

frantically passionate as she begs %o die at his hand if he cannot
love her:

Bx,42, p.212

—r
i

PN .z ! IS
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The ascending figure taken over from the vocal line by piccolo, flute
and violins over a chordal pedal in the lower strings seems o be again
associated with the idea of escape, in thia case, of final liberation.
In a paroxism of rage Ippolito repels her before rushing off the atage.
With a supreme effort Fedra regains self-control and in the words which
she addresses to Gorgo: "on plangere. La ©063 3 tva Fedra e le Dee” (o
not ery. The matter is between Phu.:dra ond the Goddesses, 2;339:): ?her&
is a Ting of oold determination, The remeindexr of the act, taken up

Yy the spene in which Fedre addvesses to Teseo (who has silently entered
the stage at the end of her mpeech) false accusations that Ippolito has
tried to outrage her is somewhat anticlimactic, The action which, et
least in thig act, hes moved fast, becomes suddenly sbatic. The orchesira,
so far supporting the voices beautifully with its richness, variety and
dramatic aptness is, probably intentionally, confinsd to a subservient
role and *Le drema is concentrated in the vooal writing without however
achieving . emotional intensity which has marked the majority of ihe
previous episodes. Teseo is gsoantlly oharacterized by reiterated

staceato cotaves in the trombones:

. 22,

His declamation, harsh and energetic, violent at times, conveys however

the ruthless temerity and boldness associated with him, the legendary hero,
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victor over the Minabaur and conquever of the Amazons, Fedrals speech:
"inche Fedra ha il suo Pebano enigma" (Phaedra zlso has her Theban
eniguna) is accompanied throughout by a curiously graphic, angular

figure, actually derived from a B-flat minor chord (with the E however

suggesting & Hungarian minor scale):

which, transposed to P minon and then to F-sharp, is meant to convey
{as in the'word painting'technijue of Barogue musio) the implications
of the words 'orire debbo..,purificarmi git nel nexo fiume" (I mast
die..., and purify myself down, in the black river). Apert from
numerous guotations of Fedra's fourth (Bx,14) which of’cexf appsars
inverted (a perfect fifth) and o couple of allusions %o the motive

of Fedra's desarmination (Ex.1l) none of the important themes ox
motives previously heard plays a role of importance in this final
episode, Conventional figures such as triplets, sirings or orchesizal
tremolandosand thythmic pedals of redterated minor triads are used to
suggest a sense of urgency and agitation. When towards the end of the
act, Teseo, in sentences of tragic solemnity calls down, to Fedrats
horror, the vengeance of Poseidorn upon Ippolite the music assumss a
'Largo e maestoso' character, His monologue "0 Re iruce del mare™

(0 King of the sea) is set to slow-moving, diatonic lines (Ex.45):
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Exe45s P25

Largo ¢ wassioss

T

and cuhninat;a in the wvehement “Che innanzi a sera egli disvenda ell!
ombre" (Before nigat comes, let him descend among the shadows, p.258-).
The accompaniment Yo the recitative contains svme descriptive music with
the undulating movement in the sirings suggesting an association with the
Sea~god of Teseo's curse, Insisterm pedal pointsheld by double basses
and bass olarinet, o which bassoon and trezbone succesaively add their
voices, serve the double purposs of creating a sense of 'frozentsuspense
and of asserting the prevalent mode (from the initial B Phrygian, to the
E Dorian starting at the last bar of p,257 and maintained until B Asolien
is established, from +he third bar of p.,259). The orchestral siruciure
is replets with quotations of Fedra's intervallic figure (Ex.lA, in its

inversion) alternating, from the eight bar of the 'Lawxgo e maestoso!,

with an ostineto pattern:

Both motives, variously intertwined, ore asseriad by woodwind and brass.

above the general orchestral background which becomes a five-ncte

{
{
|
i
i
H
i
{

4

v
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Bx, 2257,

s,

. —
i

and culminates in the vehement "Che imnanzi 2 sera egli discends all'

ombre" (Befose night comes, let him deso.nd amor, the shadows, p.258-).
The acoompaniment to the recitativ, conteins soms descriptive music with
the undnlating movement in the sirings suggesting an associztion with the
Sea-god of Teseo's curse, Insistertpedal pointsheld b, doudble basses
and bacs clarined, %o which hagsoon end trombone successively add their
voices, serve the doubl: puxpose of creating a mense of 'Prozen’suspense
and of asserting the prevalent mode {from the initial B Phryzian, to the
E Dorian star+ing ab the last bar of p,257 ond meintained until 2 Aeolian
is established, from ~“he third bar of p,,_2_5_9_). The orchestral structure
is replete with guotations of Fedrals intervallic figuze (Ex.].A, in its
inversion) alternzting, from the eight bar of the 'largo e maestoso!,
with an ostinato pattern:

Ex.46, p.258

aflelo bus vas + d&

Both motives, variously intertwined, are asserted by woodwind and brass

above the general orchestral background which becomes a five-note

AN ~ - -
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figure the upper part of which runs in contrary motion to the bass. .
This figurs is given alternately in chords of superimposed Lourths
and fifths {or £ifths and sixths) and ir an almost bare two-part P
version. It fimally comes to rest on the tonic of B Aeolian, firmly

given out fortissiwe by Vhe orshestral tuiii.

The 'Prenodia per Ippolitc morto’ whish, sung behind the surtain
by divided 'a cappellat! chorus,provides the poignan’ opening to the
third and last eot, is smong Pizpetti's mowt celebreted choral : @

compositions, As pointed out by John C.0. Waterhouse, it is actually ; L

one of "the first clear instances of that ‘neo-madrigaliant style waich
was to recur in varioas forms in the works of so many Italian composers N
of the next half century“l, netadly; I think, in Dallapiceolatfs,

This poignent dirge iz sirictly modal and is characierized by eaaily i

flowing lines leaning towards plagal cadences. Although the tonal

3

centre, F, remains unchanged, the music fluctuates through several

modes - from the initial Dordan, to Mixolydian (p.264), Phrygian {p.267, "

last bar), Asolian (p,271,%.1), Dowvisn (p.272,b.1), Phryzien (p.274,

b.2),Aeoldan (p.276, last bar) and back to Dorian (§.277,%.2), where ‘

it ends plagally, The tenors of the second chorus (contraltes, tenory,

basses I and II) loudly intone the firsi phrase i

0 Giovinezza, piangi.

0 Gilovinezza, tondi la tua chioma,

plengd tutte il tuo pianto,

ch'® 31 tuo principe & morio. E' morto Ippolito!

(0 Youth, weep.

Weep, youths and maidens, and shear your hair,
weep all your tears

for your prince is dead. Hippolytus is dead!)

1. Waterhouse, J.C.G, Ildebpando Pizszetti, in op, cit., p, 1686
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set 10 a steady end yet flexible melodic line of clear contour.

47 DP.260-1

raxteamt

te ot o g « o peaclope 5

pha-gl

H
i
1

After the entry of the sevond basves, echoing the phrass guoted atove,

‘the voices unite in four-part harmony (p.262, h.3) before pursuing
el
independent contrapuntal lines for reiterated statements of "0 Giovinezza

plangi'. The first caowua (soprancs; boy soprancs, boy contraltos, tenoxs)

led by the boys' voices, embark on an almost whispered, mildly wmelismatio

setting of the words

0 selve di Metana,

olivi di Gendtlic,

sardnide paluds,

plagge di Limna, monti d'Ermions,
riempitevi d'orrore e di lamenta.
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(0 foresis of Methdna,

olives of Genetliun,

Sarenic marshes,

snores of Limnae,mounbains of Hermione,
be filled with horror and wailing )

wpnant P dalee
&i

£0 the music unfolds, the texture becomes fuller and move sustained,
chythmic contrast and varieiy being introduced by fthe Interrelation of
the four~part voicea dominated by the gently undulating melismatic:
figure of Ex,48. As the first chorus introduces the Iinal couplet

Piongete, Efebi 4l Trezene, Vergini
di Trezene, piangete. E morio Ippolitol

{#eop, Ephebi of Proezen., Virgins
of Proezen, weep. Hippolyius is dead!)

the second chorus re-entors with its initial phrass and the two choruses
continue ia a well-balanced eight-part counterpoint almost madrigalian
(in tbe Landini manner) in its polyrhythmic texture and simultansous
use of different words (Ex.49). The contrapuntal section is momemtarily
interrupted by a homophonic passage in which the cruoial "Ippolito &
morto" is alternately stated by the iwo choruses (pp.270-1). Noteworthy
is the occurrence in the line assumed by the sopranos and in that

sung by the tenors of the second chorus, of a clearly identifiable

e .
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psalmodic inflection derived from the Gregorian tone II,i.

BEx, 50, pp.270-1
<N

Pone 11 2

The drametic and emotional impact of this desolate dirge is heightened
by the solo voice of Etra, entering towards its end with 2 sad
meloposia in T Phrygian “Ippelito, oh, Ippolito,..m (Hippolytus, oh,y
HEippolytuz..,,p-273, b.3-) standing out againsy the now almost [

monoakromatic baskzround provided by the second chorus (minus the

contraltos)., On the last "Piangi", sung by the combined choruses,
the orchestra enters with a tremolo in the bass above whick are heard
swift chromatic passages punctuated by shifting chords from the i

elarinets (p.279). Thia forms a briei bridge which lsads directly

3
4
3

into Act III. Against a background of rumbling chromatic passages
supported by low tremclande pedals, one of the sphebi asks Tesec to
allow Ippolito'as chariotaer to relate the story of the death of his
veliant master, Jurite's narvation, interrupted by the brief, broken
ohoral ejasulations and grief-laden interjections is, in spite of iVs
considerable length, one of the best sootions of the opera.
Gianandrea Gavazzeni defines it as "a model of musical prosmiy“l

admirably coaveying; in its variety of accents and expressive nuances

1. Gavazzeni, Gianandrea, SLTRI STUDI PIZZETTIANI, p.159.

s -



.onégcane’s features, the echoes of feelings

. in vivid detail Zurlio rolates *he progressive

. uoremony,"Il cavallo tenuto era dagli uwomini

. ©aeE vas el d e s huzoemen) in a 'Largo e grave' seotion{(p,286)
"~

~crticulated theme in f :

horge ma’densd by the insistent bazking of the dogs:

fuom forte)
o
e

b
Seg

¥ < Furito's speeck,”Fu sul 1ide” (It was on the sea-shore),

- b6 polates the actual struggle boitween man and horse and

to'o ovenitual defeat, 1o accompanicd by energetic thythmic figures
<. 53, Bd, pps 304, 305

P2l

:uad, Gianandrea, on,cit., »,150
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conveying both "the tense drumming of hooves" and fhw

advance of Fate, and by a fanfare-like metive ddok, waphs.

trombones accentuates the epio quality or the cuncluding npis

£x,51 2nd the ostinzto Tigure of Ex.46 ‘associsted with Tesco's

underline the rassage in which Teseo ucouses

v:8eld of having lv

Ippolite with his cuzse{p.3i9-), The vemeiiiur of the act bel

Tedra who appears on the ctage in her cheries driven by white &

heralaed by pregressions of friadic chords frem the cellos over =

A Aeolian background of the »eiterated, rhytamicized dominant B ew:

with orchestral tremolos and rapid acalas ascending in the harp. I

sickle mmon 45 slowly cetting and 133

g arze 18 seen zmids®

trees of the sacred grove. 4s Fedra ateps Irom her chariot slowly

firmly the darker A Asolion gives way to a luminous A-flat Mixolydian e -

glow and ecotatically lyricel theme {Ax,56) steals sofily into the omiwei.

the bow-like shape of its melodio contour echoing that of the meoun .

bringing in yet another inutance of graphic symbolism. 3m 56 Sunehis

will be seen lator, also as tho symbel of Fedra's death .

Almos% always literally restated,Ex.56 is used as an accompanimoni
Figure to the speech in which Fedrz, nfter bidding one of the eph-i.
remove the spears Ifrom the side of Tppolito, whom she has in the

meantime covered with her white veil, reveals fo Teseo that Lpy

1. Buripides, IFFOLYTUS, p.118.
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was guiltless, Neither the wrath of Tesco nor EZtra's abuses seew to
‘touch her. When she says:

Sola, or io sento in me

una divinitd che irraggia 1'Ade.

Divinamente sola

ic vorterd su le mie braccia d'ombra
Ippolite velato all!Invisibile

(Alone, 1 feel in myself

a divinity thet sheds i%s light on Hades.

I am divinely alone,

and T will carry in my shadowy arms

the veiled Hoppolyius to the Invisible World)

she is already beyond tho world of men and humsn passions, Her newly

aequired freedom i3 symbolically asseried by the fanfare-like figure of

major and augmea’ed triads dlared by horns and trombones over orchesiral

quotations 91“ the Lirst motivic element of the thoems of Fedra's passion
(Ex.la). in another of its shapes {.3d3, b.2-4). How, as Fedra declared
to Gorge in the previous aect, the matter iz beiween her and the, Goddsssea.
Po sustained vocal lines culminating with “Io vinco (I win} and set'
ageinst an orchesirel background so light as te border upon thinness, she
f£irst challenges Aphrodite whose power, fatal to her and her ill-doomed
race, she no longer fears ("La dea nemica™ — The enemy goddess, p.346-).
The ohoral exclamations of horror at Fedra's sacrilegious dering become
bigher and more excited as she, looking up in the direction of the lunar
bow, defiantly invokea Artemis, her true enemy and rival in having been
the only object of Ippolito's devotlon. There follows 'a deep silence, '
only broken by the immense lamsnt of the sea, weeping under the sterry
night' (D'Anmunzio’s stage directions) depicted in a short eight~baz

D Mixolydian interlude in which Ex. 56 ( the motive of Fedra! dsath)

e e e e, o~
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appears suggestively interlaced with Ex.51 {connected with
Eurito's narration of the deatk of Ippolite), The texiure of this
section, 'Largo e calmo, quasi serenc’ remote, transparent and shimmering
in the sound of strings, flutes, harp and celesta, ceptures the
atmosphere of the nocturnul scene and at the same time anticipates
the feeling of the imminent catharsis, DIuring Fedrals last monologue
Y44, mthed udite, dea!™ (Ah, you have heard me, goddess, 3, 5~
ZExs,35 and 2, boik 2ssocinted with Felra's passion gain special
prominence. Aspearing in ithe various siring sroups before being uwiken
over by oboe and horns, Ex.2 gives 1ife to a 'Concitato’ passage
reaching it5 climaz at Fedra's words:

<+e..Vedo porre la mzetta

zul teso arco lucente,

Nel mio cuore non & pit sangee umano,

3 giungere col darde
non zuci 1l'altra mia vita, Ancorz vinco!

(.ovee I 60 the arrow

in your shining dow.

In my heart is no longer any human blood.

But you cannot reach me

in my coming 1ife. I win againl)
The musie relaxes. 4 trill on E- F.natural, commencing fortissimo in
the orchestra and deersscendoing o planissimo at py 362, b.11, continues
for four hars emphasizing the dowinant of A major in which the work
is to conclude, Over the trill flutes and clarinets twice propose a
chordal version of Bx.38, leading on the second cocasion t6 a chord
of the seventh . As Fedra, struck by the arrow from Artemis' bow, falls

over Ippolito's body, a solo trumpet enters over the bare tonic fifths

of A Dorian with a lest statement of Ex.56 which prefaces the conoluding

N L.y N
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fDivinamente calmo’, Before dying the 'unforgettable Fedra' addressses

herself to the stars, omiling upon them ‘at the onset of night', as Bx,38

sounds again 'doleissimo’ in horns amd harp, the celesta adding the

shimmer of the descending intervullic figure previously heard at_p.357,b.5.

Only now is the key of & major firmly estadlished over a pedal point of

bare fifihs and the curtain falls whilst the first violins climb to the

bigher res:

ser to settls on a cofy iremolo

hick dies away over the last

vibrations of the chord:

Ee,57, .35

T
oy

Yeourts « do. o weldo, s lsutnare Galis Nusto, 57 are devtienti -
g

Although this conclusion is etched in almost pastel, luminous tones, it yet
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has an enormous impact on the listener oomparable, perhaps, with that
of the final scene of Strauss' SAICUE. However, whereas the dramatic
ending o the latter woxk is brought about by means of the sledge-
nemmer, that of FEDRA io encompassed, with inlinite finesse, by the

lucent moon beam and bty the plitter of the starry night.

e @00 =memn

FEDRA, premidred in 1315, represents Fizzetil's fixst mature attempt
{after the series of youthful exyeriments) to give 2 new interpretation
to the concept of music drama. In spite of its inequalities FEDHA
Firmly established the reyutation which the composer had gained tarough
his early achievementa in the vocal, choral and insirumental fields,
Despite %the digsconcerting novelily of the scors and the lack of
preparation of the greater gart of the audience, hardly rmeady for such
a disraption of everyihing what oyera had previously meant fo thea
FEDRA met with a warm reception, "I was a battle won..." wrote the
oritic of the Corriere della Sera "2 Yrue victory, almost astonishing
when we concider the £act that there are mo tzaces of facile effects

in this opera, Jndeed $here are no concessjons whatsoever to the

taste of the public"l. Writing in Masicy d'0qgd, fuide M. Catti
pointed out; “"the drama oi passion and death which unfolds on the

stage has found in Pizzetti's wmusic a mosSt oconvince .ng means of

expression, surely the one most apt to heighten its emotive power"g.

1. La FEDRA 04 Pinmzetti e di D'Annunwio (unsigned). Corriere della
Sera, 21 March, 1915, p.5

2. Gatti, Guide M. ,FEDRA, in usioa d'Ogg!, April 1920, Fo 4, p.99

LS
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has an enormous impact on the listener comparable, perhaps, with that
of the final scene of Strauss' SAIOME. However, whereas the dramatic
ending of the latier work is brought about by means of the sledge-
hammer, that of FEDRA is encompassed, with infinite finesse, by the

Jucent moon beam anl by the glitter of the starry night,

e 000

FEDRA, premidred in 1915, represents Fizzettils first mature attempt
(after the seriss of youshiul experiments) to give a new interpretation
tc the concept of music drama. In spite of its inegualities FEDRA
£irmly established the reputution which the comyposer had guined through
his early achisvementa in the vocal, choral and instrumental Sields,
Despite the disconcerting novelly of the score and the lack of

preparstion of the greater part of the audience, hardly ready for such -

a disTuption of everyithing that opera had previously meant to them
FEDRA met with 3 warm reception. "It was a battle won,.." wrote the o

critic of the Corriore della Jera “e true victory, almosi astonishing

when we consider the fact thas ther~ are no traces of facile effects
in this operz. Indeed there are no concessions whatsoever to the
tacte of the publi\:"l. Writing in Lagica 4'0gpd, Guido M, datti
poipted out: "the drama o passion and death which unfolds on the
stage has found in Pizzetti's music a most convinoing means of

expression, surely the one most apt to heighten its esmotive power"a.

1. La FEDRA di Pizzetti o di D'Annunzio (uneigned). Corpiere dells
Sera, 21 Norch, 1915, p.5

2. Gatti, Guido K, ,FEDRA, in iysics 4'0agi, April 1920, Yo 4, 1.99
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Considered in its entirety FEDRA does not perbaps stand Somparison with
the suksequent TEBORA E JAELE. TYet, apart from having made "a splendid
clean sweep of all previous musiocal traditions ol the [[talian] stage"l,it
already contains those fundamontal technical principles and musical
characteristics which were to become the fLeatures of Pizzetti's eoperatic
style. Bver. so FEDRA cannot, judging by present standards, be considered

as a revolutiorary work. It was nevertheless a striking noveliy ieo 1

audiences wced to the melodic warmth and exuberance of the 'verismo'
school which still dominated the muoiosl world of thetbourgeeis' Italy
of the time. Wilthout 2liogether rencuncing the traditional approack to
opera (as &id, for instance, Malipiero) Fizzetti, in FEDRA, developed a
technigue based neither on verismo nor, strictly speaking, on
impressionism, but rather on flexible and expressive melodic lines
resulting from the natural inflexions of the verbal phrase, the idea
benir the words, the characters! personality, different emotional
states of mind, As John C.G, Waterhouso has pointad out "the heights
to which %this technijue could risa"z are woll shown by the final act
of FEDRA prefased with the zighily celabrated 'Trenodia per Ippolito
morto! and containing the exemplary account of Ippolitots last struggle
with the horse Arione ani the scene of Fedra's death. To this we may
add as well, in Act I, the extraordinarily poignant lament of tre
Suppliant Women; TFedra's apostrophe to the mother of Hippomedon;

her appeal $o Aphrodite and the episode of the Theban slave. 1In

Act IX, the episodc of the Phoenician Merchant and the whole scene

1. De Paoli, Domenico, Fizzetti's FRA GHERARIO, iModern mxsin,v.é,l925/9 20039,
2. Waterhouse, John, ILDEBRANDC PIZZETTI, op.cit., p.1686.

V™ _ P 2
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of Fedra with the sleeping Ippolito. Also remarkable is the dramatic
and atmospheric dimension added to the work by the off-stage voices
of the slaves repeatedly invoking Fedra; their cries echoeing from
the internal rooms of the palace; the noise of the breaking waves,
the sound of the wind and the sea, and the continmuous references %o
an outer world sealed to Fedra living in the nighimazpe 3£ the endless
barking of Ippolito's hounds. For the enhancement of dramatic and
payckological momenis and atmospheric touch as well, Pizzetti, like
811 post-Tagnerian composers, including Puccini, used the orchesctra
as an active and artisulated pariner of the veice, his harmonies, in
a constant flux, alse reflecting the emovional ebb and flow of the
drama, Pinsetti's harmonic techrigue does noi display the flexidility
and variety of his vocal style. Indeed hes hardly seems to have

aszimilated the more advanced contemporary developments, Chromaticism,

modality, impresaionistic touches, poraliel and organum-like
progreszions of chords, bentatonio and whole-ione scale (sparsely
uged), long-sustzined pedals and rhythmo-melodic osiinati Tepresent
the tools of Pizzotti's hormonic vocadulary, from FEDRA onwards.

