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ABSTRACT

This uthesis constitutes a detailed study of Berlioz' Opus Magnum
'Les Troyens'. It cantaing an investigation of the origin and
compasition of the libretta and a compreohensive analysis aof the
store regarding tonality. haruuony, melody, formal structure
rhythm, orchestration and the application of ballet. Thus the
entire spectrum of expressive and dramatic means employed by the
composev-dramatist in his major work, is investigated to ascer~
tain his proper olace in the history of Opera.

After a brief ruview of the origin and development of the
French opera until the avent of Berlicz, his life work and thoughis
are presgnted with special reference to the formative processes
in his mind coneerning aperatic writing, In this respesct the
composer's persenal views un the subject are surveved by an exa-
the cowmenrts incorporated

minatian of his lettevs, ithz Memel
in his tuo companion volumes Glueck and his szgeras and A cri
study of Beethovea's Mine Symphpnies. and also ip a third book,

ical

Evenings with the Orghestra.

Tt ig succeeded by a study and susmary of the imitial four
pooks of Virgilt's feneid which forms the bacis of the libretto.
Berlinz' interpretation of the text is investigated, determining
which parts constitute a8 dirset translation Prem Virgil's origi-
nal Latin poem, as well as Berlioz' original creation of toxtual
parts. This is supplementod by a short section from Lorenzo anc
Jessica’s dialogue in Shakespmare's The Merghant of VYenice, Act V¥
Scene I,

The score is analysed in detail: The Bdrenreiter Verlag New
gdition of the complets works (% v) being the sourcs, and the
method consisting of a bar-to-ber snalysis. in this respect the
tonalities of the various aumbors, the relationships governing
the over-all dasign and the oxprescsive pignificance aseribed to
different topal centres by the compnsor, are sgrutinized. Harmo-
nic ingenuity and the expressive power ansociated with particular
rhords or chordal pattorns Form an importuant part of the work,

In this same manner the solodic trostmont, _hrase-shaplng and
smptional colouring inherent thers-in, as weli as the geomatirica)
patterns formad by lhe melodic lines wbep illustrated gravhical-




1y, and the expressive intsptinn resulting from these cantours,
aTe presented, Farmal textures and structures is another as-
poct examined in addition to the compossr's individual approach

to tempo and rhytkm, In the latter case, ths relationship be~
tween characlaristic rhythmic pattorns and dramatic intention is
significant, indicating that rhythm is yst another slement mani-
pulated for expressive purposes, Furthermore, Berlioz' exploi-
tation af timbre, as an independunt element on an equal level with
welady, harmopy, rhythm and dynamics, forms an impartant section,
for he applied many differant combinations of irstruments and
groups of inatruments, treating timbre as a plastic device to
characterize persens and innet moads. The mativation for the in-
clusion of bhallet and pantomime scenes posed another problem,

and it had te be established whether Berlioz meraly adhered ta
the typical French need far divortissiments - hence a histgrical
practice - or did he include these scenes for specific-dramatic
or other reascns, It was found that ballet mainly served as 2
means ta provide dramatic contrast, to ostablish a certain atmos-
phere and ta elucidate Dido's cnanges of temperament. in addi~
tian it provides the stimulus for lave, and finally Purnishss
movement to relieve the otherwise static chacacter in certuin sec-
ticns of tha drama.

Thus, to conclude, it may he asserted that although 'Les
Trayens' adheres tp the outward farm of grand opera in it's in-
clusien of large choral and ballet numbers, it signifies the res-
titution of the wusicael and literary dramas of Gluck and Shake-
s0BATE . The kinship with Glusk is the importance attributed to
dramatic truth,. Coneequantly Berlior restored the drama to it's
proper place at a time when it was relpogstad to an inferior po-
sition by spectacle and ummotivated numbers in the Meyerbeerian~
grand opera.

The snalogy with the Shakespearian drama arises mainly from
Berlioz' decision to sat enly the toxtusl parts which he consi-~
dered pusically suitable. Consequontly the Shakespearian prin-
viple of presenting the drama in a saries of unconnscted tableaux
is applisd, 8y disregarding the authority of Continuity in the
drame, Berlioz gvaded the pitfall of the Wagnerian relapss into
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endless elucidations. Tha audisnce is required to meke @ mental
transition from one situation te another, even from ons world to
anotner. This is no wmperfaction on the part of the texi, but
the composar's persanal approach te drama and his sclution to the
problem.

Thore are further points of resemblance tao Shakespearian drama
a@.g. the juxtapositicning of different levels of experience, ths
impartance of ghasts end the crystallization of a universal Fre-
ling with the utmost economy of means,

The unity of the score is preserved by the ingeniocus epplica-
tion of the Trojan March-thema, Throughout the entire work it
carriss the connotatien of Trojan grandeur, or the aspiration to
glory, The theme appears unchanged and varied rhythmically;
moreover, it's charactevistic traplet metives genarate many o-
ther melodies in otier movements. There are oather instance of
thematic racell and of recurring rhythmic patterns associated
vith specific moanang, acting es unifying factors, e.g. the 'Di-
saster'~theme and the *Military!-rhythm,

Bearlioz' music is sssentially romantic and French, in it's
dominating concern for expression, yet it is a premeditated style,
for every melodic line, harmenie progressiom, thythmic pattern eor
ereazstral colour~combination is contrived and applied for a spe-
cific gxpressive or dramatic reason.

The music fills no mere illustrative function; in fact,the
drama arises from the music, the impulse of the whale coming farth
from the powsr of the music itself.

Berlioz is no revolutionary in the field of opera, but rather
an evolutionary figure, bringing about restitution in the sense of
rogtoring drama to it's proper plece, Yot he always regarded mu~
sic as free and independent in ralation to the drama, refusing to
make it subservient to the drama.

In tha evelutianary style of the music be added to tho past
and preferred regrouping rather that overturning, thus
summing up evaryttiing music had achieved until thon, and refa-
shioning the pstablished aesthetic prinviples For Romantic purpa=-

589,
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INTRUOUCT ION

The reason why Berlioz, the man, and his Opus Magnum 'Les Troyens!'
was chosen as the subjeet -¢ this thesis, is a complex one. A~
part fram an intense int-rest in end admiraticn for ths man and
fiie music the motivation was the rsalizstion that 'Les Troyens’

is generally demied ths recognition uwhich a monumental spic music
drama demands from contemporary critieism. This work which is
undeniably the most important French opsra of the nipetesnth cen-
tury, with complete artistic warth for our time, and of equal sig-
nificance as Wegner's muslc dramas, has remained wirtuslly un-~
known,

Berlioz waorked in a2 hostlle or indiffersnt atmosphsre and he
had aluays knoun what the fete of his opara was liksly to be. He
had to discipline himself to sisic resignation sven while in ths
apt of writing it. ihe rgjection of this culminating poiat of
his artistic life was the firal blow in a lLifs-long struggle to
gain a foothold in the Paris Opéra,

The fate of this glgantic masterpiecs is unparallsled in the
history of music. 1t had to endurs the indignibty of neglect,mu-
tilation and misrapresentetion. Yntil recently, ths score was
not svailable snd the opsra was performed (if at all) in tuo die-
tinct parts, or in a heavily abridgsd form.

The work was presented for the first time, more or laess as Ber-
lioz conscesved 1t, in 1957 at Covent Garden. Tha first complets
edition of the score in it's original form as it was in June 185%,
before the composer was persuaded to sbandon his ceoncsption of a
single work and had divided it inte two parts, was published by
B¥renreiter Varlag in 1969, The first compleie recording was
made under the Lnapired direction of the £nglish conductor, Calin
Davis during thw sams year, for the Philips Rgcerdinp Company.

Anpthar graat injustice concerns the misrepresentation in the
genecal estimaiion of the composer, whose wuaic ls fraguently con-

sidered lacking in discipline and technical exporéisas. Tha in-
vestigation inte the tonal, harmonic and melodic guality of the
music proveg that this iz & great misconeeption, 8ne may con-

cede that although £orlicz' muslc {s epccentric by palurs, it is
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vasentially a premedifated style, Every melodiz line is de-
signad carefully, and the harmonic progressions are well concei~
ved., Tha orchestral colour-combinatiens ant cthythmical patterns
are applied for specific sxpressive or dramatic reasons.

Lang considers 'Les Troyens' merely a'series of episodes ta-
ken from Virgil and arranged in tableaux, It lacks continuity
and a guiding idea, and wnly to a limitsd extent fulfills the ra-
quirements of the drama, sven if one takes the term in it's most
liberal interpretatiant.

Me designates Berlio:' ucrth as a dramatic composer in the fol=-
lowing manner: 'Barlioz had a less than miner place in the his-
tory of the lyric drama', The love-duet in Act IV, he callad an
t*Aberration, destroying sver the good moments’ and continues with
the absurd statament that Berlioz attampted to create a trilogy of
his own, by copying Wagner's 'Der Ring des Nibelungen' contending
that 'Les Troyens' was concelved sriginally as 'three complete u-
peras of which two were roughly sketchen namely 'La Prise de Troie
and 'Les Troyans & Carthage!,

Regarding the compaser's original conception of the work,Ber-
lioz did nat make 2 single refersnce in any of his letters, or Ma-
moirs, nor did any of his contemporaries to the contrary, that he
conseived 'Les Troyens' otherwise than in one large wark.

It will bacome clear that Berlioz had his ouwn solution o the
problem of dramatic unity; he had long doclared in advance his in-
dependenca of Wagnerfs methoda. Hg ignored the suthority af Con-
tinuity and compased only the parts of the toxit which he ceonsidersd
suitable, Thus he pregented e seriss of tablsaux on Shekespearian
lines, requiring the audience to make the mental leap from ope ai-
tuation to another, and leaving wut the uninteresting or unmusical
textual parts, Consequently this procedurs is no detrimental s-
vasion of a problem, but his lndividual approach to drama,aveiiing
the pitfsll of a Wagnerian desline into endless elucidstipns and
unnecgasary narrations.

#1, Lang, P.H. Music in Wegtern Civilization, pp 850-851 psssim
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As to the ebasnce of a 'guiding idea', it is incenceivable that
Lang could not datect the cantrel concept of the majsstic destiny
of a nation, emhadied in the Trojan March-theme, obsauring the
personal tragedies of the main characters. This fate of the
Trojens is the subject of 'Les Troyens' with the additiun of the
suffering of tho insignificant individuals living in it's shadow.
Anothar misconception is the assertion made by Dickinson and

others, that Berlioz' nusic is bereft of thematic relationships,

and that he composed frash music for each movement. In addition

he asserts that the Trojan March-theme is kept unchanged and com-

plete on eavh rsappearance. This is not true, however. Many

melodies throughout 'lLas Troyuwns' are derived from the marsh mele-
dy, and there arr various cases of t4nmatic recall,

Thus @ ztudy of tLes Troyens' results in contemplating a
work rising above the pompous spectacle of the Meyerbeerian
Grand Opera, in whiish the tragic spirit of the ancient world is
recaptured, and Virgil's epic poem is successfully dramatized.
This investigation into the major work of the composzr enables
us to detsrmine Berlsfoz' true position in the hilstory of French

apsra.

*q Dickinson, AE,F. The Musivc of Berlioz, p 207




CHAPTER I

CONOENSATION OF THE HISTORY OF THE EARLY FRENCH OBERA

Franch opara originated in 1577 when Parrin and Uambert staged
'Pomena’ and 'Les Plaisirs de l'Amour' for ths opening of the Aca-
démie Royale de Mueic, founded in 1669. The mysigus vas tomposad
by Cambert, and thase toperas’ in reality were pastorales; hou~
ever, this dats sstablished French opera as a centinuous insti-
tution,

The ballet, which had flourished since 1591, was the decisive
influence ogn the birth of the opera, Many of Lully's ballats and
comedy ballets had such slahorate interludes that they only lacked
recitatives to bacome Fully-flsdged oparas,

The so-called french Natiomal Dpera lasted for a hundred yaars
and was the only national school in Eursps which could maintain it-
self continucusly during the 18th sentury, in spits of streng I~
talian competition.

The Italian opera had only an indirect influence an the sarly
French opsra, in ctimulating the Franch to create their own natic-
nal opera and dsvaloping thair taste far elaborate machine scened,
This epera was characterized by certain traits which contrasted
greatly with the Italian type. This is especially apparvent in
the exceptional quality of the libretti and recitatives,the impor-
tance of the chorus and ballet, aqd tre prominence of instrumental
music.

Jagn-Baptiste Lully (1632 - 1687} established the fundsmental
pattern for opera, incarporating elements from evary succassful mu-
sical and drametic form in France, namely the French classical tra-
gedy of Cornsille and Rssine, the pastorale, tha Ytalian opsra and
franch ballat. His five-act Wragddies en musigue' wers composed
for the glorificatiaon of the kiny, Louis XIV. This designatian
is avident in the prologuesas, tho lack of violence and pasaion in
Quinpaultts libretti, and the digoified atmosphoerae, Consequent-
ly comic figurss were genarally absent, 'Cadmus' and 'Alceste’ bew-
ing the only excaptions, Tha sirsc were nat set apart strongly as
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separate numbars gs in Italian opsva, and luong pastoral scenes were
incorparated in the prelogues,

Lully alse established the form of the French overture. His o-
peras are noted for their recitatives which wrre perfectly suited
to the French language. Pompous displays, irived from tha bal-
let, ars important.

The period betusen Lully‘s death and Rameau's first opera was
a decadent cne with the rise}nf the Opéra-ballet, which replied pu-
rely on spectacls, deveid of consistent dramatic actian. Tbe
prototype was created by Andréd Campra (1660 - 1744, in 'L'Eurape
galante' in 1697,

However, the construction of Lully's tragddie lyrique remained
unchanged until Gluck, in spite of the new departures regarding the
importance of irrzlsvant balliet and display scenes, and the gradual
inssrtion of Italian charscteristics.

Jean-Phillipgpe Rameau (1683 - 1764) uvas distinguished espacial-
ly for his instrumsntal music; ths overturas, ballets and descrip-
tive symphonies. Starting out from the Lullyan-type of overture,
he experimented with diffaregt forms and many of the later or are
in the styls of the early classical syamphony, The ballets.ars
sxcaptional in ruelity, vividly suggesting the movements of the dan-
cers and his descriptive symphoniss were excellent For he was par—
ticularly proficient in preparing for the eniry of his charscters.

Rampau was superior to Lully as a musician, but Lully gaing su-
premacy as a dramatist. Bue to the sra in which Rameau lived, and
the infsrior quality of his libretti, his operas wers inundated with
a profusion of ppispdes, bsllets, processions and thoatrical machina-
ry, the plet often bscoming a mere pretext for divertissiments,

Christoph Willibald Glusk (1744 -~ 1787) was born in HSchemia,and
trainad in Italy; cansequantly his first ten vperas were conven-
tional and {n the Italian apera seria-style. He realized, houwever
that this Form was declining and that the chorus oratoric had sup-
planted the real music drama, On haaring the operas of Lully and
Rameau in Paris, he was impressed by their dramstic merit end cha-
racter scenss.

The event of *Orfan et Euridicit (1762) was brought sbout by
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five factors which ha need Gluck during the praceding ten
years, Firstly, o 12l forces imminent in the intellectual

and artistic atmosphers influenced intellsctuals to seek z regu-
lating, o.dering principle which could provide an ideal of natu-
ralnass, inspired by models of the classical age. This aspira-
tion for free unaffected expression succeeded the authority and
formality of the barogue, and tha reaction upon the latter consti-
tuting ths retionalism of Voltaire, again resulted in the mannered
sentimentality of the gallant style. However, the theorists did
not speculate about ancient Grask music as the Camersta had done;
they'd sooner endeavour to change the nature of tha libretti and
the relationship betueen the composer, poet and performing ariists,
These external influences were so much in svidence that the influ-
ential philosopher Algarotti, wrote a trestise on opera Saggio so-
pra l'vpera in_m o (1755) fourteen years befors Gluck wrote his
manifasto which was influenced by it in dstail in both practica and
t‘.haory.,pl

The sscand factor which determined the new artistic ideais de-
ve,.oping in Gluek's mind vas the influence sxerted by Count Duraz-
zo, who wrote the libretto for 'Innocenza guistificata' (1785),
the forerunner of 'Orfec ed Euridici' and thereby already sub-
ordinated ihe musical rescurces to ths dramatic aims.

The third influsnce was French opérs comique, for which Gluck
had te conduct, arrangs and compose new rumbers at the Viennese
Court. The latter incrsased until none of tho French airs were
retained, Thus Gluck learned a syllabic style of text setting,
melodic restraint, freedom af phrasa structure, and close adapta~
tion of music to poetry,

The composition of the ballet *Don Juan' (1761) may be regarded
as the fourth influsnce, for hore he learned to adapt his music to
the service of pantomime. Raneau's influence is evidert in a sco-
re divided into many short numbers, In this composition, music
anters into the action, beceming = partner of the drama, and thus
Gluck rmechod a point of instilling now dramatic life into his work,

*¥1  Grout, D.G, A_short history of fOpera, Coluerbia Univ Presu,
(Sacond edition) p 2432,
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Finally, Gluck's collaboration with the puet Calsabigi provided
the fifth Facter influencing him, since the latter created ths
libratti for both 'Orfec et Euridice' and ‘*Alcests’.

Consequsntly the revolt agoinst Metastasis bmceme complete and
'0rfeo at furidice' the symbol of the modern music drama, was crea-
ted, However, the only musical innovation is the abolition of
the secco recitative which is replaced by the recitativo accompag~
nata. The opers presented a dramatic unity of unparallelled legic
and classic proportions which contrasted with the contsmporary
Italisn opera with it's simplified plat presented in s seriss of
tatlgaux, snd ir the invelvement of the chorus and absence of un-
nacessary srnament. The fresly interminglad, clearly perceived
forms are always perfectly suitsd fo the situations and atmasphsre
depicted, extraprdinary effects are produced by the simplest means,
ang the music is not subordinate to the text; this in spite of
Gluck's contentiors te the contrary in his manifesto.

The dedicatory prefaces to Gluck's second raforw apera 'Alcas-
te' (1767), containa the manifesto which is reproduced here in

tranglation:

'When I undertook to set the opsra flceste to music,

I resolved to avoid all these abuses which had crept
into Italian opsra through the mistaken vanity of
singers and the unuiss compliance of composers,and
which had rendered it wearisome and ridiculou

astead of being as it once was, the grandsst 0
imposing drama of modern times, 1 sndesvour B~
duce music to ii's proper function, thal of severding
pestry by enforeing the expression of the sentiment
and the intersst of the situations,without interrup-
ting the action or weakening it by superfluous arna-
ment. My idea wps that the relation of music to po~
atry was much tho same ae that of harmonious colou~
ring and well-disposad light and shade to an arncurate
drawing, which animatse the figures withoul altering
their outlines, I havo therefore been very tareful |




never to intarrupt a singer in the heat of a diala-
gue in order to introduce a tedious ritorpelle, nor
to stop him in the middle of a piece either fer the
purpose of displaying the flexibility af his voice an
seme favourzble vowsl, or that the orchestra might
give him time to icke breath before a long-swstained
passags.

Furthermore, I have not thought it right to hur-
ry the secend part of an aria if the words happensd
to be the mest important of the whole, in order to
ropeat the first part regularly four timss aver; or
to Finish the air whars the sense doss not end in or~
der to allow the singsr to exhibit hia pnuér of vary-
ing ihe passage at pleasurs. In fact, my objsct vas
to put an end to sbuses against which good taste and
pood sense have long protested in vain.

My idea hes been that the ovarture aught to indi-
vate ths subject and prepare tha spectators far the
character of the piecs they are about to sesj that
the ipstruments ought to be introducaed in proporticn
to the dogree of interast and passion in the words;
and that it was necessary above all to avoid making
too great a disparity hstusen the recitative and the
alr of a dialogue, so as not to break the sense of a
period or awkwardly interrupt the mavement and anima-
tion of a acena. I alao thought that my chisf en~
deavour should bs to aittain a great simplicity, and
consaguently I have avoided making a parade of dif-
ficulties at the cost of clearnsss; I have set no
value on noveity as such, unless it was supgested
by the situation and suited to the expression; in
short,there was no rule which I did not consider my-
98)f at liberty to disragard for the sake of the ef-
fect?’,

During the decline of the old French opera, Gluck gained ad-

mittence ta the opera in Paris and *Iphigenie an Aulide' {1772}




was produced st the 'Académis Royale de Musique' in 1774,

In his masterpisce, 'Iphigénis en Tauride! (1779), the device
of using the orchestra to reveal the inper truth of a situation
(which might even be contradicted by the words) is probably usad
for the first time in opera.

Gluck's distinguishing achir tement is tha restoration of an
even balance batween music and poetry, by slevating the drama to
a more important placs and reducing the musical redundance of the
Italian opera. A1l ths resaurces of ths operatic style are u-
tilizad in long complex scenes. The simplicity of the opéra co-
migus and grandeur of the tragddis lyrique of Fance, the Italian
opera seria's vocal beauty, and the symphonic achievements of
Italy and Germany, are combined to create an international opera
replanished by elements from the ballet and oratorio, This
complied with the ideal of naturalness and classical form,rspre-
senting great models for cantemplation.

Gluek's influence on later composers is mainly indirect, Mo-
zart, Haydn, Pieccini, Salisri,Sacchini and thes Frensh composgers
Méhul, Cherubini and Spontini wers influenced by him, Ths grea~
tevt influance however, was exerted on Berlipz - but this invol-
vas a epiritual regemblancs in their conformity of dramatic aims
and idesls, and not actuwal musical atyle.

As a result of the popularity of Gluck's operas, Paris becams
the European capital of opera, It maintained itself through
the Raevelution and Plourished again during the first Empire.

During the Aevolution, Gossses, Mékul, Cetel, Cherubini and
Leauveur (the latter was Borlioz' teachur at the Conservatoire}
composed large choral numbsrs and hymns for tha people which sa-
tisfisd the French predilection for spectacla, The type of opera
containing similar large numbers Formed a link befween the old
franch opara and the Grand opara of the 18th Canrtury.

The rescus opera originated during this period uhich was mar-
ked by viclent svente thersby inciting the public’'s partiality

*1, Crout, D.J3. A short history of Opera. P 245
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for suspense, danger and last minute rescus, The plot is domi-
nated by an stmosphere of urgency and is directly concerned with
the feelings af 'real’ people, thus raquiring a new kind of musi-
cal exprassion, In this field, Cherubini prepared the way for
Méhul, Lesueu™ and Spontini, and this type of opera represented
the model for Besthoven's 'Fidalist,

The French composers of this period had considerable influ-
wnce an the development of German romantic opera, and their a-
paras were very popular ip Germany. The thin ‘spread out' pu-
sical styls contained many musical clichés and reiterations,and
lacked the concentration of Mozart and Beathoven'’s atyle.

The warks eof the composers named above originated during the
periusd 1790 -~ 1850 and were characterized by romentic traits as a
result of the social and political circumstances of that particu-
lar perisd, Revolutipnary ideas resulted in the breakdown or
transformation of tradition, emotions were intensified in an at-
mosphers of national excitement, and middle-class audiences Ln-
cregsed rapidly. Thess causes resulted in the Following romantic
traits in the operas of the period. Many of ths operas were in
the colossal styls sxpressing grandiose sentiments, motivated by
the desire to glorify the Revplution, the Nation or the Empire,
Elemants formerly conslderod incongruous, wera mixed in single
uworks, and long descriptive instrumental symphonies for scenas af
battle and storms, derived From the sarlier French opsra, became
much mare extensive and important. There wers many engemblas and
choruses, the former derivad from the opera buffa snd the latter
from the Franch serious opera of Ramsau and Gluck. The solos
were designated to be sung with intense feeling. Occasional tou-
ches of gpeclal orchestral affects oxploiting the particular tim-
bra of certain instruments are Pound in the ppeuraa of Charubini
and Méhul, finally, there ars premonitions af romantic harmony
in thesa operas.

The warke producsd at the Paris upara during Berlioz' forma-~
Live years, sstablished a form of music dresma called 'grend opara
of which the essentisl features arc associatod with the meaning
of the adjective ‘grang'. Three psrsons collaborated in the
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creation of this genre: the German-borpn, Italian~trained com~
poser Meysrbser (1791 - 1864), the librettist, Scribe anu the
diractor of the Paris Dpdra, Véron.

Yeysrheer assimilated the French opesratic style, achieving
an individual idiom based on German harmeny, Italian melady and
franch declamation. He crmated a cammercial undertsking by ad-
ding the follouing elementa to the French opera of tha 1Bth and
19th centyriss: Spactacle, sudden contrasts in the libretti,
che exploitation of novel orchestral affects, more slabovats
ballets, an abundanc® of choruses and crowd scenes, brilliant
ensembles and the expansion of the range and tone of solo parts,
the juxtapasitioning of contrasting slements and eclecticism of
musical foras and idiome, sverything resulting in ap inflated
style centaining showy, unmotivated numbers applied solaly to
thrill the popular audiencas.

A1) the abave-named slements are present in *Robert e
Disble' (1831j, 'Les Huguencts' (1836), 'Le Prophéte’ (1849)
and 'L'Africaine' (posthumously produced in 1865.)

These warks, produced by a master of &ffect, complied with
the taate of the audigncus et a period in time when Berliicz'
"Banve. uta Lellini' fajiled miserably., Thus, bhe was campelled to
recencile himself with the Fact that the Parisian publie could
not tolsrate hi. music.
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CHABTER 11

BERLIOZ' LIFE, W.AKS AND THOUGHTS, AND THE FORMATIVE PRCCES-
SES IN H1S MIND WITH REGARD TD BEERATIC WRITING

Louis Hector Barlior was born on the 11th December, 1803, in the
small town of La C8ke St, f Jrd, 35 miles northwest of Grsnoble,

His father, a physician, wa. i yreat rsader. Voltaire,Rous-
seay, poetry and natural scie furniched his intellectual back-
around,

Hemtor was educatad by his fathur and waz taught Mathematics,
French Literaturs, Latin, History, fustrolegy, Geography and Music.
Virgil's Aeneid played an important part in his education, and
latsr ho described in his Memsirs an incident which slucidates
his passion for Virgil and emotional disposition, He had to
translate the passage depicting Dido's despair after Aengas bad
deserted her, and was so overcome by emotion Lhat his father had
to end the lesson, pretending not to notice,

Later near the end of his Life when he was composing 'Les
Troyens' at the age of fifty-throe years, he said in a letter to
Tha Princess Sayn-Wittgenctein that the musical uvxprassion of the
foelings in tho Aeneid wos the sasiest jart of all. as he had
spart his whole 1ife witk thet triba of domi-gods, a.¢ felt that
hea had knowr them for such a long time thut ha believed that they
~+¢" hava knoun him in return"w

Cerlioz started "iz musical training when he discovered an old
florolet of his fat-er's in a drawver, His father taught him
the fingsring of the _nstrument and the firot rudiments of music,
Hic next teascher was ‘mburt who vame ¢p La Cdte inm 1877, and gave
thim lessons on tha fluts, Dorant oucceedod him in 1819, giving
Berlioz guitur-lo.sona.

. Newmar. . Memnirs of Hector Berlioz from 130%-1B6S5, P 7
flover  Mew York

*2. Macdon: 1d, H, Foreword: Hector Borlioz New ed,of the

complots works, Los Trayens, V 2 C: BHrenroiter.Kassel

Germany, 1999 (Note No, 17: firiefe an dip FOrstin Caro-

lyne Sayn-W:ltgenatein, p 95,)
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fMeanwhile he began ta arrarge duete and trics, and wrote a pot-
pourri in six parts on a collection of Ttalian airs, Two guin-
tets for flute and strings were composed when ho was twelve ysars
old, While compasing the ‘Francs-Juges‘-gverture many years la-
ter, hm recelled a melody that his father liked in the second
guintet and incaorpeorated it in this composition. (This is the
A-flat major meludy given out by the first violins, zgop after
ths commencement of the Allegro-section,)

Berlioz' fath was s kesn on his studying medicine, that he
bribed him by promising hiw a magnificent Flute with all the new
keys if he worked hard at studying osteslagy.

Berlioz had a scanty musical backgiound; thers was not a
single piane at La C8te St. Andrd, and he had nsver secn any ope-
rgtic psrformance or symphony concert ntil he want to Paris as
a madival student at the end of 1821. He the.r fore had only his
astounding natural gift and an instinctive apprs istion For Gluck
ingtigated by the discovery of a few pages of 'Orphec ed Euridicit
29 a child, It soems as if he sensed a similarity in dramatic
aims from the boginning, and Gluck becams the first great influ-
ence on his wmusic,

He mentiened later in his 'Memoirs' that he might have been
reconciled to the ides of becoming a doctor until he saw his First
vpera-parformance, namely 'Les Danaldes' by Salieri in 1822, He
ralates how he 'seamed to trace the Features of Gluck's style ac-
cording to the idesl I had formed from fragmants of his "Drfeo" in
@y fathar's library', Latar ha roplenished this incomplete kouuw-
ledge by studying Gluck's scares, far ho continues: *But whan I
learnt that the library of the Cunservetoire with it's wonderful
wealth of scores, was open tao the publiec, I could not resist the
longing to becomn better acguninted with Gluek's works, for which
I had an instinctive love, and which wore nat then beinp played
at the opora, Once 1 entored that sanctuary, I nover quitted it,
It was the death-blow to my madical caraer, and the dissecting
room was finally abandoned ........ I raad and re-read Gluck's
spores, copied them, learnt them by hoart, in my enthysiasm far~
got either to eab, drink or sieep; opne day, after ueary waiting,




¥r

14,

1 at last suctesded in heaving 'Iphigénis en lauride' and I vowed
as I left the Opédra that I wauld be a musician, come what might,
despite my father, mether ....... I actually wrote off on the spot

and teld my father hou irresistibly strong my bent was, and ba~

saught him not to appose it nesdligssly.'

Ti a lettar to his sister, he describws ths excitament he
felt when he realized what dramatic value Gluck's orchestration
poses..d, especially in revealing the inward truth of a situatioen
sven when the words ars contradictory. Ha concludes by exclai-
ming: ‘'And the orchestral Itfs all in the acche ura. If yoau
could only hear how all the situatipns are depic.ed ip it, esps~
cially when Orestes is calm: Thers is & long hold in the vio=-
lins suggestive of tranguility - very pianwo; but below, the has-
sas turmur like the remorsa which, daspite &dis calm, thraobs in the
heart uf the parricide.’

