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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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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
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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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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,
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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.




-1 -

b3

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, :
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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. .
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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