The leitmotive technique is not applied in FEDRA with the striciness
or consistency to be found in the best of Pizzetti's later works.
Qnly & few of the many themes and motives (some of whioch are of
considerable melodic interest) appearing in this music drama have a
pertinent dramotic purpose and even fewer are aimed at achieving
musical cohesion and unity. I have drawn special attention to them,

Descriptive music features frequently in the score of FEDRA., Thers
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are touches of realism (the flickering flames, the wind, the waves, the

unting-horn calls); instances of word painting (the descending and
ascending motion of the music in aspociation with the idea of sinking,
rising snd escaping) and of graphic and conceptual symbolism, Of this,
+he most inieresting examples are represented by the theme of Fedra's

death mirroring, iz its bow-like coniour, the shage of the crescent wmoon

and, at the same time imjlying and anticipaling Fedra's dying et ibe
hand of the Moon-Joddess Artemis, apd by the scoring of the final scene
which tecomes increasingly diaphancus, shimmering and remets ac Fedra,
already $ranafigured, aldresses her last words vo the siars before being

enwrapped by the silence ol perpetuzl night. Tho characterisatior iz

o

io0

skilfully handied but, to borrov the words usel by John Cairncross
define Racine's Phddre, "2ll %he Light and the shade , the gualiiiss and

defectis end all $he guili and the pathon are centred on the tragic qusen,

who alone receives The privilege of variation, which is really that of
lifa"l. Xt is no wondexr that, coumparod with her, the other cheracters
chould somehow ceem to fude into the baokground, The chorus, although
atatic and cortemplotive, iy given an important part ac well as passages
of exiraordinary power and beauty., Without be'ng strikingly original
the orchestration, mainly relying on the expressive gualitly of the
strings end the woodwind (brass and rercussion being introduced mostly
for the sake of colourictic effect, or to mark mounting tension) aptly

conveys the peculiar mood and atmosphere characteriszing not only each

act but the contrasting episodes unfolding within it as well. Before

1. Cairnoross, John, Introducticn to PHAEDRA, op. cit,,p, 141,
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the appearance of LA PIGLIA D'IORIO, FEDRA was rightly considered as
the most important stage-vork derived from a drama by Gabriele
D'Annunziu"l. The question of the problems presented by the musical
setting of the works of Italy's most verbose and over-sophisticated
poet is discusged in  Chepter IIT 2 . Here, therefore,
it will suffice to consider the extent to which Pizzetti has mucceeded
in preserving the lettor and the spirit of the origina) iext (the
only addition being the 'Tronmodia per Ippoiito morto'),however
abridging the tragedy by about half of the verse and eliminating
a few superfluous episcdes, By means of such compression the dramatic
structure gained in compaciness. As to the musical setting, the
austerity of the musicizn svems %0 confer a new nobility on the 1
poetic drama, toning down %the heavy sensuousness of D'Annunzio's
poetry and conferring upon the characters, especially that of Fedra, i
2 new depth roculting Izom o more senzitive psychological approach,

iodality, which celours the greater part of ihe score, is undoubtedly

regponsible for the sense ol remotenass which, on the whole,
charaoferizes FEIRA and crentes that cense of intangible and almost
distorted reality typioal of thinga seon"through the transparency

of the we.ter"3

As Luciano Tomelleri has obgerved, "we oan ses
Tthrough! the music o world that the musician evokes,with limpidity
and restraint, vather thon describea - a restraint thai ... has nothing

to do with poverty, but rather with the simplicity of great art"l.

1. Tomelleri, Luciano, GABRIELE D!ANNUNZIO E LA WUSICA, p.S0,
2, See p. 136 in this theaia.
3. Tomelleri, op.cit., p.50.
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3.

wo may recognize it as a
kG pointi a marginal, if pot fundamental,

v problem of opera.

G

(¥nglish edition), op, ocit.p.22.
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IRIGENIA

The subject of war, which had provided the bloody, lacarated landscapes

of DEBORA B JAELE and VANNA LUPA returns in IFIGENIA with wider

implications and more dramaiic and universal overtones. This one-act s
musical tragedy', wimnner of tha internmational Prix Italia competition ‘

for a radio opera orgenized by the Radio Televisione Ttaliena in 1950,

had its first stage performance under the auspices of the Xaggio Xusicale

Piorentine, on X~y 9, 1951. IFIGENIA, written by the composer in his
seventiea, is the expression of an exasperated sensibility. It seems H

as if this music drawa found its motivating impulse in anger and

compassion ~ anger for the aimless and not forgotten cruel” s of war,
and compassien for all the innecent victims of the insanity of manking ¥
unable to find an answer to the myatery of suffering,

The libretto, based on the mythical story of Iphigenia, was written by
the composer in collaboration with Albertc Perrini and deprived from
Buripicest JPEIGENIA 1IN A}SLIS. This play had arparently been written

towards the end of Buripides' life, when “his orxeative art was at its

zenith"l. 1t remained unfinished, the misaing paris being supplied by
some later writer who, according %o H.J.Ross, knew nothing of classical
weter "but enough mythology %o get the ending rish’c"a. There ars however

different mythical accounts of the tale, and not all writers and "

dramatists who have tacklad the subject ars in agreement as to iis

most important detail ~ namely, Iphigenia's ultimate fate.

1. Vellacott, Philip. Introduction to IPHIGENTA IN AULIS, in ’ i
Buripides' ORESTES AND OTHER PLAYS, ».81
2, Rose, H.J, A EANDBOOK OF GREEK LITERATURE, p.194
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IFIGENTA

The subject of war, which had provided the bloody, lacerated landscapes
of DEBOBA B JAELE and VANN) LUPA peturns in IFICENTA with wider
dmplications and more dramatic and universal overftones. This one-act
‘musical tragedy', winner o- the interaational Prix Ytalia competition
for a radio opera organized by ithe Radjo Televisione Italiana in 1950,
had its Pirst stage performance under the auspices of the Maggio Nusicale
Piorentino, on May §, 1951. IFICGENIA, written by the composer in his
sevanties, i3 the expression of an exsaperated sensibility., It seems
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compassion - anger for ths aimless and not forgotten cruelties of war,
and compassion for all the innocent victims of the insanity of mankind
unable %o £ind an snewer Yo the mysiery of suifsring.

Fhe libretto, based on the mythical story of Iphigenia, was written by
the composer in collaboration with Alberto Perrini and derived from
Buripides' IPHICRITA IN AULIS. This play had appsrenily been written
‘towards the end of Zurdpides' life, when "his creative art was at its
zenith"l. It remained unfinisned, the miseing parts being supplied by
some later writer who, according to H.J.Rose, knew nothing of olsssical
meter "but enough mythology to get the ending right"z. There are howaver
different mythicsl accounts of the tale, and not all writers and
dramatists whbo have tackled the sudjevt are in agrzer~. * .. so ids

@moet important detail ~ mamely, Iphisunia‘s ultimate fate.

1. Vellacott, Philip. Introduction to IPHIGENTA IN AULIS, in
Ruripides' ORESTES sND OTHER PLAYS, p,BL
2. Rose, H.J. A HANDBOOK OF GREEX LITERATURE, p.194
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Prom Aeschylus® AGAIEMNON and Sophocles's ELECTRA, it appears that
Agamemnon had really sacrificed his daughter to win the favour of the
goddess Artemis in the war against Troy., Buripides, on the othsr hand,
bas Iphigenia saved by the intervention of Artemis who had, at the last
moment, substituted a deer for the buman victim so as not to have her
altar defiled "by the destruciion of a noble life"l. This conclusion
does not however seem %o sudt "tho mood of harsh and znmbre bi’ntemess"z
which pervades the play and is usually dismissed by scholars as¥a worthless
supplement"s,, certainly unauthentic, According %o a third account,likewise
ancient, and scoepted by the sixth century post Stesichorus and by the
kistorian Pausanias, the Iphigenia sacrificed in Aulis was not the
daughter of Clytemnsstira snd Agamemnon but the off-spring of the illicit
anion of Helen, (Clytemnestra's sister) and Theseus. This version
became the source of hacine's drama IPHIGENIE EN AULIDE, one of the
best dramatic works on the subject. First performed in Peris in 1674
with "a prodigieux succda de lamaa"4 {2 great success which left nobody
in the theatre dry-eyed) TPUIGENIE EN AULIDE becams one of the French

dramatist's most popular plays,

The finest and best known, but by no means the only operatic adaptaiions
of this mythical tale are Gluck's IPHIGENIE RN AULIDE (Paris, 1774,
librette by F.du Rollet) and IPHIGENIE EN PAURIDE (Paris, 1779, libretto
by N.F. Guillard)., Italian librettists and composers seem to have

been particularliy fascinated by thiv story. One of the most succesful

librettos on the subject was the IFICENIA written by Apostolo

1. Ruripides. IPHIGENIA I¥ AULIS (Tr. P. Vellacott),op,oit., Pa 426,
2. Vellacott, Philip, in Introduotion to ORESTE AND OTHER PLAYS, p.82,
3. Rose, H.j. A HANDEOOK OF GREEK LITERATURE, op. cit. P, 195,

4. Brunel, Pierre et al. HISTOIRE DE LA LITERATURE FRANCAISE, p.252.
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Zeno for Antonio Caldara in 1718 and subsequently set by a number of
minor composers including Orlandini (Plorence , 1732); Porta (Munich,
1738); Abos (Naples,1745); Salari {Casal Menferrato, 1776) and
Parolini (Flarsnce,1819). Other Iphigenis operas were provided by
Zingarelli (1787); Cherubini (Turin,1788); Moses (1799); Curcie
{Florenca,1799}; Trente (¥eples,1804); Denzi (in OCerman, a% Munich,
1807) and Mayr (Brescia), Sizon Mayr's IFICENIA I¥ AULIDE (text by
Arici, based on Du Roullet), betraying the composeris concern with
Gluckian ideals, is ome of the last se’tings of what bad been a
classic eighteenth century story. In fact, with the 1820 Palermo
production of ifayr's work 2ll the operas ou the Iphigenia subjeot
seem to have disappeared from ithe Italian theatres, the audiences
having beer grudually conguered by the dramaticslly more palpakily
impressive plots of the romantic stories.

In *he twentioth century, Piszetti re-discoversd the tremendous dramatic
potentiel of the ancient myth which to him, who had lived through the
distressing oxperience of two world wars, came to sigmify the

unacceptable wrong of innoceny suffering:

Eat-il possible.,.que oette piioyable et
miserable Lumanité nlen ait pas asses de
guerres, de massacreg, da sang, de faim?
Veutw~on vraiment contraindre encore das
peupleos entidres & accopier des prétextes,
presentés sous form de ralsons imperatives,
pour justifier une nouvelle guerre, ot pour
suffoquer et annuler dana leus fmas L'horreur
et la honte de ces action irhumaines, dont
on sait que des milliers et milliers
d'innecents souffriront?

(Is 4% posaible that this wretched and

L™ B [
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miserable humanity has not had enough of wars,
massacres, blood and anger? Is 1% still possible
to induce entire nations to accept pretexts,
presented in the guise of imperative reasons,

o justify yet another war and stifle and annul
in the souls of men the shame end horror of
inhuman deeds rosulving in the suffering of
thousands and thousends of innccents?)

wrote Pizzattil echoeing, in bis words, the question that from century
4o centuzy had been the conocern of those who had felt the agony of
living in unhappy times which bad seen the debasemsat of men and the
deseoration of human values. Thus he made of IFIGENIA his own statemeny
on the murderous insanity of men faking up arms against their fellows
and, to enhance his point, he channelied ke facts derived from Euripidest
drama, and rebvained in the libretto,to a conclusion suggesting elements
of vibrani topicality. In Pizzettils IFICENIA there is no hint at a
possible salvation, either by human or divine intervention, The shame
and cowardice of thoms ready %o sacrifice inpocence on the altar of war
cannot, and must net be cbhlitewated, In ihe cvonoluding scene of the
music drsma Agamennone is laf$ with his knife at Ifigeniats th. oa%. We
do not witness the actual sacrifice tut, as the scene chonges from the
Greek onmp to a dark ditch where a seething muliitude of peopies is seen
through a tangle of nakad trees (against a background representing
buildings and monumenis emblematic of the most splendid times in the
history of clvilization}, an off-stage voice reminds ws that

.«s80n passati secoli,e millenni,

e 1l'ara della guerre ancoxa gronda

sangue innocente; 6 aucora, & ANCOTE SEWPre

cupidigle e viclenza son cagione
di rovine e di stragi e lutti e laorime,

1. Pizmetti, Ildebraendo, FRIX ITALIA 1950 (Edizioni Radio Italiana) p,37
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(cvstime has elapsed - centuries and
willennia and s%ill innocent blood splashes
the altar; now, yet again, forever, violence
and greed engender *uina and slaughters,
tears snd mOWCALOSH.

"perchd, perchd, Siguore, lo permetti? I inmine a guando?" (Why,

whyy oLord, do you allow this? And until when?) easks an

anonymous off-stage voice, There io no answexr to such a question

and the anguished "Perchd?" , echoed in different languages is followed
by the invocation "Dana nobis pacem” which seems fo ring endlessly
from the depth of sorrow.

In the libretio to IPIGRNIA the story, reduced to ite very essence,
devslops in a series of scones contained in one act divided into

iwo parts and concluded by an Epilogue. The main characters., limited

to three (Agamennone, Clitennestra and Ifigenia), are the same <
28 in the myth, yet seen in a more humsn dimension. We note that

the passage chosen by Plzzeiti to introduse Agamennone,Quel uomo

goffrl pili grave angoscia" ( What man has ever suffered such an |
anguish, Partl, sc.II) is the only one in Puripides in which

the King of Argos appears endowed with moral characteristics i
contradic’ting the negative imago of him prosented in the xest w
of the play, Clitennestra is dopicted with on emotional and

dramatic infonalty which cannot fail to win our sympathy. We are

spared the somewhat incongrous "brave spirit and fearless will"l 3

L. Furipides. IPHIGENIA IN AULIS (£r.P. Vellacot), op,ait. ,p.425.

S PO
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sttributed by Buripides to Iphigenia in the last scene of ais play
and she remains throughout a gentle, bewildered child incapable
of understanding things beyond the reach of her innocent vision
of life. Achille, who is neither the self-conceited youth depicted
by Buripides, nox the fiery warricr imaginsd by Racine, makes a

fiseting, unimpressive appsarancd atthe beginning of Part II.

He is intoducsd more for ithe sake of information than as a chazacier
in ®is own right. In classical Creek manner,a couple of
Choriphaei and the Chorus (divided into various groups on ~ and off ~
stage) provide the necessary information in substitution of the
missing characiers, besides commenting (without however taking an
active part) on the dramatic events, Civen the nature of Pazzettits i
work , a one-act radlo opora where the pase is kept woving inexorably
towards the final soens, the emphasis is placed not only upen

the characters but also upon the situation as intensified by the

words, .

Brevity, simplicity and a poetic language of an almost olassically

oryatalline limpidity, are the siriking foalures of this admirable

libretto which stands comparison with the best specimens of the

past and the preseat.

PR, P — { i

o .
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‘4} IPIGENTIA opens with a ‘*Molto large! movement tuilt upon one of
1

thoss typically Pizsettian broad, flexible unison meledies "evoking
a spacious, elevated,slightly foreboding a-bmo:phare"l, (Ex,1). The effect
is enhanosd by the shaping of tho melodic lines exploiting the
open sound of the predominant intervals of fourths and fifths,
the lack of harmonic fabric, the tenuous coleuring of flutes, clarimets,
‘bassoons ant harp vombination, and the austere flavour of the
predominantily modal constriction., To the words "Tiaggiano gli astri
in oielo mel mewzo della notte" (The stars sail in the sky in the
middle of night) women’s voices, led by a Corifea soprano,enter

in imitationy

2, 96,7
Corrsa SEPTAN

. gea. mo gk il

Core Sopeani |

1. Waterhouse .an .G, THE INTERNATIONAL OYCLOPEDIA OF MUSIC AND
MUSICIANS. 1975 op,eit.,p. 1686
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2 (continued)
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dispantamente fe prste )
s,

7

over 2 soantily orchestrated and almest static orchestral structurs in
C major wiioh conveys the calm of the st1ll nooturnal atmesphere, An
element of dimturbance is brought in vy the nervous chromaticism of the

welodic iine to which ame set the woprds "Tmce ostinato i) vento" {The

wind is subbornly silent) sung by the dasses (Ex.2) and vepsated in

imitation, at the intervel of the f£ifth, by the tenors:
Bx,24, v.7

B e, . O.slina .
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9 stmospherlo ssiting a Herald, acting as a kind of

Mibew

~rologue, prepares us for the ensuing action. His first utterance,

“Insonne, topmentate, il Re d'Argo Agamennons sta nella tenda,
wolo" {Sleepless, distressed, the King of Argoo, Agamemncn, is in
his tent, alone) is ushered in and underlined by an upwards and
Qrwnwards moving D Aeolian soalic passage (Ex,3) with a fournote
falling chromatic figure in the havaoon, and supported by o

re.verated § pedal in the violas which lsada to an ascending and

descending progression of fifths dissolving into thirds:
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The dramatic implications of Ex.3 are made explicit by its slightly
modified restatement at p.19 under ithe words "Ju triste inganno ha teso
alla fancinlla ignara chiamandola alle navi a celebrar le nozze® (A

wicked trap he has lald foT the unsuspesting maid in calling her to Aulis %o

celebrate ner wedding ). At the Herald's mentiun of Agamenvone's leaderahip

over the army ready to sail for Troy, a fenfare~like figure, again
axnloiting meledicully and harmonically the effect of eupty fourths and
fifths, sounds first in the horn and then in progressively richer
harmonic and instrumental guises over a long held tonic-dominant (Dorisn
in D} pedal in the lower strings:

Bxod, 3.2
Sosteneto ot puie” A
ogienot:

GrociRams,

arent s
The broad opening phrese of Ex.l enriched after two Lars by the

superimposition of an arching melodic line (in the first and second

violin reinforced by the oboe) , is brought back, iu G-sharp Phrygian
and in augmentation by flute and violins as an accompanying figure to
the recitative passage, commanted upon by the Men 's Chorus’ ominous
reiteration of "Tace outinatoe il wento", in which the Hernld tells of

the malevolence of the dods [ apord! » the Hellenic expedition against

Troy  (Bx.5).
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‘1 The first allusion to the 'innocent victim' fo be sacrificed on the
J

! altar by her father is marked by the appearance of a nervously articulated

climbing figure, sctually a broken cluster chord:

=l U=t
¥

oapable, thanks %o it3 Protean guality, of aspumin, different shapes

and forms, The Wozen's shorus reacts by lumenting vhe fate of 'Yhe

s -ihappy fathser'. The descending chrematic motive of Bx.2,

aspumed by thi Tirsd contralies, echoed by the Coi aa soprano and
repeated in tbn orchestira by flute, clarinet and violins in octaves,
peneiraies the sirictly homephonic siructure of the resd of the chorus

glving 1if to a choral episode of admirable expressiveness, AS the

Herald, aftsr resuming his narrative, alludes iz the arrival of 'ihe most
beautiful of virgina', Ex.5, somewhat modilied and praposed by the

. olarin:t, steals inito tvhe tenuous somorii- of the orchesirTul background.

Alternating, at first, with quotations of the opening music of Ex,1, i%

persists in the obos .nd siarinet, exch time in a differen. version,
as an ominous reminder of the 'innoorny vietim' during whe last portion

of the Herald's speech which is levoted to anticipation of the imminent

wedding and with whioch +Yhe first scene of IFTGENIA ends.
With scene ii the action proper begins. Tt is daybreak,

A eyrightly ¢ Mixolydian thems, svorea for piccolo and basscon with a
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wavering tonic~dominant ostinato figure underneath

Ex.T, pp.21,02
Slegro matbo mochrats

anneunces the arrival of Clitennestra followed by Ifigsnia and their
entourage of maidens and women in attenacnce . Clitennesira's firsy
vtisrance, aimed at imparting essential information for the bemefit
ol a radic audience iz not striking as far as cheracterization is
concerned., Interesting is however the almost Debussian whole-tone
passage to whilch the words 'Lasciate pascolare le puledre accanto
alla sorgente® (Turs loose the £illiea near the flowing spring) are
sets

Ex.8. pa23

T [ AR S 2 R
2 Ed B ¥
Za scnte fa puleoteapasolura acoan footiiav. = gen.Te £un mesao

The figure of Ifigenia is delineatwd with light and delicate fo-ui

Rer extreme youth {according to Philip ve. ‘ott she is probabl;

1
not more thaa fourteen) and that blend of anxiety, pity and

1. Vvellacott, Philip, Introduction to IPAICENIA IN AULTS,op.cit. ,p.89

e
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tenderness which form the essence of her character are rendered and

conveyed by a few musical elemenits: a fresh and gentle P Phrygian melody
sounding however somwsbat melancholy in the dark tones of viola end

' Englishk horn; the pulsating rhythmic figure introducing the tonsl clash
A~a-flat against which the melody is 98t and the hesitant, almost
apprehensive quality of her line of recitative:

Ex.9 ¢ ppa24,23
Ex, ZAZJ-O

vea pitT mosse,

i L

Taken at its face velue the sedding song “Intrecciamo le danse, fanciulle”
{Let's weave maidena, in the whirling ianoe], sung by the Womenls ’

ohorus to dispell Ifigeniza's vugue inquietude, is rerreshingly charming,

The velatile, repid modal scales introducing and accompanying ii, the
1ilving little tune proposed by the Firxet sopranos and repeated in free
imitation by the Second sopranos sad contraltos, the violins (later, fiute)
~aceries and, l:st but not least, the atiractive levity of the words,

combine to conjure up a mood of Jjoyous excitement (Bx,10):

'S 3.
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i

Exs. 10, 104,p.30
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We cannot however miss the dramatic implications suggested by the
four-note falling chrematio figure of Ex.2, formerly also
agsgociated with ‘unhappy father!' {ace score, pp.17-19) and now used,
with obvious symbolism, as a smetting for the words "Fausto Imeneo"
(Prospercus Hymen, Ex,10A)., Functualing, and conclvding the

choral ssction, Ex, 104 is still heard, as a distani echo, at the
beginning of the following scene (iu) entirely devoted %o igamennone's
protracted, tut powerfully dramatao monologue "iual uomo sOFfLfyi pil
grave angoseia” (What mon has ever suffered susi cn anguish, (2.38-),
almost literally iransferred from Buripides ond showing the conflict
between the man, owir; loyalty to his family, and ine king, ‘ax
slaves to ths maszes', to shom human emotions are Porbidden.
Agamennone, tha tormenied father and king, is limned in a serios of
orchestral motives 2ll containing, in their erratic ckips and
chromatic a%eps, an element of anguish and unmresi. This figure:

Bz 11, 5. 36

sour ‘ing in double bass anl bassoon under minor triads in She trombones,

and assuming more dofinite shapes ab each of its repetitions, prefices the
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N speech of Agamennone quoted above. The speech is set to lines of
/

declamation also characterized by nexvous contours, comparabively

wide intervals, leaping anacruses

" egsgere, & b

and chromatic steps offen emphacized in imitation by the orchestral
support, The words "qual padre dovreil piangere, e vorrei ma un %al
conforto a un Re non & concesso" {is a father I should, and would like
to weep, but such comfort is denied to a King) ave underlined by a
fragment of the B-flat Phrygien scale descending in the violins, with
interjeotions of reiterated ond rhythmicized fifths frow cellos and

violas,

whilst the pasaage 'Che cosa poird dire a $litenneatra? Come fissare

£14 oochi suci d3 medre? (Kow can I tell it to Clytemnestra? How can
I mest the eyes of the mother?) is commented upon by this well—

artioulsted, grinding sigure (Ex.14)

I8

T
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which soon combines with Ex.1) %o form a fairly complex background

for the dramatic questioning "Come Tissare gli oochi dell'agnelle?
. (How can I meed the sye ¢f the lamh?, p.44). Agamenncne's sole

is followed by a choral episode in which the Men's Ckorus, heard

from behind the scens, demend that the saorifice be made without

delay., The fanfare-like moiive of Kx.4, set against a persistent
o triplet ostinato oscillation of B~flat .. A flat, cuts through

the choral texture woven out of successive entries, becoming more

and mors assertive in its oubmequent, fuller re-atatements and

. eventually giving way to thomatic development (Ex.15). Snatches
of themes previously heard (Ex.12 in oboe and ¢lardnet and Ex,2 in
the bassoon) diserectly support Agamennone'z "Sole nefasto,.."
(123~omensd sun..., p.52-3) whilst Bx.4, alternating between horns b
and trumpets over long-held ~'orda in the violins punctuatez the

Men'ts Chorus’ shouts "0 o A (0 King A ) with which

soene 1id ende.
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Scene iv, linked to the previous one by a crescondo harp passage of triplet
chords of Ffourths and fifihs, begins with the Wedding Chorus "Intreccizmo
le danze" sung by the women escorting Clitennestra and Ifigenia onto

the sfage, It is interrupted with quotations of the sprightly tune
previcusly heard on the occasion of Clitennsstra's arrival (Bx.7); now
smphasizing the joyous excitement with which she anticipates the bapnpy
events of the day. Again the disquieting chromatic pattern of Ex.2
appears both in chorus and orchestra for "Fausto Imenea" dramatically
carrying on the oconflict betwsen the more obvious meaning of the words
and their tragic implications, Announced by tbe cheers of the army,
Agamennone arrives, the martial horn and trumpet ozlls whioh accompany
bim contrasting with the gentle sadness of the Ifigenia ihrame (Ex.9),

at first timidly bhinted at by first vioilin and oboe combined and then
developing inte a tense passuge supported by a suovession of chords of

the seventh:

Bx. 15, P65

Used in fragwents or in ita entirity, given to different instruments and
subjected to changes acsording to the dramatic necessity of the moment,
Bx.9 plays a vibal role during the episode of Ifigenia's meeting with hex

fathers It stresses her affectionate longing for him, hexr disiress at
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Sinding him so rvemote and preoccupied and her bewilderment, tinged
with & ehade of apprehseneion, at his cbscure (to her) allusions to
their reunion, in a distant future, after a poinfully long separation,
Wspecially moving is Agameonnens's paosage "Biondd capelli, gote
delicate, grembo innocente" (.right bair, soft cheecks, innocent
womb) sed to a vocal line seemingly derived from the ominous patiern

of Ex.2 and sustained by chords moving through $hizd relations:

Rieotespets,

The duologue during whiok Agomennors, after Ifigeniats departure,
aske Glitennestra to leave at once for Myocenae without attending
thelr daughter' wedding is carried on in swift recitativs, The
orchastra complements with relterated statements of Ex.12 in ocsllos
and bassoon reinforced a’ the ootave by violas snd olarinet, A
thrusting figure in inverted dotied 1:ythm appear: in obos and
Bnglish horn:

Bz, 17
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Ex.37, T»
fod
- = 3
- He
A
followed by a vigorous mcilve alternating quaver triplets with semiquavers
Ex.18, .78
- . .
i oSt R S
1 ﬂ | X
X e
2
. k3
R F. 5
. Z = 3
and henceforwmid muck 2xpizited in its symbolic association with ihe &

idea of war and of “the kind of action to which war commiis ‘hose

.- who beceme involved with i‘b"l. Tais motive appears throughout the
instrumental section - Molto cancitate ~, which follews the Agamennone-
Olitennestra duclogue and concludes Part I, sexrving also as a preface to t
Part II. Ex.18 iz repeated over and over, practically withou’l any harmonic &
support, interest beling provided by the instrumental colouring, the
dynemic effecta, the variety of the rvhythmis dinterplay and the quick
and steady pace, all of which contributes %o the inexorably
propelling sense of movement which seem to lead iowards something
ineluctable (pp.83, B5). It is not surprising that this same instrumental P
passage should recur (much shortened) towards the end of the music drama, '
concluding the actual aciion end leading into the BEpilogue showing

how, after 'centuries and millennia', the incurable folly which had

1. Vellacot$, Philip. Introduction to IPHIGENIA IN AULIS, op.cit.,p.84
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opprsssed imnocence at Aulis is still claiming its victims for the
altar of war. 4s in Buripides!,war appewrs in Pizzedti’s IFIGENIA

stripped of all its 'romsatic ’crappings"l, What the Greek herces intend

%o do ‘for the glory of Hellas', is realistically described by the Men's
Choris in tie episode (scena 1) with whioh the second part of IFIGENIA

begins:

Saggiave i .
della lancia mor y
sagglate L'aroo e il derds -
dallo saatte faiele,
S3i rompan gli indugil
84 salpi salle navil
Dal mare giungeremo,
onds di lance e spade, ;
a diroccar le murs + i
dell'orgogliosa Troia.
Vedrem Ifuggir tremando
4 nemioi sgomenti: FE
vedrem le donne frigie “
gementi ai nostri piedi. i
Vitvoria e gloria all'Ellade!