Thus, Berlioz found the embodiment of his ideal of all that is
true and noble in art im Gluck's operas,

In 1B23, his friand Gerons taught hiw Lesueur’s theery on Ra-
meau's system and speculations on the vibrations of s string, and
thersupon he was acespisd as Lesusur's private pupil, Beriioz
had not yet abandoned his medical studivs et that time, and becanms
a 'Bachslier ds scier ~ physiques' in 1824, In 1826 he was ad-
mitted to the Consaervatoire in Reicha’s Counterpoint-cless and La-~
supur's compusition-classe. From them he inherited a knowledge af
the French revelutionary tradition for music For mass gathsrings
of the psople. Although Berlioz reparded Lasueur's musical tex-~
ture as thin and his orchesiration as wesk and ahildish™® he was
influesnced by Lesueur in his ingistence op dramatic meaning,stres~
sing the problams pncountersd in dramatic music.

%1 Nowman. £. p 20 - 22
*2 J, Barzun, Boriipz apd fhs Romantic Century, V I, p 51,
*3  Neuman, 'L, Op, Cit.
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In spite af his inexperishte and with hardly any musical back-
ground, he had been busy writing essays on mysic in & newspaper
Le Cor p since 1823, His first essay appeared in August and
here he defended Gluck's mathods and intentions while exaggera-
ting Rossinits faults., Therofore, at the age of ninatesn, he
was already candamning tho instruwental crudities af Ttalian o-
pera which he fe't ebscuted the wmelodic line or fell into silly
‘illustratiaon.' He was concarned about svery detail of perfor-
mance ,the gradin~ of gsonoritiss, the style in wrchestration and
in addition discussed the treatment of the orchestrs as a collsec-
tion of independent groups of timbres,thus creating drama in. mu-

sic,

In his secand article, Berlioz professed a dislike for imita~
tive music., He was astonishec at the audiences' love for Rossi~
ni's music and their diainterest in Gluck, ©

Abaut twenty years after h's initial essay, Berlioz wrote
three papers on Rluck's operas for the Bazette Musicais. These we-
rp incorporsted laisr in A Yravers Chanta togethsr with A_criti~
cal study of Beethousn's nine symphonies and Miscellanecus essays
ypog Wagner, Gounod ang Weber.

The thres essays were published sep.rately as Bluck and his o=~
perzg. Here his admiration for Gluck wa® stated clearly, yet has
was not blind to his Paults: He Frequently reprosched him for fai=
ling to carry out his own principles. Housver, he disregarded his
wgaknessss, admising above all his assets, his grsat intuition for
dramatic effects and excaptional skill in depicting dramatic in-
tentions with a perfectly suitstle orchestration,

He also Folt that Gluck's use of simplar forms resulled in
clarifying the text and thut the dolicacy of archestration is am-
phasized in this manner,

*q Newwsan, £, P &S
n

*2 New 1, Thid, 57
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Some of Barlioz' criticisms of Gluck in spite of what he consi-
dered 'just reascnings and a profound sentiment for trus dramatic
music' ware in the first place what he consivered exaggerations,
and in the second place, the failing tp carry out his own prin-
ciples, 8.g. he complained that the repetitions in the air 'ls
ntai jamails chérie la via' from 'Alsceste' were an 'offance against
nature and similitude which shocked his dramatic sanse,

Borlicz always wmmphasized the importance of music in the dra-
ma for the sole sensual pleasure it crestes, and it's power of re-
viving the listensr's attention by diverting it for a moment from
the principal ehjsct, the drama. Hz considersd Gluck®s asser-
tion that 'the music adds toc pretry what colour adds teo & drawing'
a serious mistake, and dascribes the task of the opera composer in
the fallowing words: 'His work contains both the design and the
colour; and if we are to retain Gluck's comparison, we should say
that the words are the subject of the picturs - scarcely anything
mote, Expression is not the only object of dramatic musie; and
it would be clumsy and pedantic to disdain the purely sensual
pleasure which we find in zertain effects of melady, harmony,chy-
thm or instrumentation; independently of any refersnce they may
have to the sentimants and passions of the drama', For Berlioz,
music could never be marsly subservient to the text. Ha conti-
nued by recalling the ipgtances when music elone sustains the inte-
Tast in the opera, v.g. in character dances, pantomime, marches,
etc, - in other words, in divertissiments,

darlioz conceded that Glusk was 'by no mmens as great a musi-
cian in the ordinary as in the scenic sensa' and called the over~
ture to 'Orpheus'tincredible ronsenss', Yet ha felt that Gluck's
theory of expressive overtures gave the impulse wvhich laver on pro-
duced symphonic masterpieces.

Barlioz alsa mentionmd an exaggeration of Glueck's in investing
music with a powor it will never poébse when stating that ths o-
verture should indicats the subject of uwhe opera, He assarts
that tha overture of fAlceste! for exampls, announces scenes of de-
solation and tenderness but that it is unable to reveal either the
object of the tendernoss or the cause of the desaolation,




17,

He alsc criticised Gluck's prafessed cantempt Por any novelties,
cantending that novaelties should not be despised without reascn,
A more general vemark of Berliez concerning overtures, is

that he does not approve of overtures which are joined to tha
Pirst number of the spera by harmonic seguence which suspends the
vadence indefinately., (Liks those of 'Alceste*, 'Iphigania en Au-
lide', 'Don Giovanni' and 'Ddmonhaon’,) He maintains that in
spite of the advantage of the incomplete overture being betier u-
nited to the action, tha opora gains little and the overture lo-
ses tac much because the listener is disappointed in being depri-
ved of the conelusion of the piece.

Conesrning orchestration, Berliecz had to rely on his intuition
and from what he learnt from Gluck's scorgs. (He attributed su-
premacy in the art of dramatizing the orchestra to Gluck.)} In
his Memcirs, he mentions that neither nt his teachers taught him
anything about orchestration - Lesueur's ideas un the subject be-
ing most limited, and though Reicha understood the qualities of
most of the wind instruments, he had no notian of grouping them
into larger and smaller bodies. Ho continues by deploring tie
fact that orchestration has no part in the curriculum of the Can-
servatoire and describss how he grew to understand the handling
aof the gorchestra aend recognizing the timbre of the instruments by
ragularly attending psrformances at the opera snd reading the sco-
re during the performance, Thus, by comparing the application
aof the means with the affects produced, he parceived the subtle
connaction briusen musical expression and orchestration. He de-
clares that by gaing further and studyirg the methods of Bestho-
ven, Weber and Spontini, and by examining the regular Porms of or-
chastration, and also unusual forms and combinations, and liste-
ning to artists and persuading them to experiment oo their instry-
ments for him, and by sheer natural instinct, by acquired his
knouledge of orchest Eianw*

#1  H, Berlioz, Gluck and his operas. Translated by €, Evans,

pp ix ~ 78 passim,
*2  WNowman, Ibid., pp 45 ~ 44
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After starting off with only his instinct and talent for orches-
stration yhich was awakened by studying Gluck's szores, #sriioz
came into contact with the German iradition of instrumental musis
through Weber's music, whish in turn prepared him for the revela-
tion of Baethoven, and taught him to create atmosphers by meang
of spacial orchestral combinations.

Berlioz' first contact with Webarte mugic was hearing a dis-
torted adsptation of 'Oer Freischltz', cslled 'Robin des Bois',
Yet ha could discern the real value of the work and was cverwhel-
med by it's freshness, poatry, passion and contrast, He admired
the strange effscts produced hy the superratural element and he
felt that the charactsrs taken from ordinary lifs appealsd strong~
ly to the pgeneral sympathy af tha listensrs, He callsd Usber's
melodies 'marvels of originality!'. Later he gained a thoraugh
krnowledge af 'Der Freischitz' when he was requested to compose re~
citatives for ths opera, thus putting the spoken dialogue to mu-
sic. It was an express condition at the Paris Opéra that the
operas produced chou.d not contain spoken dialogus,

Berlioz abhorred the Italian opsras cof the time, The folla-
wing abwridged statement comes from his first sssay in Le Corsaire:
TRossini’s cperas taken tegether can hardly bear comparison with
one line of Gluek's recitative, thres measures of melody by Mo-
zart or Spontini, or the least chorus by Lesusur ....... 1 have
raad the scores and leooked into the matter before passing judge-~
ment , f

Later Berlioz repudiated his severe criticism of Rossini:i ‘'As
to Rossini and the rage for him which posgessed the fashionable
Parisfan world, it arcused my passionate indignation, all the mors
becausa the neu school was tho antithesis of that of Gluck and
Spontini. I could conceive of nothing more sublime, grand or
true than the warks of thoss great composers; and Rossini's malc-
dious cynicism, hia centempt for the traditiens of dramatic expres-
sion, his perpatual repstitiocn of one kind of caedence, his exter~
nal puerial crgscendo, and his crashing big drum, exasporated me
to such a degres as to blind me to tho dazzling gqualities of his
gonius and the real beautios of his masterpiecm, the 'Barbisre!
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with it's delicate instrumentation and no big drum. I used of-
ten to spaculats on the possibility of underming the Thédtre-
Italien, so as to blow it and it's Rossipni-worshippars into spa-
DE..»-;.'*1
Thus it may be ascartained that Berlioz' oxperiance of the
current Italian opera which afforded the possibility of a compa-
rison with his ideal instinctive estimatian af Gluck, only ser-
ved to strangthen his regard for his idol,
Berlioz was so absorbed in ths study of Gluck's and Spentini's
dramatic music, that he had but & slight admiration for Maozart;
however, justification for this incomprehensible attitude may bs
found in the fact that 'Mozari's opsras were always given in Ita-
N lian, by Italians, at the Italian opera'’, which he despissd,
This was enough to prejudics him against *‘Don Giovanni' and 'le
nozze di Figaro'. He had another more logitimate objection, na-

ming a vowcalise passage in ths allsgro-saction of the sopranc- B
aria 'Non di mir' of Donna Anna in the sscond act of 'Oon Giovan- !
nit, He was flabbergasted at the idea that Mozart wound up a ;
anng of intense sadness with 'such a ridieulous unseemly phrass
that ons wonders how the same man could heve written both, Don-
na Anna seems suddenly te have dried her tsars and broken out in-
to coarse buffoonery ... A truly singular form of exprassion for
a nohle outraged woman, of the hope that hesaver will ons day have
pity on her,*

Berlioz' firs. cantata 'Le Cheval Arabe', was composed in
1822, and hio First Mass was complebted in 1825, followsd by a ss-
cand cantata 'La Revalution Greque' in 1826, Buring the same
i year, an abortive attempt was made in composing an cpsra hased on
the history of the Vehmic Courts of mudieval Germany, entitled
"Lee Francs~Juges'. fnly the overture remains, His First at-
tampt for the Rome Prize was made in 1827; the cantata 'la Mort
d' Orphée' was declared unplayablo, howevsr, the antriss being
judged in & piano reductien form, and Barliez was eliminstad.

.

o

*1 Newman, ibid., p 50
*2 Ibhid,, p B4 - 63,
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The cantata demonstrates an original use of the Leitmatif and is
marked by bold orchestral innovatiocns, such as the first employ-
mgnt of the cornat, and mutes for the trombones 1 demonstrating
the principle learned from Glusk, in which timbre becomes an ob-
Jject of constant musical and expressive interest. His constant
urga to dramatize is demonstrated in three tablsaux, sach scsne
having dramatic meaning as well as musical form, The use of re-
curring themes and transformation of themes, create unity.

Berlioz, who had never learned to play the piano, thought di-
rectly in instrumental language, and skippsd the stage of orchestra-
tion from a pianoc or string-guartet setting, Censaguantly the
Jjudgas found the cantata bewildering, for a work conceived for
orchestra cannot be fully understoed frem a piang reduction,

Borlinz had sensed that timbre was an independsnt element in
music, even befors hesaring Besthoven Tor the first time. Hs al-
ready knew that instruments like viplss and bassoons ordinarily
used meraly for 'Filling~in' in reality hed a unique role to ful-
fill pwing to their individual characteristic timbre. Ha expe-
rimented with fresh combinations such as the separation of the
woodwind and strings, ensbling these two groups to play unrslated
themes exploiting diffsrent timbres which resulted in the enlarge-
ment of the strings to ensure balance.

By 1827, Berlioz had established his crede in dramatic music,
aluways placing music first; then drama, condensed into scenss,
presenting occasicns for an indspendent art, This urge to drama-
tize is apparent from the cantata 'La Moi! d'Orphée’ through the
dramatic symphony 'Romdo et Julistte!, the Requiem, the first o-
pera, the dramatic legend 'La Damnation ds Faust' until the cli-
max is reachsd in his masterpiscs, 'Les Troyens'. He constantly
folloued the eet procedure of selecting a suitable text and stret-
ching, contracting or creating verse, thus cbtaining cccasions for
the manifestation of an indapendent art, music. He skipped unim-

*1 Barzun, fbid., p 75,
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portant ar unmusical ssctions which he considered unsuiteble for
compusition,presenting ths selected parts in a series of tableaux,
ferlioz becamo acquainted with Shakespeare's plays when an
English troupe of actors came to France in 1B27. The plays usre
given in English, but the French public read Letourneurs pross
translatians. He was overwhelmed by this revelation of Shaka-
speare and immediately realized that the ' "open construction® by
scenss and glimpses, leaping over time and space ta sum up a cha-
racter or situstion' was the ideal form for his dramatic music.*1

This experience, in additien, affarded Berlioz his Ffirst
glimpss of Harrist Smithson, the personification of Julistte and
Ophelia, who latsr keceme his wife. (In 1833%,)

In 1828, Berlipz heard his First Beethoven concerit when the 'So-
cibtd des Conceris du Conssrvatoirs' was establishad by & minis-
terial decree, The purpose of these cancerts was to pley the
works of new and neglected compasers, The series opened wihh
Bsgethovents third, Fifth and saventh symphonies.

Berlioz instantly rsalized what his background and training
lackad, Lesusur nevar appreciated Beethaven and Cherubini had
said that he had no use for symphonic fora: ' I've tried it and
it dogsn't strike me as being good,?

8erlioz called this period in his life 'the great drema' and
states in his Memairs: 'I had scarcely recoversd from the visions
of Shaksspears and Weber, when I beheld Beethoven’s giant faram
louming above the horizon. The shosk was almost as great as that
1 had recsived from Shakespeare, and & new world of music was
rgvealsd to me by the musleian, just as a new universe af poetry
had haon opened ta me by the pnst'.%3 By studying Beethoven's
scores, he scen biecame convinced that 'Beethoven was the transcen-
dent modern who could not be transcsndad,v x4 and declared that the

Ninth Symphony was tha starting paint of any living music, He

*q farzun, lbid., ¥ I, p 84,
*7 Barzun, ibid,, p 88,

*3 Neouman, ibid,, p 76,

*4 Barzun,, ibid,, p B9.
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prepared himsslf for svery Besthoven-concert by studying the sco-
vas beforehand, sven the unplayed ones, considered the 'work of a
madman’ at the time. Hers he found his link with the great Ger-
man tradition instigated by Weber, and which was ignored by the
teachers at the Conservatoire.

Besthoven's profound influsnce on Berllioz is apparent in his
book A critical study of Beethoven's Nine Symphoniss culminating
in & eriticism of 'Fidelio! which was taken up in A Travers Chants
later,’! Some of the remarks conecerning the third and ninth sym-
phonies are applicable hsre, illuminating his concept of drama and

thematic development.

In discussing the 'Eroica Symphony' *2 Barlioz asserts that he
knows few examples in music in which grief has besn so consistent-
ly retained in such & pure form and noblensss of expression, He
greatly admires the originality of the ipitial incomplste form in
which the theme of the Allegre is presentsd, and slso the rvhythm
of the movement, particularly the fraquent syncopations, and com-
binations of duple metre in the tripls bars achisved by accentua-
tion of the weak heats, He regarded this as & delineation of un-
governable fury, resulting from the disjointed rhythm and rude dis-
sonances, (Note this influence in Cassandra's aizr 'Nen je ne .gr-
vai pas' in the first act, the recitative and chorus 'luelle es-
pérance mncors' in the second act, and the recitative and chorus
‘prépavez tout! in the fifth act of 'Les Troyena'.)

The multitude of melodic and hazmonic variations of tha theme
greatly impressed him aa well, and he stressed $he interssting in-
stanes when the horn sesms to enter four bars too soon with the
principal theme (based sn the tonic triad) against the two disso-
nant notes of the dominant~soventh chord sustained by the vielins.

He regarded the Funeral-march of this symphony as & drama in
itself, presenting the embodiment of Virgil's lines on the funsral
procession of the young Pallas. The conelusion he found especial-

%1 Evans, L. {H, Barlioz) A critical study of Boethoven's
Nine Symphonivg, W Resves, London.
%2 Ibid., p 41,
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ly touching when the thems reappears in fragmentary form, accom-
panisd by only three pizzicate notos of the double-basses. (Ber-
lioz often employs just such a broksn melody, interspersed by
rests to impart a fesling of great sadness, in 'Les Troyans'.)

He ragarded the funereal play in the Scherzo as a recollec~
tien of the warriers of the Illiad's kind of play around the tombs
of their chisfs.

Hz considersd the orchaestration of the Fimele a striking ex-
ample of the sffect produced by the opposition of different tim-
bres, when a single note is repeated by diffarent groups of in-
struments in tha same rhythm with egual force. He said he ocwed
such refinements of timbre to Besthoven. (Note this influsnce
in 'Les Troyens' in the septet of the fourth act and the scene of
the ghosta in the Fifth act.)

The use of the sample fugato theme of the Finale which gensra-
tes two subsidiary themes, and numerous ingenious details greatly
influenced Berlivz in ‘iss Troyens': e.g. In the recitative and
chorus 'Préparez tout’ in the fifth act, and in the Trojan March-
theme's procreation of many other themes. Herlioz expressed
admiration for this theme with the plain character of a bass line,
which funelion it fulfills extremely well.

In the analysis of ths Symphony No. Nina, he siresses the fact
that the Allegro maestoso in ¢ minor commenues on the chord of A
with the third omitted, making Lt impossible for the listener to
distinguish uhsther the tonic chord of a minor, A major or the do-
minant o¢f D is intendad, resulting in a prolonged indecision re-
garding tonality, thus enhancing the force and dignity of charac-
ter when the tutti enter with the thsme aon the chord of d minor.
{Note the initial 42 bars of the occtet in ths first act, the firet
tuwenty bars of Didu's monologue in the fifth act and the First six-
tesn bare of Dide's final scenn 'Pluton semble' and the entire suc~
ceading number, the chorus 'Au aecours', and the numerous other in-
stances in 'Les Troyens' of ambiguous ssctions regarding tonality.)

His remarks upon the 'Odw to Joy'~theme of the final movemant
also indicates & prefound influence emitted from Besthoven: ‘'This
theme appears right up to tha end of the Symphony, and is aluays
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recognizatle, although itfs aspact changes continually, The stu~
dy af these various transformations present an intersst so much
more the powsrful as eact of them gives a new and descived tint to
the expression of ons and the sama sentiment - that of Joy’.*1
(Note how the theme based on the lower-merdent figure appsaring in
the oprning number of 'Les Traoyens', carries the connotation of
ioy througheut the opera, except in ons instapce, that of Dido's
air *Adiecu fisers cité', and the Trojan March-theme which is as-
sociated with the Trejan aspiration to grandsur and power. In ad-
dition, the instrumsntsl ‘disaster'-theme encountered for thas first
time in Cassendra's opening number ‘'les Grece ant disparu',is the
embediment of premoniticns of impending misfortune throughout the
epera,) .

Tha fugato~theme in the same movemsnt which presents various
movements of an active croud, full of ardour, greatly impressad
Bprlioz, and could have been the instigation for the excellent mo-
vements in 'Benuvenuts Cellini' in which he pave the trowd a great
raging veice as protagonist Tor the flret time, and again in ‘Lss
Troyens' in the final scens.

Beethoven's application of a trombone in the finals ta create
a prave and religious atmosphors may have instiygated Berlioz' u~
sage 1n the 'Romeo ot Julistte'.dramatic symphony's Fraer lLauren-
~se-gections, in *les Troyens' in Andromache's pantomime in the
first act in Priam's-ssction, and the initial 49 bars of Cassan-
dra's air 'Non je ne verrsi pas' af tho same act.

Beothaven's 'Fidelin' mainly influenced 'Les Troysns' in the
profundity of expression, his penvtrating musical thought and gran-
deur and originality abounding in & consistently eolevated style.
In the same mannex that Bsethaven in his ppera often delegated tha
oxpression of gentions of the text to the orchestral parts, Bar-
licz committed the very idea of tragedy to the solo clarinet in
Andromgcho's pantomime and the dunt of the sontries 'Par Bacchus'

*1 Ibid., p 112
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in 'Lss Troyens' for the clarinet embodies the musical expression
of the particular passags.

In the scene of Hector's ghost, opsning the second act, four
herns convey the expression and in a saction of Dido's final sce-
ne 'Pluton sembla', two clarinets are applied for this purpess.

In the same manner that Besthoven created real drama In the
orchestra, which Berlioz first noticed in Gluck's operas, Barlinz
did the same in ‘Les Troysns'.'’
already in the dramatic symphony,

Besthoven ampluyed thrse horns and a bassoon to accompany the
Recitative, Adagio cantabile and Allsgro-finale of the great air
in 'Fidelio', There is no regard for display, the only chjsctive
being to create an accompeniment in accord with the fesling expre-
ssed in the character's vocal part. {In the same manner PRer~
ligz employed strings in 'Les Grucs ont disparu' and trombzmes in
*Nan ja rne verrai pas' and horns and vialas in 'Tous re pr.iront
pas' to accompany Cassandra, bassoons to accompan, the fruztrated
utierancas of the Gresk saldiers in the fipale of %he seccnd aci,
‘Complices de sa glolre', the vailed tone of horns te zonuay the
mournful character of Hector's chade in the opanirg scane of the
second act '0 lumidre de Troie', and the cello an. bars-clatinet
to depict Dido’s humilistion and subsmguent longi-g for death, in
the second scene of ths fifth act of 'Les Troysnc )

In the chorus of prisoners in 'Fidelio’, the vecal parts axe-
cute a simple broad melody while an intricate design manifests it-
s8lf in the instrumental eccumpaniment. Yot this .matrumental do-
sign fulfils a gecondary function, houwaver melodinasc it may be,
which particularly suits the wind-instrumenta. Be:.:9z employed
a similar procedure in the second section of tho ov.ring chorus :nd
in the sentriss! dust in the first scene of fhe Fii'th act of 'L
Troyens'.

This procedure manifests itsalf

*1 They are too numarous to indicate opotis- »cli., Ses for
example Ackt I, scene i, No. 23 seon. i.. Me. 12,3 Rot II,
scane i, Ne. 12; Act III, seans 1, ‘u's 24,76,285 Act IV,
acens i, Ne. 2% Act IV,scens ii, “o's 32,37: Act V, sca-
ng i, na's 42,43; Act V, sceno il, ' i 7T and Act v,
scens iii, No's 50, 52,
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Borlioz! fHuit Scdnus o Fawwt’' and the cantata 'La Mort de
Cléapatre' were cowposed in 1229, Another canlata., 'La Mort

ae Sardanapale’ wan hin the Rows Orize in 1030, The 'Syrahonie
Fantastique' was camposed in the same year,

In the 'Symphonic Fantastique', he developed his ocwn techni-
quo uf creeting a musical idea which endlessly gencrates others.
The thase of the introduction is varied in it's recurrences and
in addizion decorative phrases are derived From it as well. Then
it genarates two separate accescory themes attachsed to the 'idée
fixe! whiech in turn produce intermediate phrases and contrapun-
tal subiscts; &ll of this ferms an organic mase which is not me-
rely o Farnal linking tegether, These flexible slemants servs
dramatic intention as well. in this technigue, Berlioz doass not
rely on a system of leitmotives or 3 single thematic idea for the
whole pisce, yet it has an elemert of both these subsequent inven-
tions, anticipating them but avoiding the sumeswhat mechanical prin-
ciple involved,

*Harold en Italie', hiz second symphony, uas composed in 1834,
following a request by Paganini for a viala concerto. Here the
vicla~melody returns in pach movement in itfs original form,thus
producing @ kind of leitmotif-priscipla and an opportunity far fres
contrapuntal writing, The vocal role of the vicla and othsr in-
strumental groups play an important part in the evolution of Ber-
lioz! aim towarde the dramatic symphony, =erving as a unifying
principle as woll, The oponing procedure of Boethovan's Ninth
Symghony was teken over for the finale, and the idea of continui-
ty is similar to that Found in tho 'Ode to Joy', (In addition %o
this, in the manner of the recurring viols-theme of 'Hareld en I-
talie*y the Trojan March-thomn rocurs in 'Les Trayens',)

Tho Roquiem was composod within tuelve yesks in 1837, He toaok

*1  Barzun, Ihid., p 1861
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gyver the 'Resurrexit’ from his 1825 Mass and revisod it,and also
used ideas gathered in Italy for a Judgement Day-cratorion. fvery
ane of the movements is built upon a mood or contrast of weodr.
extracted from each couplet or guatrain of the Latim words., ¢
freely ‘foined distinct parts of the text containing the same musi-
wal feeling, With him, musie always took precedence over words,
and his view of Tusic'e fuiction was that it should produce spi-

ritual gestures.

Ouring the same year, fsrlioz sta:ted sketching the libretto
fer 'Benvenuto Lellini', completed in 183&. Here in his firct o~
pera, the express intention is a dramatic compositiaon governed by
the principle of discontipuity derived from Shakespsars and pre-
vigusly employed in his 'Symphanie Fantastiqu..' and 'Harcld sn I-
taliet-symp! nies., Just as he rejectnd a narration of events in
his symphoniss, he rejected the idea of music being an atcompanied
narrative on stage, The wost impertant factor was that for him '
the music had to cont~in ths drama, Hs aimed at prosenting a se-
rigs of ‘occasions' shaped inte dramatic cor’ icts depicted in mu~
84 .. He considered explanatory recitalive n abundance as dogra-
ding ta music, for music sheuld nut be an 'incessant buzz to all
kinds of talk!, contending that orne should composs only what is
composable,

Thers is 4 great similarity in contents betuweon 'Sanvenuto Cel-
lini' and Wagner's 'Bie Meistersingsr', yet there is a great dif-
ference in their considorations of the music drama: Whare Wagner
aimed at cveating genuine music drama bv slaborate development snd
continuity, avoiding the contsmporary practice of an opera braken
up by arias and dances, Berlisz aspired at concentration and canci-
sion by radica! skips; tho unmugical parts of the opera had to bs
disregarded, Thus, he nvoided WeagneT's recourse to prutracted
and ropeatod words am! munic, and dotailed discourse.

*q Barzun,, ibid,, p 280,
*2 Ibid,, p 300-301.
*3 Ibid,




LA

28,

The librettoc was written in verss by Augusts Darbier and Léon de
VWailly under Herliez' direction, after he had read the translated
“amoirs of Benvenuto Cellini in 1834 and sketched a plan deciding
that it would furnish a dramatic parable on genius., Vigny rtevi-
sed it, contributing one number, the 'Chorus of Apprentices',

Berlioz released his bottled-up emotions against bad artists,
false friends, officials who knew nothiny abeout music but meddled
in everything, mercenary-minded people, absurdities in musical com-
petitions and sveryone whe gensrally made life difficult for an ar-
tist - but at the same time he idealized the Romantic conception
of the artist as a hero, and embodied popular joy and simple vi-
brant life in mass-effacts, juxtaposing entirsely different atmos-
pheres in this work. The conditione under which works of art are
created, are symbolized and the arti:r. is rndesmed by an act of
virtuosity and sacriflce.

An intarssting factor is the pantomime of King Midas, where
Balducci is satirizsd in the libretia, but in ths meantime,Ita-
1lian opera is rudicid~’ un the musis.

Liszt daseribed the finale of the sscond act as a most impres-
sive scense in which a whala crowd of psople is ths spokesman,spea-
king in a varlent tone and callipg it a 'great raging vaice! sur-
passing anything done up to that stage in dramatic music.

Thera are a few concessions to contemporary tasts, e.g. melo-
dic decorations, repeats, stec., mainly in the first act. But in
gpite of *his, the opera was & failure, ending in four complete
parformances. Barlioz who knew his worth and the infinitely wi-
der range of his dramatiz art, compared with his contsmporaries,
was thwarted whan he had taken the greatest step forward, To the
publie of thiv peried, the early works of Haydn wod Mozart were
the limite to which their taste could bs stretched. Even 'Don Gio-
vanni® could not last in the cperatic repertoice. For them dra-
matic music was represented by ousnra aleno, snd this meant the mu-
sic of Rossini, Adam, Auber and Meyerbeor, Unly a faw intellec-
tuals could appreciate Baonthoven, In addition, the singer wha
played the part of Cellini, Duprez, was a master of caentabile but

*1 Barzun, Ibid., p 304
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nat of dramatic situation and was unable te suppress an antagonis-
tic audience, Thers ware a few critics who remarked on the re-
velation of the dramatic guality of the music and the difference
betwasn his creativitv compared with Mayerbeer's destructive ac
lecticism, btut they w.:: ignorsd., The gmbittered Berlisz decided
to create a Shakespearian symphony,

Paganini had sent him twenty-thousand franecs, and he set to work
immediately. (After hearing the 'Harold en Italie'-symphony, Paga~
nini came forwaird and knelt before Berlipz, whispering that he was
Beethoven's sucecs:sor.)

Ths 'Romdo nt Juligtte’ dramatic symphony was composed in 1839,
It is a choral symphony with the chorus ascting as narrator and oc-
casi onal participant, augmenting the orchestra from the start. Fa-
ther Laurencefs asting in the conclusior is an original crsation of
Berlioz, Berlioz rever intended sstiing the entire play to music,
but followed his familiar pattern of selscting or creatinrg strictly
musizal situations whigh lend themselves to musical rendition. Me
became a pianeer in the art of re~creation, with two Shakespearian
works, 'Romfo nt Juliette' and 'B&atrice et Bénddict’. In bath
works he reircted roady-made dramstic segusnces to be set to music,
and preferred gslacting secane: From familiar dramas, projecting the
chosen distinctive sectiona ac a musical screen with his oun charac-
terietic timbre and form, without depending on a vocal text.