(You will scon try the power
of our mortal spears,
end the fatal precision
of our bows and arrows, ; :
Let us disband the fleet, R
Lot us set sail for Troy! :

. army of bronze shields, |
-4 will advancs over the mes ;
to raze to i35 foundutions v
the walls of Troy, the proud,
Sobg from the Phrygisn women '
will wingle with the cries -
of the dismeyed enemy,
For the gloxy of Hellas!)

This ohorus {Ex.19), chavacterized by the prevalent homc,.onlc style
of vooal writing, the squareness of the rhythm of the ostinato-like
support and the metallic voruscatior of the orchestra shining in

the penetrating tones of irumpets, horns and trombones and galvanized

1. Vellacott, Philip, Introduction to IFIGENIA IN AULIS, op,cit., »,28
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by drum beats, is followed by the sceme (ii) in which (litennestra
comes %0 know from Achille that it is to the sacrifice, and not o
the wedding ceremony that Agamenrons wiskes to lead his daughter.

Achille is a rather shallow figure, furnished with an unimaginative

theme:

and mainly fulfilling the need for the impariing of inromaticm.l
The most notable moment of this extremely compressed scene is
Clitennestra's lament "Figlia inmosenta!" (Innccent daughter!), whers
the exprassiveness of the declamation, dramstically Lalghiensd by
the dowmsard lines +o which these words are set, i matched
by the doleful pombreness of the 'molto espressive' E Phrygian
motive descending on violes and English horn over a tremolande

pedal in the bass (and obvicusly derived from Ex.13):

ablerase
i

Ex,2), p.110

erzrg -
7Y L Tad)
R

e




§
i

~ 110 ~

Scene iii is ushersd in by a brief orchestral passage based, again,

on Bx,18, also used as an accompanying figurs for ihe episode in which
4gamenncne, to Clidennestra's horror, proclaims his submission to

the will of both *he Qods ~ who exact the blood of an unblemished
sacrifice, and of bl own army - demanding victory. Clitennestra's
“hsgolta, o Re, la madre di tua figlia..." (Listen, o King, the mothex
of your daughter...) where she, whils% throwing herself at Agamennone's
fesi begs him o spave their childls life, 1s drematically phrased
end interestingly complemented by a complex supporting texture made

of different rhythmic and melodic ostinato patterns ocourring

gimul taneously:

Ex,22, 2,119

"B
wr e

fter being repeated identically five times, this texiture accomodates

gome variations within the overall scheme and mpecial amphasis is
given to the upper part whiock, First played on the strings and
successively taken over by English horn, flute and violin, and,
eventually, by violin, fiute and olarinet, servesas a lengthy but
almost “antalizing preparation for the nervously shifting chromatic

figare of Ex.12 dramatically enhanoing the emotion of Agamennone's
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outburst "Non colpirmi pih a fondo™ (Do not strike me so mercilessly,

P.123-). 4As the narration progressea and the army roarc in the distance,

4 one of those typioally Pizzsttian ostinato-themes, blunt, and implacably
onward-moving, sstablishes itself in the bass:

Ex.23, 2,129 : :
{ sinaiivo ma pions
peaii sacrdecy

trracce.50 fou -l o ro L re iguas . sa Lo

o ace.

Announced by lower strings and bussoon, Bx.23 persists throughout

Cliternestra's succeeding speech "Belve crudeli, scatenate, cieche”

(You cruel beasts, blind and blood~thirsty), marked hy s suppreszed fury
eventually bursting out at "Maledetto sia tu, duce di g..7os" (Cursed

be you, leader of war): e

|
Ex.24, 0131 el
Ex,24, p,131 . |
e . 0. o aulel . -
and followed by the ominous threat “E tremi llassassino al suo ritorno" N
(T will await your comiig!, R, 25) whioh brings scems 1ii to an end:

; ,
.
k]

-
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oupburst “Non colpirmi pill a fondo" (Do not strike me so mercilessly,
L}E_}-). As the narration progresses end the ammy roars in the distance,
one of those Yypioally Pizzettian ostinato-themes, blunt, and implacably
onward-moving, estavlishes itself in the bhass:

Bx,23, 0,125
{ trecrive ma piano
Sraas sodbordee)
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Announced by lower strings and bussoon, Ex,23 persists throughout ,‘

Clitennestra's sucoeeding speech "Belve ~-udeli, acatenate, cieche’

(You cxuel beasts, blind and bloos-thizety), maxked by a suppressed fury

oventually bursting out at "Maledetdio sia tu, duce di guerra® (Cursed

be you, leader of war):
Ex,24, v,131

cte o lo. I Made|dst bosaty, guor - rat

and followed by the ominous threat "E tremi 1'assassine al suo ritorne" !

(I will await your coming!, Ex, 25) whioh brings scene iii to an end:

™ N
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The mood and atmosphers of scene iv, 2nsuing w’thout interrupiion,
is set by the Chorus singing first in unison and then in free
imitation over an orchestral background in which Ex,21 features
conspicuously,the mouraful lines

Figlia innocente! Figlia sveniurata

che il cante nuzisle
odi mztarei in funebre lamenio...

(Innocent daughter! Ill-doomed child,

your wedding song is furned

into a c¢hant of mourning...)
Heralded by the Men's exclamation "Booo la vitiima..." (Zere comes
the victim} Ifigenia's enters, Showing mo surprise at Clitennestrat
announcement that she has been betrayed by her father {a dramatically
weak point redeemed however by ik intense expressiveness of the
music), she addreases her mother . . words filled with F;empassion.
With the greateat delicacy she fhen pleads for her life with
Agamennone, gently claiming her righi o see the light, %o breath
the air on earth!. Poignantly sad,her theno (Ex.9) is repeatedly
recalled by English hoxn, oboe and clarinet in B flat Phrygian over
tugging, repeated chords in the strings, It momentarily usseris
itself in an orchestral furte at the climaotic point of her speech
(_11-}__37)’ then subsides to 'pianu dolce', in the clarinets, as she
asks of her father the strength she cannot find in herself.

The ensuing choral section, for soprancs and contraltos with Olitennsstira
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repeatedly interjectiing "Figliola mia” (My daughter!) is remarkable
for simplicity and restraint, Its slow-moving, raether archaic and
straightforward vocal lines, only maffled by the intrusion of the
ominous chromatic pattern of Ex.2 at the words "bagnati del tuo pianto",
(p.141) convey a sense of remote alavfness which, rather than amelicrating,
seems to intensify the elegiac pathos of the very beautiful endecasyllabic
lines proposing, and at the same time immediately destroying, images
of happinesss

Taceion la cetra e il flauto e la zamvogna.
I fiori che cogliesti nel giardine

della tus cass in Argo,; son bagnati

del pianto fuwo, fanciulle sventurata.
Lascla le vesta candida 41 sposa

e vesti i panni dell'agnello mite,

Taccion la cetra o il flauto e la zampogna.
E tace 31 mare, 3l cielo 8'd velato...
Taocion le piedre gdlide d'orrors,

{Silent ave zither, fiute and reedy pipes.

The #L +rs which you gathered in ‘the garden
of yo meme in Argos are bathed with the tears
shed £. a your syes, ill-dcomed child,

Leave the pure whitencss of your boidal vobe
and wear the garment of the vistim-lumb.

Sidlent are zither, flute and reedy pipes,
Silent im the sea. The sky has -drned grey...
The stones are silent too, fyouvi with horrox.)

The lights and shadows evored by this inter.:ly poeiic passage; rounded
off with the Corifea's comment "Soltanto ¢ ... ~rstra ulula e geme'
(Clytemnestya alone wailas and ordies) are ¢‘«: avbtly enhanced by the
orchestra discreetly recalling, with new tuziiumentation and rhythmic

and harmonio means ,the broad ond flexible, slightly eminous phrase

heard at the begiuning of the opera, Exl. An echo of i
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p2rsists ia the thrice repeated minims (given out, at differeni pitches,

by verious instruments over a wavering movement in the violas supported by

sustained fifths and ootaves in the bass, Ex.26) heard towards the end

of the choral episode and eventually settling dowm on en unresolved

~hord of the thirteenth on B supporting the plaintive "Oh!" given to

sopranos and contraltos whilst che clarineds emdark on & progression of

consecutive perfectd fourths incorporating Ex,2. This serves as an

iatroiuction %o Ifigenis's passage "Madre, vienmi pill presso, ch'ic possa

toccarti. Son banto sola" (Come nearer, woiher, so that I can touch you.

I a2 so lonely). Set to eleguent recitative lines this passage,

se.tirmoualy broken up by Clitennezira’s passionate utterances and by

the impatient shouts of the army, expresses, after the initial pathos,

Ifigenia's conoern for her family and then willingress to serve the

sauge of her country. The graphiczlly suggestive, dezcending scalic

Tigure quoted at Ex,21 lends its doleful scmbreness to the orchestral \

acsompaniment of the Corifea's ‘
Stapra la terra a soffocar nel Buio H
lo strazic delle madri -
che partoriscon figli per la guerra,

per rlscattar con sangue e lutti e laorime
tolpe che mon commisero e non samno, i

{May sarth gape wide to smother in its daximesm
the torments of oll methera
whose ohildren's lives are demanded in war i
to explate with blood and tears ana mournings
zins they neither know, nor have commitbed, )
#x.21, three times repeated in B-flat Phrygian, each time a step higher
and eveniuslly sinking dewn at its last appearance through two octaves,

is punciusted by & wailing melisma in the sopranos (aotually anm echo of

'™ Y a -




- 135 -

persists ia the thrice repeated minims (given out, at differert pitches,
by various instruments over a wavering movement in the violas supporied by
sustained £ifths and cctaves in the bess, Ex.26) heard towards the end
of the choral episode and evenitually settling down on an unresolved
chord of the thirteenth on B supporting the plaintive "Oh!" given to
sopranos and contralios whilst the clarinets embark on a progression of
consecutive perfect fourths incorporating Ex.2, This serves as an
introduction to Ifigenia‘'s passage 'Wadre, viemni pid presso, ch'ic possa
tocoarti. Sen tante sola” (Come nearsr, mother, so that I can fouch you,
I =m so lonely), Set %o eloguent recitative lines this passage,
sontintously broken up by Clitennentra’s passionate uttarances and by
‘the impatient shouts «f the army, expresses, after the initial pathos,
Ifigeniats concern for her family and then willingness to serve the
cause of her country. The graphically suggestive, descending scalic
figure gquoted a2t Ex.21 lends its doleful sombreness Yo the orchesiral
accompaniment of the Corifea's

Stapra la terra a seffocar nel Buile

o strazio delle madri

che partoriscon figli per la guerra,

per riscattar con sangue e lutti e laorime
colpe che non commisero e non samno,

(May ~arth gaps wide to smother in its dariness
the Vorments of all mothers

whose children's lives are demanded in war

%o expiate with blood and tears and mournings
sins they neither know, nor have committed.)

Ex.21, three times rspeated in D-Ilat Phryglen, each time a siep higher
and eventually sinking down at its last appearance through two octaves,

is punciuated by a wailing melisma in the sopranos (aotually an echo of
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its first four no 's) finally takep over, in imitation, by combined
double bags and bassoon and English horn, Afier the intensity of this
last episode Ifigenia’s farswell aria “Adddlo mie quiste stanze” (Farewsll
my quiet roows):

Ex, 27.P0:233, 134 ~

Mg B defee inngeente

Ad - dia e quie

tran, . Molto targa

adedmte -t - - i0 & fie o lipee el
g

SN de sl (=4l Py

Y g

ifgsesy

=
9 < e € pensiged s ogrs -0 ¢ B0b -+ o O £3 - gl

inapired in her by memories of happy days, of loving friends and
youthful bopes and dreams, ocomes as a welcome moment of lyvicism,
There is no simse of heroic exaltation (as oould have been suggested
by Buripides) in this beautifully lyxicel arie - a self-contained

musical numbsr, The tender emoiions of a young; gentle girl ave
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conveyed by a fairly elaborate vocal part ormamented with occasional
melismatic passages and equalling, in its intense lyricism, the
poetic language which Buripides usually reserves for the most imaginative
stasima of his choral odes., Ifigenia's aria, starting in ¢ Phrygian
over & pulsating figure in the strings to which the basamon adds
touches of colour, is sparsely but exquisitely orchestrated. Pastoral
instrumentss —flute, clarinet ana elwe- wvying with the voice or
delicavely emulating it (Ex.28), prsdominate in the middle part
of the aria adding, wath thelr brighi, crisp and Tepen air! tome,
4o the wondrous freshness, luminosity and fragrar ~£ the poetic
liness

4ddio wattine chiare e campi e vall:,

nevosi monti e fiord a primavera,

roas e glacinbi degni dfesser cdlti

dalle mani divine dslle Dee.

Addio giochi infantili e danze alate,
2 corSe a gara @ risa spensierate...

(Farewell clesar mornings, verdant fields and valleys,

gleaming white mountains, flowers in the spring,

roges and hyacintns for Goddesses to pick.

Parewall games of wy youths and winged dances,

pleasure in racing, carefree smiles and langhters...)
The opening fragment of Ifigenia's theme (Ex.9) is inevitably and
movingly brought back by the clarinet and then by the lower strings
as a pathetic commentary on her final words of farewsll 4o her
beloved country, When, after the healing effect of memories, the
less merciful reality of the present is abruptly brought back

0 her by the sisht of her father *gazing at something he does not

want to see!, the restlesa motive associated with Agamennons (Ex.12)




- 119 -

creeps into the orchestral bassi. fTension is immediately re-established

and the string tremolando in demizemiquaver shifting minox thirvds and
triadic chords (pp.160, 161) aocompanies and represents Ifigenia‘s
bewildermant and agitation as she, first in broken sentences and then
bresking into an cutburet impressively ending with a leap to high B,
uiters her last words as if in answer to the Covifec’s "Per 1'omors
e la gloria della patria..."” (For the glory and honour of the homeland):

Onore .., CGloria ... Patria ...

Forse son troppo stanca, non comprendo...

Ohimd, oh's tardi. No,

non voglio chiuder gli occhi

nel bulo della notte!

Luce del glorno, Jnce della vita,
splendente lucs, luce amata, addio!

(Bonour ... Clory ... Homeland ...

I am perhaps too tired to understand...

plas, it is getiing late., No,

I do not waent to close my eyes

in the darkness of night!

Lizht of the day, torch-bearer to this world,

bright, dazzling light se dear fo me, fzrewelll)
Once agair the falling chromatic figure which plays so important a
part in the opexa (Ex.2) provides a suitably telling vehicle for both
Clitennestra‘’s outeries "Figliola mia!” and the exclametions of fhe
Women's Chorus, After being interrupted by the shouis of the ammy,
bringing back in the oxchestra the fanfare-like motive of Ex.4, these
cries are beard again, in the distance, at the end of the brief
instrumental postlude based on the theme of wer (Ex,18, with Bx,4
intermingling) which forms the transition between the dramatic action

and the Epilogue. At the moment the knife should fall, a dark mist

aobscures the scene to veil the sight of the ‘*atrocious crime?, 4

Lo
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reci*ing voice, rising olec.ly above ihe seething orchestral
background uiters the disillusion«i words "E son passati secold e
millennt...* , This prompts the {horus %o the despairing “Perchad?”
&,g?)which, repeatsd in various languages and tessed from one voice
group to the other seems to 2cho in the emptinsss suggesied by the
accompanying music until it explodes in the tonally clashing, fortissimo
"Quare?"”. Then the Chorua embarks on the heartfelt, touching
supplication, obviously inspired by Faalm 130 (De profundis),vsrse 3:1
81 iniquitates obsexvaveris, Domine,
Domine, quis substinebit?

Ne irascaris, Domine,
Dona nobis pacem,

{If thou only consider our iniguities,

© Lord, who can survive?

Be not angry with us, Loxd,

Grent us thy peace, ) -
This extended but splendidly sustained last chorel episode, built
wpon an almost obsessive repetitvion of the words, begins with the
Women's veicea zinging, in unison and over an ostineto-like ypaitern, ¢
the first two lineas of the texi. Their melodic phrase starts with ¢
2 quotation of the madiation of the Gregorian Tone VII(see Ex. }0) H
Bx,308 |

uoten Bncecone Vst
»

Tone VI ¢ 2wt haw

and, after frealy unfolding, it iz restated, a £ifth sbove and almomt
identically, by the tenoxs entering before the end of iis enunciation, ‘
As the tenors continue, the Wemen'az voices embark on an imiiative ‘
pasgage Bt the end of which the First basses (3opranos and basses are !

@ivided into iwo groups) also enter with Fx.30. The contrapuntal H

1o ."If thou, Lord, wilt be extreme to mark what is done amiss
0 Lord, who may abide 1t2',

Pae ™S PO SN U ORI



- 122 -

reciting voice, rising clearly above the seething orchestral
background utters the disillusioned words “§ son passati secoli e
millenni..." . This prompts the Chorus to the despairing “Percha?"
(Bx.29) which, repeated in various languages and %ossed from one veice

group to the other seems to echo in the emptiness suggested by the

accompanying music until it explodes in the tonally clashing, fortissimc

"Quare?". Then the Chorus embarks on the heartfelt, fouching
supplicaticn, obviously inspirved by Psalm 130 (De profundis),verse 3:1

Si iniquitates observaveris, Domine,
Domine, quis substinebit?

Ne 4irascaris, Domine.

Dona nobis pacem.

(Ir thou only consider our injguities,

0O Lord, who can survive?

Be not angry with us, Lord.

Grant us thy peace.)
This extended but splendidly sustained les?t choral episode, built
upon an almost ohaessive repetition of the words, begins with the
Women's voices singing, in unison and over an ostinato-like pattern,
+the first two lines of 3he text. Their melodic phrase starts with
a quotation of the mediation of the Gregorian Tene VII (see fx. 30) 3
Bx, 308

Ininaiin Rocng nete Meartin

Tone VI[ §7xi«ns

and; after fresly unfolding, i% &= vestated, a fifth above and almost
identically, by the tenors entering before the end of its enunciation,
As the tenors sontinue, the Women's voices embark on an imitative
passags at the end of which the First basses {popranos and basses are

divided into two groups) alse enter with Ex.30. The contrapuntal

Lo ‘ugs thou, Lord, wilt be extreme %o mark what is done amiss
0 Lord, who may abide 1t?",

»
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action becomes more 1ively and a triplet figure appears in soprancs and
Second basses, exploiting melismadic effeots, in the G Phrygian passage
starting at po172:

Exo31, p.172
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The choral tsxfure swells and relaxes as the voices proceed together giving
rise to an architeotural consiruotion of the utmost simplicity, the
interweaving of the lines serving mainly Yo bring out the expressiveness

of the rhythmio and melodic fsoatures. A climox is reached at the words

‘Donas nobis pacem' which lead %o & homophonic final caderce of nine bars

under which the orshestira recalls the broad, spacious phrase from the

opening of the music drama in sugnentation end again in A Phrygian (Ex.32).

4 suocession of repeated chords, moving slowly over a tonic padal in the
tenuous orchestral background remolves on a thirdless cherd, its last
vibrations supporting the word 'Pacem' repesated, for the lazt !

time, a® the curtain falls (Ex,32.)

A% ~
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In writing of the opening night of the XXI Iniernational Festival of
Gontemporary Music in Venice (1959), entirsly devoted to Pizzetti's
work, lassimo Mila described YPICENTA (perfcrmed, in oratorio form,
together with the Prelude to FEDKA and the Intermezzo from ASSASSINIO
NELLA CATTEDRALE) a8 "the first opera among those of Pizzetti's old
age showing evidence of renewed artistic vitality after the decline
notiseable in the dramatic works belonging to the period 1935-1949
(from ORSEOLO to VANNA LUPA)"l. In apite of the austerity of its plot
but possibly because of its extrems conciseness, IFIGENIA is one of
the mogt fascinating and most enjoyadle of Pizzetti's music dramas,
This 'musical tragedy' does not actually mark a furning point in the
tranguil evelution of Pizzetti's style, Tne music, elegiac, vaguely
pastorel and eminently lyrical in even the most dramatic moments of
the action is "quella i sempre"z, {the same as ever), as stated by
Franco Abbiati in his review of the first stege performence of the
work, The dramatic concsption adheres in fant strictly to Piszzeiti's
by now well-imown principles. Iiusically, IFICENIA possesses those
qualities of noble ingpiration, organio unity, subile lyricism and
artistic sensitivity usually associated with Pizzetti's besy music
dramas, What however makes IFIGENTA the unique work it is, is the
success with which Pizzetii, obviously prompted by the exigencies <«

of the medium for which he was writing, gives spsoisl consideration

1. Iila, Massimo, CRONACHE MUSICALI, p.163.

2. Abbiati, Franco, "La prima di TFIGENTA, di Ildebrando Pigzetiil, ’

Corriere della Sera, 10 lay, 1952, p.2 H
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te mattersconcerning dramaiic pace, sustained dramstic interest,
variety of moods and emphasis on pictorial and atmospheric effecis.
The weight of the drama is, as usual in Pizzetti, carried by the
wvacal lines, flexible and powerful encugh to convey both in“ensity of
emotion and nmuances of feeling. 'The characters are sensitively and
sympathetically approached and the anguished restlesness of Agamennone,
Glitennestra's passion and suffering and the paihetic bewilderment of
Ifigenia are conveyed in a %elling and forcible manner. The orchestra
is used not merely io accompany singsrs and chorus but also as an
impoxtant feature of the actual drama and as a means to ‘sxteriorize’

the action. iartial music, trumpet calls, end shouts, i reed

‘betwesn and within the various scenes, continuously make us sware that
the setting is 2 milivary camp where an lmpatient army is ready to

set off on a war expedition. The spaciousness, transparency and.
luminesity of thae rest of the music, on the other hand, suggestively
evokes the background of this peculiar tragedy whicn, unlike
CLITRINESTRA, does not take place in the palace of Agamemnon, impragnated
with boxror and where "death drifts through the d.onrnaya“l, ut on
the rocky meashore of Aulis bathed in the changing light of the day
(the action heing concentrated into the space of one twelfe~hour
pericd of daylight)., IFICENIA‘n romarkable organic coherence is
ashieved by means of the use of a fow, recurrent, easily identifiable

and well-characterized motives carrying unambiguous symbolic and

1. Hamilton; Edith., THE CRESK WAY (T0 WESTEAN CIVILIZATION), p.178

1
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dramatic connotations, In the harmonic idiom we note a tendency towards
aimpler harmonies with a marked preference for the intervals of fourths
and £ifthe (alsc prominently featured melodically) whilst the interval
of the third is more freguently treated as s colouring interval than
as a chordal component. The whola-tone scale is sporadically used in
the first part of the score and chromaticism, mainly smpleyed as sn
element of disturbance and thersfore serving a strictly dramatic
purpose, recedes bafore distonicism and modal writing, In IFIGENTA
Pizzetti gives the chorus an even more important part than usual

and chorusea of various types abound in the musio drema, Apart from
independent numbers for chorus alone, many of ‘the episodes use the
chotus as a dramatic counterbalance to the action or as a commentary
on the chaeractera! feelings or changi=g situations, much as the chorus
wag used in the classical Oreek drama. Noteworthy for its extracrdinary
poignancy and for the depth of tragedy that it confers upon the woxk

is the appeal to the Lord with which IFIGENIA closes,

The ethico-dramatic conception of IFIGENIA is, like the musical
realization, in keeping with Pizzetti's repeatedly asserted primciples
related to the music drama, His adaptation of Euripides' tragedy is
not only essential but competent, and capable of accomodating his

own interpretation of the myth, The conclusion imagined by Pizzetti
added to the symbolism already contained in the dramatic scurce a

new dimension and a more universal aspect. In Pizzetti's Epilogue,

venturing beyond the end of the original action, the drama is not

P’ -

Rl
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only brought from ihe past into the present but projected into the
future as well., It states clearly the author'a peirt of view, his
bewilderment at the faot that violence may be brought about net by evil
but by ordinary people and that, if the murderous folly which destroyed
innocence a2t Aulis is Btill claiming its viotims, there is no hope

of man learning fram past and ewcruciating experiences. 7Moo much blaod
still defiles the altars of war . Too much ruthlesness and violence
8till engender ‘ruins, slaughters, tea~s and mournings!. There is
hardly, I believs, anything more touching, and at the same time more
thought~proveking than the plea for pescs with which IFIGENIA ends.

It is the imploration of the living for the dead: <for the young men
fallen on the batitlefield 'in obedience to a call to crucifying
sacrifice for ihe sake of othars'l; for the viotims of the concentration
camps - old men, women, children, all thosa who have been denied the
joys of Life, suffering helplessly for orimes which they did not commit
and would never understend and who, like Ifigenias, were "rediscovering

in their last agonies the fresh innocence of older anguishes"z.

— 00O

1. Pierik, Marie, THE SONG OF TEE CHURCH, p,249.
2. Schwars-Bart, Andwé. THE LAST OF THE JUSZ, p.40T.
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LA FIGLIA DI_TORIO

LA FICLIA DI IORIC , on which Pizsetti's music drama is based, is
usually regarded as D'Annunzio's masterpiece, It was originally

ooncelved for the tragioc actress Fleonora Dv.xse1 with a mind to her
dramabic ebilities, Written and completed in less than a month it

bears the mark of a spontaneity of inapiration usually absent from

DiAnnunzio's dramatic works. Is is known that this story of lust and
blood was derived from an episode witnossed by the poet and his
painter-friend Francesco Michetti when, during & holidsy in & smmall
village of their native Abruzzi,they saw a young woman running in
a frenzied and dishevelled state through the streats of the village
pursued by a band of reapers intoxicated with wine and the effect
of ke summer sun. This scene, immedistely elaborated by Michetsi
in 2 series of skeilches and, finally, in what remains his most
famous painting, lingered for many years in D'Annunzio's memory, slowly
shaping itself in subconscious gestation, After ths ccmpletion.of
the work D'Aanunzio wrote to Michetti ;2 -
I felt the sensation thai my roots were reseiving
life from my native land, and I experiencad an

indesoribable happiness. In this tragedy
everything is new and simple,

1. The vole was instead given, o Bleonora Dusa's distress, to the
young and still unknovn actress Irma Gramatica, whose perfoxmance
won however the acolaim of hoth critiocs and publie

2 The letter, dated Auguat 31, 1903, is reproduced in the Introduction
to LA FIGLIA DI IORIO , p.8 .
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LA FIGLIA DI TORTO

LA FICLIA DI TORIO , on which Pizgetii's music drama is based. is
usually regarded as D'Annunzio's masterpiecs. It was originally
gonseived for the tragic astresa Eleonora Du.se1 with a mind to her
dremabtic abilities. Written and completed in less than a month it
bears the mark of a spontaneity of inspiration usually absent from
D'Anmunzio's dramatic works. Is is known that this story of lust and
blood was derived from an episode witnessed by the post and his
painter~friend Trancesco Wichettl when, during a holiday in a small
village of their rative Abruszzi,they saw a young woman running in
a fronzied and dishevelled state through the streeis of the village
pursued by a band of reapers intoxicated with wine and the effect
of the summer yun., This scene, immediately elaborated by MNichetti
in a series of sketches and, finally, in wbat remains his most
famous painting, lingered for many years in D'Annunzio's memory, slowly
shaping itseld in subconscious gestation. After the oompletion'of
the wozk D*Anmunzio wrote to Michetti® .
I felt the =mensation that my roots wore receiving
1lifs from my native land, and I experianced an

indesoribable happiness. In this tragedy
everything is new and simple,

1. The role was instead given, %o Eleonora Duse's distress, to the
youns and s8till unknown actress Irma CGramatica, whoss performance
won however ihe acclaim of both critics and public

The letter, dated August 31, 1903, is reproducsd in the Introduction
to LA FIGLIA DI IORIO , p.8 .
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everything is violent and, at the same time, poised.
The primi%ive wan, in the midst of a changeless nature;
speaks the language of elemental passions, My pericd ist
tin the Abruszzi of many years ago'. The subsitance of
these characters is the eternal buman essence: of to~day
or of two thousand years ago. The action is set in the
timeless context of a legendary past, as in popular
narrative. The folk~song of my people has suggesied to
me both meods and accents. The unbroken verse, simple
and direct, poes straight to the soul. There is
something Homeric ir cextain scenss of grief - an
effect T did not search for. The weepinglof & shepherd
is not dissimilar to Priam's lamentation.

D'Annunzic, whe regarded this itragedy as an ‘ancient dream’, dedicated
it to 'the land of Abyuzzi' and to all his folk 'beiween the mountain
end the sea’, L& FICLIA DI IORIO is, in fact, the revelation, through
characters endowed with the universality of symbols, of a primordial
world of instimots and passions, of religious fears and superstitious
teryors. A world in which life is attuned to the rhytkm of the ssasons
and the only known realities are those of life and death, of love and
hatred, The grim realism of many situations appears to be, in the play,
toned Aown by the atmosphere of dream and remcteness established by a
poetic idiom amply relying on archade words and obsolets modes of
expression and enriched, as usual in D'Amnunzivo, with all the
'seductions of verbal musin".2 Some of the wesknesses which mar even
the best of D'Annunzio's theatrical works ~ a certain lack of dramatio

peripective and the inconsistency of characters mors keen to embark on

1. See footnote 2, on preceding page.
2, Qabrigle D'Annunzio and THE DAUGHTER OF IORIO ,In REPRESENTATIVE
CONTINENTAL DRALAS, REVOLUTIONARY AND TRADITIONAL, p.209.

F™N ~ " F
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1yricaljutterances than to disclos convincingly their innermost
feelings o To motivate their actions - are also present in
LA FIGLIA DITORIO. Hers, they are however mitigated by the nature
of the play. We can accept the three sisters' songs and rigmaroles,
the mother's and the kindred's ritual formmlas of blessing and
good wishes, their litanies, as a genuine expression of customs
and traditions,l. We can also socept Aligi's dreamy attitude end
hkis half-mystical and half-lyrical digressions., His living in the
mountains as a shoepherd seems to have cut huim off from all
realities. He has slept 'years seven hundred' and has 'lost the
memory of the days of his oradle'. He belongs to the mountains, and
there he musi return as to the only place where innocence is still
possible. Also living in the mountains, surrounded by the purity
of the mnow, is Cosma the saint, who knows that 'all the ways
of mankind dppear the direct ways to man; but the Lord God is
weilghing heart~secrets'. He is the symbol of ssoular wisdom,
and appropriately speaks in the hieratic manner of the propheis,
The more realistic characters, like the rougb-hewn, lusty and
brutal Lazaro @i Rolo, Aligi's father and enemy, and the violent
bvand of reapers axe undoubtedly less convinuing and theilr language
sounds amnoyingly insincere. Besides, the world of irreality which

they represent does not seem to fuse dramatically with the world i

1. All details correspond to autheniic customs and traditions
of Abruzzi. See A.DJe Nino USI E COSTUME ABRUZZESI. It
Barbera 1879-1897, vel.VI. (
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of dream and innocence. Te both worlds belongs Xila di Codra, the
daughter of Iorin, the sorcersr. She ism the pivotal cenire of the
drama, and D'Annunzio has endowed her with an exiracrdinary dramatic
~~ individuality. It is from the words of the reapers that we know
Uila as'the woman of stables and hay-stacks well kumown of all
comprnies', atbitoh roamer over mountains and valleys', Howevex,

from her first appearance when, to escape the madly excited pack of

reapers she bursis into Lazaro's houss during the celebration of the
wedding of Aligi to Vienda and seeks refuge on the hearth, she
immediately appsars to us as & victim of passion and suffering. In the
ascond act, when we Tind her in ‘the mountain living in chaste union with
Aligi, she defines herself as 'a well-spring tramped on and trodder'.

o save Aligi and her newly vorn innocence, and to expiate for all the

evil unwittingly caused, she will allew horsclf to be burnt et the

gtake as & witoh. Her sacrifice will only be understoed by Ornslla, the

pure in heart who, by greeting Mila as 'her sister in Jesus' foresses

for her the peace and blessing of Heaven. Whke w the last avene,

l!* Hila, running towards the stake exalts the beauty of the purifying
flames, she appears to us as the symbol of the deatroying and
regenerating flame of love. '

Given & protagenist like Mila di Codra, so similar ta, and possibly H

a prototype of the heroines of Plzwetti's own music dramas, it is

no wonder that D'Annunzio's play should have appealed to the
composer's imagination. Why Pizzetti had waited half a century

to set a subject so congenlal to him we do not know, ) 7
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We may conjecture that the failure of Pranchetti's opera on the
same subject (1906) had deterred him from a similar attempt. In
fact, as already statsdl, with the exception of Pizzetti's FEDRA,
of 1909 - & success which did not however satisfy its auther -, all
the ldz-ama\‘:ic works by D'Annunzio, set by composers such as Debussy,
Mascagni, Zandonai and Montemezzi, had proved to be either partielly
or totally unsuccesfui. The reasons for this are not diffioult
to find.? The 'raison d'étre' of D'Annunzio's plays is not o be
found in their dramatic logic or siructure. They are tuili on a
sequence of scenes ~ often tableaux or choral scenes - saturated
with poetry, lyricism and colour. To attempt to raduce them to the
shepe of an operatic book means to desiroy their dalance; to try
+to infuse them with 2 more vigorous dymemic 1ife means to distort
their inner rhythm and to betray their essence, It is howsver, and
most or 211, their musicality which stande against their 'musjcability!'.
D'Annunzio's peetry, with its finely and expertly calculated
rhythmical and sonorous effect, does not allow the superimposition
of a masical Lias initexfering with its ovm iniripnsic and perfect
music, Unlike Franchetti who, paredoxically encouraged by D'innunzio
himself , = who had prepared the libretto, had considered
Li FIGLIA DT IORIO as a wealistic drama of conflicts and passions,
Pirzettl, already aware of the problems to be encountered,
approached D'Annunzio's masterpiecs with the discreiion and

sensitiveness of the artist-interpreter, He did not alter the

1. See p. 10 in this thesis,
2, See Lucianc Tomelleri's admirable article on tha subject, in
GABRIZELE D'ANNUNZIO E Li MUSICA,p.25 =,
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cleverly constructed sbmucture of the play (practically ignored by the
oritics and to which I would like to bring attention)., He Limited
himself, for obvious reasons, to omitting much of the verse and to
fusing many of the individual characters appearing in Act I, scene iv
{in the ceremony of the presentation of the gifts) into the personage
of Teodula di Cinzio, Like D'Annunzio's play, the libretto is divided
inte three acts. Each of them represents in itself a well~balanced
dramatic uait and is subdivided into a number of scenes Following each
other without interruption. 4Act I, the setting of which is the imterior
of a rustic house, opens in the joyously excited atmosphere of wedding
preparations, 4 ends dramatically; the unexpected intrusion into the
closely-knit family unit of the alien iila ~ on sccount of whom Lazaro,
the head of the family, has been wounded in a rustic brawl - brings in
not only the disruption of the recent wedding but the rivalry and
consequent enmity betwoen father and son - an unlawful situation
doomed to catastrophic resulis. In Act I, particular emphasis is
placed on detail aimed at evoking the atmosphere, traditions aund
superstitions of the 'Abruzzi of many years age'. We note the soarlet
woollon band stretched across the door and supporied by a piitchfork and
a distaff {symbolizing boys and girls respectively and tiva indicating
a wish that the bridel couple will ve blessed with children of both
sex . w.e oross attached Yo the arohetrave and the red tuckwheat
at the windows %o keep away evil spirits; the ritual formulae
acgompanying the wedding scene and the colourful kindred's procession,

The incident of the bride letting fall the loaf of bread given her
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by her mother-in-law as a sign of peace and prosperity points to
impending misfortuns, We also note that the strangeness of the events
geems to relate to the peculiar time of the year in which they occur:
the eve of Saint John, the day on which the peasants, according %o
tredition and in an atmosphers of superstitious inquietude and expectation,
prepave themselves for ihe muixacle of the apparition of the bleeding
head of the saint in the disc of the rising sun, ke mood prevailing
et the beginning of Act II, taking place in a mountain cave, is alsc
one of peacy and promize end iz enbanced by the *ranguil heauty of

the pastoral surroundings. 4s in Aet I, disasiver is forecast by an
apparently trivial episcde: that of lfila carelsssly allowing the

flame of the votive lamp burning under a portrait of the Virgin, to die,
At the end of ths aot the rivalry between father and son finds its
tragic conolusion in Aligi's patricide -~ the vilest form of
transgresaior of the ancestral lews foousing on the sanctity of the
family's bonds of love. Aot IIY can be congidered as a counterpart

of Act I, but in 'reverse'. Instead of the chatiering and singing

of the gaily dressed sisters we have the lamentationsof the women

in mourning garbs gathersd around the body of Lazaro lying on

the bare ground within the house. The colourful procession of thke
kindred bearing gifts is paralleled by the lugubrious procession

of the populece which, preceded by the black flag of Wrong Doing,

takes Aligi to the house where he will receive the ocup of 'forgetfulness'w
a drugged drink that will help him to face his trial, Xis crime

calls for a barbarous punishment: after having one band severed, he will
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by her mother-in-law as a sign of peace and prosperity points %o
impending misfortune. We also note that the strangeness of the evenis
geems to relate to the peculiar time of the year in which they ocours
the eve of Saint John, the day on which the peasants, according to
tradition and in an atmosphere of superstitious inguietude and expectation,
prepare themselves for the miraole of the apparition of the bleeding
head of the saint im the disc of the rising sun. The mood prevailing
at the beginning of Act II, taking ploce in a mountain cave, is also
one of peace and promise and is enmhanoed by the tranguil heauty of

‘the pastoral surroundings. As in Aot I, disaster is forecast by an
apparently trivisl episode: the® of lfila carelsssly allowing the

flame of the votive lamp burning under a vorirait of the Virgin, %o die.
At the end ox the mct the rivalry between father and son finds iis
tragic conclusion in Aligi's patricide — the vilest form of
transgression of the ancestral laws focusing on the sanctity of the
family's bonds of love. Aot IXX can be considered as a counterpart

of Aot I, 'b:xt in 'reverse’. Instead of the chattering and singing

of the gaily dressed sistera we have the lamentatiomiof the women

in mourning garbs gathered around the body of Lazero 1iying on

the bare ground within the house. The colourful procession of the
kindred bearing gifts is paralleled by the lugubrious procession

of the populzce whioh, preceded by the black flag of Wrong Doing,

takes Aligi to the house where he will receive the oup of 'forgetfulness'-
a drugged drink that will help him to face his trial. His crime

calls for a barbarous punishment: after heving one hand severed, he will
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be thrown alive into a river, sown into a leather sack together with

a savage mastiff, As in Act I, Mils makes a dramatic appearance

during the course of & ritual ceremony, this time, however, to bring

all the conflicts and sorrows unwittingly oaused to an end, Strangely,
there is a sense of ‘happy ending' in the conclusion of LA FIGLIA DI IORIC.
We do not know what will happen %o Aligi, The author doss not tell

us. But Mila's death, voluntarily sought, is a true catharsis, the

last siep in thet process »f spiritual re-birth set into motion by

the awakening in her of the awareness of love and leading to the

fleme of redemption, in whioh all humen passions are reduced to ashes, i

— 00—

4 very short orchesiral introduction - a ‘*Large; distesc e arioso’

opening with an ascending Lydian soale on 4 followed by a four-note

motive often recurring in the first and second acts:

Ex. 1, P, -5,

Lorga, dlateso v arfago
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be thrown alive into a river, sown into a leather sack together with

a savage mastiff. As in Act I, Mila makes a dramaiic appearance

during the course of a ritusl ceremony, this time, however, to bring

all the confliots and sorrows unwittingly caused to an ond, Strangely,
there is a sense of 'happy ending' in ‘he conclusion of LA FIGLIA DI IORIO.
a do not know what will happen to Aligi. The author does not fell

us, But Wila's death, voluntarily sought, is a true oatharsis, the

last step in that process of spiritual re-birth set into motion by

the awakening in her of the awarensss of love and leading to the

flame of redemption, in which all bumen passions are reduced io ashes,

4 very short orcheatral introduction -~ a 'Largo, disteso e ariosol
opening with an ascending Lydian scale on 4 followed by a four-note

motive often recurring in %he first and seoond acts:

Exdy p.L
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establishes at once the serene atmosphere characterizing the
soene connecied with the wedding ocelebrations. The curtain rises.
to show Splendore, Favetta and Ornella, Aligi's young sisters,
kneeling before three chesia containing wedding dresses busy
picking out olothes and ornaments for Vienda, the bride (scene i).
4 clear, airy figure (previously heard in the introductory

orchestral page):

ornes fretes,arioss o,

and an ostinato rhythmin patbern of shifting whole-tona steps:

Bx, e

frequently reour during the episode of the sister's gay singing and
chattering, a soene whioh, owing to the too rigld treatment of ihe

vogal parts sounds more effective in the play than in its musical

Sy -y _
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P

setting. 7To a lyrical phrase stemming from the four-note motive

P of Ex.l:

Exd, 23

Candia della Leonessa enters (scene ii). She addresses her daughters
"A4w oloale, mic cisals" (Ah chatterers, my chatterers ) in a gently
flowing declamation underlined by a patiern of ninth chords in the e
form of a rhythmicized wmuliiple pedal supporting independent meledy
{p.9). To Candia's characterization, so far not very impressive,

. more meaningful touches are added as the action progresses.

Aligi's figure iz, on the other hand, more succesfully portrayed from

the moment when, as if in reply to his mother’s call , he first H

appears in the door-wey in his characteristically dreanmy attitude
pronouncing ‘with fixed eyes and in an almoat religious mamner' +the
greeting formula "Laudato Gesd e Marie" (ALY praise to Jesus and

Mary). In a subtle way the mugic, by means of a tranquil, medal and
almost hypnotic melody heard through the diaphancus sonorities of a triple

pedal peint astretohed over three ocotaves on the tonic of Fosharp Aeolian

h Bz 2

™ a v o




S=n
o Co.sd ¢ Ma.