This is o combinabtion of a symphony and a drama with tus formal
programmes and the chorus incorporated organically, i.e. being in-
volved drametically.

The Intraduction and Pralogue at the beginning, and the vecal
Finale stand apart from ths main action, Thers are soven main mo-
vemshte: The vdd numbers are choral, comprising half tho work.
Howsver, the full chorus does not aing for Lhe first hour, The a-
ven numbars and main part of tho third movement are purely orches-
tral, The finale rontaing elements of the oratoris,

The starting peint af tho muvieal farm io the sywphonie form,
APter a slow introduction, a doutile Allegro {part II of the sympha-
ny} conzisting of a comhination of rondn and sonata Form, is succee-
ded by an Adagio and a Ychurzo. It concludes ir a cemplex Finale,
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influenced by Beethoven’s WNinth, in which the finale is sngrosssd
in Schiller's 'Ode to Joy', permoated by the ideal of liberatien.

The Introductien is in fugal Form containing a quasi~recitative
for tenor trombones and ophicleside in the middle, which prepares
the ear for vacal utterances in the next number, It also repre-
sents a catalogue of tha main themes, thus preparing the mind. In
adgition, the imagination is prepared by suwmarizing the subject
of the drama in the succeeding Prolegue for contraltc and small
chorus. The idea of the prologue is derised from Shakespeare (Ro-
meo and Juliet and King Henzy VII1) which he, in turn, derived
from the music drama of the Gresks,

Another Shakespearian characteristic of the work is Berlioz?
combination of lyric and dramgtical expression supplemented by
prose. A free and flexibls leitmotif i« employsd as in fBenyenuto
Cellini',illustrating the rule that the orraments should be gene-
ratad by main gub ‘ects and not Functionr as a mere device for the
theatre. Thus, the drama is in the music, fer 1t is not an addi-
tion of the poet thus contributing something larcking in the music,
nor is it extornal to the music,

Barliocz built his great dssign of the dramatic symphony, deve-
loped since the prize cantatas, from a combination based on what he
derived from Resthoven, Webar and Gluck, He toolk the symphonic
form fram Beethoven with the Ninth Symphony as © starting point,
To this he added elemonts from Gluck's later wo.™ . and the instru-
mental zcenas Webur placed bafore ox after vocel movements, Conse~
quently,*a dramatic choral symphony on a Shakespearian subject was

svolved, ©

The same copception of 'Dramma pur musica' is also found in the
‘La Damnation de Faust', 'Les Troyons' and 'Bdatrice et Bénddict’,
yet these works, designated ac oparas (the Pormer classed by some
Gorman eaditeTs as a secular cantata), thu oratorios and ather sa-

*1  Barzun., Ibid.,, p 324,
*2  ibid., p 326,
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crad worxs {'Te Deum' and 'L'Enfance du Christ') all suggest the
Dramatic symphony., Berlioz had & fixsd procedure which he al-
tered and adapted for diffsrent purposes and subjects - thus most
of his works ray be considersd variants of ona form: Efach speci-
men leading ta the next one and being related in substance or sub-
jest.

In the 'Symphonie fundbre et triomphale', composed for a mili-
tary band of two hundred-and-sevan wind-iastruments in 1840, Ber-
lioz once again dramatized his subject in a most direct and proper
aanner, creating & pieca of demacratic art. In this revolutionary
idsal of art for the masses, he found three 'cccasions': A Fune-
ral march to the tomb, Farewsll hymn and an Apothsosis (dispersing
of the crowd ta a glorifying Hymn,)

Music for the masses is a very difficult subject for a composer.
Broad human feeling is required, but a careful balance has to be
maintainaed in curbing too much condescension to the uneducated pu~
blie for he has to comply %o more saphisticated tastes as well,
The music had to be slevated and simple at the same time.

Berlioz belisved that massiurnegs cf effect through volume of
sound wes an integral part of certain musical conceptiens, but it
is important to note that only thrae of his major works raquire a
spouially large mass of players, and these works wers all commis-
gioned and designed for religious or national festivel cccasions:
They are the Reguiem, Ta Deum and the Symphanis Fundbra et Triam-
phals. The musical results were always the most important cansi-
deration in gquantitive warks for Berlioz, and he avaided using
great volumss of sound unceasingly - in the Reguiem the extra for-
ces are used only btuicw, in the Te Deum the full force of the organ
is resarvad Por the conclusion and in the Symphony, the second ma-

vement is quiet, In these thras worke he achisved his goal af blen-

ding grandeur, nobility and simplicity with elevation,sxpressing
the demecratic and aristocratic elements within him.

*1 Barzun., lbid., p 326 ~ 328,
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The Greek drama and it's associatued festivals were aimed st arou-
sing collective amotion through a large-scale work of broad popu-
lar appeal, and this corresponded te Berlioz' spinion of a uark in
monumental-style. He had the sams humanitarian ideal that Beset-
hoven expressed in his Ninth Symphony im the '0Ode to Joy'. Accor-
dingly, Berlioz' works in the monumsntal-style may bs regarded as
extonsione of Beethoven's cencept of the social function of his
symphany.

It the majority of Berliez' works a strong eloment of popular
fesling is ravealed, and in every drama the role of the people is
Pully repressnted - reaching it's climax in 'Les Trnyens'.*

The dramatic legend,'l.a Damnation de Faust', was produced in
1846, He revised his 'Huit Scdpes ds Foust' of 1829 and added a-
nother twelve scenes, grouping the twanty tableaux into four main
parts which were connected by recitatives. Verse, prose, dialogue
and fanfares ars combinmed in Shakespearian-manner, snacting a dra-
matic legend adapted to music, Berliez' usual precedure of selaec-
ting a series of objective situations capabls of being translated
in mysic uhich are combinad in a sinple form, is followed. Thus,
it is another variant of an ‘opon construction' containing a series
of tableaux in which music and action ars combined.

This is not a *seiting' of Gosthae's drama, just as the 'Romdo
et Juliette'-symphony is nat & setting of Shakespoare's drams. Ber-
linz fresly expanded and campressed tho faust-lsgend, pursuing the
same formal freedom as in 'Romds et Juliette'. He created a very
compact werk with the main characters limitod to three, plus charus
and orchestra,

The dramatic contents are ths following: In Part Ons, Man is
raprasentad in nature. Hera tho simple life and the outcoms of
the aspiration after glary and power is depicted. Faust xejects
the latter. In Part Tum, Faust is tempted by doubts, bewitched oy
sensuality and dreaming of love, In Part Three, Gretchen repre-

* Barzun, ibid., pp 359 - 364 passim,




sents the love Faust has been dreaming of, Houwever, she is de-
stroyed by his leve., 1In the final section, Faust reverts to seif-
torture in nature, end is damped For his failure to rescus Gret-
ghen ~ she is taken up inta heaven.

Although the outlines of the regular symphenic form is abandon-
ed, thare are many similaritiss uith the dramatic symphony 'Roméo
at Juliette!. In the latter, the orchestral aend vocal slements are
balanced, but here the vocal slements predaminate, 1In addition,
fLa Damnation de Faust' contains no cverture. In both worke the-
matic recal) serves as a unifying procedure with the same subtle
variation of themes similar to ths procedure employed in 'Benvenu-
ta Cellini'. A unified texturs rasults from numerous ornaments
and rhythms, which are derived from the maiﬁ themes and act as hid-
den leitmotives.

Berlioz' analytical development procedura already established
in the 'Symphonis Fantastigque' is differant from the traditional
synthetic type of developmsnt whigh builds up from a pgerm ar a ma-
tive, He developed his leng melodies, totally or partially frans~-
forming them by reduction, or breaking up, throughout a movement.
In the opening scene of 'La Damnation de Faust', the seventesn va-
riations of the theme establish a complate analysis of it and pro-
vides g full '‘development’ by inverting the traditional preocedurs,
This treatment of theme variation is interrupted after 40 bars, and
continued agein after ancther thirty, in this way complying to a
feeling of symmetry, producing statamsnt, episode and recapitula-
tinn.*

1t has been noted Lhat the Drametic Legend, like ‘Les Troyens®,
is without an overture. There is another similarityt In ‘Les
Troyens' the two melodiws of Anna's cavatina and Narbal's air in
the fourth act are combined, mach with it's own rhythm. Hare two
choruses, the one of the students and the other of the soldisrs,
are heard simultansously.

*1 Barzun., ibid., p 495 - 485G passim,
*2 1bid., p 489,
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Berlioz hed & predilection for rendering simultansous and conflic-
ting passions in fugal form, illustrated in the Requism, the finals
af 'Banvenuta Cellini',the double fugue in the Witches' Dance af
the 'Symphonie Fantastiqus', Juliett’'s funeral procession in 'Ro-
méo et Julistte' and again in the firale of the third scens of

'La Damantion de Faust' in part two,

The parody fugue in 'La Damnation de Fausi'® is intersstung,
considering 8sarlioz’ aversion for all vocal fugues an the word ‘A~
man.t In his opinion they were violent and noisy aad rassmbled
a chorus of drinkers intarspersed with outbursts of laughter,which
resultad in grotmsque asnd indecent sffect as a result of the vo-
calised first syllable of ths word: ‘A—a-a—a—man‘.*1
cisely to achieus this grotesque effect that Berlioxz smployed a
group of drinkers in Auerbach's cellar to exscuts the fugus.

The 'Te Deum’ was compesed in 1849, and ths sacred trilogy
‘L'Enfance du Christ', begun in 1850, was completed in 1854, Ber~
lioz filled the latter with eimplicity and psrfection. He started
sketching a four-part Andantine for organ during a dull social e-
vening, It's primitive pasteral mysticiem led him into inventing
an owcasion for it, and he imagined shepherds bidding farswsl o
Jesus on the sve eof the Holy family's flight to Egypt. He wrote
approprists words apnd signed it with an imaginary name: Pisrre Du-
cré, ALl but ona of the critics fell into the trap. Cosime Liszt
called it the most important event of the season, and said it a~
chieved gigantic success, Heine apolugized to Berlioz for having
questioned his meledic gift saventesn yesrs sarlier in critisizing
the 'Requiem’. The press {except 3cudo) was unanimous in it's
praisa_*

and it is pre~

8arlioz said: 'The goad peoplp of Paris say that I have chan-
ged my mannsr, that 1 have reformed, I neesn't tsll you that I
have only thangad my subjectt ....,.. he added that the reception
of this new work was an insult to it's elder brothers, The approval
of his postic art, howsver (ths worde of the trilogy were entirsly

*1 Neuman, E. pp 46 and 569-470
*2  Barzum, 3., VII, p 90
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his own creation) sncouraged him in the plapning of his next twe
works,

The point in Berlioz' life to which he had been progressing
since the first cantata is now reached: The adaptation of the
dramatic symphony and ths dramatic legend to the stage in a music
drama of epic style and proportions en a theme he had baen think-
ing of since his early youth, The principls of construction em-
ployed in 'Bsnvenuto Cellini’ also undsrlying 'La Damnatian de
Faust! of choesing musical sccasions and linking them by the shor-
test path of recitative,with no links betwesn the larger sactions,
is varried forward tpo i€'s climax in 8erlioz' masterpisce ‘lLes
Troyensf,

Liszt and Princess Sayn~Witigenstein stirred up his dormant de~
sire to craasts a largs work on the suybject he had drosamed of since
his ynutnz- the fensid, during the secend 'Barlioz Week' at Weimar
in 1858, In his Memoirs Berliez admitted that he had been tor-
manted by the idea of a 'vest opars op the Shakespearian maodel, of
which I should write both the words end the music as in "L'Enfance
du Christ",* but that he would resist the temptation to the snd.

He added that the subject seesmsd magnificent and deeply touching,
but that would bs sura proof that the Parisians would regard it as
insipid and veariscma, Furthermorse, he stated, that evan if he was
mistaken about the public’s taste, he would never be able to find

& woman singar sufficiently elevsr and devoted to intaerpret the
principal part, 'sines it reguires beauty, a great veice, real dra-

matie talent, perfect musicianship
He knew that he would hope in vain

and & heart end soul of fire',
for all the varivus resouscss

which would have to be at hia dispoaal without hindrance from any-

one, in order to preduce tha work,

Berlioz could not stand the

thought of having to encounter again tho sanselegs ob-tacles that
he bad to endure when 'Benvenuts Cellini' was produced.

*1 Barzun,, Ibid., p Bf ~ B7,
%2 Barzun., Ibid., V II, p 88 - 89,
*3  Newman, €. Op,Cit., i.p.v. Ibid, P 475
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At ths time, Adam's ballet 'Le Corsairs' was the main attraction
in Paris and it's great popularity could be attributed to the fact
that it had & resl ship on the staegs. In addition to this,Mayer~
beerts popularity was indisputable. ferlioz said: ‘'Meyerbeer's
influsnce and the pressure oxercised by his immense Feartune, not
less than by his geniung eclectic talent on managers, artists,cri-
tice and public alike, are such ag ts feader any serious success
at the opéra almost imppssible. That deleterious influence will
probably continua ts be Falt ten years after his death,Henri Hei-
ne declares that he had"paid in advange®.!

Furthermore, he said that he did not feel the least desire 'to
gdd to the number of useful and agreeable works called opéras~
comigues, daily turned out in Paris liks tarts frem the aven'.

Ha could not sver preocurs a hall te give concerts of his sym-
phanic works. The only hall in Paris whicp was suitable,was that
of the Conservatoire and, after twenty years of giving the only
big musical performance there, w. .h a few excaptions, he was told
that it was the exclusive property of the Conservateire Secisty and
it wauld not be lent te anyons for the purpose of concerts from
then un.*

Thus Beriioz had to campose in growing musical isolation. Af-
ter the great vegue for Italian opera in the 1820 ~ 183D period,
Meyerbeer's menopoly followed, and to mske things worss, a Uagner
crusade was beginning teo Parm, This was mainly a result of the
abundant campaign literaturs, for none of his works, except 'Tamn-
nalissrt, wers known at that time. Berlioz was not against Wag-
agr, howsver, but surely ho had the right to claim the Ffrench pu-
blic's attention above Yagner.

After the humiliating failures af ‘@envenuto Cellimi' in Paris
and London (although Liszt later rovived it euccescfully in Weimas)
Dorlioz identified himgelf with the Fact that ho wea not composing
this work for thu Parisian public and that ha might probably naver

*1 Nemman; ibid,, p 478 ~ 470 passim,
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see a productien of it. lie said: 'But I helong to a nation which
has ceased to be intereasted in the noblar manifestatians of intel-
ligence, and whose anly deity is &hu golden calf. The Parisians
huve become a barbarous people. In ten housss you wil scarcely
find e single library. 1 am not speaking of musical libraries.
Books are no longer bought. Miserable novels ars hired from the
circuleting lib.ary .... in the same way, people subscribe teo the
musicshop ..... in order to selpct from the infinite commonplace
rubbigh of our day'. Me also said: 'In Paris, therefore, I cen do
nothing, Per there I am considered anly tog tortunate to be abls io
Ffulfill the task of writing feuillatons ~ the only one, some would
say, for which I was sent intn ths world, I know well uhat I could
accomplish in the wzy of dramstic music, but i. would be both use-
lsss and dangerous o atiempt it.....!

He felt that tha principls reason for the war wagsd asgainat him
tlies in the antagonism existing between my musical Fesling and
that of the great mess of the Parisian public ,... All music de~
viating fram the beaten track of the manufacturers of opdéras-comi-
ques necessarily sesmed to these people the music of a madman, just
as Bssthoven's Ninth Symphony and collossal pianaforte sonatas ara
to them the compositians of a lunstic,

He said that the profusseors of the Conservatoire wers apainst
him, ‘'stirred by Cherubini and Fétis, uwhose salf-love and faith had
alike been rudely disturbed by my hetexodoxy in the matter of har-
mony and rhythm. In music I am & seepiie ... I belong to the ra-
ligion of Besthoven, Weber, Gluck and Spontini, uho believed and
proved through thair works that sverything is qood or that every-
thing is bad: The wffsct produced by a combinaticn of being that
which alane ought to sarction or condemn it ..,... among my adversa-
ries wers alsa the partisans of the Italian sensualist school,whose
doctrines I have often attackaed,'

Berlioz repestodly doclined to meke a system out of his con-

#*9 Newman, ibid,, p 472 -~ 47% paosim
#2  Newman, ibid,, p 484,
*3 Neuman, ibid,
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victions, or %o preach a doctrine, He felt that the music should
speak for itsalf‘.*1 While he was composing the 'Roméo 8t Juli-
ette'-symphony he said:; 'The fury of certain newspapers against
what thwy call my system gives you anly a dim notion of their fip-
ting madnegss, Pamphlets sre bming written ...,., my defendars ut-
ter almost as much neon”=nse as my dottactors. Tt must all be bor-
ne; it will dissipate an time, The frsnch have a mania for ar-

c

guing about music without possessing either the rudiments of the art
or any fesling for it. It was so in tor last century; it is so,
and will be sov ...... I_gount on my nysic ,..i..iat more than any-
thing that can be said in it's favour......."' 2

'D'Ortigue said: "Gluck had fought the Italian 3chool of his
day im order to reform o' ora in the dirsction of dramatic ferece
and extended musical mecna, In fightinyg modern Italian opera, still
ridden by conventisn, routine and misplaced virtuesity, Berlioz uas

carrying on GCluek's work.” !

Bsrlioz' mission was to devslop music on Shzkespearisn lines
and %o defend the German or symphonic tradition against ths Italian
genre. The greatest numbev of hiz vorks constitute a complete se-
rigs of variants on one form. Kis conviction rested on thres con~-
ditions: (s) That modern music was a new and independent art,

(b) 1t passessad intrinsic significance, which he called 'axpreasive-
aess', (&) and it pould not be judged by pre-established scholas-
tic rules, but only through experience. wy sar; in other words,
ptagmatically.*»’

About the role of music in music-drama, he stated whils he was
composing 'Lee Troyens': !'The great difficuliy throughout is to
find the musical form - that form without which music doss nnt ex-
ist, or exists only as the humbled slave of speach. Thers lies
Wapner's crime: He wants to dethron: music and reduce it to ex-
preasive accents, Th ; is to subdo the system of Gluck (who mest

*q Barzun,, ibid., p 414,

*2 Barzun., ibid., Vv I, p ™M1,
*3 Ibid,

*4 Barzun, tbid., p 4.,
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fortunately did not succeed in following his own impious theory),
I am for the kind of music that you yoursslf call "free" .,.. Mu-
eic is so powerful that in given Llnstances it can conqusr alcns,
and it has a thousand times earned the right to say with Medea:
Myself, which is encugh®.!

To want to bring music back to the old recitation of the an-
tigue charus is assuredly the most incredible and luckily the
maost useless folly ia the Ristory of art,.......'

'Te find the way of being expre.tive and truthful witheut cea-

sing to g fmusician; to ondow music, rather, wikh neu means of
*
action - that is the problem........' |

Whils Berlioz was writing nis libretto, he wrote to the Prin-

cess, thanking her for her comments aus said: 'You go so far as to
credit me with ths be:s .v of Virgil's poetry and praise mz For my
ttafts from Shakespe Have no fear. I have the grit to carry
oa to the end; i- B :cessary to lure me forward with sulo-
gires that I do no it is beoutiful becauss it is Virgil;
it is striking beceu.. i Shakespeare. I know it., I em only 1n

intarleper; I have ransackod the gardens of twe geniuses and cut
a aswath of flowers to make a couch for music.'

In February 1858, he wrote in a latter te Samual 'I have
wvorked at the poem with extreme patience £1¢ will not have to make
major changsa, Why could we nat na:e patience? - 1 was reading
yasterday in a {ife of Virgil that ho took sleven ysars to write
the Asnpid, yot so unfinished did it seem to him that as he lay
dying, he ordered his heirs to burn it ..,. It no longer matters to
me what happens to the werk - if it ie produced or not p:gduced.
My musical and Virgillian passion hag beaen sated.,..,..'

*4q Barzun,, ibid., V II, p 119, pa=aim,
#2 Barzun,, ibid,, ¥ 1I, p 118,
*3 Barzun., ibid., p 129,
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CHAPTER 11T
(a)  Virgil'e Aereid

The subjact deals with the settlement of Aepeas in Italy after ma-
ny years of wandering, The first four booke on which Berlioz ba-
aed the libraetto of 'Les Troyens' concern the siasge of Tr and

the wanderings aftsruards. The latter span a period of wseven years
but Virgil takes up this period at a point not far frem it's .on-
¢lusion, Asnaus tells tha story to Dido, whose relationship to
himself forms another adventure in the meantime.

In the first book, Wirgil's intentiaon is ta crsate interest in
the hero and introduce the story. The subject is stated briefly,
beginning: 'I sing of the herg who founded the Trojan kingdom in
Italy, his veyagses and his wars.’ Then the supernatural Forces
by which the subject is to be worked aut ars prassntad. The ma-
lice of the godiess Juno againmst Aeneas is skilfully contrived to
illuminate the subsequent history of thg Roman dascandants of Ae-

neas hy the mention of thelv great enemy,Carthaga. Thus the peem re-
flects historical anticipaticn throughout the whole work,

Juno persecuted the Trojans because she was the pstroness of
Curthage and che had heard that Carthage was destined to be crushed
by a nation of Trojan descent, Consequently, she pletted with Aso-
lus to creats a storm at ova which resulted in Aensas being uhip-
uwrecked on Dido's coast,

The goddess Venus, mother of Aensaa, *hen addressed Jupiter,com-
plaining of the sufferings of the Trojans and reminding him of his
promisa of an empire to them, Ctonsequantly he sent Mercury to in-
fluence Dido to welsoms the Trojans., After this, Venus disguised
as & huntress, disslosed the name of bhe shore on which they had
bmen shipurecked to Aeneas, also relating the story of Oido's
flight from Tyre to Africa, and assuring him of the qusen's welcoms
and the safety of his missing ships. Than she made Rsneas and his
friend Achates invisible, In this form they saw their missing
friends appealing for Dido’s help. As soon es Dido welcomed thaem,

promising to search lor Aensas, thsy came forward cut of the misty
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clouds which surrounded them, making themselves visible again,

Reneas sent for Ascaniuvs, bidding him to bring reyal ornaments
as gifts for Dids, but Venus, distrusting Dido, plotted to escure
her affections by substituting Cupido Por Ascanius. In this way,
Dida's affections were kindled and et the succeeding feast, ahs
prayed that the Uarthaginians and Yrojans might be unitea. Aftsr
this, the time passed in song and talk., Here the long~haired barc,
lopas, entsrtained the court until Dido beggsd Aeneas to tell her
the story of the fall of Troy and his ssven years of roaming.

In the second buok, the destruction of Troy is dsscribed. As-
neas’ narration concentrates on the last agony of Troy, cammencing
with tha departure of the Greek army after they had left behind a
yooden horse filled with armsd soldiers, as & supposed offaring to
tha goddess Pallas., The Priest tLiocoon denguncsed the horse as a
Greek trick to deceive them, wheraupon two sarpsnts from the ssa
gostroyed him after he had hurled his spear at them.

A Greek spy, Sinon, surrendersd himself, pretending that he had
eseaped from the G.osks, after 'lysses hed singled him out as a hu-
man offering to the gads, He v.ld the Trpjans that they could
harm the ensmy by accepting the '.crse becawss the Greeks meant it
to be an offering to Pallas in ~»shange far the Palladium. Hou-
pver.during the night the Graeek flest returned from Tenedss wherse
they nhad been hiding and 8inon opsned the horss, effesting a con-
aaction of ibe tuo groups, while the Trojans ware slesping.

Aeneas then described how Hectar's shade appesared to him in a
vieion while the Trujans were being wiped out, ennauncing that the~
re was nothing laft fon him to do but fles with ths natipnal gods
af Troy, end te sstablish s nation oversaas. With Panthus, the
priest of Appolo, and a Pew frisnds, Aencas escapud, realizing that
Tray was lost irravacably.

The sub,ut of the third book relates the wanderings of Aoneas.
Hig narrativo beging thus: ‘'Seeing that averything uas lost, ue
built 2 Flest and set to sail, nnt knowiny where cur destiny would
Lead ust, He tontinued by relaotirg the mistakes they made in
search of the neuw kingdom, They first landed in Thrace, then Do-
los and then Crete, after whivh they wars invelvad in a terrivle .




storm, landing on the Strophades. Aftir this, they tenaned to
Ctaonia where Priam’s son, Helenus, now mc-ricd ta Hector's wi~
dou, Andramache, reigned. Hrra Aeneas met A« lromache whe ‘old
him that she had heen given by the Greek, Pyrrh:., to Helunu:s af-
ter he had grown tired of her himself, and Helenu: then succoedid
to part of Pyrrhus' territories aftnr Oreustus had kil id him,

After more advantures, thow lgnded in the “yclep's uuntrev whe-
re they faound the Greek, Achemur ins, who had bsern at Troy with ‘-
lysseg and had bean accidentally L. 7t therwu. He begged them to
take him with them, and they put ta v with the blind monster,
Polyphemus, at their beels, With Achew: ‘des gulding tt-m, thoy
~ina, Cela, Av

passed by Plemyrium, Helorus, Pachynum,

238,58~
linus, Lilybaeum and Drepanum, Hers he lost : = father, which was
a heavy blow to him. Sailing from thare they w.tw dri-en onto
Dide's coast by the storm, and thus Asneas' tale iz ended,

The subject af the fourth book, the tragedy aof Dido, makes it
the most attractive and celebrated part of the poem, It is also
the most dramatic part, and as such may be -ieued in relatlon to
the masterpisnss of Greek dramas, Virgil's poetic power 1 espe-
cially striking in the limes des-ribing the horrors which drove Di-~
da to her death,

Thiv part begins with a descriptien uf Dido': inability to rest,
caused by her tumultuous thoughts abaut her ~uest. ‘ihe tells her
sister Anna alout this Ffixation, admitting that if she <ght have
vongidered a oruend marriage, it would have besn with h.r,  The
she bursts into tears, vewing that she would romain faiti'ful fo he
dead husband's mumory, Anna, houwsvsr, foels that Nido thould ge-
capt ARensas, talking about the pelitical advantages of a marriage
to him, and mentipns the rwils of the unmarriad state, sugpesting
ag well that Dido should ask A 1cas to stay on at Carthage., Thus,
Anna soothes Dide's scruples and § »m then an her entire personali-
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ty is mastersd: She spands her days in his company, listening to
his stories about Trey, but her slespless nights are filled with
misgivings, She loses interest in her empire and becomes halpless
and consumed by love. Her thoughts revolve around Aesneas and when
he has to lsave her, she consoles herself by fondling Ascanius,

When Juno realizes ihe extent of Dido's involvement, she sug—
gests to Venus that the two lovers should be married and the Tro-
jan empirs established at Carthage, thus snabling the two goddes-
ses to govern farthage together. Although Venus realizes that
this is a trick ta transfsr the predicted smpire to Carthage, she
agress tc the proposal. However, she fesls wmisgivings concerning
Jupiter, the husband of Juno, advising her to try to parsuade him.
After this, Juno proposes that they should intsrrupt the hunting
party, planned for the next day, by creating a storm whereupon the
lovers will be forced to take refuge in a cave. Venus agrass,
thus accomplishing the physical union of Dido and Aenesas. Dida
herself proclaims and gloriss in the 'marriage', and her downfall
is sealed,

*That day she first began to die

That day first taught her to defy

The public tangue, the public eye.

Ne sscret love is Dido's aimg

Ghs calls it marriage now; such name *q
She choosss to conceal her shame',

A giant monster, Fame (winged and with many eyes, tongues and
sars), spreads the news and Iarbas, the rejected suitor, is enraged.

Tusning to Jupiter, his father, he tells him of Didn's disdain and re-

Jjsction of his marriage propusal. Hereupon Jupiter sends Mercury

to remind Aensas of Vsnus' pledge on his behalf as the intsnded con-
queror of Italy, and that he should think of Ascenius' righta sven
if he felt indifferent about his own miassion.

*1 Caning4on, 3. (translation). Virgil, Tho Aeneid. tondon.
Longmars, Gresn and Co,, 1865,
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Aereas is thundarstruck on receiving this massage, and trusting
that he will find an opportunity to break the news to Dido later,
he immediately orders the Trojans to dapart.

On realizing that Aensas is going *o desert har, Dido raves
and sxpressas astonishment, imploring him to stay with har. She
reproachas him, Fearing har gnemiss for she rannot sxpect any aid
from her neighbours whem she has alienated by refusing them the
love which she showsred on him., Her parsonality disintegrates as
she has lost the one guality in which shs had taken pride befnra,
her unblemished fidelity to her dead husband's memory,

Aensas restrains himaelf, replying that he could never forget
her kirdness, but he has never intended staying on indefinitely;
his first obligation has always been to seek a kingdem in & foreign
country, and he informs her thet he has been warned in dreams and
visiens ta fulfill his mission, In the meantime, Dido becomes a-
nimated and then axpledes, salling him a callous, savage traitor.
Sha tells him to go, adding howsver, that she will be avenged on
him, haunting him after death. Then she departs, faints and is
carried auay.

'"Thus aa he spoke, long time askance

She marked him with guick-darting glance
Swept a'er his Prame hor silent eyes;
Then blazing out in fury, cries:

%o goddess bore you, traitorous man:
Noj; t'was from Caucasus yuu sprung,

And tigers nursed you with their young,
uWhy longer wear ths mask as thaugh

I walted for soms heavier blouw?

Heaved he one sigh at tears of mine? *
Move ho those hard impassive syns?".'

Asneas pontinues with his preparations to leave. Dido beholds
the busy Trojans, is overcome with grief and requests Anna to im-
plora Aeneas to walt a little langer. He howsver, ramains ada~
mant, and Dido bwcomes despsrate and tirod of life.

Draadful signs ate revealed to her: Tho wine at the sacrifice
turns inte blood, her husband's velcs is heard calling her, etc.
She resolves to dias, but keeps it a socrat, telling Anna that a
wise woman has advised har to srect e pile and burn the effigy and

*9 Conington, 3., ibid.,, Book IV, p 11f,
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relics of Aenpas to cure her of her lpve. Anna belisves har, or-
daring a Fur;eral pile ta be raised. After all the relics have
bean placed on the pils, Oido makes a dying appsal to the infernal
gods,

While Aensas is asleep, ready to sail in the morninn, Mercury
appears again warning him te depart at once, and he ohays, rouses
his men and puis out to sea.