55
Lat - da.

evokes that atmosphers of drsam and remoteness whioh envelops
the figure of Aligi as if in 2 luminous mist, TIn the next scene
Jandia. left alone with Aligi after the sisters' exii, blesses
har son by making the sign of the cross sbove him with a loaf of

bread. Accompanying her words in this riftusl act is a new motive

appeering first as a doited figure:

Out of it grows a 'delce' little phrase symbolic of the tenderness
and anxiety of maternal feeling :

Bz, . 14

VS .
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1t is noteworthy that this meledy, almost symphonic in itself and in
its orchestral treaiment, seems to accompany a recitative not far
removed from the 'recitative’ of early Italian opera, However, the impartance
and beauty of Aligi's following speech "Yo mi coloai e Cristo mi sognai®
{Wnilst iying down I dreamed of Christ), in whioh he manifeads unexplicable
feelings of uneasiness, called for a more intensive exploitation of the verbal
text, Pizzetii's treatment of the vocal line - a zensitive syllabic declamation
pivoting arourd the tonic of E-flat Phrygian and ¢23% in a construction
adhering to the endecasyllabio pattern or the verse - admirably brings B
into relief the most subile nuances implied in the worda, the
orchestra limiting its role t¢ 2 scanty accompaniment based on iligi's
motive (Bx.5) and a modification of Ex.7 (the latter, not visible in
the example):

Ex.8, pp.14-15 ‘ \a
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The aownward chordal passage whica, supported by shifting parallel
parfect fifths seals the brief exchange betwsen Aligi and Candia
(p.21), ushers in a 'Concitato, ma sostenuto! section. The vague
inouietude manifested in Aligi's previous speech, incressed by the
indistinet ories of the reapers which are heard in the distance,
now gives way to a sort of superstitious terrvor., At Aligi's mention
of '1a cose malvagia! \the evil thing) a ‘mysterions' figure of

ascending orodchet sriplets (taken from the opering of %he vocal line

of R:LB)' swarms in the orshestra up fo the high F-flai:

Subjected 1o symphonic development, Ex.9 provides a background of
extreme nervous Yension to +the dialogue between Candia ang

Aligi (pp.23-26). The latter ia oppressed by the fealing that

Eaa'S o

-
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acuothing dreadful is abtout to befall the fawilly despite the fact
that all fthe superstitious practices aimed at warding off evil

have boen obgerved, * rhange of mood cccurs when Vienda, the

bride (a non-singiug charecter} is brought forward joyously by the
thre sisbters to the 'Largo, arisso’ A Lydian pattern 3£ the opening
{scene 3ii), It is mow " a's turn to be vlessed by Candia

who, after dividing the bread over Vienda's head puts the two pieces
of loaf inie the latter's foldsed apron. Candia's words of bler.ang are
underlined by the moiive quoted at Ex,6., The brief, dbut intense,
moment of tension caused by the ominous incident of Viend. letting
£all the bread (generically conveved by ohromatic figures in

the orchestra) is dispelled by the arrival of Teodula di Cinzio,
leader of the group of women kinsfolli. The ceremonizl scene (iv)
involving the procession of the rel.tives carrying on their

heoads baskets and hampers of wheat and bread adorned with gaily
soloured Tibbens and fiowers, i beautifully realized. 1%

adds yet another touch of authenticity 4o the story,

besidss being visually effective and relevant to the dramatic
action., The musical material upon whioh the whole soene

is built is slmost ontixely derived from the four-nots

figive of Br.1. Out of it growa the folk-like tune — very similar
{0 that of the three sisters, in saene i, hers hewever hetter

fitted into the contexv - to which Teodula's and Ornella's exchanges

AN
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of traditional ceremonial sentences are sung. Harmonized with
superinposed fourths and fifths, first over = descending ground
on the tonic-dominant of D-flat Lydian, then repeated in close
imitaticns and replete with trills and volatile modal scalea, it
provides a glitftering support for the vocal parts.

Ex.10, P36

Agaia, Bx.1 .z used under the women's words of bleszing as an
accompanimenibsl figure, intervallically modified and olothed in
simple harmonie. <moothly shifting from D minor to C Aeolian and
finally settleiny fhrough » blsroe de Picardie —an appropriately
archalc effect- 31 a sustainad ¢ major chord emphasizing the
“Pace alla sposa oue gli ha dato Cristo” (Peacs to the bride

given by Christ , Bx,11)
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Bx.11, p.40

Y SR

' Pacesblighodi  Lazanei Ro.k

¥

ENE
Pa.eaulla spn.oa cheplhuta o G

The clear sound of bells, punctuating this paspage, persists
throughout Teodula's addresa o tue coupls, uaderscored by Ex.l now
expanded into a freely moving, very lyrical phrese in D-flat Lyd;.an
incorporating the central part of Ex.2 (p.41). The pious and
peacefnl oceremony of the presentation of gifts is still in progress
when the clamour of +the rezpers, so far hesrd in the distance, comes
nearer and nearer, FPriced by a downward triplet run ,

BEx, 12
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BEx, 12, p.

Cuneitato
&6l 7

Mila makes her sudden, dramaiic appearance, 4 dotted figure, the
characterisiic Pizzetiian figure poignant in its implications

of pleading and despair, punctuates her words "fi vogliono
prendere, me - creatura di Cristo" {They would size me - a creatire

of Christ) , scens Vi

Already present, although not clearly revealed, in the #riplet
rung of Br.12, %x.13 establishes itself as 2 crucial motive ‘,
and plays an important pexrt throughout the entire work also acting i

as the unifying element of this very homogeneous score. Many

chapges are rung on i%, saffecting its rhythmic and melodic

stmoture, as for instance, in the descending triplet thirda

figaration which immediately follows (Ex.14) and similarvily Teprodused i .
in the consecutive fifths passage ooceurring later ons

Bxs.
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or in the ascending, inverted statement, again in triplet:

Bx.16, p.45

Caneltato,come prlma

or in diverse figures, variously intervallicaily modified.
‘Whilat the frightened and suspicious guesis roireat before +the
unknown woman, Omell..a, who is the first to respond to o senss
of pity and solidarity, offers her water and wine, and tries to
persuade the rabble, now furiously shouting, to go and search
elsewhere. Pizzetti has associated the reapers with a blunt,
ostinato figure suggestive of stubborness rather than of wild

rage and physical exciiement:

o P —
33] Conettate, mn non molto phb mossa

py
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Towards the end of this episode, Ex,17 is heard tellingly

oombined with the theme of the wedding celebrations {Ex.3) when,

%o the women's terror, the brudal face of one of the reapexs

is seen appearing behind the ixron bars of one of the windows.

A great commotion is oreated as he reveels to Candia that the woman
sheltered under her reof is MNila, the daughter of the sorcerer.

and tbat her husband Lazaro, having been in a fight concerning Mila,
is now badly wounded and about to be brought home,

The masic , se far mainly confined to s subservient rols, starts
from now on ; gaining vehemence and élan, Candia's speech:
“Creatura jo sono la madre" (Woman, I am the mother), in which

she $ells Mila to leave the house into which she has brought

sudden sorrow: ;

Bx. 18, .72

Eandla
2

=

| Croatinra, I wo.mla

Atag

» leghsaing

is a slow, very expressive recitative set to regularly flowing
i
lines tinged with a tranquil sadness enhanced by orchestra’ i
i
i

quotations of her theme, ¥x.7 presented in an interesting play of "

e
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modulations carried out consistently within the Dorian mode (from

the initiail G, to the final P-sharp ~the cadence of which does not

resolve in the orchestral, but in the vocal part- through B and B-flat,

PR 72-4). Candia’s anxicty is however betrayed by the ominous
dotted figure whioh, hinting at the tragedy to come, appears in
the bass (see Ex,18) under, or usually unfolding from the
sustained pedal points establishing the shifts of modal modulations.
In the following episode Mila gains the stature of a great

dramatic heroine. ALl the spesches entrusted to her are noteworihy
for the nervous pliability of the vocal lines, revealing all the
fear and suffering of her wretched soul, In her first speech
"Madre cristisna® (Christian mother, 2.7%) she, with humility and
passion, implores Caadia not to leave her at the mercy of the
reapers. When she says "Nom io la tus casa cercai’ (I did not
seek your house, p.76), +he ascending crotehet triplet figure
comected with the 'evil thing', Ex.9, softly oreaps into the
orchestrs under Mila's pleading motive ,Bx.13, bearing an
unambiguous assoelation with the ineluctability of fate. As Candia,
incited by the relatives, barshly bids her lsave, Mila yeacts

with accents of inoressing emotion. Her words, utitered to a
series of syncopated sscond inversion chords starting on the tonic
triad of F wajor and moving, in step-wise progression, over the
tonic pedal poin’. are , at firs$, s¥ill marked with poignant

tension {Ex. D)
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They agsume harsher, throatening Yonea when Wila warns Candia that,
were she to aband tred and brutal lusting! Ged would
condemn her. The dow 1p of a major third, of the triton,
of a major sixth, of a perfect fifth, of another two perfect sixths,
as harsh as hammerstrokes, statpher speech {_pp. 80-3) dramatically.
Tension, after steadily mounting to a climex when Aligi, at the women's
inatigation, seizes Mila by the wrists; roaches breaking point
when Mila, after cursing Aligi and trying tc resist him, frantically
begs Ornella to Aefend and help her, Fer anguich is conveyed by
4he pleading Bx.1} appesring in the voeal line, ochoed in the

orchestra~varts.

Ex.20, ».9%

Ag Mila frees herself and runs to the thres sisters who, weeping

and lamerbing surround her, Aligi, blind with rage, 1lifts his




crook to hit hexr. Suddenly, as if struck by an appariftion, he leisthe

crook fall and , staring behind Mila, he falls on his knees with open
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axms and embarks on his main apeechs

The sobriety of the musicel setting (R:96) - & rigidly syllabic declanation,
at times almost pealmodlo, mostly moving within the range of an ootave,

and set agsinst & shifting orchestral iremolo sustained by long held

pedul points ~ somewhat weakens the vibrancy of %he original spsech.

Yet; it seems as if Plzzetti, deliberately wanting to tone down D'inmmnzio's

Ltingelo muto ho visto, cke pilangeva;
che lacrimava come voi, sorelle,

che lacrimava ¢ mi guardava fiso.

Lo vedrd fine alllora del irapasso,

& ancora lo vedrd nell'altra vita.

Io ho pesonto contro il foculare,
contra i aiei moxti e contro la mia texrva.
Sorelle, o voi pregaie,

pregate per Aligi fratel wostro

che alla montagna &eve ritornare.

B quella che pati L'onta o llambascia
consclatela vol,

Mila di Godrs, mia sovella in Cristo,
denemi perdonansa dell Yoffesa.

(I saw the Angel, aileni; weeping.

Ee is weeping with you, O my sisters]

and at me be is gazing and weeping.

Bveu thus shall I see him forever,

Pill the hour for my passing, yea! past i,

I have sinned thus against my own hearthstone,

My own desd and the land of my fathevra,

My sisters, ohl pray you Loz brother Aligi,
o must now return to the mountain.

And she who has suffeved uuch shame here,
I pray you %o console hexr.

Hila di Codra, sister in Jeous,

O give r & peace for my offences) .

1.

For this passage, I have used the very fine, although not exactly
reproducing the vhythm and plasticity of the original, translation
by Charlotte Porter et al., in REPRESENTATIVE CONTINENTAL DRAMAS,
op. ¢it., p.288.

5
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too effusive lyricism, favoured a treatment simed at bringing

out the sense of ecatatic bewilderment demanded by the extraordinariness
of the event. The 'mysterious', chromatic figure Ex.9 makes a

number of altered appearances during the second part of Aligi's

speech, at the end of which he asks Mila's Forgiveness whilst

dragging himself on his kness to the fireplace and taking up &
burning emb v to punish the hand that has offended her, With

accents diotated by a feeling of humanity Mila stops him "B come
pascerai tu la fua mandra se la tus meno ti s'inferme, Aligi?"

(Aml how then your flocks can you pasiture if your hand is wounded,
41igi?). This sentence:

Ex,21,p,100
mésasknuw)
5 a

o -me pa - see-

man . dig s fa tws
of Mol genetrants

which Aligi will recall later, in the ‘*mountain act', marks the
beginning of Mila's spirdtual awakening oand of Aligi's surrender.
The almost mystioas mood which pervades this episode is abruptly

dispelled when, to the heavy rhythm of Ex.17 whish, now rotating
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Act II opens in a mountaln ocave, through the large enmtrancs of which

are seen green pastures, snow-olad pesks, and passing clouds,

It is the vime of the autuma equinox, at duvk. Begianing with an
anacrusis, the broad, calm, unison theme with which the orchestra opens
sounds bare and yet luminously resonant, conveying the stillness of the
hour, the almos% imperceptible melancholy of the season, and the sense
of solitude which seemz to radiate Irom the hisgh peaks,

Bxa23, 5eld]

Marked ‘pisno, dolce e wutto uguale!, Ex.23 unfolds in a diatonic scale
associated to a Lydian mods on A (ut with 2 Jowoxed meventh degree) which !
is twice repeated, firat on ¢ (b.6) and then on B (h.9), the opening :
being, the last time, in dimimution, The sound of the tells of tha
sheep punctuate the end of the orchestral passage (in B-flat major)

which leads directly into the first scene of the act.
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Act II opens in a mountain cave, through the large entrance of which

are seen green pastures, snow-clad peaks, and passing olouds,

I% is the time of fthe autumn equinox, at dusk, Beginning with an

anacrusis, the broad, ¢alm, unison theme with which the orchestra opens
sounds bare and yet luminously resonant, conveying the etillness of the .

hour, the almost impercmptible melancholy of the season, and the asnse

of solitude which seema %o radiate from the high peaks.

Ex.23, 0,117

Marked 'piano, doloe e Tutto uguale', Ex,23 unfolds in a diatonlc scale i

associated o a Lydian mode on A (ot with a lowered seventh degree) which

is twioce repeated, f£irst on G (b.6) ond then on B (5.9), the opening
‘being, the last time, in diminution, The sound of the bells of the
shesp punotu Je the end of the orchestral passaze {in B-flat major)

which leads direstly indo the first scene of the act,

Fau™ o ow




Aligi is seen seated, carving the statue of an angel,which he intends B

to offer to the Pope to be relsased from him ties to Vienda and then

marry Mila. Near him, both asleep, are Anna Onna, an old herb-gatherer

and Cosma, the saint, Wila, whilst watching Aligl, sings a song of

which the following little phrase:

Bx.24, v.118

¢

R

repeated slumoat identically at dirlerent pitches, acts as a refrain,
The poetic and musical climox of the act is reyresented by the
ansuing dvologue between lila and Aligl., Un“er Mila's words,

Affrette, Aligl, ohe il tempo sen viene,

La luna di settembre 3 menomante

e i pastori cominciano a partire,..

chi verso Puglia va, chi versc Roma.

(Make haste, Aligi, for the time is nearing.
The September moon io waning.

The shepherds all begin their leave to take,
some tor far Puglia make, some for Rome.)

Pizzetti  introduced the theme from his own song 'I Pastori!, set,

some Fifty years before, to D'Annunzio's poem, This was a moat
happy touch: Iirsi, necause of the appropriatensss of the music
to the effect of the svocation of blisw and purity in the pasioral
environment, and secondly, because of the ideniity of feeling and
inspiration lying e* the pasis of both D'Annunzio's poem and the

tragedy, written almost con’emporansously by the poet in his most

™ F

e
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genuine vein and in the heyday of his poetic and dvametic creativity.
Preceded by the silvery sheen of a harp glissando, the 15‘ pastoral

theme insinuates iiself into the orchestra over a quiset ripplingi

movement supported by the tonic-dominant double pedal of the Asolian
mode on A.

Bx.29, 23

[ —
pestEns

{We note the grace note F-sharp gaining harmonic meaning at b,7. In the

same bar, an interesting effect is provided by the descending B-flat
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Phrygian scale , with a raised leading note, to which Mila's
questioning words "E dove L'amor mio fard viaggio?" - Where will my
love his footstep be turning? - are uttered. The German sixzth which
resolves, in the next bar, on the second degree, with an sliered
£ifth, insieaa of on the dominant as expected, is enkarmonicelly

P, A, C, E~flat, tbus becoming th« dorinant seventh chord of B-flat
Phrygian). The'mountzin'theme (Bx.2s, % ez again in the crchesira
when Aligi, in answer %o Mila's question, reveals l. ’ lackis, e
go to Rome 'to beg the indulgence of the Vicar, who is the Visar

of Christ our Saviour and the Shepherd of all shepherds', whilst

the pastoral theme (Ex.25) i3 heazd as an accompenimental figure
under the litany-like chorus sung off-stage by & group of pilgrims
journeying across the mountain. This overlaps withou® however
interfering with Mila's next speech., There is a streak of heartache
in Kila's words when, over frequent guotetions of her theme (Ex.13},
beard in combination with varicus motivie materiel, she urges Aligi
to reach the cmcii‘erl, leader of the group of pilgrims, and to tell
bim to send grestings “okens of love to 'the mother, the bride
and the sisters' informing them that he, Aligi, is now free from

‘the evil one' and that she 'will be the cause of dissertion no more'

{pp. 129-32). She will not follow Aligi to Rome, as the time of

departure is come for her, Chords of superimposed fifths and p-vfect

and augmented fourths, built on a pedal point on B-flat, oreate a

1. The person who carriss the cruss in a religious procession,

% Y

T
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sense of suspense when, to Aligi's anxious question "E dove sndrai?!
{Where would you go?) Mila replies "Convien oh'io vada dall‘opposta
parte...” (Need ke that I go the opposite way...)

Ex.26, p.135

pila

4 few mouents of drematic inlerest ds not, regreitably, redeem Aligi's

himseld

subseguent ; lengthy solo from its of mood. A
to Cosmz woken from his restless sleep, Aligi recounts his life " Cosma,
questa & la sante veritd" (Cosma, this is the holy truth, scene i), from
the moment of his return to his home to take as wife Vienda, the
companion chosen for him by his mother, to bis first meeting , on the

eve of Saini John, with the 'sad creature' pursued by the bestial

hatred of the rablle. He then describes the moment of the apparition

of the weeping angel, the supernatural event calling for a relevant

use of chromaticism.

pian. ot

—

be
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With deeper emotional involvement Aligi recalls Mila's words of
concern and compassion "E come pascersi tu la tua mandra..! {And how
then your £locks can you pusture..., pp.178-9) , to a vocal line
identical to that of Uila seen at Ex.21. After revealing to ‘Cosma - a
character who seems %o have been directly molded after Debussy's

Arkel of FELLEAS ET MELISANDE and who, according to Massimo ila,

"has a peouliar meledico-dramatic way of singing, reminiscert of
Mussorgsky“l ~ that he has been living in chaste union with Mila, Aligi
tells him of his plan of going to Rome to offer the Pope the statue
of the angel. During Aligi's speech i} ls the orchestra thai acts

as the chief narrator, bringing back, in 2 mosaio-like manmer,

deftly comected reminiscences, especially from Act I. When Coz
enigmatically answers that all the ways of mankind appear the direct
ways to man but the Lord weighs heart-secrets, a hymn-like sirain
{already heard in the orchestra, p,152) , flucinating between
F-sharp majer and its Mixelydian mode, is again proposed by the
orchestra over a syncopated triplet Piguration sustained by a long-
held tonic pedal:

BEx.28, p. 154

1. Mila, ¥assimo, Aseoltando 'LA PIGLTA DI IORIO' di Pizzettisin
La Rassegna Musicale, N.2, 1955, p,107,
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The situation is diturbed by the impatient call of a shepherd asking
Cosma %o bring help to a vouth possessed of a demon (scene 1ii),
Before leaving Cosma rTecommends Aligi not o forget the ancestors'
laws; for Yila, he has words of peace and blessing,”"Se il bene sia
teco... " (If good be with you... _ﬁ-)wbinh finelly merge with the
singing of the pilgrims, heard from time to time and eveniually
fading away in the distance. MNila and Aligi ave lefi alone, surrounded
by the stilness of the mountain which the brosd snd calm unison theme
of ihe opening (Ex.23) conveys. A sensitive treatment of both vocal
and orchestral parts characterizes the scene bstween Uile and Aligi,
both longing for the bliss of an innocent love. In a soft voice
Aligs asks Mila to prepare herself for the ardous journey which will
be ar long =s their love is strong, A chromatic theme, opening

with a figure as osrief as a sigh :

Ex.29, p.169
Mila
i

o

: .
Camumi.0o.re conie  per  mon . w  apiag . o
" | e
be v
: 73

appears in the orchestra underlining Uila's “Camminare con te per
monti e spiagge" (To border mountains and stretches of sea-shores,

with you}. Ex.29 (the 'love'theme) alternates, at first with Ex.25
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(symbolic of the innocence of pastoral 1ife) and then gains
prominence as the soene unfolds, Partially or totally repeated at
different pitches, varisd and treated in sequences of contimually
increasing intensity, Bx.?9 oulminates in an orchestral fortissimo
against which Aligi utters the words "Iutto si perde" (All is
dimnsd,_&m). The brief moment of passion during which Aligi and
Mila, in fear and excitement, kiss , is followed by the bitterness
of remcrse. Ia a Tfebrile manner they murmur a short praysr whilst
snatches of the 'love theme' (¥x,29)} are heard above a ¢ minox tremelo
supported by an B-flat pedal, firsi rising and then sinking down
+through more than two cotaves, A voice from outside urges Aligi

+to go Yo the sheep~fold. RBefore leaving, he recommends Lila not

to forget to refill the lamp Yurning under the porirait of a Madonna,
In a very Yeautiful passage fluotuating between recitative and an
extraordinary intense and expressive arioso, Mila implores the
Virgin to cleanse her mind from the memory of her shame ,"Vergine
santa® (Holy Virgin , p.177-). The sequel of syncopated chords
which reinforces this passage, sbifts, during the first part, from
the initial D minor to D-flat , through B minor and B-flat Aeclian
(mainly by means of Pizzettits favourite tochnique of third
relationship), This, finally gheswayto a pattern of reiteratad
thirés when Wila, over a quot %ion of ane of the many versions of
her theme (Ex,13) sings {perhaps incongrously, according to the

'word peinting! teohnique sporadically applied by Piszatti in FEDRA)

P
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%0 a falling line "Rinata fui quando 1'amore nacque" ‘Born anew

then was I when love was born in ma):

30, p.180

ila
.

A long, sustained muli.ple pedal of the D major triad prepares for

the desolate atmosphere of the follewing scene in which, to iilatls

distresa, the flame of the lamp hegins to flioker and eveniually

dies out, pointing to impending dieaster. In the veiled woman

who has in tho meentime appeared at the opening of the cave, .'ia
recognizes Ornella; who has come fo the mountain to beg aer io

return Aligi to his distressed family (scene iv), Her words ape
accompanied by quotations of the thematic fragment (Ex.6) from whiok Lo
Candia's theme derives. When however she warns Mila of her father's e
intention to search for her, a sinister, chromatic figure
(possibly derived from the 'evil thing’ motive, Ex.9):

Bx, 31

P . . . !
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creeps into the bass, undernsath a rhythmicized, reiterated § pedal,
conveying & sense of dark foreboding. In a passage of poignant
dramatic expressaon, underlined by quotations of Ex.13 {in eltered
forms) and by a chromatic triplet semiguaver figure expressing great

agitation

0
= Forsadficesn.  Tnopangeunites
3

Sustrsto

Mila reveals to Ornella that her relations wita “ave been
sinless. The *love theme! (Ex.29) returns ajor
when i{ila, her voice vibrating with the sad emoi. of favewell, answers

Omnella's question as to whera she will go :"Sa le sue vie la figlia

™ a w
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di Torie" {All pathways know the daughter of Iorio, p.198-) .
Ex,29 is repested, limited thin time to its sad opening, under Mila's
reiteration of Ornella's name, sung to falling intervals of, first, 4
a third, then a fifths and finally an augmentcd nintk (p,205). Whilst ' ¥
Mila petires into the cave, Ornella leaves. Suddenly, after a brief
spisode between Mile and Anna Omna (scene ), Lazaro di Roio appears
{scene vi). The scens of the confrontation between iila and
Lazaro is concentrated and full of tension. Lazarc is characterized

by snatches of realtative: W

Ex, .21

and by short, blunt figures in the orchentra of not particular interest,
tut howsver evocative of a brutal and sturdy nature. A partioularly
sinister touch is conferred upon him by the orseping motive of

Ex, 31, stealing intc the bass in different rhythmic figurations

and accompanying the monologue in which he expresses his intention

of abducting Mila where she not prepared to accompany him (pp.213~17).
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The moment of the strongest passionats contrast of the drama -the
clash between father and son , (scene vii)~ 4s not, regretfully
satisfactorily realized in Pizzetti's opera. At the beginning, when
Aligi, after appearing at the entrance, implores his father, to
sobbing syncopations of the opening motive of the 'love thems' (E.x.29 ),
not %o outrage Milas, <vhe episode is treated with suitable dramatic
force. ‘When, however, the struggls moves on to ths physical plane,
the incident loses energy and emotional impaot and, as Massimo Mila
has righily observed, ‘the action lives more on the stage than

in the actual musio“l. This is especially true of the epinm

Lazaro brutally exercising bis despotic paternal rights and of that
in which he summons his two companions to carry Aligi away,

Tension starts tuilding up agai: when, left alone with Wila; Lazazo
watches her insidiously 1 she tries to elude him (scene viii).
Also summarily dealt with is the incident of Aligi (unexpectedly
returning free and unbound) striking mortally his fathex, The
borrified soreams of Ornella who, having returned, -osognizes her
father in the body lying in the shadew of the ¢urs, give way to

the quintuplet quaver figure ending with an appor..:..nve effect,

frequently heard during this last scene:

Bx. 34, Pp.239

1, Mila, Massime, op,cit,, p,106.