At daun, Dido sees the fleet sailing away and breaks wvut inta
a wild rage, asking whether nobedy will pursus him and wishing she
haa torn him and his son apart. She prays that en landing in I~
taly, he might be invelved in war and perish miserably, and that
there might be sveriasting hestility betusen farthage and Italy,
Then she sends the nurse of Sychasus away, and mounts the pile.
She draws the sword end plunges it into har bosom, Arma hsars
the sounding of the alarm, and rushes to the place, exclaiming ve-
hemently against the cruel decait and tries to staunch the wound
of the dying gusen,

Ritying nper prolonged pain, Juno sends Iris down to cui the
thread of 1life, terminating Dido’s agony.

{(b) fGerliox?! workiog out of his libretto

Berlioz created Pive scto besod on the first four books of the
Asneid, of which the first tuo are set at Troy, and the last three
at Carthags. He worked out ten scenss with four for the first
two acts (tus for each act) and six far the last thrsa acts {one
seena for Act III, two For Ast IV and thres for Act V.)

Tners are important differonces betuean the Asneid and Berlioz!
it retto, QOne wary important factor which has to be strassed,
evnparns tne important function of tha supernatural forces in the
Agnesd . In tho Apnpid tho moin threed which runs through the
whola work, i: Aoneas' gnttlpmont of a Trojan (later becoming Ro-
man) empire in Italy, and a azeat portion of the work, the entice
firah pook 1n Faut, deals with tho supornatural forees' working out
of the subject, Virgil skillfully contrived Juno's mali-o againct
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Asnmas to threw a light on the suhsequent history of tha Raman
doscendants of Aeneas, The goddess created numerous obstacles

to prevent him From fulfilling his mission of foupding a Trojan
empirs in Italy. The guaestion: ‘'Why was it, Muse, that Junc sn
persscuted so picus a haro? is elucidated by the statemsnt that
Juno was patronass of Carthage, of which she already knaw that it
was destined one day to bs crushed by a nation of Trejan descent.
Conseguently, she parsecuted her enamies, the Trojans and tried to
pravent them from reaching Italy.*1 In the Agnesid, Juno employed
Aenlus to send his winds tn create the storm at sea which resulted
in Aeneas being shipurecked on Dido's coast, ° ptune had to in-
tervens and counteract Asolus' power, Venus, the mother ¢ Ae-~
nsas, seemed to be the only supernatural pouwer who was we.i diepo-
sed towards Aensas - all the athers, even Jupiter, the principal
god, were adversariocs. Venus reproached Jupiter for the suffe-
rings of her Trajane, after they had been shipwrecked at Carthage,
and reminded him af hiy promise af em vepire to them - consegquently

Mercury was sant doun %o infiypaue P ‘aleome the Trojans.
Later, Venus sant Cupid to replace at the banyust, stirring
up Dido's affections to enamour her, . .aking sure that thae Tro-

Jans would be snebled to prspara themselves, and repair their ships
for the journsy to Italy, In eddition, Ysnus plottad with Juna,ar-
ranging & storm to occur during the Roysl Hunt which drove Aenaeas
and Dido to take sheiter in ths game cave, and ef#scting their love-
unian, Iarbas, the son of Jupiter, who had bean rejrcted by Dido
becama jealows when ha heard af the leve-affair, and complained a-
bout the disdain with which the Carthaginian gueen had treated hing
consaquently Jupiter sent Mercury again, to romind Asneas thal ve-
nus had given thu plodgs on bis behbalf as the intended conquerer of
Italy, and that he had to think of the rights of Ascanius, This
1esulted in Aeneas' abandanmont of Dide.

*4 Coningtan, J, Ibid., Boak I, p
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Thus the actions of ths mein charscters in the Agneid were motiva-
ted by supernatursl foroes. B8rliez on the other hand, concen-
trates an the human elament; In his libmetio the gods do not fea-
ture at all, excluding one brisf appearance of Mercury at the end
of Aeneas- and Dida's first love~duot, when he criss 'Italy’ thres
times, thus symbolizing the fiist fealings of guilt he must have
been experisncing, whersas in iLhe Rensid we were told that Mercu~
ry appeared tuice and remonstrated with Asneas, reproaching him for
neglecting his duty.’ ! Besides, of course, in the Aeneid the gods
June, Venus, Jupiter, Mercury, Neptuns, Aealus, etu. ware trested
a8 actual persopages having important parts in the action., Ber~
lipz! creation of thes shados of Hector, Cassandra, Priasm, Anchises,
{all of them characters whom Aaneac had known while they wers a-
live) however, serve solely as broof remindars to Aensas of his mis-

sion, thus becoming the veices of his conscience,

Many changes in Berlipz' librette concearning the character por-
trayal result from hig deletion of ths supernatural farces. This
involves Dide and Aengas' chgractere, for in the feneid Oido's love
far Aeneas was kindled from without ang her entire persanality mas-
tared by thsse Forees, prs.ailing upon her to violale her oeth af
Fidelity to her dead husbund, But in Berlicz, her love for Aeneas
comes from within, and as a result of Aensas' seduction. {Her
sister's instigation is the only external influence.) This makes
Aeneas' dezertion sem even more traitarous than in Virgil, but at
the same time, he is pressnted as a more forceful perscnality,ss a
result of his recuiving ro sup tnatural aid in gaining Didu's af-~
fections,

Aenaes! abandonmont af Dida may alde bp rpparded in a different
light in Berlioz’ librotta, when it is baken &Lnto considsration
that the shados calling him te his mission are much moce insisteat
than ths roproafs of the gods in ihe Asnoid - this craastos a more
difficult bask for Awnces rerarding his eandust towards Dido, and

*q Coningten, I, ibld., Boaok I, p 109 - 110,
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Thus the actions of the main characters in the Agpeid wsre motive-
ted by supsrnatural forces, Berlioz on the uther hamd, concen-
tratas on the human slsment; in his libretto the gods do not fea-
turs at all, excluding ana bricf appeavance of Mercury at the end
of Asneas and Dido's flrsit love~duet, when he cries 'Italy’ three
times, thus symbolizing the first Feelings of guilt he must have
been expsriencing, whereas in the Aeneid we were told that Mercu-
ty appeared tuice and remonstrated with Aensas, reproaching him for
neglecting his duty.*1 Basides, of course, in the Aspeid the gods
Juno, Vsnus, Jupiter, Mercury, Neptura, Aeclus, stc, were tteated
as actual personages having important parts in the action, Ber=-
lioz! sreation of the shades of Hector, Lassandra, Priam, Anchises,
{all of them characters whom Aeneas had knoun while thay uere a-
live) housver, serve solely as brief raminders to Aeneas of his mis~
asion, thus bocoming the voicss of his conscience.

Many changes in Berlioz' libretto cancarning the character per-
trayal result from his deletion of the supernatural forces. This
invalves Dido and Asneas! characters, for in the Asneid Dido's love
far Aensas was kindled fram without and her entire persanality mes-
tered by these forces, praveiling upon hor to violate her oath of
fidelity to her dead husband., But in Berlioz, her laove far Aensas
comes from within, and as a result of Aensas' seduction, (Har
sistar's instigation is tho only axternal influence.) This makes
Aoneas'! dessrtion sesm even mors troiterous than i Viegil, but at
the same time, ho is prosented as a mere forceful personality,ms a
result of his rscciving no supernatural aid im gaining Dido's af-
fections,

AReneas' abandonment of Dido may alsc be regarded in a siffersnt
iight in Berlinz' iibretto, when it is taken into consideration
that the shades calling him to his mission are much mnre f{naistent
than the reproofs of the pods in the Aspeid ~ this crestes a more
difficult task For Asnvps ragarding his conduct touards Dida, and

*1 Conington, J, itid., Beak I, p 109 - 140,
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. a spectator feels inclined to have more sympathy far him, in
fact, he conseguently becomes mors human and patural here., Wore-
over, Rensas' ipitial introduction of himself to Dido alse becomes
much more credibls ia Serlicz as a Tesult of another omission of a
Virgillian supernatural force: In the Asnsid, Aensas and Achatea
were made invisibls by Venus, and they arrived in Carthsgs in this
form while watshing Dido's reaction to the pleas of her friends,
After Dide had uelcemed them, promising to s¢sarch Por Asnsas, he
became visible and thanksd her for her generssily, 1 In Barlioz
howsver, the whole party arrives togethax uith Ascanius as their
spokasman, while Aensas is disguissd as a sailor. When Dido‘s mi-
nister, Narbal (this character is an original creation of Berlicz)
comes with the news of Iarbas' invasion of Carthags, Aeneas throuws
aff his disguise, announces himself and presents his aid at this
critical moment. This is a more authentic and dramatic procedure.
Morecvar, in the Asnmid there is no attack by Iarbas' army on Car-
thage, for the rightness of his cause, Dide's rvejection of his lave,
makes the attack unnecessary ~ he grevails upon Jupiter to inter-

vene an his behalf,

In the first half of 'Las Troyens', Cassantdra's character is an
original creation of Berlicz as is that of Corsoebus, The; were on-
ly mentionod in the Asneid. In the second half of the opera thers
urs four original characisra: Marbal, Dido's ministar; Hylas, the
sailor and tuo sentries. The frivolous duet of the two sentries on
gusrd was created by Berlioz to heighten Asnsas' dramatic entry
which follows it, and for the contrast it fowms with ‘he heroic pas-
sions and epic atyle of the othar ccenes.

In = 38k tragic drama, tha chorus playnd the role of the mo-
dargtor between disputants, and Furnished & commentary on the ac-
tions taking place in tho drama, But Virgil, although ha was in-
fluenced by Sophocles, employad Anrna, Dido's sister and confidante
tu serve the purpose of the Gresk chorus which he excluded Fiom the

*9 Cenington, J. Ibid., Book IV, p 110 -~ 112,
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actior .n the Apneid - tho Asneid being an epic posm, and not a
drama,

T in going back to Gresek tragedy wn the prominence and im-
portance of the chorus' invelvement, the epic qualities of the a-~
pera are emphasized by Berlioz; Ffor the chorus plays a vary ia-
portant role in 'Les Troysna',

In the first two acts, the chorus porsonifies the fallowing
groups af psople:

{a) In the first scens of Act I, the peopls of Troy rejoice af-
ter the Greek army's departure,

(b} in the secand sceane of Act 1, the chorus laments, comments

on and sympathizes wilh Andromache's grief,

(e) The Trojans lament Laccoon's death and expross fearfullnsss
at Pallac! divine fury near the end of the first act,

{d) The first act ends with the Tro'an March in which the sacred
hymn of Troy is chantad by the ch2rus. For a moment they hasitatse
as thaey accompany the horse's procession moving into their city,
but they end triumphantly,

{8) 1In ths first scene of Act II, the chorus portray Asneas' affi-
cers who are ready to face death with him during the taking of Troy.
(f) The Trojan women at thas altar of Vesta-Cybele pray desperate-
1y for the Trejans, Than they respond %o Cassandra as a true pro-
phetsss, and utter proud defiance of the enemy, resolving to cammit
suicida rather than yialding ta the Greekz, thua endipg the first
half of the apera,

For Acts III - V, piacnd gt Carthage, the chorus portrays the
following parte:

(g) In the first secene of Act III they act as the psople of the
asveloping kingdem, Carthage, joyfully celebrating the annmiversary
of their arrival in Carthage.

{h} In the fina. of Ast II11, the Carthaginians confidently pre-
pare thomgolves to fight sgainst the Numidisn's invasion.

(i) In Act M, Scens I the shorus peresniPiss thoe Trojen officers
and also the shadoa of the Trojan wrathful dead, terrifying the
Trojan troops and parsuading thom to depart.
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() After ARansas has decided to carry out his mission and for-
sake Dido, tha Trojans respond to his summons and rush to get
ready te sail, ending the first scens of Act V.,

(k) In the secend scene of Act V, the chorus in the role of the
Carthaginians commant on the departure of the Trojan flest.

(1) In the third scena of tho last act, the chorus perscnifies
the prissts of Pluto with an invecation to the infernal gods to as~-
sist Dido, addinn ritual dignity to Dico's praparation for death,
{m) In the penultimate number, the chorus perscnifies the Cartha-
ginians' alarm and dismay, reaching a point near chans at the <« «ht
of their dying queen,

{n) In the fimale, Bhey uttor a prophatic imprecation against tha
Romans, the descendants of Aencas,

(c) Tha Libretto

Pazt I of Berlioz' Libretto

Berliez took tha and of the Trojan war his atarting point, as de-
picted in Boox JI of Lha Asnaid, Tha two acts are taken

from Aeneas! reminiscenca at Carthage, but here the events are ena--
tad visibly. The first scene ic of the abandaned Greek camp on the
plains of Troy. The Trojans are rejoicing at the departure of the
Greek army aftar ten years' -isge of thei. city, with dancing and
games,

In No. 1y 'Charus of the Trajan penple', Berlivz condenses twe
pages of the Agneid into a few vompact linws in uzich tho Trojans
describe their joy at being able to relax at last beginning with
tho FPollowing words: (Translatod from the French.)

Ehprus: 'After ten ywsars spent within pur walls
Aht what delight to broathe
The pure alr of tho fimlds, which will never mors
Be rant by tho shouts of battle,!

In the Aanoid a warning is givon that the weoden horse may bring

*4 Lenington, 1, Ibid,, Book I!, p 3% -
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bad luck:

‘But Capys and the wiser kind #1
Surmigsd the snave that lurked behind'.

Berlioz housver, doss nnt mentien Capys, instead he uses Cas-
sandra to utter forerwarnings about the horse and the fate of her
city. from Virgil's few scanty suggectizns which only mention
that she Foresau the doom of Troy and uvos pessicnately loved by Co-
roobus, 8eprlioz created a colourfully morbid personality ia the
princesa whose character is marked by a tragic self-avargnees, She
deminates the first helf of the work, from tha second 'umber on-
wards, as Dido dominates the second half. Aenees has a s:are in
the whole action, thus linking the two parts. In the Agpeid,Cas-
sandra is meniioned briefly, twice in Bgok II and once in Book III:
The first time when the harse is dragged inta the city and she
warns them (Reneas' narration):

'Yat on we press with passion blind,

All Forethoight blotted from cur mind,
Till tna dread monster we install

Within thz temple's tower built wall

Eten then Cassandra's pressient woice
Forewarned us of our fatsl choice

That pressisnt voics uwhich Heaven dacresd
No ason of Troy should hwar and heed,

W careless sauls, the city through

With festal boughs the fanes bestrauw

And in such revelry employ *9
The last, last day should shine on Troy'.

Then her death ie mentionsd:

*Ah sea! The Priameian Fair,

Casgsandre, by her streaming hair,

Is dragged from Pallas' shrine

Her wild esyes raisca to hmaven in vain,
Her ayss, alas! for chord and chain

Her tonder hands confinm,

Corosbus brooked not such a sight, *3
But plunged infuriato in the fight,'

Cassaendra is mentioned for the last time in the descripticn of
Aeneas' wandsrings after the Fall of Troy. After Anchises had mis-

*1 Cenington, 3, Ibid., Bouvk IT, p
*2  Ihid,, Book II, p 4%,
*3 Ibid,, Hook II, p %2,
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taken Crete as their destination and the Penates (their geds) had
consequently told Aeneas that the rzal home of their race was I-
taly, Anchises adm.tted his error and remembered a similar prophe-
<y by Cassandra:

tThan{Anchiges) crips: "My san., the slave too long

af Ilian destiny,

One voice aforetime sang that song,

Cassandra, noneg but shé:

Such Pate, she said I mind it all

Was for ot'r race in atore,

And oft or Italy uvculd call,

0ft an Hesperian shors,

But who cowld thimk that Trejan born

Harsperia s'sr would reach,

Ov uhu that heard that maid Forlern .,

Gave credence to hes speech?®’,

From these scanty indroatiuns cunsisting of Csesandra’s single
warning against tho wooden horse, a brief description of haer deatf,
both in Book II, and Anshises' reminiscence of her prophecy of the
Trojan destination being Italy, in Book III, Berlinz was inspired
te create this tragic figure of frustrated forebodicg. Shz per~
cejives Priam's blind leadership in her first air 'Malheureux Rei'
and urges her lover Corasbue to Flee frem the city that she cannot
lsave, in the snsuing duet. Corcebus is ~entioned briefly in the
Asngig in Asneas' doscription of the taking of the city:

'Sa atirred by Heaven and Othry's son,
farth inta flawnes and spears I run,
Whore yells the war-fiend, and the cries
Df slayer and slain invade the skies.
Bold Rhipeus links him to my side,

And Epytus, in arms long tried:

And Hyganis and Dymas hail

And join us in the moonbaanm pale,

With younyg Coroebus Mygden's child
Uho came to Troy with yearning wild
Caszandra’s love to gain,

And prompt to yield a kinsman's aid,
His troop uith Priam’s hosts arrayod -
Ah wreteh, whom his demented maid X9
Had warned, but warned in vainl!.t ©

x4 Conington, 3, Beok IIL, p %7,
*2 Ihid., Book 11, p 49 ~ &,
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Thers are anaother two brief references concerning Coreoebus; ths
last one describing his deasth,

Cassandra dominates the first two ascts, and Berlioz created
such a forcaeful character that she makes a more lastino impression
than the haro, Aeneas. She appears for ‘he first time in the se-
cond number in a recitstive and arfa. Berlioz' recitative begins
with the words: T'Tha Gruweks have vanished. B2ut uhat dread plan
lies behind this stranrgely sudden depariure?’. After this num-
ber, she has # duel with her lover, Corosbus, in which she tells
him aof her grim Poreboding, warning him to leave the city and to
go back to his father. uhen Coroebus refuses to leave her, she
ends with these wards:

*Then take my hand,

and my chaste bride's kiss
ard stay! Death makes ready
Cur nuptial bed for tomarrTouw'.

for thas next numbsr, Wo. 4, 'Marche et Hymne', the Trojans are
assembled before the citadel to sacrifica tg the gods. After this
the lisely contrast of the 'Wrestler's Dance', No.5, is folloued hy
Ne.6, the silunt pantom. me scene of Andromachs, Hector's widow,
which is an original creation of Berliocz. In Virgil she is only
barely mentioned when Aensas refsrs to a sesret door used by Andro-
mache in the past, which he used during the fall of Troy, to get to
Priam's private rpoms in the palacs.*z In this gantomime, Androma-
che is holding her son Astynax by the hand; clothed in white
mourning, thry place floyers on the altar, the child is blessed by
Priam and Hecuba. Then Andromache lowers her veil, and thsy
slowly walk away in silence, The crouwd informs the spactator that
the mourners are Andromache and her sen, commantings

'And this immenso sorrou,
This profound loss,
These silent griefs!,’

while somo of the mothers in the crowd weep et the sight,

*1q Conington, 1. Ibid,, Hook II, pp 51 and 53,
*2 Ibid., Book II, p G4,
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Berlioz wrociew a ceene narrating the story of Sinon, the Groesk spy
witn spened the harse during the night to let out the Greek sol-
disf;‘.*1 This scene would have come between Andromache's panto-
mime,No, 6, and ARsnsas' narration of the death of Laoccon, No, 7,
but Bsrlinz later rejsctad it.

In No. 7, a recitative, Aeneas suddenly appears, breaking the
news of the priest's dsath., He rwlates the story of Laocoon's mis~
trust of the horse and how he struck it with his spear and was kil-
led by tuc ronstrous serpents coming from the sea, Aeneas ar-
ders the horse to be brought in, For the ensemblas, No’s 8 and 9,
which is an octst and double chorus, followad by Aeneas' navrative
and a chorus, Beriicz substituted Halenus, sen of Priam, for Sinon,
the main character of ths csjected scene.

Mo, 10, is an air for Cassandra in which she describas her ina-
bility to watch the doomed Trojans plunging to destruction. This
is followed by the Trojan March-finale of Act I, which generates
many melodies throughout ths opera, in uhich the procession is heard
in the distance at first, vher graduvally drawing nearer, Buring
Cagsandra's declamastion proclaiming sombre intimationsof ths pre-~
sence af daath, the horsp's procession steadily cross<: pehind har
and the crowd, (Berlioz thus kept i% out of view of the spectator,)
The scene ends with Cassandra's warning that the unheeding, joyaus
crowd should stop and ssarch the herse, for she knous that it hides
a deadly trap. But sverything is lost, and she knous that she is
going to dim beneath the ruins of Troy. (Arioso superimposed on the
Coda of the march.)

The first secena of Act II, is a room in Aenmeas' palace whers he
is asleep, while Troy buras; thers ars sounds of distant fighting,
for Cassandra's prophecy hes besn fulfilled. Asnsas wakes, and
Hector's shade instructs him to wscape and found a new city in I-
taly, (No. 17, 'Scene and Rocitctive.!)

*1 Caenington, 1, Hook II, p 38 - 43,
%2 Ibid., Book I1, pp 37 and 44,
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In No. 13, 'Recitativ. and chorus’, Panthus, woundad and carrying
the sacred images of Troy, entars and reports the storming of the
palace and ths death o; Priam. Instipated by Aensas,the other of-
ficars Ferming the chorus, cry out that they are ready to facs
death calling on ths gods Mars and Erinyes to lead them.

The sscond scens is in the temple of Vesta, for the Trojan wo~
men's dejected invecation to the goddess Cybele,!'Choeur-Pridra’,

No. 14¢{ Cassandra appears and urges the women to die rather than
yield to the Greska, In a racitative and chorus (No.15) she pro-
phecies that a new Troy will arise in Ttaly. When the women ask
her about Coroebus, she simply answers: ‘He is dead,' and continues
with an abrupt statement that she is shortly to follow him.

This last scens is another original creatiopn af Berlioz,descri-
bing how Cassandre incites the women of froy to commit suicide ra~
ther than yield to the Gresks., After having told them that there
is no hope, they teply: ‘*All is lost, nathing can save us from
their lust', But Cassandra asks them: 'If honour inspires you,for
wham then does this qulf open below ybu! pointing to her dagger and
their belts, Uhen she inquires: 'Dawn will not find you defiled
by the Greeks? You will not be seen dragued bshind their train?!
tie majority reply: 'Never! Never! we will die with you.*

In No, 16, the Finale, the main chorus declars that they will'go
down pure and free, to the river of duoath', but a small group ars a-
fraid to diz so sgon, and ars driven awsy by Cassandra, While the
remaining group sing, a f(reek captain enters with his sword uplifted
but stops in astenishment,saying: 'What! Lyrea in their hands! A~
gainst ay will I am struck by the sublime irony of their magnificent
farvour, Cassandra - how beautiful she looks as she sings of death,
a blus-eysd Bacchante drunk with her own musict! Then Cassandra
stabs herself, saying: 'There! Main is nathing!.' Aftar crying
aut fftaly!{f, she dies, comcluding the twe Trojan scts.
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Bart 11 of Berlioz' Libratts

The second part of the work is set in Carthage. Seven years have
passed, Cassandra's domination of the stage is over, and Dido ta-
kas her place as the main character, The first part is Epic, oco-
mes fram Aeneas' narratien in Book II, and is mainly concerned
with the Trejan nationy the second part generally displays a Ly-
ric character, and the personal relationship of Dide and Aeneas is
almost as impertant as the destination of the Trojan nation.

Berliaz kept his lihretto in smceordance with Virgil's conside-
ratian of sympathizing with Aeneas, not only in presenting Aensas'
heroic agtion, but as symbolizing the updeviating and relentless
march of Roman glory. Yet, I{ik2 Yirgil, as well, he concentrates
an the pict-+*s of Dido in her abandonment and despair.

Act III is set in a hall ip Dido's palace at Carthaga., A men—
tal transition is made from Troy to Carthage and a period of s.uven
years is passed by, embracing Asnesas' wanderings.

In Mo, 17, tha Carthaginians celebrate their anniversary., This
is fallowed by Na. 18, which is their national anthem, describing
their devoticn ta their queen,

Oido, in No., 19,'Recitative and aria’,briefly tells the story
of their flight fraom Tyrs to Africa. She praises har psaple for
their devotiecn in developing her kingdum, and expresses thes de-
sire that they should become g nation af heroes ip war.

In the Asnsid however, the Carthaginians are described as a
warlike nation and gonssguently different in charactar from the
description of Berlioz in his libretto, in which the Carthaginians
ssam to be e timid, pacifist natisn who are badly in nesd of Aeneas'
military aid when larbas advances on Carthage with his army. There
is another reference to their bellicooe character in the Asneid, in
@ description of Dido's neglect of her kingdom after she had becume

%+ onington, 1, Book 1, p 21.
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enampured of Asneas, where it is suggaestod that the Carthaginians
were well trained in military practice,

No's 20 - 22 constitutes a suits of thrse processisnal dances
in which different processians of workmen advance touards the Queen
and Dide presants them with symbocliec gifts. No, 23, 'Recitative
and Chorus', rounds off the public ceremony, ending with a repeat
of tha paticnal anthem.

In No. 24, ‘'Recitative and dust', Dido pretends to be calm, but
later discloses her inner mood to her sister, telliing her that she
fesls ‘troubled by a vagus unrest’ but howsver, assuring her of her
solemn eath of fidelity to her dead husband's memnry.%2 But Anna
replies’

*Such oaths bring a smile
To the levely Venus; the gods refuse
To vecord them in the book of Fate'.

Dids admits to herself:

'Her words arocuse in my breast

A dangerous delight;

Alrwmady in @y weakngs.

I struggle vainly against a vagus hope,'

In Ne, 25, lopas, the bard, annaounces the shipwrscked Trojans.
Dido's sympathy ls svoused, for sha remsmbers tha- she herself has
been 'tosssd by rude waves from shore ta shors', ihe fugitives
ter, accompaniad by their *Trojan March', in a minor tonality. (No.
26.) HAeneas, disguisad &3 a sailor, enters with Ascanius, Panthus
and Trojan captainz boaring gifta.

No. 27, 'Recitetive', is Ascanius' spaech in which he agks far
ghelter for a few deys, tolling her who they ars and that he is the
aon of their leader, Aeneas. Penthus adds that Reneas is sesking
Italy as a nou humulund.*a Dido replies that she alrsady knows A-
snoas' history.*4

In ths Finale, No, 28, of Aect III, Narbal, Dido's minister,ru-
shes in anncuncing that Iarbas is advancing on Carthage with his
troops. This gives Aasncas the apportunity for his horeic discla-

*1 Ceningtong, J. Ibid., Book I¥, p 104,
*9 Ibid,, Buok IV, p 1

*3 Thid,, Dook IIT, p 84,

*4  Ibid., Book I, p 24 ~ 24,
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sure of himself; he throws off his disguise, and offers his aid
in the war against tht Numidians. He summons the Trojans and the
Tyrians to fight side by side to deliver the gueen, and they call
on Mars to help them, Tken he entrusts Ascanius to Dido's carse
in an interlude, urging him to be gedfPearing and ccurageous.

Act IV, Scene I, constitutes the Symphonic 'tons poem' which
serves as a prelude to Ast IV, depicting the passage in the fAsneid
describing the plot of Junp and Venus to break up the Royal Hunt
planied for tne next day, with a2 storm which would force the lo-
vars to take refugs in a cave, The goddrsses houever, have na
part in Berliocz' libretto. The great storm that he depicts ve-
curs a&s a hatural phenomeron. (Berliez does emplay the supernatural
in the form of ghosts but not the ancient gods and goddaesses.)

The sscond scens of act IV is set in Dido's gardens by the sea,

No, 30 is 8 recitative-dialogue batwesn Narbal and Anna, in
which Narbal, who knous that Aeneas cannot stay on in Carthage be~
cause he hes an imparial mission to fulfill in Italy, informs Anna
that he is worried becauss Dide iu neglaecting her duties. But An-
na has qrast confidence in Dido's influenca on Aeneas and the stre-
ngth of their love, and tells him that Carthage needs a king.

In No. 31, ' Air and dust', Narbal expresses his Fears for the
future, indicating that Cassandra’s mantls has fallen on him. But
Anna assures him there is nething to fsar.

No, 32, is a 'March for the entry of the Queen',which is follo-
wed by Wo, 33, comprising thros ballets, to entertain Aenzas, the
victerious horp, At the end of the third dancs, Dido cries: 'E-
noughi' and requusts the bard, Iopaa to sing a simple sung.*z i-
aopas complisy with a pestoral hymn te Ceres, {Na, 34),

In No. 35, 'Recitative and Quintet!, Dido requssts Aensas to Fi-
nish his 'tale of long wanderings and the fate of Andrumacha‘.*s
Amneas repliros

*1  Cenington, J, Ibid,, Book IV, p 105 - 108,
*2 Ibad., Book IV, pp 104,100,
*3 Ibid,., Book I, p 34,




'Alas, bound in slavery by Pyrrhus
She besggad for death;

But that Prince's love fao: her
Wlag so stubhorn

That in the end sha forscok

Her dearest memorigs.

After long rafusing,

She married Pyrrhus'.

This is guite different from the stoxy of Andromachs in the Ag-
neid, in which Andromache tells Asnses that Pyrrhus had bound her
in slavery after the fall of Troy (after he had first killed Poli~
teus, Priam's son, and than the old Father himeelf,) then giving har
to Helenus (ancther son of Priam) when he hed tirsd of her himself,
She became Guesn, ruling the country of Chaonis with Holenus, who
had succeeded to part of Pyrrbus' dominions after Orastes had kil-
led him. 1 Berlioz, howsver, follows a difsrent course and his
Aensas dsliberately stresses the fact that Andramache had married
Pyrrhus because he loved haxr. Dido is shocked to learn of Andro-~
mache's marriage tu the son of Hector's murderer: Aensas' premedi-
tated disclosurs has the desired effect and she ia prepared %o break
her cath af fidelity to her dead husband's memory, and states, in
the Quintat, No, 35.:

'Everything conspires to overcome my remorse
And my heart is absolved.'

Anna, pointing to Ascanius, tells Narbal:

*Narbal, see how the vunning boy
Looking like Cupi

Gently steals from Dide,

The ring she worships.'

The sthars confirm Dido's confassian,

The removel of Dida's ring is the symbol of the remova. of a
binding restraint, vhich results in a sense of release for Oido.
This incident af the removal of the ring was inspired by a painting
by Pisrre~Narcisse Gudvin (1774 -1833) caliad 'Ende racontant 4§ Di~
don las malheurs de la ville ds Troie' whi.h hangs in the Louvre.*

*1  Conington, 3. Ibid., Book iII, p B2 - 83,
*2  Macdonald, H, Foroword ang critica: notes of the Direnrei-
tor scora. V 2 o768 Kassal, Ge: nany.
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In his libretfa, Bsrliocz igneres the story of Venus' plot to se-
curs Dido's effections by substituting Cipid For Ascanius,*1 yot
Anna refers to a resemblance betweeen Ascanius and Cupid.

No. 36, 'Recitative and Septet with Chorus', commences with fAe-
neas' woerd: 'But no more of thess sad *smories.....' and he goas on
with a salute to the 'night of eplendour and enchantm nt'. He is
sogon joined by the others (Dido, Ascanius, Anna, lopas, Narbal,
Panthus and the chorus,) Everyone, except Dido and Aeneas, moves
off gradually at the and of the numbsr.,

The music and words for the love-duet, No. 37, uas written be-
fare any other music for the opera. Barlicz intended to finish the
libretto befors starting on the music, but while he was busy on the
third act, he could contain himself ne longer, and he completed tha
lave-dust in Act IV, 'Nuit d'ivresse at d tasa', Part of the
text was draun from Shakespeare’s comedy The Merchant of Venice,

Act V¥, Scane I, from Lorenza and Jessice's dialogue.

Tha idea must have coms naturally to Serlioz, who worshipped
Shakespears, sapecially as Dido is mentioned. Barlioz wrote in a
letter to the Princess Sayn-Uittgenstein that his music for the o-
pera (which she had praised) 'ie beautiful becauss it is Virgil, it
is striking becauss it is Shakespsare., I know it. I am only an in~
terloper; I have ransasked the garden o® tuwo geniuses, and cut the~
Te a swath of flowers to make a couch for music, where, God grant,
sha mey not perish sverceme by the fragrance'.

Thon the dreamuwerld of the lovers is shattered by Morcury's sud-
den anpearance? He strikns Aeneas' shield twice, end stretching his
arm out towards tho ssa, solomnly cries 'Itely!’ three timea.

1t has bman romarked beforo that Berlioz does not smploy the ex-
tended means of Virgil hera: Mercury doss not rebuke or remonstrats
with Asneas. Only the original gosture is rotained by using the
key-word,

The first scene of Act V is in thse harbour. Two sontriea and

*9 Coningtong, J. Tbid,, book I, p 30 « 1,
*2 Barzun., HBerlinoz and the Romantie Cont.or., Vol, II, p 118
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a young sailer, Hylas, are cuteide the Trojan sncampment. Hylas
thinks of his home which he will rever see again, and the two sen-
trios commant uvpen this, (No.3B.)

In No. %9, Panthus and ths Trojan ufficers ave congorned about
the bad omans of the geds. Once again, "he shades of the dead mut-~
tar 'Italy'; the officers ave terrified and realize that they
should loave immediately,

No. 48, is the sentriss! duet, fin uwhich thny talk about their
reluctance ta go on this sea~-voyage.

In No. 41, "Recitative and Aic’, Aenesgs vxpresses his distress
bacause he has to leae Dido, and he is uncertain about his next
mave. Pido knows about hio departure, and he is perplexed at the
thought af her inability to comprehsnd the sacred mission which
Ginds him. At the end, he realizes that he has te see her once
mare 'though the despair of it should break me utterly!,'

In No. 42, however, his resclution is wiped out by a final uvar-
uing of the ghosts of Priam, Coroebus, Hector and Cassandra, uhich
Berlioz substituted for the reappearance of Mercury in the Agosid.
Raneas is filled with remorse, capitulates and takes immediate ac-
tion in No, 43, giving the alert to loave port, and adding that he
has to leave Dido 'to dia a hero's death'.

No 44 is the final duet of Dido and Aeoeas. Dido gonfronts Ae-
neas, exclaiming thal she cunnot believe that ho is lesving her, but
he is adamant, replying that ho has already deslayed too long.

Then Dido says:

'Silence! Nothing can stop you -

Not death hovering ovor me,

My shame, my love, our wedded 1ifc begun,

My name wiped From this day From thy book of honour
Yot, had I but a tender pledgo of ynur trust,

Yes, had I, cradlsd in my arms,

Aonoas'! son, his proud, sweet faue

Smiling at mwa, to remind ms of you,

I would be less forsaken?!.

In the fsnsid Cido enda with the fellouiry woerds:

*1 Conington, J. Rook IV, p 114 ~ 112,
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‘0o not let my tears delay you lunger!
Monster of piety!
Go, get you gone! I curce your gods atd youl,!

She goes out, and Aeneas with the Troian soldiers, shout 'Ita-
' on their way to their ships, and then be goes on board.

Ke. 45, the sacond scene of Act V, dopicts tha passage in the

Ben id in which Dido begs her sister to pre-ail upon Aznean to re-
mpin a little longer.

In Na. 48, the chorus announces that the Trojan ships ars sai~-
ling, and Iopas tells Dido of their departure. She is enraged at
fiwst, erying: 'Carthaginians, hurry, pursue the Trojans..........
burn their ships....' but then she realizes how Futile that would
be, and says: 'What am I saying? Pitiful rage! Submit to your
fate, abandon hope, choke back your grief, Urstched Onel' She feels
that she should have wipad out the Trojans, and continuss:

'T should have fozeseen their triachery then,

And set firec to cthair fleet,

Pvangead myself on Asneas, and to end, served him
Mis nwn son's limba for a hideous hanguet'.

3ha now bacomes ohaessed with daath, and calls on the gods of Hades:

*Help me; inflete my keart

Yith a burning natred

for t.is Fugitive uham I loved,,.....

Let us at ance offer a sacrifice

To ths dark deitiss of the kingdom of the dead.

Let a nyre be raised,

And on it the traitor's gifts,

And those I gave him,

Hateful memorials,

Vanish in the livid flames®.
Dido sends her sister and Narbal away, for she conceals ner resolu-
tion Lo die.

In No. 47, thoe monologus, She tuna anuul the stage, tearing her

hair, beating her broast and uttering inarticulate criss, saying:

1 am geing to die,
Drowned in my great grinf -
And dis unavanged!!

*q Caningtan, J. ook 1V, p 118 - 119,
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This is practically a literal translation from a passage in the
Asneid,

No 46 is Dide's farewsll aria, in which she takes leave of Car-
thage, concluding the second scene.

The third scens is set in the palace gardens by the sea, where
an enormaus pyre has been set up., A bust of Aeneas, his toga,
helmet, swerd and belt are placed on the plaiform, with a bed.

In Ne. 49, the 'Ritu:l for the Dead', the priests of Pluto sing
a charus in which thsy ask the gods of Tsnarus to restore strength
and peace to the wounded heart, Anna and Narbal curss Aeneas with
words based on a passage in the *z

In No. B0, Dido speaks as if in a drsam, saying that all is o-
ver and she fesls peace returning to her heart. Taking up the
sword, she begins to prophesy:

"My momory will live through the ages,

My people will fulfill a heroic destiny,

One day in the land of Africa

From my ashes a glerious avenger will be boxn,

Alroady I hear ths thundsr of his conguering name

Hannibal! Hannibal! My soul suells with pride!

Neo more bitter memories;

Thus it 1s Fitting te yo down %o the shades below!®
She stabs herself and falls onto the bed.

No. 851 is a Chorus in uhich the Carthaginiang give the alarm.
0ido tries to rise three times, and her dying words are: 'The fates
are against us ... thoir hate unrelenting.... Ah!{ Carthage will pe~-
rish .o...', then she dies with the last word on her lips: ‘Rame.
Reme..... atarnal’,

No. 52 is the Imprecation., The Capitel is presented in a dis-
tant radiance, with ths word 'Roma' in shining letters on the pedi-
mant ., Legions, and an empercr surrounded by poots and artists,
pass., The spothessis is invisible to the Carthaginians, The Troj-
jan March reseunds in the distarca, Fer it has bean handed down by
tradition to the Romans, becoming their triumphal anthsm. The cho-

*1  Conington, 3. Ibid,, Book IV, p 129,
*2  ITbid,, Book IV, p 127,
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rus snds with ths words which had been given to Dido in the Ag-
neid. * Berligz! words, translated from the French, ara the
following:?

'Undying hatred for the race of eneas!

May aur sons be hurled against heirs

And send them shattered ta the bottom

QF the swal By land and water

May our last descendants,armed against them to the end,
Qne day astonish the world with their total dastruction.'

The origninal Ffinale of the last act, concisting af 40 pages of
full-score, composed batwsan 2&th February and 12th April, 1858,
was discarded and the compressed version, consisting of nine pagss
was substituted in January, 1860. The eriginal had bean joined
on te the chorus, Na. 51, after six bars of archestral intreodusction
with the Grand Priest blessing the dying Dide and invoking the pi-
ty of the qods feor the Queen, He implares lris to and her ago~
niss. Aftar Iris has scattsred poppics on the dying Queen, he
proclaims that she is dead. This is followesd by the Carthaginians’
declaration of their undying hatred for the race of Aeneas until
their destruction shocks the world, This taxt is identic.. with
the last cherus, No. 52, with which 'Les Troyens' ends in the fi-
nal version.But here, in the original, the tonality is D major,not
the B-flat major of ths final compressed version, The original
version does not end with this cath of undying enmity, howaver, bul
it goes on to a lengthy Epilogue in which Scipio, Cassar, Augustus,
Virgil and a train of artists and Roman legions file past Clio,the
muse of Histary, Clio wmakes four pronouncoments:

(a) ‘Scipioni Africano gloria’,

b fJulio~Caecari gloria'.

G *Imparateri Augusto st dive Virgilio gloria',
d 'Fuit Troja: Stat Roma',

The last pronguncement is schoed by a distant soprano and te-
nor at the back of ths gtage, and the vark would have ended with
qhu Trojan March,

Pauline Viardot, however, porsuadod Berlioz to rovise the Fina-

*1 Coningten, 3, Ibid., fook IV, p 127 - 128,
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le of the last act, resulted in the eomwpresssd finals mar~
ked 'Imprecation, Punic war cry, contrasting in it's fury
with the sa_emnity of the Yriumphal March,’ with vhich the opera
ends in it's final version,
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CHAPTER TV

Tonality
Main tonaljties governing the work in itfs entirety

Tua main tonalities namely G and B-Flat*1 gavern tha music of ‘Les
Troyens'; thesa abpear in a mediant relationship, G is associated
with uncomplicated happiness and joy, and B-flat symbolizms Tro-
jan glary, or rather the aspiration of the Trojans {o domination -
the entire opera representing their relentless march to victory

and grandeur.

Survey of the tomalities wmploved in the different numbers. Im-

portance of mediant-relationship

The progression from G to B-flat developed throughout the opera, is
established in the first ect on a lesser scale uhen the tonalities
of the different places contained in tnis act, ave scrutinized, The
epening chorus symsbalizas the rejeicing of the Trojans in the at-
tzinment of peacs and fresdom after ten ypars of siege and war.

The act closes in B~flat in a supposed celebration of Trajan glory;
hawever, tha final bars of the finale ars in b-flat, signifying
their blunder, far this is an illusien.

Cassandra's two airs are in the sombre f submpdiant
minox-tonality of 'foreboding!, the first one in e~fiat/E~
flat and the secend one in e-flat. Tha wmediant-relatianship is
taken further, as the introductory recitative tec the first air is
in it's oun submndiant minor-tonality, c¢. The duat of Cassandra
and Corosbus, which succeeds the first air, is mainly in B, The
ballrt, 'Gauntlet combat' is in £, tho submediant, and the chorus
preceding Cassandra's second air, is in the Trojan B-flat,the flat-
tened mediant, which is thoe tonality employed for the finale, the

*1 For the purposs of this chapter, msjor tonalitiss will be
indicated by capital letters, and .he minor tonalities by
small letters,s.g . B-flat and b-flat. Thus tho majer and
minor designations will be conaidered superfluous,
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Trojan March as well.

Only a fow pieces in the First act deviete from this procedu—
ra: The Processionel March and Hymne in C/c, exploiting bath mo-
des of the subdeminant, Andromache’s pantomime in a/F-sharp in the
supartonic and leading-note minar tonalities, and Asnseas’ recitative
which is a narrative describing the horrible death of Laocson,alsa
in the 'fear'~tonality, f-sharp. The next number, the ectet 'Ché-
timent affroyable’ expresses tha terror of the Trojans on realizing
what a terrible disaster hsys struck the priest, in the 'fear’~tona-
lity again, Asneas' introductory recitative 'Que la déasse nous
protdge’ preceding the chorus 'A cet objest sasrd! is in this dark
tonality with it's connotaticn of appreahension anain,

The chprus and the finale, tha Trojan March, constitutses the at-
tainment of the feigred glory.

The second act, consisting of two scenas, contains a first sce-
na revolving around b-flat/B-flat and the second in the dark ’'fare-
wslit~tonality DF the flattened leading~note A-flaet. The finale,
howsver, has & central sectiom in the distant tonaiity of A major.

The third act revolves arsund the 'joyous® G-tonality ressrved
for festive oceasions, and the mediant-velationship is adhersd to
nnce more; with only tuo of the processional dences deviating qrum
this pattaern. The opening chorus is in the Plattensd submadiant~
tonality, E~flat. The Chant National and it's second veriation in~
corporated in the chorus! reactien of Dido's recitstive 'People
tous les honnesurs’ are in the mein tonality, the recitative being
in the mediant mirer b, The latter is the tonality employed For
the third orocessional dance and also tha insttumental introduc-
tion for the dust (Apna and Dido). Tha firat variation of the
Chant National conastituting the reaction of Dido's psople on her
8ir 'Nous avaens vu flnir' is in B-flat, the flattened mediant-tona-
lity, The air and concluding recitative is in the Plattened sub-
mediant-tonality, o-flat, Whon the shipurecked, pathetic remnants
of the Trojan ermy enter Carthago, they are accompanied by their
march in .he miner-moda, b-flat, which is the tragie Facot of the
Trojan~tonality. Ascanius introduces nimself and discloses their
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identity in a modulatory recitative progressing from the flattenad
submediant major, E-flat, to the tonic G-tonality., The duet is in
E-flat, the submediant-tonality, again.

The finale has four main tonal centres constituting the flat-
tened submediant and mediant-tonalitiss which signify a very dis-
tant relationship with sach « .her: E-flat / B / £-flat / B, Re-
neas'! 8 'military'~tonality is sstablishad hsre and his introduc~
tion is in E,

The only deflsctiaons from the mediant shifts of tonalities,ars
the two processicnal dances in ths supertonic and subdominant~tona-
lities A and C.

Tha first scens of Act IV, ths 'Royal Hunt and Storm'-scens is
in the subdominant-tenailty, €, The sacond scane has two tonal
centres, the first five numbars revolvipng around & and the finmal
thres numbers, forming the love-music, entailing a tanal shift of
a semitone douwn, to G-flat. The opening number of the sscond scene,
the recitative-dislogue bstwesen Anna and Narbal is modulatary, but
mainly in the flattsned submadiant, E-flat, howsver, concluding in
thamediant minor, b. The succwading number constituting Narbal's
air, Anna's cavatlina and the combined snsemble is in both modes of
the tonic, and the flattened submediant major. This is folloued
by the parody variation of tha Chant National in Asneas' misitary
tonality, 8 (mediant major). The initizl tuo ballsts ars in the
tonic tonality 6 and the third cne is in the Phrygian-mode on to-
nic B3 all these numbers establishing the mediant-rslationship, On-
ly the fifth piece, Iopas® song, ie in the pastoral-tonality,F,be-
ing a hymn to Leres, goddess of fertility and a description of the
besuties of nature and the sarth.

The final thres pisces (tha love-music) represent the neu tonal
centre, 8-flat. The Quintst, which symbolizes Asnvas' seductlon
of Dido, sstablishad the dominant of the central G-flat tonality,
which is D-flat, Tho Septet, celebrating the beauties of the
night,is in the pastoral-tonality, F. Once again, this tonality
congtitutes the madiant-tonality of the preceding numbser,signify-
ing the leading-note of the ensuing finaln's tonality. Ths act con-
cludes in the love-duat of ULido and ARaneas in G-flat.
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The Fifth act commences and concludes in the Trojam B-flat-tonali-
ty, for hers the Trojan cause gains supremacy. Meny of these Fi-
nal pisces ara modulatory in character,msking it difficolt to es-
tablish their tonalities. Thore are three scenss. The central
piwce of the firet scene is Aeneas' recitative and air, 'Inutiles
regrets' in F/A-Flat, containing an equivocal section symbolizing
Aeneas' irresolute disposition, The number introducing the sce-
ne is &n the main tonality, B-flat. The twa numbers closing the
scene censtitute reversals of the progressian Prom the majer to
minar modes of the tenic, the penultimate number, the 'Scans and
charus',being in B-flat, concluding in b-flat,and the finale be-
ing mainly in b-flat, depicting Dido's confrantation with,and sub-
ssquent reproash of Aensas, which concludes in Aeneas forsaking her
accompanied by the victorious Trojsn March in the 'proper’'tanality,
B-flat,

The second scene commences with two modulatory numbers, the
first one being mainly in a and the sscond entaling a tonal shift
of a ssmitons, being mainly in b-flat. This is succesded by Dido's
manglogue in s-flat, recalling Cassandra's sombre tonality in the
first act which symbolized her gloomy forebodings., Here Dido pre-
dicts her oun death in the same tonality,

The scens concludes with Dido's farswell to her city and psople
in the sams tonality which served this parting purpose in the fina-
le of Act IT for Cagsandra.

The third, final, scens commences with ths 'Cérémonie Fundbra'
in the dismal 'funereali-tonality, c-~sharp. This %fonality wvas em-
ployed in the finale of Act II as weil, far Cassandra's invocation
of the gods of ths underworld, Herse in the funeral ceremony, Di-
de is in a similar pasitien,

The succesding number commencss in the sams dark tonality,yet
consluding in D-flat, The intermediary tonalities are F-sharp,f-
sharp, A-flat and B-flat. The structure is governod by tonality
in which enharmenic differonces disappear, greoviding a symmetricsl
harmonic progression from tonige-winor to the dominant via the sub-
dominant major and minor and back again, but concluding in the ma-
Jor mode of the tanic, The connlugion in {i-flat signifiss Dide's
sub jection to the Trojan cause, for this is the flatiensd mediant
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of the Trojan-tonality, The psnultimate number represents the
Carthaginians' dismay an realizing that their queen is dying., It
is modulatory, commencing in d, the mediant-minaor torality and clo~
eing in the gubdeminant E-flat in a Phiygisn cadence. The Trojans
have triumphed, therefore tho opera concludes in the Trojan March
played by the archestra, contrasting with the Imprecation of tha
Carthaginians in the triumphant B-flat-tonality.

Transitions involving tonal shifts in sesonds

Apart from the favoured procedure of modulsting inm mediant tonal
shifts, tranaitions entailing shifts of tonalities at a major or
milor second's distance are commenly sncountered in 'Les Troyens',
For exampls, in the Quintet, the tonalities employed in the intra-
ductory recitative are C, B-flat, A-flat; the latter is the domi-
nant of the main tanality, which enables the music to progress to
D« * .at for the commencement of the gquintet, In Dido's scene for=
ming the second number of tne cecond scene of Act V, 'En mer, voy-
az!,' a shi¥y, Pram f to F~sharp is made by simply raising each cam-
ponant of the tonic f-miner triad te attain the f-sharp tonality,

The merbid atmuwpnere af death, combined with consternation,do~
minating the two numbere preces..y (.. Pinale, are symbolized inr
many transitions to unrelated tonalitiss. In the Funeral ceremo-
ny, the tonalities employed are: ec-sharp, C-gharp, E, c-sharp, E-
flat, &, £, c. Note the transltion fram e-sharp te E-flat entai-
1ling a tonal shift of a diminished third,. This is achisved by
means of the sscondary dominant ssventh chord on the sharpanad sub-
mediant in e-gsharp which becompa the dominant seventh, in E~flat,
In the penultimate number, the 'Au Secours’-chorus, tha succession
of tonalitiss is as follows: d, g, E, B-flat, c. HNote the tonal
shift of a diminishad fifth from € to 8-flat,
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Iransitiens invelving distantly-related topalitiss

The preceding discussion brings about the quasticn of why thess
transitions to distant tenalities are smployed consistontly., It is
apparent that theae shifts to diastant tonalities are expediesnts to
timents

delineate contrasting textuel panseges, or unpleasant
described above, HNote hp instance in the first act of the che-
rys in B-flat, which i. -4 iroduced by Aencas' recitative in f~
sharp, In the racitativ anags <vpresses fagzr for the wrath of
Pallas, whereas thu chorus ~xpoute a hymn of praise in the Trejan-
vonaliby.

Contrasti g textual parts and topal shifts of an auamented fifth

In the finals of the third act, the main tenal ceptres are £-flat
and B8, The E~flat tonality is associat:d with the dreadful threat
of Iarbas! invasion of Carthagn; B, constituting Aeneas' 'military'-
tonality, contrasts with it for it carriss a positive and hervic
connotation, This is an .zample of the most favoured transition

to delineate sontra  ting textusl p.rie namely the tonal shift of an
augmented Fifth, Hore im this Fin.le, a shif® from B-Pflat to E
symbolizea the dramuctlic revelation of Aencaa, u2n hs throws off his
disguii: and introduces himself as hor rescusr. In the firale of
Act Il, the trang:tion fra. a-flat to E creates a feeling of shock
in Cassandra's suthurst of Pury when she expslls the cowards after
their whimperiry admissien that they de not wish to die so soan.

The shift f:zm E~flat to B is encountorsd also at the end of
Cagsandra's fir:: uiv 'Malbheursux Roil! where Cassandra is lost in
tender dreams cooserning Coroebus, and suddonly realizes that he has
to leave Trey immadiatoly, othnruise he uwill perish. In the succee-
ding duet, Larosbus' tuo blend cavatina strophes in £ are separated by
Cassandra's "ocitative in whlch terrifying vieions of death and de~

struction ar’ givnn in minor-tonalities mainly explaiting b-flat.
In the openirg rcona, '8 lumidre de Troio!! of the secand act, the
roisy of the disztant fighting is depicted in the instrumental intro-
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duction in e-flat; Ascanius' innocent pantomime forming the se-
cond section, forms a striking conmtrest with it inm it's B-tonality.

There are four instances of the juxtapositioning of G-Flat and
o. The first ons is ancountsrad in Cassandra’'s second air in the
first act 'Nen je ne verrai pas', The thought of the Trojans
plunging to destruction is contrasted with the glory of her coun-
try in these tuo contrasting tonalities. The second instance is
in the third number of the third act, ‘Nous avons vu finir'. Dido
sncouragas har subjects to become a pugnatious nation directly af~
ter having ordered them to be religious. The third instance is in
the Pirst number of the second sceng uf the third act in the reci-
tative dialogue of Narbal and Arna, Narbal realizes that Asneas'
fate calls him to Italy, and his gloomy prediction of Carthage's
dark future contrasts with Aora's nuelve faith in love which will
conguar all cbetacles, Ths fourth instance 's that at the end af
the love-dust, finals of ths fourth act, when Mercury cruslly ter-
minates ths love-music, reminding Asneas of his mission,

A shift of D-flat to A, embodies the juxtapositioning of the
cantrasting cancepts of Aeneas' declaratian of eitsernal love and Di-
da's cutburst of fury when she contemplatss her disgrace and huymi-
liation in the duet '€rrante sur tes pas', closing the first scene
of Act V.

Preferencams regarding tonal ghangns

The preceding examination astablished the fact that the rather un-
conventional progression of msdiant shifts, or otherwise transi-
tions of major or minor ssconds, arg preferred to the conventional
dominant relaticnship of tonalitics, In addition, unroleted tona-
lities are juxtaposed reqularly,




Specific textual connetatigns attached to various tonalitias

A number of tonslities carry definite textual connotmtions and ars
exploited as expressive msans.

Unquestionably e-flat symbolizes predictions of impending di-
canter, f-sharp is the tonality embodying fear and c-sharp is the
funszeal tonality associated with death and the invacation of the
ge-s of the underworld,

F represents the pastoral atmosphere employed in tha duet in
the first act for Coroebus' mélodis in which he sings of 'rolling
plains, contentsd flozks and joyful birds 4 nclaiming a2 universal
hynne of peacs’, Iopas' air in the Fourth a.t is a hymne to Ce-
res, the goddess of fertility, thanking her For the abundant crops
and gifts of the prolific carth, In this respect Berlipz was in-
fluenced by Besethoven.

B is Aersas' military-teonality employad in the finale of the
third act in which he pmergus as Dido's hereoic rescuer, The March
for ths entry of the Queen in Act IV is an etiolatrd parcody of the
Chant Naticnal in this military tonality of Aeneas, symbalizing
the cessation of Dida's regal position and Asnsas' place as the
true rulsr of Carthage.

A-flat ie the * rewell'-tonelity employed in Act II and also
Act V, signifying Cassandra ard Dido's shsconsion from life, The
final scane of Act Il and Dido's Farswell te her psople, 'Adisu,
fidre citd', are based on this dark flattened leading-note tonali-
ty (in B-flai} or Naspolitan-tomality (in G).

Conformity reqarding the tonmalitins governing the music of Cassan-
dra and Dida

Thus, the c~sharp 'funvreal’ and A-Flat 'farswell'-tonalitiss units
the two female characters in the opwra, Cassandra's invotation of
the god of Hades in the Finale of Ast II and Dido's funeral cere-
mony in Act V, wspocially, draws the parallel betwssn those two cha-
racters, sach dominating one half of the opera, yet living in dif-~




e e T

7.

ferent times and places; oach cne relying on Aeneas, the ane te
save the Trojan natien in order to build a new glorious empirs in
Italy, the other to save her pride and grent her his love. Both
have lest their reason for living; the one hsr country and dear
ones, the other her lave and self-raespect. Thus both of them lose
interest in life and become obgessed with ¢ longing for death,both
turning to the gods of the underworld te aid them in their tervi-
bie decision tuo commit suiclde, Therefore tonality is smployed

to create dramatic unity.

Agneas' tonalities

Finslly, Yonality ias cmployed to delineate Asneas' character in
the drama. 1t is interesting to note the changes regarding cha-
racterizatiwn by means of tne tonalities governing his meludies.
At first Aensas is represeptad as a frightened, dismayed leader by
the application of the 'fear'-tonality in his initial twe recita-
tives and the octet in which he takes part, Then he beacomes the
valiant rascuer of Dido embodied in the military tenality, B for
hs becomes the irresistible eeducer and laver, in B-«flat. Aftsr
his irresolute wavering between f and A~flat in Act V, he is fil-
led with remsrse afto: the warnings of the shades of Hector, Cas-
sandra, Priam and Coroebus, and he surrenders in D. From than on
he becames *+3s determined, docisive and resolute Trojan hero ma-
king his pmsitive statements in the Trojan B-flat tonality, and be-
ing acnompanied by the Trojan March uhen ho boards his ship; yet
his snnouncement that he has to die a hero's death,unfolds in the
tragic b~Fflat.

Majar finalss eancluding in minor tenalitivs

Note that thres of the Five finales are in major-tonalities, yet
conclude in minor-tonalitivs: The Trojan March, Finaie of Act I,
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econcludes in the tanic minor b-flat, the finale of Act II in the
main tonality A-flat cencludes vecally in the submediant-miner 7,
with the srchestral conclusion ending in the madiant-minor, c.

i The love-duet, finale of Act IV in g-flat, concludes in e. The
l‘ close of the first scene of Aect II Follows the same pattern as
that of the finale of Act I, being in B-flat but concluding in
b-flat, the tonis minar.

i




CHAPTER ¥

Ihe harmonie Style in 'Les Truyens'

Barlipz' music is pres-eminently original, yet his vocabulary is or-
dinary, hardly ever exceading the customary chords employed in his
time, The exceptional sonority emitting from his music may be at-
tributed to the curieus juxtapositioning of these chords or their
unusual positions in the progressions. These progressions are go-
vernad by melodie contours and the fregdom of the melodies and to-
nal gravity are ths most important characteristics of his style.

He endsavourpd to make evory meladic line as refined as possible al-
though the generzl contours of the musical larguage of his time we-
re canfinsd to accepted harmonic procedures and dependent an tradi-
tional tonal formulae.

The fresdem of hia melodies mitigated the confinement that tra-
ditienal harmony had conferred eon it. Each melodic note is treated
individually, being supported by any appropriate chord or chords
appeasing the requirements of sonority and expressivensess,

The harmonic progressions display s desp congern For smooth
voiee-leading in every constituant part; conseguently Ber'ioz u-
s@s harmony as an axprassive oxpedient in the service of a musical
development which is essentially linear.

The evasions of conventional progrsssions and roet positions at
principal paints and his refusal to adhers to the force of the 'na-
tural bass' and conventional clases, created an individual harmo-~
nic language marked by tonal freedom, juxtappsitions of chords not
ordinarily used in succession, and fweak'-pragressions which resyl-
ted in the axtsnsion of the expressivo power of music,

The chorda un the mediant and submadiant denrens

The mediant and submadiant are the medal degross and these are ve-
Ty important in B¢ lipz' Barmopic wriking. He felt free to uso

both major and minor modes in a single tonal area. Thus both the
mediant and flattened-mediant an well as submediant and flattenco-
submediant chortds predominate, creating a biwodal complexity. The-




se chords play an impertant part in the fipal cadences as well,and
are raised to sguch an important level that the harmonic progression
extends to tonal areas in larger structurss, which has been gvi-
dent in the previaus chapter on tonality.

Thess triads are cenerally emphasized by thas preceding seconda-
ry dominant actirg as the dominant chords of the mediant or subme-
diant chord which may then be considered as temporary tonics, In
the opening chorus of Act I, many examples of this procedure oc-

*
curs, 1 and 2.
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Examgle 1.

*1 From this chapisr onwards a standard systom is applied to
indicate tho appropriate plaen in the score involved i
the diascussion. The initial (Capital) Roman numerial in-
dicates tho act,and thn sncond (small) Roman numerial,the
sconc. This is Followrd oy thn number of the movemunt and
the bars in guestion in Arabic numerals.