Vi ta W
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Candia's theme (Ex.7) develops in an orchesral fortissimo, galvanized
oy the return of Mila's theme {Ex.13) sounding over it as poignanmt

as a ory of anguish:

Bx. 3! . 243

A series of chords of the thirteanth dissolving on a unisen A brings

Aot IT to a close.

Act I1L, the scene of which is a large courtyard in front of
Lazaro's house, ia prefaced by an 'Andante sostenmuto e pesante! built
upen a mournful unison theme starting in A Aeclian and derived

from a figure heard in the Introduction o the opava (p.1, bars

5 a0d 7) , It is one of those ominous rhyihmo-melodic phrases to
which Pizzetti usually resorts to convey a sense of foreboding,
tragedy and doom:

Bx, 36

P - o
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Starting at a2 slow, dragging pace, it gains vhyihmic impetus to H
return to the initial 'sostenutc movement as the curtain rises on sceme i.
the lamentation of the mourners is a powerfully effective poetic passage

recalling the mood and cadennes of Jecopone da Todi's Il pianto della

Lagonna,which the music translates in a masterly manner:

Iesu Cristo, Iesu Cristo,
1'hai potutc seiferire! {
Dlagta morie scellerata }
dovia Lagzaro movire!

82 veduto a vetta a vetta
utto 'l monte ishigottire.
S1& veduto in ciel lo Sole
la sua faceia riovoprive,

Ahi, ahi! Dasare; Lasaro, Laszaro! H
Ahi, che pianto si plange per te!

Reguiem asternam dona ei, Domine,

(0 Tesus Gurist, Jesus Christ,
'tis thy will. 'Pds thy bidding
that of tragic, acoursed death
should have Lagaro thus periszhed!
We have seen from peak to peak
all the moundein shake in horror.

Va8 -
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We have seen the sun in heaven
hide his face, veiled in SOTTOW.

Woe! Woe! Lazaro, Lazaro, Lazaro!
Alas, whal tears for thee tear us!

Requiem asternam dona ei, Domine. )

A coniralio voice starts the lameniation with a phrase moving in narrow

intervals and according to the vegular rhythm brought in by the
octosyllabic poetio meter, with some melismatic action at the second
iine (1l'hai potuto sofferive?, The gentle rising &.d falling of the
meledic Line is taken over b, the first and second soprencs at the
£ifth and octave respectively, The orchestra, beside:; entering in
imitation with the voices ( from p.250), provides a backgrownd made
up of quotations {starting in E Phrygiea) of Ex.36. With symbolism
destined to acquire en almost unbesrable intensification of pathos
later in the act, when Candia, the mourning mothar appears, the
opening phrass of the women's lementation is derived from the chant
of the Stabat Ulater (ses Ex.374, on the following page):

Ex. o 24

1npAnENTATE

7
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STABAT MATER.
(sua o svaey THUAY DOMHD LEXE)
Mo Xo Ateung i the Chircher ot Rome
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To ald even more pathos the chant is rhythmicizmed and chromaticized

and, for further effect, based on a toll-like pedal. The Requiem

asternam, sung to a monotons and treated in imitation, over chords of
the eleventh, seals the lamentation. Over an urgent accompaniment
formed by triplet figures above which Ex,35 is insistently heard:

Ex. 38, p.254 .

when Ornella announces the arrival of the standard-bearer, Femo

di Nerfa. In a steady recitadive supported by the mournful A Asolian i
fheme of Ex,36, Fermo annonces the sentence of the Judge of Wrong Do ng

against the pairicide, To the sombre sound of rolling drums Femo i

asks where Candia is, his question bringing back her theme (Ex,7)

whioh appears in a much chromatic -sd, tormented version (pp,27

|
¥

e P -
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BTABAT HATER.
(S40NG OX KYENY FRIDAY BURND EE¥L)

No. X Avrung b the Chrvies of Rome.

Jux-tn orucom
Cun” - tan - tern
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To add even more pathos the chant is rthythmicized and chromaticized
and, for further effect, based on 2z toll~like pedal. The Requiem
agternam, sung %0 a monoione and treated in imitation, over chords of
the eleventh, seals the lamentation. Over an urgent accompaniment

formed by iriplet figures above whick Ex,35 is insistently heard:

Ex.38

when Ornella announces the arrival of the standard-bearer, Femo
di Nerfa. In a steady recitative supported by the mournful 4 Aeolian
theme of Ex.36, Fermo annonces the sentence of the Judge of Wrong Doing

against the patricide. To the sombre sound of rolling dxums Femo

asks where Candia is, his question buinging back her theme (Ex.7)

which appears in a much chromatioized, tormented version (pp.270-1).

Ve FY

i
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Th. bewildered mother approaches (scene ii) and, out of her mind,

starts reciting somsthing similar to the Stations of the Cross:

I3 core ko perso d'un dolce figliuolo
or 3 trentatre giorni,e nen lo trovo!
L'hai tu veduto, l'hai tu riscontratoe?
——Io sul Monte Calvario l'ho lasciato,
i' 1'ha lasciato sul Monte distante
1'ho lasaiato con lacrime e con sangue.

(I have lost the heart of a sweet, gentle child
thirty~three days ago, not yet do I find it%,
Eavs you seen him? have you mei him?

—= I have left him upon Calvary Mountain,

1 have left him on that disvant place

in tears and blood I have left him afar,)

Perhaps in symbelic parallelism with the Mou . Calvary, the
orchestTa brings back the ‘mountain theme' {Bx.z3), Then Candia
recalls the words uttered by Aligi at his first apoearance '"Madrse,
madre, dormii settecent'amni (Mother, mother, I have slept years
seven hundred) to the same phrese from Act I (p.25) this time however
Tised by one tome and sung against a grim ostinato in ¢ Aeolian
ending with a passage of parallel organum:

Ex. e 28]

Candla Werrrssers p

g b
Tdre, | ma . de,de.mil set.io. o
! dul mo. precs
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Variously commenting the women waich the arrival of the Iwgubrious
procession lsading Aligi to his house (scene 1ii). As Aligi, his
head cuvered with a black veil appears, the wailers start again
the lamentation, singing in oxganum-~like progressicn, and against

the beating of drums, the *Siadat Mater' tune, first anticipated

and then followed by the orchestra, ir  Aeolian, with some chromatic

alterationa:

BE. 40, pp.290-1
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Stopping near Candia, Aligi falls upon his knees and ocurses
himself for his tremendous crime, Aligi's speech "Laudato Gesl

o Maria" {All praise to Jesus and Mary, p.296-) interrupted by

the frequent interjections of the crowd , falls into four parts:
the first three are addressed to the mother, the sisters and the
bride, of whom he feels unworthy; the fourth is an uiterance of
despair and mourning for his father, whose murder he regrets.

The chromatic figure associated with the 'evil thing' (Bx.5)

heard in the bass under a tremvlando pedal FirsY on P and ihen on
F-sharp, recurs during the lasi pars of Aligi's speech, again
symbolic of the ineluctability of fate and, now, of its tragin
outooms, & moment of highly drametic, more than musical, impach

is the scene in which Canddz, overcoming an instinctive resentment,
goes towards her child and, slowly bending down, 1lifts the veil
before pressing his head to her breast , thua élemessing h;r
&s’sent to give him the merciful cup of forzetfulness, It is a¥
this moment that the cxowd, having discovered Hila in the vicinity
of the house, starts uttering her name over quotitions of hex
thems (Ex,13). The Mila who impetuously pushes hex way through the
arowd is not the weary and pathetic orealure of Act I, but a
resolute woman who damands o be heard. During the episode in which,
in order o save Aligi, she says that Aligl is innocent and that she

had practised sorcery in order to turn into hatred the love of

i

E
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father and son, Ex.13 features prominently in the orchestra. Mila's
nervous, broken lines of declsmation convey anguish and agltation

but hardly possess the dramatic intensity required by the situation,
The same ocan perhaps be said of the following episode in which

Aligi firs$ tries to persuade the crowd that Mila is besides herself,
then, a8 the effect of the potion makes itself felt, starts to believe
and eventually reviles her. There is great orchestral agitation
reinforced by the shouts and ohanting of the crowd:

Bx, 41, p.334

when Candia, with a frantic impulse, seizes her son and advances
with threatening gesture towsrds Mila, Aligi, declared srmocent,
curses Uila in a final outburst "Oh! voce di promessa e di frode"
(0n! voice of promising and deceit, p,336-) , during which the 'love
theme ' (Bx,29) is heard, as if coming from the most hidden recess

of the soul. The mob lighisa pyre for Mila (note the

Pau™S b i —— -
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arpeggiato figures on the harp, graphically and musically rendering

the flickering flames): -

and, amidst chanting, shouting and the inexorable beat of the drums
Hila is dragged fo the pyre. her 7283 words being "La fiamma 2 bella
(The flame ia beautiful) . Mhilst the crowd sings "Laus Deo", the
orchestra features her poignant motive (Ex.13) the last note of
which is finally absorbed inte the reiterated, luminous chord of

A major which brings the curtain down.

—— 000 =~

As Reginald Smith Brindle has pointed out, LA FIGLIA DI IORIO, written
by Pizzetti at the age of seventy-four "shows no movement awey from
the style formed forty yeara ago, but it reveals a lifr-time of
experience” 1. This music drama is in fact a mature work, almost
perfectly balanced from a musical and dramatic point of view,

The oraftmanship is of a very high standard, the leitmotive

technique skilfully applied , the sense of mood and atmosphere

1. Brindle, Reginald Smith. Notes from abroad. Italy . The Husical
Times, February 1955, p.57.
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exquisitely explox's . Faithful to his own principles, Pizzetti
concentrates the drun. in the vocal writing, This does not however
detract from ‘he importance of the role played by the orchestra,

0 which the expression of inner emotions, nwances of feelings as
well as musico-dramatic symholism are actually entrusted,
Pizzetti's individuality emerges, especially in the vocal writing,
with those features alrezdy noted as peculiarly his own: a largely
flexible recitative, faitkfully following the rhythm and accent of
‘the words and ranging from near-declamation to sensitively
expressive or forcefully dramatic ‘arioso'. Perhaps the most striking
featurs of LA FIGLIA DI JORIO is to be found in its thematic
constmotion. Themes and motives, combined in a web of sound in

& state of continuous flux, are used with a ceriain flexibility,
rhythmically and intervallically modified according to the
requirements of the dramatic action. The recurrence in all three
acts of the same, easily recognizable, themstic material is

ble for the h texture of the score. Espesially

interestine i3 the exploitation and ielling combination of the
‘themes associated with Mila, Candia and of the one symbolic of

the 'ovil thing', always present in the background with its
connotations of dark foreboding, of the ineluctability of fate

and of ite tragic outcome. OFf the three main characters the
*dynamic'! ones, like Mila and Candia, are the most convincingly
dpewn., They undergo changes during the course of the action;
Candia's tenderness, anxiety and eventual agony and Mila's poignant

tension, devotion and self-abnegation are succesfully limned in
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the tenss, nervous, forcibly telling recitation and in the expressive
shape of the themes and motives comneoted with them. Aligi, whose
dreamy attitude and sostatic bewilderment are so suscesfully hinted
at by the oxchestral theme accompanying his first appearance,
fails on the whole io emerge as a fully-realized personality. We may
perhaps conjeoture thai Pizzetti intended him to remain "the
exquisite lyrical symbol“l which he is in the play (and try o cope
at his best with the incongrously 'realistic' situation in which Aligi
finde himself involved in Act II}, or suppose that Pizzetti's
approach to such a passive character was not s sympathetic one.
The three sisters, with the possible sxcapiion of Ormella, do not seem
%o overcome the limitations imposed upon them by their rather

a tive  roles. ically, LA FIGLIA DI IORIO, characterized

by e pervasive chromsticism, shows an idiom much more advanced

than that of the majority of Pizzetti's mmsic dramas. Even so,
however, we do not find in Pizzetti's harmony the kind of
sophistications in which most modern composers indulge. Yet, sven
the most oommonplace device seema %o receive a new life by Pissetti
placing it in an appropriate ocontext (zs, for instance, the tierce

de Picardie in the episode of the women's ritual blessing).

The uss of modes and musical practicss proper to Medieval times
(parallel organum-like progresaions, psslmodic inflections, antiphonal
and responsorial singing) confer upon <ie score a sort of archaic

patina well suited o the remoteness of the dramatic action,

1. Gatti, Guido i, Gabriele D'Apmunsio and the Italian Opera-
Composers. The usical Quarierly, vol.IV, p.273.
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One of Pizzetti's most characteristic stylistic devices is the use
of modes and of their pecu’ expressive values . He exploited the
cheerful and luminous charactiy of the Lydian mode tc convey the
gayety of the wedding ocelebrations in Act I and to add glitter to
the splendidly aimospheric 'mountain scens'at the beginning of Aet II,
and made the most of the sad and darker qualities of the Phrygian mode
in all those situations involving feelings of forsboding and iension
and to scenes of lamentations and mourning .

As %o the quastion whether Pizzetti succeeded to change in some way,
or to add sgomething to the pre-existing literary source by means of
his musical setting, the answer is, in my opinion, yes. Perhaps
against D'Annunzic's intentions, who inbended his ‘pastoral tragedy’
ag 8 conflict of elemental passions isking place in a primitive
sooiety, Piszzetti saw it as a drama of love, death and redempiion
lived and consumed in the person of Mila di Codra (somewhat
reminiscent of the Wagnerian XKundry). 4s it is around Mila that the
drama revolves, he hightened her, already tense, humanity, reaching
into the depth of hor emotional and psychological werld, revealing
those mysterious profundity of the soul which, in Pizgetti's

opinion, words would never be able to express,

There are some weaknessess in Pizzetti's LA FIOLIA DI IORIO, some of
them imherent in the play (the lack of fusion between the legendury
and. the realistio world ) which I have already pointed out ,

L4 FIGLIA DI IORIO does noi, on the whole, stand comparison with some




- 179 -
of Pizwettl's vest music deaxas, It is howsver a remarkable work,
containing some truly forceil, vivid music and blessed, moreover
with & finely suggestive scoring, either evocative of the tranquil
beauty of the pastoral surroundings or lending itself to sonjure up
the cimosphere of mystery end superstition from which the story

seems %o spring.
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ASSASSINIO NELLA CATTEDRALE

ASSASSINIO NELLA CATTEDRALE, Pizzetti's setting of Thowas Stern
Blidt's MURDER IN THE CATHEDRAL, was first performed at La Scala,

on March 1, 1958, Besides being snthusiastically received by the
public the opara had an outstanding success with the press which
defined this premidre as "an eveni in the history of modern opera
which will not be easily forgv\tten"l. Eliot, who was in Italy at
that bime but could not for reasons of health attend the Scala's
brilliant preoduction, wrote aftervards to the composer: " I am

proud %o be the author of the work that inspired you"z.

Although the work was congenial to Pizzetti, and consonant with

kis ethical and zesthstio principles, the idea of setiing it to

musdc did not occur o him personally but to his son Brunec who, affer
reading Eliot's masterwork in 1936, suggested it as a possible operatic
subject. The essentially undrampbic qualilies of the play (originally
written for production in Canterbury Cathedrel) deterred Piszetti
Tfrom embarking upon the work immediately. Later, in 1948, he and

his wife, also keen on the idea, atiended a performance of the play
in the cburch of San Miniato al Monte, in Florence. This meds &

deep impression on the composer., He was atruck by the musical,
rather than the dramatic potentiality of the work, by the grandeur

of the vast religious fresco and éspecially moved by the concluding

1, GQara, Bugenic, "ASSASSINIO NELLA CATTEDRALE di Pizzetii, in Dprima
assoluta alla Scala". Musica d'oggi, April 1958, p.234.
2. TIn "0 Vecchio Tom" (unsigned), TIME, Maroh 1958, p.&8.
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scene spropes of which he said "It was in the choral apotheosis which
crowns the 'fincie' that I found all the symbols and values which I have
always associalted with my conception of the music drama”l. The actual
proposal of a collaboration between Eliot and Pizzetti came in 1954,
from Guido Valcarenghi, of .-, House of Ricordi , who carried out the
negotistions with the English publishers of the play. The project was
sventeilly finalized and Pizsstti set to work, The "musical tragedyf,

25 the composer had styled it, was completed in mid-Augusi 1957.

Eliot?'s poetic drama, derived from recorded historical facts which we
w41l consider later, is reminiscent of both classical Greek dramas and
medieval Morality plays., It is cast in two parts of almost equal
length and perfect balance linked by an Interlude, The Qialogue
‘between Becket and the Four Tempters in Part I znd heitween Beoket and
the Pour Knighta xn Part II contributesmush io susiteining the structural
symmetry., Concerned with the spirdtual content more than with the nature
of the action, Eliot avoids dramatic effect, rather aiming et giving
proper weight to the issues invelved: "the persistent conflict between
the values of the world and those of the spirit, and the idea of the
redemption of sin through the death of o me.ttyr"z. In both subject and
spirit MURDER IN THE CATHEDRAL isa markedly Christian tregedy the

kernel of which is conflict, the resolution victory, Unlike the
situation in Tennysm's drama on the subject the airuggle in Eliot?'s

is fought not between two charactexrs tut in Becket®s soul. King Eenxy,

1, Padellaro, Laura. Radioocorrisre , 18-24 May 1975, .74,

2. Peter, John, lupder in the Cathedrsl , in T.8. ELIOT. A Oollection
of Critical Essays, p.158.
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Becket's former friend and then his opponent , does not appeax at
2ll as 2 characier and the Archbishop's past is merely
indicated by skilfully introduced references. The Tempiers who,
unlike the historical Knights, are fictional characters sarve the purposs
cf information besides representing "objectified facets of (Thomas'} own

N 1 5 ims
conscicusness™ , as John Peter says or, in Robert A, Xantra's opinion,

mental atbitades pertaining to the commo: man and thus suggesting, '
in their combination of fantasy snd morality.,.that evil and folly

are not social diseases of the Lody politic"z'. In MIRDER IN THE

CATEEDRAL there is no 'drama' in the accepied sense, The action

and the catastrophe announced by the title are forecast from the moment i
in which the curfein rises; death hangs over Becket from his very firsi
appearance, By the end of Part I, which seis clearly before us the
essence of the plo%, the drama is practically over, Part IT virtuelly ’
Limiting itself to presenting the Archbishop's sctual death and its
effects. As in Oreek drama, Eliot's play relies greatly on the Chorus
which, in the guise of the Women of Centerbury,provides us with
information, gives advice, comments on the action, anticipating

and preparing us for further developments, We must not however

lose sight of the fact that the Women are also "witnesses being

wh

instructed to go through a purgatorial experience as Rasma Virsis

observes, and therefore aymbolic of the ordinary man made aware, from

1, Peter, John, Murder in the Cathedral, op. oit., p.158.

2. Kantra, Robert A., Satiric iheme and structure in MURDER IN THE
CATHEDRAL. in Modern Drama, vol,l0, February 1968, p.390.

3. ibid.

4. Virsis, Rasm, The Christian conoept in MURDER IN THE CATHEDRAL ,
in Modern Drams, vol.l4, February 1972, p.405.
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the initial reluctance at being invelved in extraordinary events to the
eventual accepiance of them and reconciliation with what has happened ,

1
of the "values of an individuald suffering for cthers as expistion for sin' .

To use, once mors, John Peter's words: "Salvetion is presented,not by
talking about it...but by showing it operating in the consciousness of the
’ choz-us“z.
! Thomas & Becket, better known in his own day as Thomas of London, was
born in Cheapside, London, in 1118 and came of Norman extraciion. After

receiving his early schoolingin London he was sent o Merton Priory, in

Surrey, before completing his education in Paris. Ee then returned to

London and was sppointed as clerk to & sheriff of that city., He i

became connected with fhe household of the Arxchbishop of Cantexbuxy and, \
after being sent on = mission to Rome was ordained deacon. In 1154 he
was already acquainted with Henry Plantagenet, whe became king in that
Yyear, land was soon associated clossly with the politioczl as well as

scelesiastical eventa of the time. Henry's wish to rid himself of the

friction between the scclesiastical power of Rome (a5 exercised through

Ganberbury) snd the seoular government, caused him, in 1162, %o appoint

Thomas Archbishop of Canterdury; in the face of strong opposition, as
Becket hal thereputation of being a King's man, Becket now hnwever showed !
a strong sense of ecclesiasticel duiy and Henry soon discovered that ’
the new Archbishop was not prepared to allow him to ride rough~shod

N over the Church, Relationship between the head of tne Church in Englang

1. Virsis, Rasma. The Christian concept in MURDER IN THE CATHRDRAL, op,

Gitey p.405. |
2. Peter, John. Mupder in the Cathedral, op. oit., p,160. :

e, P -
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and the King deteriorated. The principal subject of contention between
State and Church was the matter of the ecclesiastical courtsbefore
which olergy accused of serious, sometimes seowlar, crimes appeared

to be treated with too great a leniency. It was Henry's contention that
ssculsr crimes, whether involving ¢lergy or laity, should bs trisd by
secular courts and scclesiastical ¢rimes by ecolesiastical courts,

The Archbishop, supported by his Bishops, refused to accede to the
King's demand. With the intention of defaming Becket, Henxy called
upon him to account for certsin sums of money which had been his
responsibilily snd after a lengthy dispute the Avchbishop was impeached
for high treason., Fearing that he would not receive a fair trial he
fled to France and sought an interview with the Pope who supported

him againe$ the King. Attempis at mediation made by both the Pope

and the King of France failed and it was not until six years lg‘cer,
wher fthe Pope threatened Henry with excommunication ,thet something

of a hollow reconciliation tock place and the Archbishop was able to
return to his See. Whilst welcomed back by the people, Becket met

with little other than enmity from the King's supporters and scon
discovered that the King had nut carried out the various promises that
he had made &% the #ime of the reconciliation, Becke%'s excommunication
of the Bishops involved in the crowning, at the King's order, of

Prince Henry without the permission of the Archbishop (corenation being
the Archbishop's prerogative) once moresroused the King's ire, Henry
flaw into one of those uncontxellable vages of whioh all the

Plantegenets were capable and asked of bthe assembled compeny:
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and the King deteriorated. The principal subjectv of contention between
tate and Church was the matter of the ecclesiasiical courtsbefore
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Prinoe Honry without the permission of the Archbishop (coronation being

the Archbishop's prerogative) omce morearoused the King's irve. Henry

flew into one of those uncontrollable rages of whick sll the

Plantegenets were capable and asked of the assembled company:
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“ire there none of th- cowards eating my bread who will free me from
this turbulent pries‘h?"l. Four knights left the courd, ornssed the
Channel and Tode %o Canterbury where they broke into the Archbishop's
pelace and charged him with ireason., He denied the charge and the
Knights withdrew to arm themselves whilst Becket's chaplains persuaded
him to enter the Cathedral where the office of the Vespers was about to
begin, A4s the Archbishop processed up the choir the knights broke into the
Cathedral, and murdersed him before the altar. It is ironicel thai whilst
unable to defeat the King in life Becket obtained the victory in death.
Henry's repxtence appesres to have been both sincere and abject and

when he made pmce with the Pope eighteen months later he was forced to
surrender on the question of the jurisdiction of the ecclesiastical courts
and do penance at Beckei's tomb,

The rapid asd'dramatic chain of events leading up 4o that ill-starred
twenthy-rinth of December 1170’2, was soon known throughout the Christian
world, The murder of Becket acted thenceforth as a magnet inspiring
ariists and craftsmen of all description. A number of churches wers
dedicated to Becket, The majority survived the dissolution of religious
buildings and the further havoe wrecked during the Cy:omwellian‘
CGommonwealth bui many paintings, sisined-glass windows and staiues woere
lost, The dmpact made on medieval minds by this dramatic happening is
however evident in many works of art preserved in coniinental Burope,

including various musical items - motets, conducti, entiphons, services

l. Mo Xilljam,A.B. A CHRONICLE OF THE ARCHBISHOPS OF CANTERBURY, p.174.
2. Stevens, Denis. Music in Honor of 5%, Thomas of Centerbury, The
Musical Quarterly, veol.56, 1970, p.3l2.
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and carols - written in honour of Saint Thomas of Canterbury and
dealing with his personal characteristics, his politico-ecclesiastical
czreer, the historical circumstances known to relate o his martyrdom
end the miracles recorded as having taken place at his shrine in
Canterbury Cathedral. The interest in the most famous of the Axchbishors
of Canterbury 4id not perish with the Middle Ages bu¥ remained alive
in literary works and, to 2 lesser extent, in nzusi!.:;.1 Auwong the most
imporbent works are: A. Tennyson's BECKET (1879 or 1884); K.P. Mayer's
DER HETLIGE (1880); ?.S. Elio%‘s MURDER IN THE CATHEDRAL (1935, set as
& 'musical iragedy' by Pizzetti) and J. Anouilh's BECKET, OU L'HONNEUR
I8 DIBU (1958) which was made into a succesful film,

Bafore dealing wiih the libretio derived by Pizzetti from MURDER IN
THE CATEEDRAL it would perhaps be interesting to compars Eliot's
masterwork with an earlier and a later play on the same subject:
Pennyson's BECKET end Anouilhts BECKET, OU L'HONNEUR DE DIRU,
Tennyson's play, derivative of the Blizabethan iradition, is modelled
after a shakesp.earia.n historioal drama. and consists of & happening taken
from hisbory, the selected episodes being arranged in such a way as
+t0 bring out the nature of tL- action. It is cast in five acis
accomodating the plot in what the German critic Gustav Freytag defines
as & "pyramidal struoture" made of a rising action, & climex, snd

& falling sction, Traditlonally, in tragedy, the hero is an important

1. Few musical compositions of length appear to have been written on
the subject of Becket. Neithexr the anonymous late seventeenth ocentury
oratorio SAN TOMMASO DI CANTURBIA nor Camillo Togni's unimpressive
choral setting of & part of Eliot's play (presented at the Neues
Musikfest 1953, Cologne) oan be termed works ot stature.