*2 I,i,No.1,10-12,42,50=81,00=67,71-72,79=R2,13¢~139,187-198,
216-21Y,229-232,237-239, Tha other numbers in which this
procedurs is applied,arc too humercus to point out,
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Generally the sscondary deminant precedes the modal chords,but it
may also succeed these. This procedure appears profussly through-
aut the opera. In many eases the diminished ssventh chord acuinmg
liks an incomplete secondary dominant ninth chord (the root is o~
Often the mediant triad is &? .

mitted) sprves the same purpose.
thivd, In minor to~

tered to form tha major triad by raising the
nalities,the major triad is formed by using the flattened leading-
note as the fifth of the chord,

This predilection for the mediant is shoun also in a practice
to create sequsnces rising in thirds, In the duet 'Quittencus dis
ce éuir‘ {1,1,N0.3,101-120), the 'farewell'-thems of the duet-pro-
per, commencing in b 333, is anticipated in rising sequences of mi-
nor thirds, cemmepecing on A in b 401, € in b 108 and E~Flat in b

M5,
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Example 2.

The submediant and flattened submuoiant triads are emphasized
in the same mannsr by it’s sscondary dominant and the chord Df*the
diminished seventh acting as an incomploto secondary dominant. 1
Tn major torslitiss, the altered third of the chord produses a me-
jor triad, but the major triac formed on tho flattenad submediant

*1 In the dost 'Les rhants jovouxt both the modiant and sub-
modiant chords are emphasizod. (1il1,1,Np,24,81-54,63,75-
76,105-106,129-132,150,)
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(in major tonalities) involving the chromatically altersd mediant
as well, acting as tha fifth of the chord, appears so often that
it becomes a particular characteristic of the camposer's harmenic
styla. In addition it acquirss a specific textual connotatior
being associatad with grief. This will be treated more extensi-
vely in Chapter X, devoted to Expressive Expedisnts.

This flattened submediant is a very important expressive means.
Cassandra's jarring cries aof 'Malheur!’ {Doom!) superimpased an the
joyful chorus succesding the recitative 'Gue la dfese nous protd-
ge' which contrasts with the chorus' hymne to Pallas: ‘A cet ob-
ject sacré formez corkdge' entails a constant emphasis of the flat-
tened submediant, {(I,ii,Ne.9,33~34)

This Flattened cubmadiant cherd creates e poignant effact at
the conclusion of Dido's farswell to hsr people closing the secand
scane of Act ¥ 'Adisu fidre cité’'. ‘ihe chard is sounded after her
last words: ‘'My life is smde:!‘.%2 (Ma carridce est Finil)
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In the cadential bars of Cassandra’s air 'Non je ne verrai, pas'
(I,ii,Nn.1D,93-95) this major chord on the flattened submediant
appears three times alternating with g diminished seventh chard

and then tha dominant chord appearing twice, thus creating an ax-~
tendsd interrupted cadance beforse the Final imperfect cadence which
alao changes the tonality from B-flat major to the minor mor~ for
the infinitely tragic ending. The vocal part accentuates the flat-
tened mediant, the fifth of the chord.

The same procedure is applied in the vocal concluaicn of the
finale of Act I, the Trojan March. Cassandra's vocal part's chor-
dal tones defins the major trisd on the flattsned submediant,un-
accompanied at first; then only tuo isolated string chords on this
flattaned submediant sccompanisd by bassoons and horns underlines
the despondsnt words: *Spour 4! Hector, va mourir sous lees débris
de Troje! ' effecting a change from B-flat major to the minor
mote . Then the melody closes on the strange sharpensd submediant,
supparted by diminished harmonies. (I,ii,N0.11,212-217,)

This flattened submediant is instrumental in creating the bi-
modal melour in meay numbers, It is the third of the subdominant
miner triad which sppears regularly in major tonalities,often be-
ing involved in the favoured Plaga® vadences, It is contained in
the half-diminished seventh cherd, formed an the supertonic,uwhich
is aften applied in major tenalitiss entailing the alteration of
the fifth of the chord.

Ine chord of the hatf-diminishaed seventh
The half~diminished ssventh is applicd to stress unplessant asso-

ciations e.g. in Dide's alr 'Errants aur les merse! in Act ITL in
which she recalls hier oun sufforing, declaring that consequently

she cannot lock on when others suffex. It appears three times,
carrying the same connotation in b 22 and 45 and b 49, and alse in
tha introduction, In b 21 it ia precaded by the normal minor

triad on the supertonic which demonstrates anether pradgilsction of
the composer namely to juxtapose twe different cherds built on the
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same root. In b 17, the half-diminished saventh is formed on it's
natural scale-tone, the leading-note, ({IIF,i,No,25,21-22,45,49)

In Dido's scene 'Pluton semble', in the Final scens of the fif-
th act, the half-diminished seventh on the supertonic has a very
important function. In the silence after she had thrown herself
on the bed, sobbing uncentrellably, the melody of the funeral ce-
remony is played by the double-basses and callos alone but the fi~
nal nete is supparted by this chord (tremclo strings) and sustai-
ned while she begins to prophesy. (V,iii,Ne.50,42-44)

Ihe sugmsnied sixth chord

Anothar chord which is generally formed on the flattenad submedi-
ant, is the asugmented sixth chord. This flattensd submediant al-
so constitutes the Pifth of the Noapolitan cixth chord., (These
will be treatad later,)} But, it is e@spescially as part of the sub-
dominant mincr triad and the major triad formed on this alterad
submediant, in addition to the minor form of ths tonic invelving
the flattened mediant, and the major triad on the altered mediant,
that Berlioz' music acquires itt's bimodal charactar and ambiguity
regerding tonality which is so characteristic of many passages in
'tas Troyans',

Secondazy dominants

Secondary deminants are particularly characteristic in Berlioz' har-
monic languegse. It has bman noted that thoss temparary dominants
amphasize tha medianta. However, they are extremely numerous em-
phasizing the echords on the cther scale degroes as well, especially
the daminant, supertonic and subdeminant chords.

Even tha minor form of tho dominant chord, the major and minor
chords on the flattened leading-noto, and tho Neapolitan aixth
chord are praceded by their own dominants. {Sus oxample of II,ii,
No,16,81-82 whare ths chord on the Flattensd lpading-note is sm-
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phas{zed by it's oun sscaondary dominant chard.)

il, iy 51-55
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Example 4.

Diminished ssventh chords oftsn have the function of secondary
dominant ninth chords, forming the upper part of the chord with the
root omitted., These chords are applicd in the same manner as the
ordinery secondary dominanto,and again,even the flattensd leading-
note and Neapolitan sixth chords are emphasized in this manner.
{Sne the srample, The dominant chord is omphasizod by the dimini-
ashad seventh chord asting as sn incomplete sacondary dominant ninth
11,14,N0.16,170-172.}
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Example S.

Harmonic varistions

Harmonic development is an essential pripciple in Berlioz' style,
Recurring melodiss are generally varied harmonically in their re-
patitions. Tha ana impertant exception is the Trojan March.
The praluds and four strophes ars harmonized in the samo manner
caiatantly while the orchestration and setting for the vocal parts,
and alsc the acoompanimental figures differ vech time, When the
march reasppears in Act V in the chorus !Debout Troyeans' and the du~
st tErrants sur tes pas® and in the Finale of the opera, the Impre~
eation, the supporting harmonies of the original march closing Act
1 ig retained. This is donn for s specific expressive reason which
will be treated in Chaptar X, In Act IYI, only the mode is chan-
gsd from B~flat major to b-flat minor. Howevar, in tho remainder
of the opera, the principle of hazmonig-variation is sxploited ex-

ot |
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tensively, !

The progressive harmenic vaeriation serves a technical as well
a8 sxpressive purpnse, for usually an smotional climax is achisved
in this manner, The two straphaes of Cassandra's first air 'Mal-~
heureux Roi' demonstrate this procedurs, The tus strophes are se~
parated by a pontrasting ssction. In the sscond strophe tha mode
changes From r.nar to major and the melody iu slightly varied,the
phrases sloging diffsrently, Tha meledy of the Pirat B-bar sen~
tence of the first strophe reposss on the supertonic F (in e-flat
minor) and is supported by the secondary dominant of the dominant
(v g of V) which may bs cor-idsrad ths sevanth chard =2 the supsr-
tonic {thus cadencing in F major). On tha other hari, the corre-
spondirg phrase of the second strophe reposez on the ilatiened lea-
ding-note, supportad by a diminished seventh shord e27.ing as an in-
complete dominant ninth {withoui root) which vesolves on thz super-
tonic (thus aptually cadencing in f minor), Therefore, though the
me ‘s is changed from minar to major, the final me.adi> note and sup-
parting harmony is much ‘darker' in the sacoid ~ophs The final
12~bar sentence of the first straephe cenclud @ ir a mdlodic descent
threugh a minaor ninth reposing on the mediar: sné supportad by a
cadence demonstrating the predilsction for iant chards emphasi-
zed by secondary daminants (111 procedsd by ¥’ of III), Moto that
the final chord is the minor triad tormed an o modiant of the ri-
Jjor scale, thus ths mode changes to major for :ie final cadcice al-
though tha firat strophe is in e-flgt minor, - chord bein in G,
B~-flat, B. The fimal sontenco of the secund rapha conel das in
a melogic descent Lhrough a perfsct 11th finn 1. rvposang ¢ - the ke~

nic, The harmenios senstitute a Fluctuztic situeen the superia-

nic (minor) and tonic (major) thus vlosirg w.:h 3 cadenze “ormer ay

the supertonic minar tried preceding the ton_c tr:ad (Plagal), The

contrasting section separating the strogp-or ¢ [ b-flat minor,mo-

dulating to E~flat major and it closes i+ a trzale cadonece consic-
*1 14,N8.11,8-18; V,i,No.43,4=%0; V,i,"10,44,144~1472

I,
I11,1,No.26, S5-14.
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ting of tus farms of the augmentsd sixth chord {the 'Oerman' and
‘Frenchi-farms) resolving on the mediant major triad which cen-
stitutas a kind of Phrypian cadsnce. But this major triad is
changed to minor bty flattening the third of the chord after the
vonal melody has concludaed,

The expressive purpose of harmenis variation in the comprehen-
sive grpanic harmonic scheme is taken even further in this con-
trasting saction on a more detailed scale. (I,i,N0.2,61-G3 and t15-
117.)

L.i)neq,b1-63 L 15ty
. P o
o o o X ok i i T
L o e e it i o a3 -
o o e o £ e N e = 2 B s o
P 2 t a 22 s =
—F —F
o rex) Ja, 2 )2 : f
5& Hbuerourgusnd] 0t ¢ Medhenrexx |pesple.d Phodraxr gy s | st !
: i~
et —t 1 ot
i S e 5 v o e
e 1 H I o
A 4 d 13 Ea
kal i
v + t i z
Ky s T it (s e e
o s i § s o (i s i
ity ¥ ¥ T
1 K
o ot s TR 7
e P e s ) T x
% v s A i i v o f
P T P o = 3
Celtee o bron T T “

Example 6.

A short four-note meledic phrase played by the First violins
moving cenkripetally in semitanes around the submpdiant, is exe-
cuted Four times (the fourth phrase changing directien for itts
closws) in tha four bars near the end of tho section. Cassandra's

¥ Air: 1,1,Np0.2,43-117. first B-bar sentonce; b 43-51, Corre-
spanding sentsnce in oecond sirophos b 97-10%, Contrasting
soctiont b 64-956, Fipal 12-bar sentence of First stropho:
b 52-6%, Corresponding final sentenca of sucond strophot
b 106-147.
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vocal melody doubles the violin-melody throe times, the centripe-
tal movement expreseing the pre-occupation with a fixed jdea in
the text. Cassandra's words baing: 'De 1' afireux destin i

n' oparssse Il faut subir 1' inexorable loii' (I must submit to
grim fate Searing me doun; there is no escape), Eanh harmonizo-
tion of the motive is uiffarent, the first one consists of a
dominant suspen:zion, the second is a suspension on  a seccndary
damitant, the third by diminished cborde and the fourth by super-
tonic and mediary triada. Thus the subtlest smotiunal accants

are depictad by urganic reharmonizatio (1, i, No 2, BB-92)
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Example 7.

Thers are many more of thess harmonic vari-tions: Each of the
four strophes of the duet in the First act 'Guittonous dds ce soir!
ip hermanized in a differcnt aannnr, {I1,1i,Ne.3,308~7%31,332-355,
35 379 and 407-430,) In Cassandra's gsecend air 'Nes jo no vpr-
rai pas' thu moledic phrast 0 crucl souvernir! is ropeated,the
harmeny, the second wnds supported

first one concluding with tonic
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by diminished harmany (I,1i,80.10,29-31 and 33~36,) The rousing
tPréts & mourir'-chorus contains twe main strophes which are har-
menized differently. (I1,i,N5.13,80-93 and 117-134.)

The finale of Act III contains three requests for arms, tuwo in-
tarrupting Narbal's introductery narrative am which he brings the
report of Iarbas' attack on Carthage. The thi~d supplicaticn se-
parates the narrative and Anneas' dramatic introduction in which
he offers bis military aid to resgue Dido, Four one-bar viaolin
figures consisting of & 6 rising to A~flat are supported by two
different harmonizatians, The first pair are supported by a +i-
minished seventh followed by the secondary seventh chord (Vg of
I¥) in b-flat minor. The sscond pair are «~rmonizad by a daminant
ssventh chard meving to the diminshed sevanch choid on the leading-
note in c© minor. The maaning of the semitonal figure changes
from sharpsped submediant rising to flattencd leading-note in the
former tonality, to dominant risire -  the submsdiant in the lattar
tonality. (II7 ¢ M= " T._/6.)

In the 'Royal Hurt and Storm'~ssone, the B-theme of the Exposi-
tion, played by . saxhorn, is harmonized differently in sach of it's
thraee appearances. (IV,i,Na.29,4ﬁ-55;2A9—1bE;SED-ZAB.)

e three atrophes of Iopas' song '0 blaonde Cédrds' ars varied
harmonically. The first strophe in addition to the varied harmo-
nizations of the song in the pastoral F major tonality, cadences in
9 minor, with imperfact cadence, the second strophe closing in
a minor and the third in the tonic tunality both with the conventio-
nal pexfect cadences. (IV,ii,No,34,4r~57370~92 and 92-102,)

Aeneas' air 'Ouand viondra l'inshant des suprémes adisux' conw
tains two phrases which are similar, bsing a repetition of the words
'En un dernier noufrage'. The first is supported by duminant mo-
wing to tonic-harmany in A-~flat major and the second by tha secon~
dary deminant (V ' of V) rosolving on the domimant minor chord in
8-flat minor. At ths commencement of the air, the twa motives af
ths second four~bar phrase are molodically alike, but alve harmoni-
zed differently, (V,4,00.41,143~184;156~1565,)
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In the sucecseding number, No.42, Aensas' final warning by the spi-

rits of Csssandra,Hector,Priam and the chorus of the shades,avery
uttarance on the menotore D is harmonized differently.

Flyctuation betwpen tws chords

An hermonic procsdura which is no progression in the true sense,but
which is encountersd quite often in *Les Troyaens', constitutes the
fluctuation betusen two chords, (The same procedurs is encoun-—
tered as a melodic expedient, the oscillation pccurring betueen tun
melodic nc es.) Thia is a favoured characteristic in final caden-
ces, espeuially regarding the amployment of tne dominant and subme~
diant chords in extupded cadences which will be treated later.

The osecillation between the tenic and dominent chaords is the
most common in this regard,but there are numerous examples of fluc~
tuating mevemunts betusen many different combinations of twe chords,
A feu examples should suffice:

In the opening chorus of the First act, the lower mordent figu-
re which dominates thn entire piece is harmonized by repsated fluc-~
tuations between the diminished ssventh chord on the leading-nate
and the tonic triad. The same tue chords oscillate in Dido's air
‘Chers Tyrisns' as well, (I,i,No0.1,29-41:1127~135;II1,i,Na.19,51~
52.)

Tn the Septet of Act IV 'Toubt n'est gue palx et charme autour
de nous', an cecillation of the seoventh chuord on the supertonic and
tonic triad is maintained For five bars, (IV,1i,No,37,17-21 and 37
~40.)

The archestral peroration of the finale of Act III pressnts an
axample of an oscillating movoment batuoon chards which are Aot nor-
mally juxtaposed. Tho orehestral conclusicn, susceeding the voral
conclusion, commences with a fluctuation betwesn tho diminished so-
verth chard on the lsading-note and the tonic triad similar to the
numbers mentionsd aboua, (II,i,No0.28,377~380.) This is Followed
by an pscillation botuecen the major triad on the flattened lemding-
note and tha suportonic minor triad which is kept up for sewen bars
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and is repested again for another swsven bars, (II11,i,No.28,384-

403.) Thesa two fluctuating passages are preceded,succeeded and
ssparated by the diminighed triad on the normal leadingnote,

Lammar: t ynifying function

This lesds to a characteristic procedure often found in 'lLes Troy-
ena', when unusyal juxtapositions of chromatically sltersd chords
are smoothad over by snsuring that a commpn component is emplayed,
This is an oxampls of the compeser's concern with smooth voice lea—
ding, The 73 bars in which the supartonic minor triad,the dimi-
nished triad on the leading-note and the major triad on the flate
tened leading-nots apprar, arn unified by the constant appearance
af {~sharp, the common cemponent of these three ‘urrelated' but
vary ordinary chovds, (II1T,i,No.23,381-403.)

In the epering chofus 'Aprez dix ahs', a passangs consisting of
five bars is held together by a common component which appears in
nine chords consisting of five different harmonies and the tuc en-
compassing chords are the diminished seventh on the leading-note
which in it's turn contains snather common component Lth the ini-
tial and fingl chords of the enclosad progrossion. ise diminished
saventh is followed by another diminished ceveath asting as an in-
complete sesondary domipant - g of I, Than tuo appearances of
the Neapolitan sixth is soparated by yet ansther diminiched seventh
acting as the dominant ninth of the subdeminart, with ths root o~
mittad. Tho Neapolitan sixth is Followed by tho augmentud triad
on the sems flattened suportoniz by reising the fifth a semitone,
end finally tne miner triad on tho flattenwcd leading-nate prece-
des the diminished seventh thord concluding the passage which is
hald tegether by the Flattennd supertonic, E-flat, This is a per~
fect sxample of smooth voize-leading, (Pleasn see Example 8 on the
noxt page, of 1,1,N0.1,113-119,)
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Example 9.

Thers are many more of these passages, ©.¢. in the same opening cho-
rus anather progression of ‘'unrelated' harmonies are held together
by the common note C in a sscticn commencing in B-flat majer and
concluding in g minor.,  {I,i,No.1,200-213.)

In the 'Pr8ts 4 mourir'-chorus in Act II, unrelatsd chords ara
combinad by the flattened submediant as the common compenent.
(11,i,KN0.13,98-107.)

Imgortance of smoprh woiyp-luading

Berlioz managed to create unusual sffects by juxtaposing ardinary
chorda in seguences, but thase are not unified by s common compo-
nont though smooth voice-leading is still of the utmast importances
ffrigenn 4o torrour!  {&hrill of Lerror) antdownd with a sinis-
Lar expression by juxtapesing four major chords encompassad hy di-
minished and half-diminished chords in the Octet and double chorus
‘Chatiment affroyable'. The first diminished sevonth is followed

is
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by another after aach component is lousrsd a semitong. Ons of the
components of the second diminished chord is lowered a semitans,
while the other three are retained, resulting in the secondary do-
minant ¥ K of IV, Thres of thess components are sach raised a se-
mitone omitting the ssventh thus obtaining the Neapalitan sixth
{the second major chard), The third major chord is created by re-
taining ane component and raising the other two a semitone and a
tone respoctively. This chord iz tho msjor triad on the flat-
tened duminant or may be considersd the subdominant of the Neapo-~
Litan sixth. Each of thae thres components urs raised a semitone
to reach the dominant triad, and this is succeeded by the balf-
diminished seventh on the supertonic by retaining a component,and
taising the remaining two a semitaone sach and also adding e Faurth
note. Thus ordinary chords ars used, but one is formed on a chro-
wativally altered scale degres (major trisd an the flattensd domi-
nant which constitutes IV of the Neapolitan sixth) and the others
are not normally juxtaposed., (I,1i,N0.8,72-75.)

Serieg of major frisdg

A series of major triads of which the reots descend in semitonss
supporting a vocal soprano pedal on the dominant, crostes an unu-
sual effect when Ascanius bringe the shattering news that the pa-
lace is falling, during the sacking of Troy in the introductory sec-
tion of tho 'Prdts & mourir'~chorus in Aot II,  The bass-line de-
scends through an entire ostave in somitones, each note supporting
a major triad, (II,i,Ne.13, 59-78.)

Anather serios of major chords is encountured in the love-dust
Finals of Act IV, 'Nult d'ivressa'; the roots doscend in semi-
tones again, Seven major chords conatitute the progression in
the episodo separating the socond snd third straphes, {IV,ii,Na.
37,70-78.)
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Major and minor btriads formed by chromatic sltgration of the

naotas

In the duet 'Errante sur tes pas’, the terribls realization dauns
on Dido that Aeneas is leaving her and her humiliation is expras-
sed by plain major and minor chords supported by an ascending bass-
lins maving in steps, The first of svery pair of bass-notes is
trsated as an Appugiatura, and thrse major, two minor,ancther thres
major and a minor, major end minor chords ars formed on the subdo-
minant, supertonic, mediant, sharpened submediant,leading-note,to-~
nie, subdominant, mediant, submediant and lsading-note scale de-
grees. The progrezsion ends in thres chords built on the leading~
note, the minor triad appearing twice, separated by the major form,
Thus the strange sonority is created by ordinary major and minorn
chords formed by means of chromatic alteration of any af the scale
notes, resulting in a semi-chromatic and ambimodal language. (V,
i,N0.44,43-50,)

Weak progressions

Berlioz often employed 'weak'-pregressions in which ths roots of
the chords move upwards in fifths which is contrary to the prac-
tice of his predecessors, but a general Romantic tendency. Such a
procedure is found in 'Malhsureux Roi' where the contrssting sec-
tion ends in a ‘weak’~progression in which the reots move up in
thirds, then fifths, followed by descending steps., (I,1i,No0.2,88-
96.)

Oiminished seventh ghords

The application of the diminished seventh chord in ii's behaviour as
an incomplete dominant ninth chord has besn treatsd already, but the
frequent appearenca of the chard solely for it's sanorous quality
proves to be particularly charactoristin of Berlinz' harmonic lang-
vage., Tha diminished seventh chords ere often placed batwesn
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two unrelated or distantly ieleted tonalaties. A seriss of the-
se chords also serve as an expressive expedient where highly emg-
tignal textusl parts or spiritual disintegration is delineated.
Thus Cassandra‘'s great recitative incorporated as the cantral sec-
tion of the dust 'Quittencous dds ce scir' in the Pirst act, and
Dido's final utterances in tha concluding thres pieces of the ope-
ra, are supported in this manner, The pile-up and aggravating
torrent of Cassandra's descriptions of appalling visions in tha
former piecs, and Dide's renouncement of lifs and spiritu.l loss
of catiesion in the latter ars symbolized by harmoniss consisting
almost exclusively of diminishad sevsnth chords.

See exampla 9. Note that in the 33 bars of Cassandra's reci-
tative only two dominant sevenths and one tonic triad ocgur. In
Dido's scena only one tonic triad is implied in b 11, a minor
triad is employed in b 12, a secondary dominant on the second beat
of b 14 and the usual cadenco follows in the final two bars of the
passage;} thus the initial 10 bars consist of a serigs of dimini-
shed chords; though some ars implisd only. This is Found in
I,1,N0.3,113-14% and V,ii1i,N0,50,1-16, (Please ses tha next page
for this exampls.)
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A series of diminished seventh chords decrsases the power of to-
nal gravitation, ar may evsn annihilate all feoling of tonslity.
This procedure is adapted in Hector's scene '0 lumidre de Troie!!
at the cammancement of the second ack. The instrumental introduc-
tion commances in b~flat minar, and then mases through c-sharp mi-
ngr, D mgjor and E~flat major to s~flat minor. In the second sac-~
tion, Ascanius' pantamime, ten bars of diminished chards obscure
the tonal gravitation, thus effecting a change te g-sharp minor in
bar 42, (II1,i,N0.12,28-38.) Ancother series of diminished sevanth
chords ssrve the same purpose in the third section, Hectar's pante-
mime, to effect a transition from b-flat minor ta C major, the to-
nality of Aensas' recitative, which forms the fourth sestian. (b

80 - 88,) The final sectiaon, Hector's pantomime, concludes oo a
diminished seventh chord effecting a *ransition to the succesding
number of which the first chord constitviss diminishad harmany,as
well,

The minor ftriad sn the dominant and major triad on the Flatiened
. cading-note

Twe chords which are associsted with the ambimodal nature of Bar-
lioz' mugic is the constant use of the minor form af the dominant
chord and the majar triad on the flattened leading-nate. Thess
tws cherds appear freguanily and are invariably associatod with

*q Tha pracedurs of connecting two numbers in this manner is
applxug in the following caves as well: Tho dust 'Quitte~
nous dés ce goir’, and the Provessional march and hymne
{I,i,No,3 and I,ii,No.4); The stenp 'kn mor vayezl! and
Dido's monelngue 'Js vais maurir' (V,1i,No0.46 and V,ii,Na.
47) and in tha tua final numbars, the cherus 'iu secourst’
and the Imprecation., {(V,iii,No.51 and V,1ii,%0.52,)
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tragic connotations. Tha flattened lsading-note is a component

of these chords and creates an Asalian modal-tingas to many sections
of many numbers in 'Les Troyens', The tragic smotional connota-
tiop of the dominant minor chord is demanstrated in Andromachs's
pantomime, {I.ii,Nn,6,11.), and in the scene 'En mar,voyez! {V,
ii,No.46,11.)

The Trojan March and ii's repetitions contains the major triad
on the flattened leading-note uhi:h supparts the note on which the
initial four bar phrase repoaes, 1 This chard is applied in As-
naas' vecitative 'Inutiles regrets!! as well, (V,i,No.41,52-54.)
Here the chord is preceded by it's own deminant.

The flattened lsading-note chord in it's minor form, appsars
fraquantly ms well, In the Funsral ceremany, thi~ chord is prece-
ded by the Nespelitan sixth and it's own dominant, the dominant of
the flattened leading-note {(V,iii,No.49,5-9 and $2-55) to denict
the invocation of the gods of the underworld, This assocciatiaon
with the concept of cruol gods also appears in Cassandra's great
recitative incorporated in the duet 'Quittenous dds ce soir' symbo-
lizipg the words: 'The cruel goo who is bent on our destruction'.
(1,1,N0.3,90.)

The Neapolitan sixth chord

The Neapolitan sixth chord frequently appears in 'Lia Troyens' and
is mainly applipd to express unpleasant concepts ir the text. It
is applied profusely; avan extending %o as many as ocleven appesa-
rances in a single pisce. The funoral cersmony mentionsd in the
previous paragraph cortains many of these Neapolitan sixth chords.
The chard is not always oncountered in it'e charactaristic first-
invarsion form (as ind.icated by it's name) but it's colour is vo
significant that one may apply the term evsn when it is in root-

*1 In Chapter X on £xprossive and Dramatic Expedients this
procedurs with it's tragic connotation io treoated oxtsnw
aively in tha coucluding section,
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position ar even occasionally in it’s second inversion,

This chord appears sa ofton that it is unpractical to name
it'a occurences, It often serves as a pivot chord in modulatian,
end is freguently eoncountered usheving in cadences. The effect
of the cross-reiationship arising bstueen the root of the chorg
snd the 5th of the domipant, is oftsn miticated by the insertion
of the tnniu—A triad or diminished savernihs, It is usvally pre-
ceded by the subdominant or o 'mediant cnords; in nany cases
both these chords precede the Nsapolitan sixth, e.g. in the Tro-
Jjan March in the minor mode in the third act, It may also be pre-
poded by it's oun dominar

The minor form of the Neapoli aixth

The intreductury recitative 'Les Grecs ont disparu!' which prece-
des Cassandra's first asir, contains the minor trisd on the flatte-
ned supsrtonic besides the normal majer MNeapolitan aixth, The
Neapelitan sixth already manifests itself in tho orchestral ‘disse-
tert~thame uhich serves es introductisn to the recitative (the pen-
ultimate chord rosalving on the dominant: the fifth is omitted to
evads the crass~relationship) in I,i,Ng..,7. & description of
the ominous amen of Hector's spirit commences with supporting do-
minant miner harmany succeeded by tonic and aubmediant majer chords
(flattened,ns tha tonality is mimgr) and then the minor chord for-
med on the flattensd supertonic oscurs and yet snother minuor chord
oo the sharpened submediant (as it would have appoared in the me-
jor mode). The third of this chord . raised a semitons, Forming
the msjor triad which may be rogarded as the dominant of the su-
portonic, which duly rosalvas on the supertonic,effecting a modula-
tion te d minor (a tenal shift of & major 2nd). In this new t.-
nality, the Neapolitan sixth appoars in it's pormel form and posi-
tion, roeolving on tho dominant ninth chord, This strange suc-
cagsion of chords aptly symbolizes tha draadful visien of Cassan-
dre in I,i,N0.2,17-27. In ths ensuing air 'Malheursux Roi!,the
Neapolitan sixth appears twice in the contrasting section between
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! the tso main strophes, The two appeavsnces uf the chotd is pre-
i ceded, separated and succeedsd by “.'s aun dominant (the cominant
of the Neapolitan sixth). This final secendary dominant is suc-
caedad by the half-diminished seventh, thus tuwa chords intervens
befors the final resclution en the dominant chord, mitigating the
i croga-relation betucen the flattensd lewsing-note and the Fifth of
I the dominant. (I,1,No,2,74-77,)
‘ The Neapolitan minor cherd is encountersd in another fwo in-
stances in 'Les Troyens'; as part of two strangs cadences in the
love~dugt finals of Act IV which concludes in Mercury's warning,

and in the 'Préts 3 mourit .horus in the secand act. (IV,ii,No,37,

143-164 and I1,1,N0.13,1" R
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The sugmontad sixth chord

This is another favoured chord asspciated with unnleasant connota~
tione. It is encauntered in tne chorus 'Priparez tout' in both
the Gorman and Frenuh-forms in the Fifth act. (V,%,¥2.39,25-26,
Garmar form ir b 93,)

In the duet 'Les chants joyeux' Dido's words: 'l am pouerlesg
to resist this sense of weakness', the chord, encompassed by dimi-
nished and half-diminished chords {two of these preceding and suc~
ceeding it) emphasizes the werd 'contrs', meaning ‘against'. (III,
i,M0.24,57.)

In the 'Préts & mowrir'-chorus in Act II, the German-form of
the chord is definsd in three bars precedsd by the Neapolitan sixth
and subdominant chord with the augmented sixt' resolvirg on the u-
sual dominant seventh chord, Tha chord is applied in this case to
depict the words 'Les hurlewante des Grecs' (The yells of the Greeks)
{11, 1, Mo 1%, 103-108) ard Cascandra's words: 'Il va tomber sur
Traic' (I aee it talliag o Tray) i (I, i, No 3, 107-110).
by four bhars in whiech the German sixth is applied to symbolize the
holpless ories whizh are eof no avail, This sxample acgurs in the
recitative incorporated in tha duet of the first act. (I,i,%s.%,109-
110.)

Berlioz employed this chord in many pasitions and on various de«
grees of the scala, for example,in the Funeral ceremony tha wizrd
symbulizes tho word Chaps’ in b 45, It is formed on the subda-
minant and appears in an unusual position, (V,iii,No.49,45,)
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Dido's scene near the end of the opera '"Pluton semble' has this
chord in the penultimate bar intreducing the radence and it appears
in the same unusual position as the one described above, (V,iii,
¥o.50,60.)

Static harmopy

Static harmoniss are applied sometimes te create special effscts.
Theee arn espocially saliert in the 'Royal Hunt and Storm'-scene
where the socond main melody of the exposition is givan aut,suppor-
ted by static barmony, creating a motionless or breathless feeling,
(I1¥,1,N0,29,44-57.)

In the develapment section, however, an exciting offect 15 a~
=hisved by the applicatica of ten bars af dominant harmony {b 1%7-
t46,) shig intens: snergy and a feeling of restlessness is cres-
ted chiefly by the e. ment of J:hyt:hn-u"(1 The avasion of the tenic
triad creates great st.ose in the following mannzr: Tha ten bars
of static daminant bioaony (dominant of d minor} do no¥ resolve on
the d minor triad; instean this is followed by sacondary dominants.
Thefinal ane in tho series effects a change of made to D major, be-
ing the dominant of the sharpened submodiant which becowes ’'e nor-
mal submediant in the major mode. The submodiant is reached in b
154, followed by ths subdomimant triad in the next bar.,  After a
diminished sevanth chord, and a secondaily dominant, the dominsnt is
regched again in b 157, This is succeeded by tha seventh chord on
the supcrtonis and tha French gixth in b 159 - 160 which resolves

on the usual dominant and then tonic d minor triad in socond inver-
oiow in b 161 - 162,  Houovar, thin G-chord has a dominant func-

tion preparing for tho dominant in the next two bars and tho tonic
is evaded again by substituting the submndiant chord in b 16%, The

*1 Thue poly~rhythms nmployed hece are das ribed in Chapter
VI1I, whers the eoven diffarent rhythmic patterns are il-
lustrated,




101,

Neapoliten sixth in b 166 ~ 168, is ~ucceeded by it's own domie-
nant in the succesding two bars, leadiin to anotber usven baru of
static harmony based on the sscondary dominant, dominant of whe
submediant, Poly-rhythms and crass-rhythams are exscuter again
as in the ten bars of damipant harmony describng ab ., The Lo~
nic d minor triad is 1. wshed at last in b 180 via the subduminant
in the previous bar, Lo -equently, excluding the second inver~
aion of the tonic in b 161 -- 162, tha tonic has been evaded for 46
bars. (IV,i,No.28,147-180.)

What a magnificent contrast ¢ ‘s evasisn of the tonic triad
creates when it is compared with the passeges based on static har-
mony mentioned above! (In b 44-~57 and 137-146.)

There ars instances of static dominant and diminished harmonies
in the two final numbers of ths fPirst scene of Act V, the shorus
'Dobout Troyens' and the dust 'Frrante sur tes pas': In the for-
mer, sleven bars stressing the dominant accempanies the triumphant
crigs of 'Ivaliel' of the Troyans after Aeneas' decision to depart,
and in the latter case, Dido’s terrible execration: 'Non, ce nf
est pas Uénus qui t' enfanta, Quel que, louve hideux aux Férets
t' allaita!' (No, it was not Venu~ who Loro you. Scme hideous
shu-walf gave you suck.) But Aenmoos is aduant, replying: ‘fluand
& vous se ¢evous mon 8me, Elle aubit la lodi J'u: immeitol omour, !
{Wihen I gave my soul to you, it was baund by undying loso,) The
supporting harmeny is the dominant of D-flat major, the rnlative
major tonality, for the antire eight bars (V, i, No 40, 7/-82 and
V, i, No 44, 74-81 and V, i, No 44, 82-89).

fodulations

It has besn established in Chapter IV that tonal chanant in mediant
shifts and thoss involving major and minor acconds arc favoursd
transitions, In addition, a series of dimii.ched ssventh chords
may bs used to connsct twe unrelsted tonalities. It has been esta-
blieted alsoe that sudden transitions to unrelated tonalities, the
shift of an augmanted fifth boing the meet Frequent expediunt, are
emploved to dapict contrasting soctions in the text.
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These transitions are effected in the usual manner by employing
the customary pivot chords resulting in ordinary modulations. Ths
major triads on any degres of the chromatic scale,espscially tho-
se involving the mediants on bath modes and the flattened leading-
note are employed regularly, The Neapolitan sixth is frequently
employed thus, Secondary dominants are favoured pivot chnrds as
well,

The chord of the augmented sixth often acts as a pivot chord,
sspecially in it's German form. In Aesneaa' recitative 'Inutiles
regrets' (¥,i,No.41,4:), this chord is applisd in a modulation
from a miner to d minor. The augmented sixth is formed on the
fiattennd supartonie rasolving or the subdominant triad (uhich is
the tonic triad in the minor-tanality.) The flattened supertanic
ineminor may he considersd tho submediant in d minar which is the
normal degree of the scale on which the augmented sixth generally
ocCCure. It is interesting tn note that the German sixth is pre-
ceded by the Neapolitan sixth wnich is formed on the same root; ths
amployment of the Flattsned supertonis illustrating the predilse-
tign for juxtaposing two different chards formed on the same raoot.
The Neapolitan sixih in it's turn, is preceded by it's own domi-
nrant chord, Thersfore everything is aimed at achisving a smooth
progression, In the charus 'O-bout Troysns!' the French form of
the gugmentsd chord cerves as a pivot chord in tuo successive mo-
dulations from E-flat to 8-flat, and from B-~flat to F, sstabli-
shing a progression of tho subdominant, tonic and dominent tonal a-~
reas, for Aensas' summans of the Trojans to lesve port. This is
a rars inotance of the traditional tonal ralatianship. (V,i,No.43,
17 and 25.)

Thers are numercus enharmanic modulations in 'Les Troyens' and
secandary dominants are often applied in theae tonal changes, Tha-
se secondary dominants often becoma the daminent of the new tona-
lity or vice versa, when the speiling of the thord is changed en-~
harmonically, Thig procedure is adopted in the enharmonic modu-
Lation from D-flat major ta A major,ancounteted in the duwt 'Er-
reanve aur tao pas' (V,i,N0.44,96,) Another example of this type
of enharmonic madulation is found twice in the recitative 'Augus-
te reinp'. Topal nhanges invelving shifts of an augmentud se-
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cond (G-flat majar to A major) and a wajor secend (A-flat major to
8 major) ave accomplished in this msnner. (III,i,N0.27,2% and 53.)

Procedurss applied to supersede pivet chords

Theie are tuc procedurss in which the normal use of 8 pivot chord
is avoided, the first resulting in sudden changes of tomality. In
the former case, a major cheora is employed and all the components
are simply raisaed or lowersd a semitone or tonm. In the previous
chaptar an tonality this was treated in a discussian of a transi-~
tion from f minor to f-sharp miper in Dido's scene 'En mer!' which
precedes the monologue. (V,ii,No.46,84~86.) Another related de-
vice is to retain ons or mors comman compraents in two chords and
shift the remaining ore ar fwe s spmitone or tone. Thiz proce-
dure is discussed ir Chapter X whers the tonal changes in the pen-
ultimate number of Act II are treated. The transition from A-flat
major to C-flat major is described thers.®'
o miror to F~flal major, the major triad on the mediant in the first
tona.ity (invelving the chromatic alteration of the third and fifth
of the chord) is applied. The dominant of the new tonality F-flat
is ehtained by retaining the E ~flat and G-flat and raiaing the S5th,
8-flat, a semitons to C~flat.’ *2

The second procsdure to effact tonal changes by avoiding pivot
chords, is the diminution or snnihilation of tonal gravity. This
is asttained by the insertion of a seriss of diminished chords,u-
sually sevenths, and has been illustrated earlisr in the chapter in
tha eection deveted to diminished seventh chords,

In the transition from

fedals

The compaser demonstrates a spaciel liking for pudals in tLes Troy-
ens?t, Thesa aru encounterad in many shapss in mary numbers. The

1 11,4i,No.156,21,
1i,No,15,79.
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usual sustained or repeated notes are supplemanted by figurative-
pedals of many different types, ranging from ottaves and arpeg-~
gios, to the lower~mordent figurat.-s pedal found In the opsning
chorus 'Aprds dix ena' and ths Trojen March, in the form of an up=
per pedal played by oboes, alsg appsaring in other numbers on a
smaller scale,

The Royal Hunt and Storm-scene 'Chasse Royale et Orage'
contains many guasi-pedal sections, zonstituting a special style
aften resembling pedals but proving te be sustained notes support-
ing mors or less static harmonies. Somotimes the harmoniss do
change but then only a few differsnt chords are applied, usually
at the end of the passage. (IV,i,No.29,30-33,119-127,161-164,
190-197,227-231,239-245,246-248,254~256,303-316.)

From quasi-pedala to a picce based sntirely on a sopranoc pedal
on the dominant - the Septet 'Tout n'est qus paix et charme'. The-
re gre only four intsrruptions when the reiterated notes dissolve
in a semitonal fluctuation but during thess fluctuations four sclo
vioiins take over the padel, {IV,ii,No.36,9-63.,)

In the Octet and double charus 'Chétiment effroyable' in Act
1, a vocal figurative rhythmic pedal is executed by the basses of
tha chorus in I,ii,No0.B,38-49, A soprano vocal pedal is sncoun-
tered in the introductory ssction preceding the 'Préts & mourir'=-
chorus in 11,i,N0.13,59~68. The former is a tanic pedal in f-sharp
minor apd the latter a dominant pedal in F major.

There are too many instances of pedals to list here, bubk an in-
terestinrg pedal in Aensas' air *Ah! quand visndra i'instant des
suprémes adieux' may serve ta conclude this part, A modulation
from b-Flat minor to the main tonality A~flat major iz effscted by
& six bar pedal on the flaktonsd submedisnt commencing on the Nea-
politan sixth chord in ft's socond inversion (but the woodwind ex-
pourt the normal Pirst~inversion form). This Guflat played by the
celloc and doubio-basses is the flattoned leading-natr of tha main
tonaiity which is attained in this manner, &nd the pedal sectivon
constitutus & divergsnce to tae Flattened mediant tonality C-flat
major of which the repoated bass-pots constitutes a dominant pedal.
(V,i,No.41,176-181.,)
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Cadencas

finally, cadences must be considered, The peroraetions and cadas
damonstrate Berlicz' rich harmonic imagination par excellence., Es~
pecially the finalas of the spenes and acts display a Romantic ex-
uberance 1n a rast moving succession of harmenies and tonal chan-
Qes, There are many unusual cadencas, and if conventional clo-
ses are appiind, the perfect cadences are often pestponed or ax-
tendad. In many casses the alteration of the tonic major and mi-
nor modes is kept up For such a long time thaet it is difficult te
decide which mode predominatas. The axtended interrupted ca-
dence involving both the submedian® ind flattened submediant no-
tes contribute te the bimodal celour, sspecial y since the domi-
nant forming the penultimate chord of the formula gives nmo indi~
cation of the mode., The minor form of the subdominant chord fre-
quently appears in plegal cadences in major tomnalitites, also ad-
ding to the madal arhiguity, There are quite e number af pieces
copcluding on dissopant zhnrids, namely diminished sevenths. But

normelly this is dous ¢ o effect a transition to tha sus-
B

cepding numooe. ! o « 'En mer voyez!' and the succee-

ding Monologuo {V,ii,Ne.s. . V,41,N0.47) are connected in this

mannar; the former number concluding on a Nsapplitan sixth fol-
lowad by diminishsd barmoniew,

The two Final pisces, the *Au secours!'~chorus and the lmpre-
cation, are linked by a Lrlef recitative, Dido's dying words con-
stituting the final two bars of the ponu’timate pisce and tha ini~
tial two bars of the finale being supparted by diminished harmo-
niss. (V,4ii,N0.81,39 to V,iii,N0.52,5),

tThe 'Au geceirs)t~charus rosord the chactic reactions of the
Tyrians when they realize thet the quesn is dying and concludes in
a Phrygian cadonce in E-flat major, the subdominant tonality which
1s attained aftar an enharmenic transitien trom £ majoer. This ia
a strange cadencs and unweual progression, the final five bars be-

*1 S8 Chapter IV for oxamplos of tho pa:rs ef nueanes gnne
nacted in this manner,
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ing compiled aut of the following five chords: Tha tonic g, sub-
mediant {minor) triad, suhdominant g savanth chord, the major tri-
ad on the flattened submediant and finally the major triad on the
mediant comstituting the Phrygian cadence. (V,iii,No.51,22-26.)}
There is only one other instance of the occurrence of the Phrygian
cadence in ‘Les Troyens®, and that involves an inner cadsnce name-—
ly the centrasting section ceparating the twn main strophes af Cas-
sandra’s first air 'Malhsureux Rei' closing in an unupsual form of
this cadance. (I,i,N0.2,94-97,) The final chords are the subdo~
mingnt, mediant (minor) in first inversisn, the augmented sixth on
the flattenod submediant (both the German and french farms) and fi-
nally the major triad on ‘he madiant, forming the Phrygian cadensce
uhich resembles tha one described above, for if the spelling af

the BGerman sixth in the latter is changsed enharmonically from A-
fiat, C, E~flat, F-sharp to A~flat, C, E~flat, G-Flat, this may be
congidered the seventh chord formsd on the subdomimant. Nota the
rasemblance in tonality too, both cadences peing in E-flat major.
floth closss symbolize terrible feslings of depression.

The puorevation of the !'Préts & mourir'-~chorus demonstrates the
sxtanded imperfsct cadence which postpones the perfect close of the
vacal part, The following thords constitute the final cadence in
8-flat major. An Intarrupted cadence involving the major iriad on
the flattened oubmediant occurs twice in b 134 ~ 137, then ths Nea-
politan minor sixth follows in the succesding bar with the usual
perfact cadsnce rlosing the vocal part. Bui the orchestral con-
clusion fallowing in b 142 - 159 consints of an extended Interrup-
ted padencs involvirg bath forms of the submediant triad which is
roteated for Four bare {Loth the major triad oa the submediant and
flattoned submediant aro juxtaposed,) In b 146, the hesitation be-
tueen the two modes is onded in favour of the minor mede and from
then on aply the flattened suhmadiant suesopds thoe dominant chord,
tha tonality bocoming b=1tat minor and the fluctuation continuing
for another %' rew bars up Lo b 149, The dgominant seventh wf .he
submudiant is sustainad in the succeeding two bars, resclving on
the submedinl in b 152. This is succosndod by the daminant
sevanth chord which resolves an thy tonie b-flal minor triad in b
154 - 158, But the final chord constitatme the diminishod triad
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an the sharpensd submediant, thus ending the first scens of Act II
on a dissaonant chord. This is not sn expedient to effasct a tran-
sition Lo the next number, for it brings down the curtain on the
first sceme. (I1,i,No.13,142-159.)

Another strange cadence mantioned earliar in this chapter (see
example 10) is described in Chapter X, Expressive and Dramatic Ex-
pediants and occyrring in IV,ii,No,37,143-147. The love-dust of
the fourth act 'Nuit dfivresse st d'sxtase' cencludes ths love-mu-
sic in the usual full ¢’ose in G-flat majer, in b 127-129, but then
5 contrasting ssction concludes the piece commenciprg in D major and
clesing in a strangs cadence in s minor, the three final chords be-
ing the dominant asventh on the mediant, the minor triad on the
flattened supsrionic in first inversion (the Neapolitan minor six-
th) and the tonic minor triad, Thus the Neapolitan miner sixth
chord ceccurs in two cadencss namely in the 'Préts & mourir'-chorus
in Agt II and in the love~duat in Act IV.

Berlioz displays a predilectionm fer Plagal cadences often using
the minor Form of the subdominant chard in major tonalities,thus im-
parting a modal flavour, Andromache's pantomime, the Dotet and
Double Chorus, and the Rscitztive and Chorus 'Gue la d$ess nous pro-
t¥ge' in the first sct, the Chorus 'Puissante Cybdle! in the second
act, the Trojsn Merch in the minor made in Act III, Hylas’ seng in-
treducing ths fifth act, and the finale of the opare, the Impraca-
tion, all Fall in thie catogory.

The first number of ths second scens of this final ect 'Va, ma
sosur’ concludes in an Imparfect cadence involving tie German sixth
on the flattened supertonic praceding the first I~V patiarn, eond
the secand patterp precadsd by a diminighnd seventh chord. (V,ii,
No,45,66-68.)

Twg numbere seom to end in Imperfect cadonces, the final chords
seeming to be the dominant precaded by the helf-diminishad sevanth
on the supertonic but on cleso scrutinization it becomss clear thet
the final tonic chords eccur in the initial bars of the sunceeding
numbeTs, These arc the warnings of the shades cancluding in Ae-
nsas' cepitulation '1 obey, I mus* sacrifice Didol! closing in g
minor with the final tenic chord in the sugcseding number fDebout
Troyenstt V,i,No,42,33 to V,i,No.4%,1). The same provedurs is
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followed at the end of 'Debout Trojans' when the final chord of
the cadence accurs in the next number 'Errante sur tes pas' which
is the final numbar of ths first scens., (V,i,M0.43,17 to V,i,Ne.
44,1.)

The extentof the individuality of Borlioz' cadences and inten-
sely sxpressive nature infused in the perorations,arising from the
preceding paragraphs, may alsa be applied to the harmonic language
in it's entirsty,. His devices always served an sipressive as
well ms tschnical purpose, and he never surrendsred the freedom of

expresgive music to outside influences.
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CHAPTER Y1
Melody

The importance of melody in Berlioz’' musical languags has bosn
stressed in the preceding chapter on harmony, The centrality of
this element mey be regarded as the most important factor in his mu-
sic. The malodic lines possoss a freedom cha - cteristic of the me~
lodies of the Baroque sra, for they were not rastricted by the con-
ventional harmonic procedures of his time. This (reedom vesulted
in opsn-snded melodies qushing forth affortlessly, contalning their
own generatling force by which the mrlody is oxtended incessantly
and almost mechanically, thus cresting melodic grose caentrasting
with the contemporary musical verse governed by symmetrical periods,
The melodies ere oftan cxtremely long and very unusual in cha-
racter, Their subtlety and unaccountableness result in unexpectad
turns and clesas, and their most impertant attribute is their pro-
found axpressivs pouer.

Phrase~structure

in a conasideration of the bar-ratio patterns, it is svident that the
phrasing is usually irrsgular. Sew tho example vhich was taken from
the horn-melody of the 'Chacse Royale ot Orage'-scene, on tha asxt

pago, pleasn.
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The inner phrases sf the melodies are arranged in five basic ty-
pes in a graphic representatien:
(a) A symmetrica: surve in which the _glimax occurs approximately
in the centrs of the curve:
(b} A late-climax curve in which ths climax apfears near the end
of the curve: “ —

(¢}  An early-climax curve \

(d) A havering line: /w\
{(e) A shrap decline or ascent:

Every ane of these basic shapes of the ph;s\ss may be inverted
and are manifested in the over-sll melodic outlines, as well.

Chargcteristic meludic lines

(a) Constsntly ingreasing leaps
4 characteristic mplodic line often mncountmred in 'Les Yroyens' is
concsxned with intsrval-, The malodic line consists of constantly
increasing or dacraesing leaps sway from or iowards a particular re-
peated note, These lines of constantly growing intervals expross
an assertive disposition or intensifization of emotlon oftsn encoun-
tered in Dido's melodiss in the third act and in Aeneas' melodie li-
nes.
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Example 3.

*1 Primmer,B, T3 Brorlioz stviejlondon;OxFord university
press, 1965, p 37.
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(k) Typical phrase-terminations

Many of Cassandra and Aencas' phrases canclude in a typical pattern
which may be regardad as a thythmic pattern, but the two final no-
tes are not always preceded by a dotted note, and somstimes the fi-
nal note falle on an accented beat instead of the regular unaccen-—
ted one. Thus the pattern may be regarded as @ typical Trojan ms-
lodic figure, applied especially in phrase-terminations of the twu
main Trojan characters, The final note is approached from above,
the twe penultimate notes being a reiterated note of which the se-
cond falls oo the accented beat uhile the first one is a short no-
te usually precedsd by a dotted note. Thus it constitutes a femi-
nine close, the panultimate note falling on an accented beat, (The-
28 closes are found amongs< others in the first duet,’Guittenaus de
ces soir', Andromache's pantomime, the Trojan Mareh, Cassandra's se-
cond air and vocal part in the charus 'Tous ne périront pas®, in
the rhorus finale 'Complices do sa gloire!, in Aeneas' air 'Inuti-
les regrests' and in the dust 'Ervante sur tes pas'.*j Another pat-~
tern often encountered in the Trojan acts is contructed in a mascu-
line elose,the final note falling an ths accented beat, It is ap-
proached from akove, the two final notes being identical and usual-
ly procoded by a dotted note. The pattern is found in the Trojan
March again, and in the 'Tous ne piriront pas'-chorus,

(&3 T, 3, 10,5760 T, byt dpd ) 195 - 158
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Examplo 4.
*1 1,i,Me.3; I,if,No.r; I, , <113 1,ii,M0.10; 3,1i1,M0,18; I,ii,
MNo.15; V,i,No.4ty V,1,N . The bars arn not indicated for

theso phrase-iorminations are too numbarous,
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(e} Centyipstal movement

Another characteristic axpedient sncountered in the melodies of
'Les Troyens' is centripetal mavement around a central note. 0f-
ten a seriss of thess patterns vonstituting a gradual ascent or
descent, is asncountersd, This type of malodic movemsnt is ap-~
plied to depict an cbsession or preoccupation with a fixed idea.

LA, 9092 L, e d, 67—
I e e ittt e s
T Gy A S a1 P
e e e e —
(s . ge Srpgromn. ot i Fenthorts: o e ol 2omiivea ds ik Et o
i o 125 laibia .
. o -
Jif afif?”i &5 e

" L.
i w0 W 7.3
€t s A o

Pl
3

=F 1 L e
T Va2
T

I Gt Lo aeing 2eet qindis ona men cloeub t Al mecit Cprcembe bl

Exampla 5.

(fY  Fluctuating notes

A procedure encountarud in the previous chapter as an harmonic axpe-

dient, often occurs as a melcdic device as well., This constifutes

a fluctuation between twe notos usually a semitons apart. This ty-
pe of movement is gmnerally associated with an inability ta take ac-
tion, or slze paralyzing fury. In Aensaa’ first recitative 'Du psu-
ple st des soldats', a doscription af the fury of the sarpents which
devoured the priest, is symbelized in thic manner. (I,i3.Ne.7,41-44

and $54-62.) In the ‘Complices de sa gloire'~-chorup, Cassarira ex-

pells the cowards in s similar mannor; in the later case ths ospil-
tation sccurs batwesn notes a perfact Fourth spart, Semitonal fluec-

tuating movamont is espocially charactoristic of Cassandra's melo-
dies, symbolizing her frustration and inability ta influence the
Trojans, a8 will be seen late-~ in ths analysis of her two airs,
{I,ii,¥0.16,99-101.) Ploasn son next page for example.
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(e) Descending lines

Descending meladic lires are charactaristic ef Berlinz' melodies.
These may be exscuted in diatonic scale-~steps,chromatical semito-
nes, a combination of these, or in leaps. Some of these descents
occur gisdually with many reiterations and interspsresd by rasts,
&.g9. Hector's recitative im the first scene of the second act (II,

1,N0,12,108-222), and others are rapid decli:es. In the former ca-
s@, a hesitant ar fearful sentiment is expressed and in the lattsr

a sinking into the dopthe of despondepcy or a ecry of anguish iz sym-
tplized, These dsscenis gensrally censtitute literal descripticns

of the yords.
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(f)  Eradually sscencing lines
Gradually ascending lines are also encountered, and thaugh rapid-
ly ascending lines are assertive, building up tension and are posi-
tive, creating optimistic sentiments, the gradually ascending li-

nes moving in semitones, interspersed by rests, symbolize opposite
concepts; in Cassandra's first air, a description of a vision of
Hector's spirit is delineated in this manner creating an atmosphe-
re of aue, The Nesapolitan minor sixth in b 20 desepens the effec..
(I, &, Nu 2, 18-21y

L, hiea, I19=17

[P
A v o 2 S W o AT -

P S ] 0 M 4 Y O 0 o i 0

T M T L T O N L T
£ T ; i i ) i T -

.Cdm;j"m' wss Lomdve. o> Heclétpp conrs s oot s Csume. sen soiblbor oo, it

e o

B g

i =

J s S .
W e g amm?,m&: Fidarrogre e Beiis,

(g) Broken melodies

Broken melodiss, soriginating from many rests interspsrsed in the me-
lodic line, are common, expressing anxiety, awe or dejection, espe-
cially when thess rssts intaerrupt descending lines. Thess are
fgund in Cagsandra's eecond air and Dido's Final scone in Act V,
(1,i1,N0.10, and V,Lii,M0.50,)

(h)  Drnamental 'coloratura' figurss
An ornamental 'coloratura'-figure, typical of the Haraque embellish-

ments sxacuted by singers is frequently found appearing in many of
Barlionz' melodies, It is associated with love and beppiness, and
constitutes s leap of a third up with a return to the initial nate
by twe descending steps. The figure may also be inverted.
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(i) Ornamental accompapimental figures

Anather ornamental Figure frequantly appearing in ths instrumental
parts,s,qg. ia the ballets and accompanimental parts of ipstrumental

interludes, is the ‘grupetto’-Ffigure.

The lower-mordent figure is

raised to such an exalted position that it bscomes functional,per~
meating the entire opening chorus, and large gections of the Tro-
jan March, snd other pieces in addition, thus becoming a unifying

factor throughout the opera.
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inglysis nf a fey melodiss which ara representatieve of Berlicz!

style

In tha following discussion a fow of thz melediss peculiar to Her-
lioz® style will be analysed to discover the phrase structurs and
melodic contours. Tuo af Cassandra's airs, Cassandra and Caroe-
bus' duset and Five of Dido's melod.ss are esxamined to present the
parsonation af Cassandra and Dido and to demonstrate the melodic
davices employed ta delineate texbtual contants,

(a) Cassandra’s melgdigs

Cassandra's first air 'Malheursux Roi' {I,1,N0.2,43-53) unfolds in
a 20-bar melody. Tha tue strophes arc organized in a rsgular bar
ratio pattern, the (a)-part containing twn four bar phrases (p43 ~
51}, the (b)-part another tus (b 52-59) and the {c)-part only one
faur bar phraze (b G0 ~ 53}, The nmelody of the secona straphe is
slightly varied, rendering it mere chromatic thar that of the firct
strophs, The initial phrace iz . salutary motive forming an as-
cending line cowmniersing on an upteat, Both motives of each af the
initial and fing! phrases copmance in this manner, The (b)-section
contrasts againgt tha outer sections by starting on the dounbeat
{both phrases). The salutary phrase ascends by step through a per-
fect 4th and the second motive ctarts after a leap of a major sixth
down, ascaonding through another perfect 4th and voncluding by re-
tracing it*s steps in a dossending line, adding snothar step in &
samitonal drop thus moving t rough s diminighed 5th, The second
phrase -commences on it'e highest point, shaping a descending line
cintaining tus leaps of a perfest 5th down, followed by a perfect
4th up, Thus the second phrass displaying an early climax curve
uhich centinums in a descent creating a relaxation of tension,ba-
lancas ths sssartive ascending lines af the initial plicase, The
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(b)~section presents an extremely grasdually ascending line consis-
ting of many reiterati ns constituting centripetal mavsment within
the narrow renges of a perfact Sth, The Final phrase consists of
two motives sach commencing on an upbeat and separatsd by rests.
The first motive is shorter than the sacand, taking up only ons

bar and consisting of three rapid ascending steps, ending in a fall
of a perfect 4th, The second thres-bar motive forms a sequence,
commencing on the high point of the first mative, repeating the
three -2pidly wscending steps on a higher level. But this time
the descent is extended, the fall af a perfect 4th being succesded
by descsnding steps, the decline ferming a major ninth, In the
sgcond strophe it occcupies a porfect 11th, Tha first strophs has
a scope of & minor 10th and the secend a perfect 12th, the largest
interval, in the latter, being a leszp of a minor 7th up, and a wi-
nor 6th down. The final descending line symbolizes the despundent
thoughts of Cassandra's words predicting ths fall af Troy. The o-
ver-all contour of the melody forms a late~climaex curve which con-
tradicts the (a) and {h}-sections of the melwndy constituting sarly-
climex curves, corsating tansson in this manner,

Ezampin 11.
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The second air 'Non je ne verrai pas' (i1,ii,N0.10,3-98) has
greater scope and greater leaps are incoiporated. It contrasts
with the first air by commencing on a dounbeat in a descending li-
na, moving in steps throaugh a major Sth. The sscond motive's de-
scending steps commence after a leap of a perfsct fifth up,thus
the lines present an inversion of the first air. The 90-bar
through~composed meledy is organized in eight sactions presenting
tha following bar-ratic pattern:

a) 4, 3.

bi 3, 8,

-] &,

d 3, 3, 4.

8) 4, 5.

(e 3, 5, 8.

?g 3, 3, 2, 3.
] 17.