2. Freytag, Gustav, in TECHNIQUE OF TEE DRAMA (1863). Quoted in
TRAGEDY AND COMBDY. An anthology of drama, p.753

™ P
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person who does some deed and as & consequence pays for it either hy
falling from eminence or with death. Thus, in Temnyson's drama we
follow the Beckeu story from when he is Chancellor and friend to the
King to his dramatic ckange of life and thought as Archbishop aud,
ultimately, his tragic death. (The last idea is absent from Eliot's play
in which the ‘murder' is not Vprimarily a murder at all,but en act of
z‘edemption")l .The reasons for which Tennyson's BECKET "neede a lax oritericn
even to be called \,\m’mprassive"2 are given by John Peter whe, in his essay
Murder in the Cathedrel , has pointed out the anomaly deriving from
Tennyson's emulation of the Shekespearian tragic patiern. To quote his
words:

Applied to his own BECKET... the conception gives
rise to a persistent anomaly which he has nowhere
contrived to solve: I mean the anomaly that arises
when, having taken as his chief character a saint,
he is thereafier obliged to endow the saint with
a variety of grajtuitous imperfeciions $0 account
fox his "fall", The result of this is to invest
the whole play with an uncertsinty that can hardly
be condoned, If on the one hand Becitet is proud
and wilful then he is ne martyr, and his death is
merely a personal downfall with no significantly
religious implications. If on the othex hand he

is & saint, it is fatal, or at least absurxd, to
represent him as impetuous and headstrong,
constantly requiring the restraining edmonitions
of John of Salishbury, plainly his superior in mosh
respgctn. The poet can't eat his cake and have it
to0.

Whilst Eliot in MURDER IN THE CATHEDRAL covers in time only the last
days of Beoket's life ané. concerns himself principally with the hour of

corisis in which Becket ia visited by the four tempters and with the

1, Peter, John, Murder in the Gathedral, op. cit., Pa157.
2. ibid,
3. ibide

P PR




~ 189 ~

events leading up to the actual -wrder, Anouilh, like Tennyson,

treats the story 2s a chroniole play, In all three plays the

Archbishop represents the pre-eminent authority of the Church which
he defends against the canonical innovetions advocated by the Xing,
The dramatic sction naturally pivets 'on the prospect of whether and
how Thomas, on behalf of the autbority of the Church, is going to
suffer martyrdom at the hands of the sta.te“l, The fundamental clash
of secular and religious values is however cast in different forms by
each anthor with consequent changes or emphases and dremetic effects,
If Tennyson's BECKE? is & historical “Shakespeaxian pastiche"z, Eliott's
MURDER IN THE CATHEDRAL, written for the 1935 Canterbury Festival with
in mind ax audience sharing the suthor's religious belief and moral
outlock, is "a kind of Mass in memory of an svent which took place

3

in the same cathedral” eight hundred years esrlier, Anouilh

approaches the subject more from a historical point of view and the
religious aspect, all-important in Eliot's play, does not take pre~
eminence, Georges Versini describes BECKET, OU L'HONNKUR DE DIEU as

1thistoire d'une amitis qui finit mal, d'une
amitié gui a pu bouleverser toute une vie ot

¥ causer autant de ravages que 1l'amour. Elle
aboutit d'ailleurs au méme dénonement tragigue
gque beaucoup de drames d'amour. Mais BECKET
o'est sussi 1l'étude de ltevolution d'un #me
qui, aprds avoir épuisé toutes les satisfaciions
que peuvent donner le plaisir ou le pouvoir,

ne trouve son épanouissement que dans 1!
1ltaccomplissement 4'un grand deveir,

1. Kautrs, Robert A., Satirio theme and structure in MURDER IN THE

CATHEDRAL, op. cit. 0.388.

gael. THB \EEVELS: MISIORY OF DRAMA TN N
T (3860 e Frenont Day), p.162 CLISE,
3. Iumley, Frederick. TRENDS TN 30%% CHITURY DRAMA, p.84

2.

~ -
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vreligions aspeoct, all-important in Eliot's pl-v. does not take pre—
wiinencé, Georges Versini describes BECIET, OU L'HONNRUR DE DIEU as

I'histoire d'une amitié qui finit mal, d'une

amitié qui a pu bouleverser toute une vie et

¥ ocauser autant de ravages que l'amour. Elle i
zboutit d'aillours su méme Jdénouement tragigue

que beaucoup de drames dlamour. Maia BECKET

clest aussi 1'étude de 1l'evolution d'un Eme

qui, aprés avoir €puisé toutes les satisfactions

que peuvent donner le plaisir ou le pouvoir,

ne trouve son panouissemant que dans 1!

LTacoompliasement dfun grand devoir,

. Xantra, Robert A., Saliric thems end strucbure in MURDER IN THE !
CATHEDRAL, op. oit.; p.388,

2. Taylor, Jobn Rusaal, THE 'RSVELS' HISTORY OF DRAMA TN &V
vol, vir (1880 %o Present Day), p.162 GLISE,
v Lunley, Frederiok, TRENDS IN 20TH CENTURY DRAMA, p.84

-
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(the history of e friendship which ends badly,

& friendship capable of upsetting an entire

life and causing as much ravage as love does.

It leads up to the same kind of tragic dénouement

usually found in love dramas., BECKBT is however

also the study of the e. lution of a soul who,

after having exhausted all the satisfaciion which

one derives from pleasure or powsr finds his

own rea.lization in the aocomplishment of a

lofty task.)

Anouilh's Becket is '"mo s2int until his marder made him one“z. Tot
originally spivitually minded he nevertheless, Faving accepied the fask
of serving the cause of Yhe Church and defending ‘the honor of Goal,
ocarries 'the burden' passed on t0 him right fo the end. In the
impossibilivy of being loyal to both CGod and his one-time friend, tne
King, he makes his choioce without hesitation, stubbornly and
vncompromisingly stiocking to it. On reading Eliot's and Anouilh's
playe it would seem that ithe playrights' sympathies have differed
widely. In Bijot's religlous play the hero is without doubt Becket who
snffered deesth for his religious beliefs at the handsof a King who placed
‘temporel values and authority above the ecclesiastical, In Anouilh's
pley our admiration is inevitably drawn to the hot{~tempered but frank and
jovial king who is seen ectually re-living the story of the complex
iove-nate relationship between Thomas and himself. The play takes as
its point of dsparture the repeniant Henry kueeling, stripped naked in
front of Becket's tomb in Canterbury Cathedral and awaiting the
flagellation of Saxon monks as part of the penance placed upon him by

the Pope for his involvement in the murder of the Archbishop. He

addvesses the dead friend/enemy who appears from behind a pillar

1. Versini, Georgos. LE THEATRE FRANCAIS DEPUIS 1900, p.77.
2, Lumley, Frederick, NEW TRENDS IN 20TH CEATURY DRAMA, p.178.

'™ - B e
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reminding him to pray instead of chattering, The King however siarts
%o dream of the past, recalling the days of their youthful companicnship
when they took pleasure in 'drinking, whoring and vying even for
the same girl'. A series of flash-backs then unfolds the entive
story of Becket until the soene returns to the Archbishop's tomb, The
King has now being whippsd by the monks who, in admiration of his
stoic penance, have become his enthusiastic liege-men and. acelaim
his name and that of Saint Thomas in the same breath.
Anouilh's play lacks the religious implications of Eliot's but , am
Robert A, Haniys remarked "vwhatever the estimate of the cause for
which Thomas died, %that he was a mar%yr is indisputable in both of
these plays™. However, whilst in Eliot the murder of Becket is the
reiteration of

an etsrnal action, an viernal patience

To which all must consent that it may be willed
And which all must suffer that they may will it,

in Arouilh it is the price thet Thomas has to pay for becoming toc
deeply involvsd in what was asked of him, for having played too

seriously the role of the defender of 'the honor of God'.

The ASSASSINIO NELLA CATTEDRALE libretto, prepared by ihe composer

himgelfl, is based on tie Itaiian translation of Eliot's MURDER IN THE

Car " made by Monsignor Alherte Castelli. Pizzetti's excisions reduced
e puoy to rather less than a third. He occasionally simplified

it to suit the score which 'focuses adtention on the psychological

1. Kantra, Robert A., Sat: dheme and struoture in MURDER IN THE
REELEap SOCRS AAC strdoture in MURDER IN THE
CATHEDRAL, op.cit., p.389,

2, Eliot, Thomas Stern. MURDER IN THE CATHEDRAL, p.43

Paa™S - I
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reminding him to pray insiead of chatiering. The King however starts
to dream of the past, recalling the days of their youthful companionship
when they took pleasure in 'drinking, whoring and vying even for
the same girl', A series of flash~backs then unfolds the entire
story of Becket until the scene returns to the irchbishop's tomb, The
King has now being whipped by the wonks who, in edmiration of hi-
stoic penance, have become his enthusiastic liege-men and acclainm
his name and that of Saint Thomas in the same breath.
Anouilh's rlay lacks the religious implications of Elio%'s but , as

Robert 4, Kanira vemerked “whatever the esiimatn :. the cause for

which Thomes died, that be wes 2 mertyr is indisputable in both of
these pla.ys"l. However, whilst in Eliot the murder of Becket is the
reiteration of

en eternal action, an eiternal patience

To which all must consent that it may be willed
4nd which all must suffer that they may will it,

in Arouilk it is the price that Thomes has to pay for becoming too
deeply involved in what was asked of him, for having played too

seriously the role of the defender of 'the honor of God',

The ASSASSINIO NELLA CATTEDRALE libretto, prepared by the composer

himgelf, is besed on the Italian translation of Eliot's MURDER IN THE
CATHEDRAL made by Momsignor Alberts Castelli. Pizzetti's excisions reduced
te play %o rather less than a third, He occasionally simplified

it to suit the score which 'focuses attention on the psychological

1. Kantra, Robert A., Satiric theme and stmuoture in MURDER IN THE
A 2 MURDER IN THE
CATEEDRAL, op.cit., p.389.

2. Elio%, Thomas Stern, MURDER IN THE CATHEDRAL, p.4>
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drame of ThomasBeckel's martyrdam”l. Kuchk of the picturesque poetry of
the originel has been cut. In the process scme of the essential
'Bnglishness' of Eliot's text has been lost. This, for instance, is the
case with the opening clhioral song which becomes somewhat devoid of
atmosphere because of the eroision of the typical English word~pictures
of apples being stored in Dctnber, of the labourer kicking off ‘a muddy
boot! or bending 'to his pisce of earth!, and of the svooative imagery
elaborating the line 'I fear disturbance of the quiet seasons', Alsc
regrettadble is the omission of the beginning of the opening cherus of
Part 1I conteining the apposite image of the sea-bird 'driven inland', a
"convenient symbol for the Chorus themselves, driven from their wanted
security"z, as John Peter has remarked, and the mention of the bitterness
of the presen: season ani of future times destitute of happiness. The
"gtavcato effect" 3cf Eliot's verse, his almost gleomy, detached
lyriciem {preserved to some extent in the prose langage of Castellifs
version) were softened by Pizzetti's use of irrepressibly flowing poetic
endeca.yllabic and septenary lines more appropriste to musical treatment.
Thus, to quote a few examples

The New Year wailts, btreathes, waits, whispers in derkness
from the opening scene in which the Women of Canterbury gather outside
the Cathedrsl, became

1'anno Novello attende, respirande
€ bisbigliando nell'osourita,

1.3 MURDER IN THE CATHEDRAL os et opera. (unsigmed), THE TIMBES, Monday,
March 3, 1958, p.15. In the following passage, dealing with a
comparison within the poelry of the original play and that of the
libretto, I have borrowed, and enlarged on the idea suggested by
the 'special correspondent' of THE TIMES.

2. Peter, John, Jurder in the Gathedral, op. ¢it., p.l66.
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Fumb the hand and dry the eyelid,
5till the horror, but more horror
Than when tearing in the belly,
S%ill the horror, but more horror
Than when twisting in the fingers,
Than when splitting in the skull,

: 1 The chilling lines from the choral passage in Part Il:

where turned into:

~ Son torpide ls marni-coms marie,

Asciuiti, aridi gli occhi - senze lagrime,

- ¥a orrore, ancora orrore, ancor pil orrore
di quando il corpo fosse torturato,

torte le dita e fracassato il cranio.

The heavily dramatic :

Dead upon the tree, my Saviour,
Let not be in vain Thy labour;
Belp me, Lord, in my last fear.

(from the same chorus) was smootbed, perhaps inappropriately, to the
extent of mellifluousness in the Boys choral passage

forte sull'albero
mio Salvatore,
med non sia veno
il Tuo dolore.
Dacci Tu aiuto,
Alto Signore,

in quesitesiremo
nostro timore.

Drametically, the libretto follows closely the outline of Eliot's
play. The dialogue between Beoket and the Priests and Becket and the
Tempiers in Paxt I and the rather extended speeches of the Knights
towards the end of Paxrt II have been, for obvious reasons, much
abridged, the passages sezcrificed being especially those concerning
the olash of religious and social velues which in Eliot's poetic drama

throw light on the historical background. The actusl incidents
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are however maintained, together with "the underlying conflict of

spiritual forces beneath the surface action"l and "the realization of
Thomas's complex arrogance and the power of self-sacrifice that finally

made him asaint and a martyr"l. The Interlude that separates Parts I

end TI, dealing with the "Christian conceptions of 'Tojoicing' and 'peace'"?,
and elaborating the implications of tha ritual, is surely & most appropriste
form in which to cast "Thomas' generalized animadversions on his own fate”z,
but it is highly undramatio and one cannot but agree with John R, Paylor
when, apropos of this sermon, he says that "though admirably caleulated

for performance in a specifically religious, non-theatricil setting"z, it

tends "{o hang rather heavily anywherse else“z. To set it to mieic as
writben was o task to tex a composer's resorcefullness and Piszzetti did
not attempt to do so., Instead he used the beginning and ending words
which now flanked a musical Interlude, I% is to the librettist-composerts
credit that he gave the right ecmphasis to the two struggles whiock form

the keynel of the play: "Beokei's to do the right deed for the wrong

reason, and the chorus's to witness, to accept, and to consent o the

suffering and insecurity the martyrdom of Thomas will bz-ing“4. ' "

Pizzetti's introduciion of song-like solc sections for the leader of the
chorus seems to be a felicituous one, not only as to its effect on the
intelligibility of the text at especially crucial woments, but also !

because it provides solo female musical sections in a work in which

1. Webster, E. M. Pizzetti's MURDER IN THE CATHEDRAL. Musical O inion,
July, 1962, p.617.

2. Peter, John. Kurder in the Catbedral, op. cit., p. 166 and P. 165,

3. Taylor, John Russel. THE VREVELS' HISTORY OF DRAMA T ENGLISH, op. oit., :
E.219.

4. Virsis, Rasmes, The Cristisn concept in NURDER IN THE CATHEDRAL, v.405
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are however maintained, together with "the underlying conflict of
spiritual forces beneath the suxface action”l and "the realization of
Thomas's complex arrogance and the power of self-sacrifice that finally
made him asaint and a martyr"l. The Interlude that separates Parts I
and II, dealing with the “Christian conceptions of 'rejoicing' end 'peace'“z,

and eleborating the implicetions of the witusl, is surely a most appropriate

form in which to oast “"Thomas' generaiized animadversions on his own fate!
but it is kighly undrematic and one canrot but agree with John R. Taylor
when, apropos of this sermon, he says that "ihough admirably calculeted

for performance in a specifically religious, non-theatrical setting"s, it

tends "4o hang rather heavily anywhere else"a. Te set it to music as
writben was a task to tex a composer's resorcefullness and Pizzetti did
not attempt to do so. Instsad he used the beginning and ending words
which now flanked a musical Interlude, It is to the librettisi-composer's
credit that he gave the righi emphasis to the two struggles which form
+the kexnel of the play: "Beokei's fo do the right deed for the wrong
reason, and the chorus's io wiiness, to accept, and to consent to the
suffering and insecurity ¥he martyrdom of Thomes will bring"’,
Pizmzetti's introduotion of song-like solo seotions for the leader of the
coorus seems to be a2 felicijuous one, not only as to its effeot on the

intelligibility of the text st sapecially crucial moments, but also

because it provides solo female musical sections in a woxrk in which

1. Webster, E., M, Pizsettits MURDER IN THE CATHEDRAL. Musical O indion,
July, 1962, p.617.

2. Peter, John. Murder in the Cathedral, op. 0it., p. 168 and p,165.

3. Taylor, John Russel. THE 'REVELS' HISTORY OF DRAMA I¥ ENGLISH, op. oit.,
P.219.

4. Virsis, Rasmas, The Cristian concept in KURDER IN THE CATHEDRAL, b.405
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all the principsl sole characters are men, 4 more satisfactory

balance of musical contrast is provided.
[ Y

ASSASSINIO NELLA CATTEDRALE opens with a slow and heavy orchestral
Intyoduction marked 'Andante faticoso, sirascicato! and cheracterized
by prevalently sombre insirumental colours. It aims at establishing

a background mood rather than a charactsristically atmospheric historical
background. Thus, the gloomy atmosphere that seeme to emanate from

the 'grey sky' of Canterbury and the '"ditter sea! of Dover and that
dominates ‘the mmsic drama like an almost palpable presence, is at once
eveked by the monotonoun, appeggiatura-like A Dorisu ostineto in the
basai evoking the siadow of Lussorgsky (Ex,1#)., This sustains a swaying
wuison line traced by bass clarinet, bassoon and violas (Ex,1B) ,
alternating with & scalic figure, hinting at bitonality, descending

on piccolo and oboa (Ex.1C):
Exs, A, 1B, 1C, pP.1

INTRODUZIONE 18 @~
Andunlo futicans,struselouto

- N st
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- A new motive, resembling disjointed plainsong-like motives sirung
z together almost haphazardly, is introduced snd variously elaborated
by the oboe. It gains melodic prominence in the middle section of the
[ Introduction:

Ex.2, p.2

o and then combines with Exs. 1A and B in a conirapuntal passage leading
to & restatement of the opening ostinatoe pattern (Ex.14) this time
supported by mejor chords in horns end flutes (alternating with bassoons)
with shifting pedel points in the lower sirings - on which the curtain
rises. The dull sound of a cathedral bell adds to the 'greyness! of the
‘winter afternoon' and it is to the trailing Ex,li (violas, over a long
A.flat - E-flat pedal in the bass) that the Women of Canterbury entex.
The firstchorus "Fermiamooi qui, presso la Cattedrale” (Here let us

)1

stand, close by the Cathedral) , shared between them and the

1. Whenever possible, I have used, in the translation, Hliot's actual
words, although not adhering to the metre of the Italian verse,

™S
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Chorus leaders, expresses their fear of being disturbed by some

extraordinary event which they have been called to witness, It is

DI, W

sung to expressive lines of great plasticity set against each other
(28 in the following example in which che desoending scalic figure
of Ex,1C - and its inversion - features comspicuously in both vecal

and oxchestral paris)

==

EETii
Stamnoilesseina o dslps.

Bitn poco pik musso

pd

5 G ”
o dulaonsochonul wlemoulsl . tu . rolmi.. siamonoltrasci.

or freely oenonically treated (Ex.4A)

™S R
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Se.sona lo sua ma.mo so.pre

or combined in homophonic passages:

Bxs. S5A, 5B, p.16
/{a—.——

Parnal,  pevers

Er
Peeroi,  po.vers S, wwvils  slone
o)

12}

ABGILD SORBRIRD e
T
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X
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3¢ ovchestra provides a background of variety end interest, sither
wr introducing new mciivic elements, as the dotted figure in the
iivided cellos which wnderlines the First Chorus leader's "Da che
.fottobre d'oxo dzelind nello smorto novembre paludoso, 1'Anne Wovello
.-* nda..." {Since golden October deolined into sombre November, the

tew Year wadts...);

2564 Pl
Lot Coritia
¢ § oy
e 4 R
) Da cha Yot.lo . Wo . ro de.cli .

e orgamum-like motive which supports "L'Anno Fovello attends" (Bx.4B);
ine fliokering semitonal acciaccatura from the horns heard at "Chi
~teno be la sua mano sopra il fuoco® {Who has strefeched out tis hand

vo the Pire, Ex.4C)and the grinding Ex.5B , or by emphasizing the sense
of tension and foreboding by means of frequent tonal clashes
(notevorthy the sontralios C-flat Lydisn opening line set against

the rhytmioizsd G pedal,see Ex,3}; by recalla of the ostinato structure

Bxs. 1A and B and by polyrhythmic patterns of comparative complexity:

P P -
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Exe7s ppc12-13

_Sestenvte
e

W

After uttering the words "Per aoi, povere donme, non v'é agione, solo

1tattendere sd il *ostimoniare" (For us, the poor womea,thers is no ection,
but only to wait and t¢ witness) the Chorus fall silent and to a theme
somevat reminisoent of Bx.2, rhythmically imitated by the timpani

Exofs ied]

Exry

the “hres Pr.asts enter. They are almost iwmediately followed by =

heruld bringing news of the Archbishop's return, Quoteiions of Ex.8
are interspersed with increasingly assertive interjections of the txumpet- )

call nssociatei with the Herald

Ex,9, PolB i
Cratdo

and a piszicato figure of four ascending fourths in the HE
violins, emphasizing the B Phrygian modelity prevaleni =t the moment :

{Bx.20) %




- 201 ~

Br,10, ».19

whilst we are givea information concerning the antecedent facts and
the aonjectured effects of Thomas' return te England. o ine Priests’
anxious enquiTi:s “Me dungue, & guexra o pace?" (But then, is it war
or peace?)

Ex,11, 0,22

VSaseréste
& e

{note Pizzetti's charscteristic use of falling inflections ta express
2 question) the Herald replies "Pace, ma senza il bacio della pace®
{Peace, out without the kiss of peace), He concludes his strictly
syliabic recitative with the ominous "ia nessuno osa far lietd
pronostici” {But no ont dares io make heppy progrostics), The joy
of hoving the Axchbisbop back is overshadowed by the fear that his
pride and inflexibility will beharbinger of unhappy avents and the

cheerful mood momentarily established by the beli-like music {climaxed
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by & chordal version of the trumpet-call of Ex.9) heard when the Priests
express their intention to go and welcome the Archbishop (p.26) is
dispellsd by the Women's anguished, melismatic *0h1”, In the ensuing
passage "Wemico il vento, e amaro il mare, e il cielo & grigic..." (Evil
the wing, and bitter the sea, and grey the sky, p.28) the Ghorus show
awerensss of the danger which iz upon %hem., They do not wish anything
te heppen to upset the course of their ordinary lives, The fear which
they cannot yei know, but only sense, is reflected in the urgenoy of their
outburst “Lascia la tetra Dover, e fa vela per la Prancia® ( Leave sullen
Dover, apd set sail for France), in imitetion ovar the Priests’s
independent bass part:

Exe12, v.40
et

R
a ir.1m Do

P

= i
l Don. ne  scie. i, donnn 3008 - che

[ 3

w

At the final re;;ti‘bion of their sppeal to Thomas o return to France,
the Archbishop arrives surrounded by a group of priests. His first worg,
{uttered to a sustained F Mixolydisn ninth chord which, with the raised
fourth of the scale added in the third Uar =and proceeding to C, now

ambiguously F Mirolydian/¢ Doriaa, forms the melodiec and bammonic structure)
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is "Pace" (Peace), to which the Women of Canterbury snswer with the almost
whispered "0 Tommase ircivescovo, lascizei morire in pace" (0 Thomas
Archbishop, leave us o perish in pesce):

Ex.13, p.42

L hrciverseva

iR AN
8 Tammase

Ushered in by one of those chromatic lower siring figures usually
associated by Pizzetii with states of restles.isse or spiritual gonflict
{Ex,14), the theme of Thomas appears on horn snd viclas( Ex.25):

Exsi4, 1 o 42~
Sastenute, lurgo
hy

sntensey opress.
e

In its original fumt is a simpie, distonic and very vrelaxed tune
possibly derived from the intonation and mediation of the psalmodic
Tone VI:
Ex. 154

Tone VI

Htenaton i Al ae

Leong

A - -
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Being used wore es a musical symbol than as a theme, Ex,15 is subjected
to endless subileties of inflection as well as rhythmic and harmonic
variations, With the excepiion of the first three notes, which remain its
constant feature, it never appears twice in the seme guise. The
Archbishop’s first speech "Lasciatele ella lore esaltazione " {Let them

be, in their exaltation, p.4)) is addressed 4o the Pxiusts who do not seem

%o understand the anguish of the poor women of tae parish. To progressively
@ore intense lines of reciiativo-eriosc he says of them "Esse sammo e
non sanno che cosa sia 1l'azions od i1 soffrirs" (They know and do not know

whet is o act or saffer):

Ex. )8 pedd
Uheelvescovo T
[ Y P

W

Then, wha! in Pizzetti's dramatic version emerges as the dominant theme

~ the experience of redeeming martyrdom lived and suffered not only by the
martyr himself tut also by the ordinsry peopls - is given in the statement
“Pissl, colul che agisce e guel ohe soffre, in un'eterna szione e pazienza™
{Both, agent and patient, are fixed in an eternal action, an eterual
patience,p.44). After imparting his blessing to the Women, who egain
implore him to return to France because for them $here iz no action,

only 'toweit and to witnese',Thomas leaves o enter the Archb shop's palace.

In the brief interlude which follows without interrupiion, the majority

ianl
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of the themes so far heard ars restated in a kind of recapitulation,
sometimes expressively interlaced in cross~rhythms, as in the section
combining Exs.1li and B with Ex.9:

Ex 1 048

> tellingly sounding in & new, luminous tonal colour (F-sharp Miraolydian)

as is the oase of Thomas' thems (Bx,15), to the music of which the
scene rhifts to the study in which the Arxchbishop is seen absorbed
in praysrt

Ex, 18, ©.49

—
fe

For the Three Priests, who have leen waiching him in reverent asilence, ~

the Arohbiskop has words of gratitude for the welcome they have ziven
him, He speaks briefly of the political significance of his crossing

the Channel, warning them against having any illusion of the future.
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i To a ddatonic, desocending figure

S

Thomas ubters the words "La fine sard semplice, improvvisa, data dj:;fi‘c"

{End will be simple, sudden,God-given) for the first time alluding

unmistakably to his martyrdom, With "Lz sostanza del nostro
Primo agire sapaxme . ~ntesa con ombre" (The substanoce of our

é first act will be shadows, and the strife with shadnws,_g._wundarlinsd by

& timpani pedal point of increasing rhythmic complexity under an almost

static but widely-speced chord of superimposed fourths and fifths, the

Archbishop dismisses the Priesis, The crusinl scens with the Four Templers B
is dramaetically and nusically prepared by the ssntence: "Ma le cose N
preparano 1l'evento...’ (All things prepare the event...) whiok is Framed by
string quotations of Thomas' theme (Ex. 15, preceded by, and interspersed ‘

with a dotted figure the importmnae of which is moon o be revealeds

3
‘prepi.ra.no Po.

a2
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and complemented by re-statements (from oboe and bassoon) of Ex.4B

associated with the 'Wew Year' end its implied happenings. '

The cheerful carolling of the First Tempter, set %o a 1iltin,3§ Lydian
tune accompanied fairly elaborately by flute, guitar, two violas and

cellos, is heard off-stage:

la
ey

Egja

4% the same time the orchestra continues its.iudependent course with

the violas (muted) elaborating Ex.4B over a muffled, sustained pedal

in the tam~tam. Becke} is seen lost in thought and when the First !

e -

3
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Tempter appears on stage it is as if a figment of the Archbishop's
imagination were %taking shape before the eyes of the audience., The
Tempter tries ‘o disguiet Thomas' conscience by recalling memories of
youthful pleasure when he, 'gay Tom, Becket of London' and the King were
5111 in amity, Beckst does not find it difficult to reaist the first
temptation offering worldly pleasurses. The seasans of 'fluting in the
meadows, viols in the hall, laughter and apple-blossum floating in the
water' are past &nd, as he says almost o himself in an introspective
moed "Nella vidae dell'uomo mai non torne un medesimo tempo" (In the
life of one man never the saze time returns, ».60). The First Tempter
is characterized by a number of suggestively scored motives. The most

memorable are falling and rising scalic fragments of major and minor thirds

Ex.22, p.57

it I fentators
LY

and the flute roulades which have announced his arvivel (see Bx,21) and
to which he takes leave 'with bumble levity', Heralded by an energetic

motive in bass tuba ..dtrombone the Second Tempter mekes his appearance:

Ex,2

P PV




B Ex.2

1128 Telatare AT e
1

);e offers Thomas ruling power at the price o religious concessions
{'of a certain submirsion'). It is in this dramatic context that

the dotted Bx.20, after which tbe downward skips to which the 'Nes!'
punctuating the Archbichop's indignant reaction are seemingly patterned,
reveal s itself as what, for an asnalyticsl purpose might be called

the tmotive of deniel! {or of self-dstermination), It is usually

heard in the herns. The choral song "Won v'® nessuna requie nella casa™

(There is no rest in the house, PP.73-17) oocurring in the pley at the ;
end of the 'tempations! sceme, is sung {antiphonally) by the two

Chorus leadsrs and Yhe Women of Canterbury after the exit of the i

Second Pempler. The Third Tempter enters to a descending quintupled
pattern in divided violas and cellos resting on a pedal point of ¢
held by bass clarinet and double basses and complemented, a little later,

by a martial dotted figure from the bassoonst

Snetemita
€6 wr porw pid fent

£x5.2 4 prevsirates

Ex.25
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The Tempter urges Becket to support the cause of t“~ barons im a revolt
against the King. Becket reproves him and then dismisses him with the
words "Nessuno mai dird ch'io ho traditc un Re" (No one shall say that I
betrayed a King, w), tellingly emphasized with Ex.20 heard in the
orchestra in minor chords over a tremelande E pedal, It is new the turn
of the Fourth Tempter, *he mosi insidious of all. He does not actually
appear on the simnge and whet we see of him is only his magnified shadow
projected against a wall. The dielegue with the other Tempters "has
symbolised an introspective process and ... hitherto it has been a
comparatively simple matter for the Arohbishop to isoclate and discaxd the
tsmpta.tions"l. Now, however "tempter and tempted begin to msrge"l. The
Fourth Tempter's Tirst words "Bene, Tommaso! Dura da piegare 2 la iua
volonta" (Well done, Thomes, your will is hard to bend) seem to grow

out of Thomas? reflection "Pare, ms poi spezszare,,.lfa s'ic spezzo,
spezzar devo me solo (To make, then bresk...But if I break, I must break
myself alone, pp.86,87). 4 skirmish takes place betwesn Thomas anc he
invisible interlooutor tempting him with hir own desire: to seek 'the way
of martyrdom’, 4o muke himself 'the lowest on earth, to be high in heaven'-~
in brief: to make the right deed for the wreng reason.

This all-important epi.ode ig effectively dealt with, The insidiousness
of the Pourth Tempter is represenied by the atereotyped formla, of long-
age usage, of simious chromatio lines (in the violas), set against static
ohords (F major, then O major) from which a strongly rhytamicized figure

unfolds, The = icel superstructure is underpinned by low lying pedal

1. Peter, Johu, Marder in the Cathedral, op. oit., p.164.
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s dnts

in the hessi, “he timpani contributing a sustained tremolo growing

cut of the initially chythmicized patterns

P00 unL garets dells SARAL S Grandn ums
b ot

et

i asnse oi tension is created by the xestlessly flowing orchestral

vackground, by the sharp, angular contour of the melodic lines

rontouldoml.nto v« bh.ver .
[

and by the mystexiou: voicas floating in the air whispering, as if
the echo of an insidious thought, "Il Santc ¢ il Murtire" (The Saint

and the Martyr, pp.9l,93...97,98). At the end of his struggle :ith

the last tomptation Thomas kneels under the Cross which dominates :

the stage, The Yexbernal promp’ning"l needed to help him in this

1. Peter, John, Murder in ths Cathedral, op, oit,, p.164.
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moment of confusion comes from the Wemes oi Canterhusy who sing "Sisnove,
noi non siam state felici..,  {¥& have not been happy, Lord) whilst ike
Four Tempters interrupt with "La vite umana & inganno ed illusione® (Man's
life is & cheat and an illusion,_gﬂ)_c'). The choral section develops and
2 olimax is reached when, after loudly lamenting "Dic ci lascia® {Gog ie
leaving us) the Women embark on flowing, chromatically descending
melismata on “Uh" supported by e Ifortissimo F-sharp Phrygiar choxd with

& dominant tremolo underneath and rhythmicized interjections from the
harns reiterating the tonally clashing F-natural:

Ex,28, p.108

]

Y N Y yered
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Coming back to reality after being lost in a world of disguieting

shadows Thomas, in a flash of realization, recognizes that ihe Tast
tempiation is the greatest treason'. WMartyrdom is not a personal choice;
it is submission to God's design, an act of humility and self-abnegation.
Now he can earnestly admit "Or la strada m'é chiara ed il significate anche
m'é chiaro" (Now is my way clear, now is the meaning plain)., This

speech; sung against the Women's pleas "0 Tommeso Arcivescovo, salvasi

tu” (0 Thomas Archbishop, save us) is intenssly sensitive and powerfully

drematic. It starts with well-artioulated lines of recitative (Ee29)

7o e &
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supported maiuly by quotations of Thomas' theme (Bx,15) and repeated
statements of Ex.20, Koteworthy is the siretto-like passege at p,111 with
Ex.15 sppearing in turn in parallel fifths ir flutes and clarinets, in close
succession in cellos and double basses, in the bassoon over a tremolo in.
the upper sirings and a trumpet pedal. The melodic lines grow moxe lyrical
and sxpansive ir the passage "Trent'anni ra cercai tutte le strade che
ménano 2l piecers” (Thirty years ago I searched all the ways that lead to

zleasure)

Treataath fa  cereal futdedo strs. doche me.nanvalpla.
Andaate sonteauto

The scoring is delicate, glittering harp passages adding e luminous touch

o 'love in the garden, singing to the instruments':

= S
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4% “Poi, ecco, vien da tergo l'ambizione” ({ambitior comes behind

and unobserveble) occurs & sudden change of mood conveyed by the tenser

idiom in which the words are coached and intensified by heavy
weiferations in the horns, the syncopated rbythm and the dark theme,
introduced by rapid ascending figures in the lower strings, creeping
in the bass:

Ex.32, »p.115

A fine climax is reached when Becket, urged by the Women's cries,
surrendershimself to what "he now recognizes as his necessary pumoss"l.
There are accentsof resolution when he asks his'good Angel! to be

his guardian and, as at the words "Librati sulla punta della spada"

(Hover overthe swords' points) his voics climbs up o the high F,

the orchesira expledes in a fortissimo F major chord emphasized by

1. peter, John, Murdexr in the Cathodral, op. oit,, Bo165.
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a shuddering tremolo in the strings and Ex,20, now symbolic of his victory
over the temptations, flares out of the irumpets in a full-fledged versisn,
Its dotted pattern is taken over by oboe znd English horn and, as the
Women's voices come to rest on long sustained notes after the final
melismatic lamentation,the upper strings become more active, weaving
iraceries between the pedal chords. The roll on the timpani and the final
tam~tam add to the climactic bitonal ending on loud, superimposed 'tutii’
chords of F major and D minor, the latter furnishing a point of hammonic
conneotion to the 4 pedal whick opens the following Intermezzo (D being
‘the sudbdominant of 4).

Bx: 33, 0,380 .y i

A
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Becket's Christmas Day sermon, which in both the play and the music-drama
forms the interiude comnecting Parts I and II, is considered 4o be one of
the best portions of Pizzeiti's score. In Massimo Mila words "a superb

gen snd in Francis Toye's opinion "iruly ve of the rot?,

4 gentle, essentially lyrioal orchesiral introduction based on a free
use of Thomas' motive (8x.15) played ¢ the Bnglish horn against
translucent strings (mainly in sustained pedal points) and harp, with

occasional contributions from flute and celesta,

Ex.34, p.i2L Andante Wrao

« Mila, Massimo. L'Assassinio nella Cattedrale, CRONACHE HUSICALT; p.165.
Toye, Francis ASSASSINIO triumphs in Milan i :
Mavol 16, 1558, 5. 11 (Hasls XTT), —— T22. eV Yook Tines,
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takes us into the Cathedral whers the Archbishop is about to deliver his

sermon “Figli cari @i Dio" (Dear children of God)s

s
e

L drthesgove

»
Its opening section, which thravs light on ths concept of Jhrist's

giving life through death, implicit in the Cheistmas eelebration,

1s met to sensitive, mmoothly flowir : Yinss, There avre frequent changes of

time nignature and the music is now freely chromaticized, now sirictly
diatonic, occasionally adhering to the tonality established by tie
supporting major chords (contrituted mainly by the harp)e The keys shift
in & progression by fourths, from C to ¥, through F, B-flat, E-flat,
A~fla¥, D-flai, the whole siructure being sustained throughout by a

timpeni pedal reinforced (from p.123, b.3) by double hasses, pizzicato.

P N e
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At Becket's mention of the ambivalence of life and death the stage darkens
and the orchestra takes over tv convey, in vaguely Tristanesque waves
of sound of increasing and decreasing intensity, the Archbishop'a
train of thought. The setting of this orchestral section is rhapsodic,
The opening is an almgst literal quotation of "Irent'anni fa..." (Ex,30}
and the melodic lines, steadily surging and ther amoothly gliding

downward, are marked by 2 flument lyricism. What follows is completely

domirated by Backet's theme (Ex.15) appearing in the bassoon against

an F pedal kept for eleven hars by cellos and tremolando violas, and
answered by oboes and muted violins in unison, The trumpets enter

with & rhythmicized figure of reiterated nmotes (p.126, b.12) and

Ex.15, now shared by cellos and bassoons, is iaken over in imitation

by the viclins, A last quotation of Ex,15 comes from the sole flute
reinforced by trumpeis heard over a string tfexture supported by a steady
chromatic descent in the cellos,complemented by a pattern of dimisished
fourths sounded pianissimo on the horas,

36, p.127

P - -
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When the curtain rises, on & long dominant A-flat pedal,Becket's voice
is heard delivering the concluding part of the sermon, The vocal lines,
often interrapted by cadential points, are more dramatic and vibrate
with suppressed emotion when the Axchbishop, telking about wartyrdom,
identifies true martyrs not with those who have desired 'the glary of
being a martyr' but with those who have submitted to the will of God.
Poignantly, he foreshadows his own death with '"Non eredo che potrd parlarvi
ancora..,potrd darsi che fra breve abbiate un mmovo martire® (I do not
think I shall ever preach 4o you again...it is possible that in ;; gshoxt
+ime you may heve another martyr'. With very simple, touchingwords he

+then dismisses the congregation, After their 4 major timen' the bells

speaitoroce,
BTy
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which, with slight changes but remaining in the Dorian mode on A, is
repeatod another four times over a seriss of major chords (from the
initial A o D, G, ¢, F) slowly shifting over an A4 pedal., The ohange~
ringing is heard again and for the last time, after a sixfbar passage
anchored in an A minor scale or mode (Dorian being suggested by the
recurrence of its characterisvic F-sharp which persists until the end
also intreducing the second part of the msic drama), afber which the

orchastra fades away in a four-fold pisno,

Act II, taging place outside ihe Cathedral, begins with a poignant oboe
melody introducing the Firat Chorus Lead beautifully lyrical passage
"Neppur 0ggi, e Hatale,..v's pace st.. . ..ra? (Vhat, st Christmestide,..

is there not peace upon earth?):
Audante loato . e
e e .

B3, p.li
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The pervasive mood of anxiety end desolation is lightened for a brief

i spell by the mention of the coming spring ("Verrd marzo ventoso® -

Windy March will come, p.138) with the oboe, richly elaborating its
melody, the fluitering motion in the clarinet and the sofv, arpeggiated

passages in the harp providing glimpses of the season of rebirth,

After the Women's resigned "Noi attendiamoc...B il tempo & breve® (We
wait...and the time isshort), the osfineto patbernm Bx,ld returns with
its ‘Yenebrous, oppressive effect. As indicated in the play a Chorus
{given in the music drema to priests and monks) is heurd chanbing

phy .ses from the Offices for the feasts days of St.Stephen Protomartyr,
Ste John the Evangelist and tue Holy Innocentsthus denoting the peesing i)
of jime, These excerp¥s from the Offices, freely elaborated by Pizzetdi,

are sung mainly responmsorially (m,ﬁ and linked by an ostinado-like

figure in the upper part (Er.40) almost zlways oceurring simultaneously :
with Ex.14 which alsc pyovides the materisl for the orchesiral
background. At the end of this somewhat atylized passage one of the
priests muses on the mesning of the fourth day after Chrisimes, s4ill !

unsanctified, The mood alters at onca whep, heralded by s stark theme i

Ex. 43, 153,

Adunte miollo enerygica, ma sotenuts

. S L. o mx e



-

- 224 -

the Knights enter to discuss, by order of the King, urgent business with
the Archbishop. Beckei's arraigoment takes place in the followin~ scene.
Reproached by the Knights for being 'the Archbishop in revolt against the
King and the law of the land' he enjoins them repeatedly, firmly refuting
their accusations. Remaining impervious to Becket's counter-arguments,
the Knights sccusw him of high treason, eventually commanding him, on the
King's behalf, %o leave the land and return to exile. At the Archbishops
refusal to abandon his flock. already tried by seven years of pain and
missxy, the Knights withdraw with ominous threats. The setting of this
episode is mesberly. The accusations, alternately given to the Four
Knights, are set Yo short, pressing snatches of recitative frequently
interrupied by Becket's now indignant, now authoritfatively persuasive
objections and remarks. The orchesira provides a background of urgency
and tension by exploiting the Knights's theme (Ex.41), Ex.20 and other
figures, prevalently of a vigoroualy rhythmic nature. After this the
Women's Chorus, led off by the Contraltos, embarkson the passage

T messl della morbe,..io 1i ho fivtati" (T have smelt them, the death-
heralds), sung %o curiously angular lines

42, p.176

11 €GN LFLLE DOKKE
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woven into a well~balanced polyphonic pattern reflecting their fears,
anxietiss and feeling of impotence in the face of the oncoming events,
We note that the disembodied figure appearing in the orchestral part

of Ex,42 is a derivation of Ex.)B. Reduced to fragmentary interpolations
or, at times, better articulated, i% forms the melodic substance of

the supporting texture of the entire charal episode oculminating with the
plea "0 Tommaso Axcivescove, o Signore, perdonsci’ (0 Thomas Archbishop,
0 Iord, forgive us, pp.186-7). In 2 genile, F~sharp major passage
commented upon by yel another version of Thomas'theme (Ex.15) supported
by the harp with double bass punctuations, the Archbishop tries to dispell
ibe Women's spprehension with "Pace...e sia pace nelle vostre visioni

¢ nei pensieri” (Peace...and be at peace with your thoughts and visions)
ofdesce —,

um.%

Andante Inrge, salmo
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He explains how ‘their present 'share of the eternal burden' will be
converted into future happiness. A moment of intense emotion, conveyed

by means of the utmost simplicity, arises when, after being urged by the
priests to repair to the Cathedral, he calmly says "Ma non sono in pericolo,
Sono soltanto prossimo alls morts" (I am not in danger. Only near o death,
P.197-). The harp comes again into action at vhe words "Ho gik sentitu

un fremito beato, un palpito di cielo" (I have had a tremor of bliss,

a wink of heaven,p.198).

The scene shifts o the interior of the Cathedral where the priests have
‘eken Becket for safety. I is the time for the Office of Vespers.

Again, as given in the .. mation, a choir is heard singing the Dies
Iraelwhilst the Women's . omberks on the chilling passage "Son torpide
le mani, come morte” (Numb %he hands):

Bx.44, p.200

X3

Andante mossa, modoraamente contltatn

1, Not included in the Office of Vespers but appropriate to the prevailing
here of n of the Archbishop's impending death,
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(Pizzetti's use of the traditional plainsong melody of the Dies Irae,
although anachronistiol, seems to me to be justified by the fact that

it remains ihe best known hymn associated with death). The lines

"Morto sulltalbero mic Salvatore.,." (Dead upon the tree, my Saviour.
are given to & smell choir of boys. With musicel and dramatic
aptness their words combine with those of the Women singing the
lugubrious "Sols « qui 1l'esangue faccia pistta della morte" (Only is

here the white flat face of death):

avvaswnren vo G L ;‘L veianu {urT2)o; N1 s'équenca, one of the

lﬁ' lve still surv:wing in the Roman liturgy, could bardly have been -
itten by 1170, the year of Backet's mupdgr. . ___ vy umyE uvégg
written by 1170, the year of Backet's murd.er
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