The seven bar (a)-part contains tuo phrases, the first (de-
scribed above) reprasents tws rapid declines and the second is a
symmettical curve with it's olimax in the centre; this phrass can-
stitutes centripetal movement around the subdeominant. (b 3-9)

The eight bar (b)-section's first phrase demanstrates ths line
of sver-increasing leaps forming an ascending line and ending in a
elimax, The sscond phrase starte on a elimax (@ whole tone up
from the climatic conclusion of the first phrasa,) the melody hove-
ring around thie climatic mediant note in semitonal fluctuatien
(tha supertonic and mediant) aftsr which tho melody doscends in
stops, In this manner a symmetrical curve is formed with the cli-
max in the cantre. The olimatic note is attained three times,em-
phasizing it in this manner, and the fluctuating semitonal mavement
axpressss Cassandra‘'s preoccupation with 'this doomed people’.The
final descending line depicts tha people plunging to destruction.
(6 11-19)

The (c)-section constitutes two phrases ot vhich the firet
forms a doscending line, moving through a perfr % !1th, the First
half descends in loaps and the phrass closos in iws ornamental fi-
guren., {The deocent is gimilar in rangs to thai of the close of
the sacond shrophe in the first air.) (b 21-25)

The (d)-soction constitutes a repetitien of a thres bar centri-
potal phraue, symbolizing Capsandra's recurrent thought '3 bitter
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memories!'; the ilentical phrases are separated by a bar of rests
ang aftesr another bar of rests, a solitary high point is teached
end sustained for four bars, expressing the word 'Gloire! when
Cassandra suddenly thinks ef the glery of her country and a transi-
tion is made fram G-flat major to the contra :ing tenality D major
which is attained while she sustains this D-natural, changing it's
meaning from sharpened dominant ta tonic in the new tonality,

The {e)-part in this new tonality consists of a four bar rugged
phrase made up of groat lsaps changing directiop in an over-all de~-
seanding line. The second Five ber phrase constitutes a series of
five dascending thirds (major and minor alternating) which is ba-
lanced by a great (zap of a minor svvanth up, Thus, this section
presents a hovering line with leaps changing diresction and creating
extrems tensian and also expressing restlessness, (b 29-40)

The {f)-section commences with a three bar phrase forming a
lata-climax curve followed by tus identical five bar phrases con-
cluding in the typical Trojan-closs, The shape is an inverted
symmetrical curve with it's lowest point in the centrs of thae phra-
se; thus tha over-all shapa of the (f)-szction is hovering, (b 53—
66)

Tha {g)-part of the melody seams to be wnable to mave in any
definite dirention as a vesult of continual sumitonal fluctuatiors
in three patterns, separated by rests while changing the tonality
from D major to B-flat major which ia reached in the fourth pattern.
Each fluctuating pattecn moves up a step and thus a very gradual
gantly ascending line 1s formed, (b u7-7#)

The air concliudes in a 17 bar semitonal dascent iunterripted on-
ly once by a leap af a diminishod fifth up, imwediately Fa.ling a
minor sixth Joun again, aftor which theo descent is continued, the
raage of ths line bowing a perfeet 11th, The Finral five bare con-
stitute a semitonal Fluctuation (tenic and supertonic) is beflat
minor, The meledy is interepersed by roste and tho svpporting har-

monins are mainly diminishod soventha symbolizing a di- ntegratien
of Cassandra's porsenality - <he loses eentrel and dis Jues in
tears. (b B2-99)

Thiz mplody embodies many of the charanun

toti cand in Bor-

lioz!' wmeladic styly, Thy axtroma leogbh, arregular ¥
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structicn indicated by the bar-ratia patterns, the predominence of
descending lines manifested in skipe and in semitonal movement,
centripetsal mavement and semitenal fluctuations; all these devi-
ces are presented hera, Anpther charact--~istic in the melodic
lahguage is the ‘salutary'~inmitial phrase, Many of the melodies
commence in a brief motive which i35 followed by rests separating
it from the second mobive and which aeems to request the atten-
tion of the listensr befora the proper melody commence: and which
often has the character of a areeting.

The ovar-all shape is a havering line which may be ascribed to
it's extreme Length and many sections.

This melody must surely present a perfectly syemetrical farw
in spite of the irregulaxy phrase pattern: and the four different
typos of melodic movemont displayed., Thess ars: (i) diatonic
steps with only a few small okips in a line with a hovering basic
shape, (ii) great ckips ventinually changing direction, (iii) ii-
nas which are loth to move in & definite direction, either moving
centripetally around & focal poink, or in fluctuating semitonal
movement, and (iv) long deseending lines both cousring the same dis-
tanca of a perfect 11th, bul the Firct ene diastonic and moving main-
ly in skips, the second in semitonal stepe. In addition, the first
descent is maiuly in long szustalned note-values while the second
commenses in long note-values , but From the Fifth bar shortsr no-
tes ars broken up by resbe and reiterations symbali-ing Cassendra’s
camplete loss of control concluding the moledy in an uncertain semi-
tonal filuctuatian, Note that sach of thecp typec of movowmert has
2 countergact, balancing it, tach type is fuund on both sidoes
of the climatlc paint whure the enharmonic trarnition ocecurs fFrom
G-flat major to O major.

*1 his symmpteical Form arising from the melodic structurs
will be describnd in thpn noxt chaptsr on Form, {Chapter
YII) pp Lin-146
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(b} The dugt {Cassandra and Coroebus)
The third melody is the dust 'Quittenous des ces soir' (I,i,No.3,
308-37% and 407-430), and demonatrates Berlloz' individual ap~
proach and the expressivity attained by the simplest means.
This is the mpledy of the duet-propar uhish is incarporstes in
the most extensive number nf tha opera.

The 24 bar melody unfald- in two gections, each congsisting of
a 3,3, ¢ bar-ratio pattern in a very narrow rvange. (b 35:-387 and
368-3749) The skip of a majar sixth is not excmeded and the ran-
ge of the final phrase, the largest, spans an octave, The enti-
re melody is contained within the compass of a major ninth. Eve-
ry phrass etarts on a doun-beat like the *Nom je ne verrai pas’
air, and the owver-all pattern of tha melody is a lats-climax cur-
ve vhich is in agreement with the shape of the tuo inner cections,

thus the tension is kept to & winimum,
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(c) Dido's Melodiss, reflegting chanqes gf charagter

In a consideration of Dido's melndies, five may be preasnted as ty-
pical of differant stagss of Dide's devslopm t of character,
Three are treated comprehensisely and the reuining two are touch-
ad en brisfly.

The first air 'Chers Tyriens' (III,i,N0.19,31-~55) unfolds in
8 diawonic and florid melody. It is ornamental containirg many ra-
pid scale passages to fili-in larger intarvals, eazh ona descen-
ding. The first phrase (b 32~35) commences in a salutary manner
in a descending lime followsd by & hovering one. The second
thres bar phrase (b 37-38) presents a havering curve with tug high
points commencing in an ascending line and closing in a descending
ona. It contains a fall of a minar sixth, the remainder progras-
sing in step-wise metion., The (b)-part contains a four bar phra-
se (b 40-43) starting 7n a douwn-beat, but the second and third
two bar phrases both start on upbeats. The sescond phrase consists
of many dotted notes presenting a hovering line, while the tf d
constitutes am ascending scale moving thruugh a major ninth and en-
ding on a climatic point, The section presents another hovering
curve, The (c)-part {h 48-55) constitutos a thraee bar and five
bar phrase sach starting on an up-besat. Tha first phrase (b 48-
51) represents the lins of suver-growing intervals, but it is in-
teresting to nots thet anly the first two intarvals start an the
same notw: An interval of a fourth is followed by that af a fif~
th, starting out from the sams note, but the fellowing three lsaps
hava starting poinis which are raised a tone in svery case, thus
reaching a highor point each time though tha interval is the same,
wach one being a perfect Pifth, In thig manner, the first cli-
max is reached, Tha final phrase (b 51-55) presents a symmotri-
cal curve with the climax in the centre, But the over-all pat-
tern is a late-vlimax curve. The bhac-ratio is!
gaé 4y 03,

b by 2, 2,
© 3, 8.

This malody is florid, assartive and full of mavemant, and pre-
sents a happy atmoaphare comparsd to those of Cassendra. Thus
Dido is depicted ag a proud, confident guesn.
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Exanple 14.

The senord melody presents Dido as the woman who is in love,in
the melopdy uhich Introduces the guintet 'Tout conspire! (Iv,ii,No.
35.) The ohrases are sonstrustad in a bar-satio pattern af:

a b4, 4,
b 7,
c &,

Each af the phrases commences on a down-beat and each but the ini~
tial ore reprasents sn parly-climax curve, indicating relaxation
and a mimimum of tenuion., The initial phrase (b 36-5%) comuences
in reiterated long-note values, but the notes become shorter con-
taining ene skip of a major sixth up, to create a symmetrical cur-
<0 with the high poaint in the centre, The suceceeding two-two bar
phrascs (b6G-G3) are identincsl, consisting of Four long notes de-
scending in steps shaping the upper tetrechord of the tonic seale;
the sustained notes and descending diatonic steps hava an offect of
relesse and submisuion, The seven bar ceotral suction (b Ga=71)
eanstitutes an ermamental Figure which 25 a type of <entripetal mo-
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vement playing around a central note of which each one is pitched
a2 step lower than the preceding cone; in additien the entire phra-
se constitutes a displacement of accents, stressing the secand
beat of each of the seven bars, A playful flirtatious sffect is
atcomplished in this manner and the rhythmic displacement of ac-
cents croates tontrast with the (a) and (c)-sections, Tha final
four bar phrase (b 71-78) vonstitutes a descending ling in steps
conteining two interruptions of a perfect fifth up, after which
the step-wise descent is continmusd until another lesp of a perfect
fourth up,directly changing dirsction in a ainer sixth doun,termi-
nates the melody when the penultimate note rises a semitons to the
tenic,

The range of the melody is only a maijor 18th, and only a feuw
leaps disturb the stepwiie motien end reitorated long notes; e-
verything being sxneutad veey legeato. The melady has an aver-all
hevering line, fhe long nale~values, and playful central sectien
creates a picturc of a woman who has lost interest in her regal du-
ties, baing completely absorbed ir her loue for Aeneas, and display-
ing her willingness to be seduced.

O, i 9%, 50— 75 [N,

Example 1

In tho duet of the Fifth act 'Errants sur tes pas' (V,i,No.44,
7168} a changed woman ig depinted, and the untire melodic line re-
flects this mabamorphosis, Tis: melody iu intersperced by re:in,
creating a brpathlese effect, Thr many reitnratod dotted notew al-
ternate with great Inaps. The melody becemes increasingly chro-
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matic and the great intervals of the First section is contrasted
with many reiterated notes gradually rising in semitonga in the
middle part symbolizing Dido's sndeavours to win Aeneas!' sympathy.
when she forgats her predicament, falling to daydreaming and wi-
shing she had a child of Aeneas, lang notes {minims) are repeated
reitersting the tonic A ssven times whils & transitien is made to
F major, Dido's part ends in a terrible curse expressed by a ds-
scending lins censtituting a descending b-flat melodic minor sca-
le which commences nn the flattensd lsading-note, descending in
steps to the mediant,supertonic and back te the mediant, after
which the melody ends in tuo leaps taken From the tonic, jumping
to the dominant which is sustained For twa bars and Falling back to
the tonic.

T8 mwr— ¥ o =
o a1 A e A 3 e B
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Example 16.

Dido's monologus 'Je vais mourir' (V,ii,No.d47,21-54) embodios
her resolution to die. The 33 bar melody is irregular in phrase~
structurs, the bar-ratio boing:

a) 8, 3.
b 4, 2, 2.
5.

3
d 3, 2.
] 3, 4.
This resolution is reflected in a melody which has become chordal,
many of the notes outlining triads. Every phrase except tha (o)

and (d)-parts commence on up-boats. The basic shapes of the phra-
ses differ, the (8) one in e-~Flat minor being a hovering line suc-
cepding the salutary chordal phrase which constitutes a sharp de~
scant, This is hbaelancad by the {d)~part consisting of tuo phrases
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separated by a bar of rests which both represent sharp descents.
The (b)=~line in G-flat mejor forms a hovering curve with tue
high points, ths rirst reachad in & lsap of a fifth at the announ-
cement of the initial Four bar phrase, and the second, a leap of
a fourth is attained near the end of the second two bar phrasse.
The third phrass (also a two bar ; rase) moves around the subme-
diant ang deminant in centripetal movement representing a gentle
decline. The line of the (c)-part forms an invertad garly-climax
curve heginning on a high peint, and commencing, like the saluta-
ry phrase, in a sharp dsscent reaching it's low point esrly, a’-
ter which s .eap of a fourth up is succesded by a continuation of
the ascending motion, but this is axecuted very gradually with
many reiterations. The (d) phrase commances on the highest
peint, descending rapidly in a scale-passage spanning a minor 9th.
After a bar of rests, another shorter descent commencing from ths
same climatic point, is exscuted going through a diminished Sth
this timae, The two sharp declines, commencing From the same
high F-tonic {in F-minor), constitutss emphasis on the climax in
the incomplete repsat of the movement. (Note that the climatic
point in Cassandra’'s sscond air was emphasized by a semitonal
fluctuation, the high point being touchad three times, stressing
the words 'This doomed people' in this manner. In Cassandra's
First air, the elimatic point is rmached in a longer descent af-
ter a shorter attempt.) Hers Dido's appalling grief is expres-
sad in her admission that sho is a slave chained to her love which
be her down into the everlasting night (death.) The seecond
4ant is e cry of anguish: 'Vdnus, rends-moi ton filgy?
(venus give me back your sont) Over-all shapa: late climax curve.
The penultimate thres bar phrase formg un eacly-climax curve
ending in semitonal centripetal movemant around the Flattened sub-
modiant {in E-Flat major) whun Dide is angrossad in the thought
of the futility of her prayer. A third climax ls reachsed on the
same high-point {the F reached twice in the preavious section) but
here a groat leap of a major 9th down is mada (instwead of the
stopulse motion in the provious section,) and this is succeedod
by the final descending chordal tones cutlining a diminished fifth
triad
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which rises & semitone to the teniec, thus ending the monologue.
In this piece, the semi-chromatic language progressing to a

complately chromatic one, the many reiterations and rapid step-
wise motion is alternatsd by sharp deslines in steps, and great
leaps, Many of the phrases end in chorpdal tones, The contours
aof tha phrasss are sarly-climex curves or sharp declining curves
contradicting sach other, and also being contradictaory to the o~
ver-all late-climax eurve ending in three climatic points in the
two final senticns of the melady, The great lpaps and chordal to-
nes rasemble those of Cassandra’s arioso superimposed on the or-
chestral melody soncluding the vocal section of the Trojan March,
both pisces expressinyg predictions of certain death.

il o 40, 4= 54
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Dido's fFinal scene 'Pluten semble' (V,iii,No.50,1-42) demonstra-
tee the disintegration of her personality when she loses her self-
cantral in the samc manner as Cascandra did in the conclusien of
her second air, The melodic lines of Dido's commencement and Cag~
sandra's conclusion are gimilar semitonal descents intersparssd by
rests, and supported by diminished harmonies. |  But the final
bars of this rumber display a change of disposition, This is the
chromatic meledy coantaining many rapid reiterations and descending
lines intersperaed by rests, but ascending lsaps precede the deszcen-
ding steps, resulting in guick changes of direction producing a ho-
vering line which touches on  many axtremities symbolizing Dido's
determination to end her life; This contrasts with the forlorn hu-
miliation expressed in the duct with Amna, 'Va ma soeur' and the
desolation and loss of control symbolized in the initial 16 hars
of this piece.
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Example 18.

Polyphonic tuxtursg

It has boon notod Lhat Berlioz wusival development is essentially

%4 See axample Ob in the chapter on Hatmany, p 94,
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1lnear aften resulbing in a complex and sxvended poliphonie textu-
re, In this mannsr strange and unusual sonorities result in sig-
nificart expressive expadiont = im taxtual delinsation,

Berlioz® practice of alitarnating pelyphonic and homophoniz tex-
tures ie highly succesasful and this procedure is encountered in
many of Lhe chocuses e.g 5o the Carewmonial March and Hymne in the
first act where it is agpl: . in the developing section (I,ii,No.
4,42-76). In the *Oréts & -curivechsui® in the second act,Aensas’®
suamons is treated cuntrapustally, (I1,1,N0.1%,20-141.) The o=
mees with the chorus singing

pening chorus af the third act cow
in unison, but the texture benome  incramasinaly contrapuntal. An-
tiptipaic phrases and imitation are wsnd in abundance. (IT1I,i,No.17,
10-33,)

Polyphonic terturssplay an important part ir Berliaz' concept
of harmoriic variation, In this manner the Chant National of the
third act is varied and ertended., ({I1I,i, ¥o,12),
nal arthem (1IX,1,M0.19,77-110) come
merces with the Fircé phraso giver in augmentation and ths metre
char;es from 3 to . After thait t¥o origine! bomephonie melody
is ﬂ,upd:rsededhb\, a frot contrapuntal exture in which the contra-
funtal melpdics are devivod from the oviginal w vophonic meledie
o

The variztior of the Hati

firgnen o g, 17, Y@ dgvice of iritation is wioloyed freely.
In the per aitimete phrase, thrse parts Lecoms homophonic gnce mors
b .t Lhe basces conti us their indapendant melody. The zencluding
Four bar phraszc i ensirely homaphonis again, (See chapter IX p189.)

Tun sur iv rEoruses it thn fiest act may serve as an illus—
Lration of farlio.” so-irapuntal procedures, Tha first one peing
theo Octet avd doul cbarus 'Ohitiment ufProyablet (I,ii,No.8)which

is an intricate cootrapustal pleca, it fally into two main sac-
tionu, sha tir t 1. wset wanly For the eight oolo vocul-parts ge-
verally formin  throe senl.oapuntul poarts (Lwo parts ars Formed from

thren solo-vai . and a third fros tho reomaining twe with one From
the Firet part a8oud te the tua,)
The First - -otoan of the actet commooens with o fugal exposi-

tion conainting off g gbicct and countur-subiect of ton bars pach,
(te 1-32) Thrw colwevaics. canctitution bhe firat part, state tho
sub et in besharp miomr, Whily the. continue with the vountere
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subject, the second part commoncss with the subject in s miner

{a major 2nd down). And while the second part continues with
the rounter-subject,the third part commences with the subject in

d minor, Naturally, the extremsly chromatic melody and harmonic
basis, the lengthy subject and cauntar-subject, and the entries
which occur a whele tone doun every time, is far removed from con-
ventional fugal- xpositions and many distant tonalitias are tou-
ched upon, but the basic idea is adhered to.

Ths second part (b 32~42) of ths occet is wrilten in four part
counterpoint beginning in imltation =f a ‘'strette’-type, for the se-
cond part enters while the first part is still engaged with the
four bar phrass, and the third part saters one bar after the se-
cond. The basses of the cheorus have an indep. dent rhyihmic part
which moves rhythmically ar.* detached in single notas interspersed
with rests, at first centripstally, but later becoming a rhythmic
monotone forming a bass pedalpoint on the tonic throughout the se-
cond and third parts. The third, final, part of the octet consists
of an 8 bar and 7 bar melody sumg in unisor (octaves) concluding
the octet-sestion, (b 43-55)

The chorus (b 56~85) sst Por double chorus, falls inte two see-
tions of which the second part has the same melodic material but a
much more olaborate setting and richer harmoniss, The tuo choru-
ses are fully exploited, In the first statemsnt Cassandra sir s
the main melody while the other solo-parts form contrapuntal parts
againet the melody, some of them combining or doubling to form a
free-contrapuntal texture tanging from three to five parts, 8i-
multansously, the tuo chorusms form an independent antiphonic ty-
pe of counterpoint commencing in imitatiun}mhich combines in an in-
tricate contrapuntael texture with the countsrpoint of the soloists,
(& 56-66)

During the second atatement of Cassandra's main melody, her
part is reinforced by an added four soloparts, This part is imi=
tated by a sscond part. Simultaneously the tuo choruses and re-
maining thres solo-parts weavs g rcontrapuntal texturo imitating one
another indspendently, yet ereating a donse contrapuntal textura
in vombination with the First tuo parts exscuting the main melady
and imitating snu another, (b G8-77)
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Note that whenever a part of the text reguires spocial amphasis in
contrapuntal cheral pieces, it is given out in unison by the vocual
parts. In & dense contrapuntal texture this vocael concentration
of many voices in many parts on a singla mulody ventrasting with
tha intricaste weaving of eontrapuntal parts, oreates a steiking ef-
fret, thus in the sentence 'Lascoon! Devoré malpitant par ooz mpnse
tres hidaux! (Laccoon, devoured 21ive by those hidepus monsters,)
is treated in this manner; the sight splo-voices oing in unison,
while the basses af the chorus keep on with th.'r rhythmic tonic
Frem the seventh bar homopl inic chords ara

pedalpoint figure.
The last bar is stated in ho-

added by the chorus for Tour bars.
maphonic cherds to express the final words 'mongtrog hideux' (b
49}, At the end of the reprise, the samm procedure is followed
and the Four parts of the chorus eing in unison., (b AD-B3) Only
the Ffinsl chord on ‘harreur' is a great homophonic chord in four
parts,
In the succeeding chorus, ‘Que la déese nous protdge’ (I,ii,No,
9) the groat sxpadient contained in contrapuntal precedurss, is ex-
ploited by the composr ., namely the practice of stating two van-
trasting ideas simultasvously. while the chorus and sole-voices
stats thuir sue-inspiring admiration for the holy objest (uhich is
thought to be a sacrifice to Pallas, the Trajans ara not suspecting
eny trick by the Graeks) in a dense four-part contrapuntal texture
in which one of the meladies anticipate the triplsi-motive tied to
a long note which iz a0 characteristi: of thu Trojan March-thema,
Cassandra's cries of doom are superimposnd c¢lashing uith the other
parts by their dissenant naturs, (b 33-34)

The final impression remaining after the analysis of Berlioz’
melodic languaga is the infinite varioty end irregulacity of his
phrascology, and the doep emotional comprehensivensas contained in
this slement, which is the ~tominaling principle in his mugical lan-

quage. This resulte in s striking imdividual sonarity,
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CHARTER VII
Form

Althougk Berlioz' Fformal schemes nensrally differ from the typical
shapes of his cuntemporaries, they adhsre to a basiec plan based on
thres principles, namely e<position, wevelopmsnt and summing up.

He maintained that he exerted the ontire foree of his intellect on
moulding the rigt form for each piecs. During work on 'Les Troy-~
ens', he mada the following statement in a letter to the Princess
Sayn-uittgenstein:

' The great difficulty is to Find the musical form -
that form without uhich music does not axist, *2
nr exists only as the hv.bled slave of gpescht,

It has been estabiished that Berlicz' harmaric language is closazly
connected with the art of varistion, >  Straphic form is tha mast
suit able structure to serve the purpose of harmonic variziion aend
the majority of numbers in ‘Les Troyens! may be considered to Tall
undar this catngnry.*

The tepetition of & strophe rarsly occurs without the barmenic

progression being altered, but there ar: & fau rcasss where the har-
monic progression is pruserved in repetitions of strophes, for ex-
ample, in the'Marche Troyens' (I,ii,Ne.11). This is to serve a
specific purpose which will bo discussed in Chapber X. In these
cases, lengthy ¢, izodes sre incorted to sepnarate those unvaried

sirophes,

Unvariod strophic forms

The four strophes of the Trojan March are separatod by three exten-
sive episodes based om the mnlodic matorial of the march itsslf,the
secend and thi-d episodss being dominated by tke lower mordent-fi-

*1 Barzun, 1, V Il p 347,

*2 Ibid,, V I1, p 114,

*3 Gae Chaptor V.

*4 The numbers centaining a reprise are considered to be a
strophir form,
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gure derived from the opening chorus. Although the harmonic pro-
gressiun is preserved, the sat

ng is varied to a great extent,and
the constant alterpation and differsnt combinations of the three
distant groups of instruments, the orchestra, chorus and Cassan-
dra‘'s vocal part, creste a kaleidoscopic effect which is thrilling
preventing the repetition of the 19 bar melody evsr becoming te-
dious. Ancther example of varied orchestral setting is ercounte~
red in the four strophes of the ‘Chant National'.

An interesting expedient to render the unvaried repetitions of
strophes moro interesting, is found in the love-music of the fourth
act: The quintnt 'Tout conspire' and sepist 'Tout n'est paia 8l
charme' and also in Hylas' sorg 'Vallon sonore', namely by enlar-
ging the vocal forces and the addition of independent melodic pa~
ris super-imposed vn ths main melody.

In the love-music, the secend appearance of the melody entails
the addition of axtra vecal paris, thus exiending the vocal forces.
tha accompaniment remaining unalteved. Irs the quintet (IV,ii,Na.
35) an important Z4 bar contrasting section separates Dido's sola
and the guintet-proper (b 75-58). This 'ring'-episode which is
related melodically ko the episode separating the arioso-dialogue
and duet strophes of Dide and Anna's 'Les chants jayeux' {III,i,Na.
24,93~109) in the third act (both melodies are influenced by the
Trojan March~-melody and both contain similar accompanimental gru-
patto-figures) has an important dramatic functlon unifying the two
numbers, Both aro settinga of textual parts referring to Oido's
ring which binds her to remain Faithful to her dead husband.%2

In Hylas' song, the throa strophes are similar, but at the end
of the second strophe, an aminous string figure is appended during
the final four bers, creating a sombre atmosphere af premonitinn.
In addition, the commentary of the tuwo sentries are superimpesed
on the melody of tha third strophe,

This is a similar procedure tt that encounterad in Dido's ini-

*9 In Chapter IX, final section, Orchestral variatien,both
these two numbers are discussed.
*2 The First tuo strophes of the duet are varicd,but the sa-

cond pair is similar,
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tial air in the third act 'Chers Tyriens' (III,i,N0.19), Here the
chorus’ reactione to Dido's reguests (occurring in the first solo-
strophe) are incorparated in the sscond strophe, Dido's florid
melody forms ar independent part contrasting against the chorus!'
declamatory parts which constitute a rhythmic countergaint,being
uninterssting melodically,

In the leve-guet 'Nuit d'ivresse’ (IV¥,ii,¥0.37) concluding the
fourth act, a very intersting provedure is spplied to irsure that
the three similar strophes do not becowe manotorous. In additian
to the two important episodes tho initial four bar phraze of the
first strophe is extended to eight bars im th2 second strophe and
another four bar phrasa is prefixed to thiz extending the initial
melody to tuelve bars Ln the third strophe, From the second phra-
ze on, the strophes are unvaried. Please 2ee example on the next

pags.
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Scenes wherein strophiv forms and eections conteining thematic

gevelapment are mingled

In the complex third number of the First act (I,1,M¥0.3), .ircebus'
twe cevating strophes are similar, bul in the cocond strophe,Cas—
sandra‘'s contradicteory interiestions are cupur-impesed on Corae-
bus' unaltered melady 'Reviens & taif, Snatches of Lassandra's
‘disaster'-theme ars added to support her melodic phrases increa=-
sing the ominou:s quality of her words. Hers, the 3pecial pouwer
of music. in which contradictory werds may be expressed simultane-
ously, is demonstrated once mere, (b 185-209)

Cassandra’'s lungthy recitative separating the ftwe cavatina
strophes (b B1-154) has an accompaniment in which t:o themes are
developed by the orchectra, The ‘disaster’-theme introducss this
recitative and is developed further in the first section, but the
melody of the dust-proper dominates the secand section, being an-
ticipated and then developed seguentizlly in the accompaniment of
the second section,

The four strophes of the duet 'Quittencus dis ce soir’
varied harmarically and to seme extent melodically as well, and a
27 bar contrasting sectien comprising rocitative-dialogus separa-
tes the third and fourth strophes., (b 308-430)

Thus the complex piece vonsists of Corgebus' twe cavatina stro-
phes which are ssparatad by Cassandra's 84 bar recitative which
constitutes tho central movament and s oncompassed by two resita-
tive-dialogus sactions. I addition, it contains Coroebus! mélo~-
dis of 52 bars, succeedsd by Cassandra's atvloso, and the four 24
bar dust etrophms of which the third and fourth ars separated by
rocitative~dialogur; a Pourth section of rocitative-dialugue con-
cludes the number., Thia grens preseats two differsant structu-
ral forms namely strophic fouvm and forms cantaining thematic dove-
leptont., In addition, both the unvaried and varied strophic
forms are reprosentod Hare.

a

are

%]  %pg gxample 2, Chapter V.
*2  See wxample 1%, Chapter VI,
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The finale of Act II, 'Complices de sa gloire' (II,ii,No.13) is a-
npther complex piece in uhich both forms are incarperated, The i~
nitial two chorus strophes are unvaried but supported by different
tonalities, the Firet boing in A-flat ma’or (b 5-43) and the se-
cond in A majar {b 118-153). Thess tuo strophes are ssparated by
a contrasting 71 bar section (b 44-114) which falle into two parts
the first, containing Cassandra's dialogue with the group of co~-
vards (b 44-67) is dominated by an nrchestral theme associated

with Eassandra's preoccupation with suicide and which wae employed
in the peeceding chorus as well, thus wunifying the two numbers by
application of a thems carrying the same connotation and expressing
similar textual concepts. The second part constitutses Cassandra‘
s expulsion of the cowards which ig marked by a change from flat-
key signatures to sharp-key signatures in a transition from a-flat
miner to E major (b §8-10E). The sectiun voncludes in a recitati-
ve for chorus {b 106-114). The sascand and third strophes arme un-
varied, disregerding the chungs of torality (b 118-154 and 176-214),
Thase are separated by an 18 bar section (b 157-174) in which Cas-
sandra's invosation to Coroebus,Hector and Priam are supsrimposed
on an axtansion of the chorus' secand strophe. The third strophe
has the added interest of the Greek officers part which contraste
with Cassandra‘'s {incomplets) doubling of the chorus.

Strophic farms

The majority of the otrophic forms ars waried harmonically with ad-
ditional alight changss in the moledy. EaaanndEa‘s first gir 'Mal-
heuraux Roi' (I,i,N0.2,43-117) and loyas' song '0 blonde Ceres' (IV
i1,N0.34,41-108) damonstrabe tho principle of harmonic varjation.
The 'Préts b mourir'-cherus concluding the first scona of Act IT
{11,i,N0.13,79141) and the 'Sur potto hords immonde'-chorus conclu=-
ding Act IIT {III,i,Na,28,162~221 and 269-371) are both concornued
uith harmanic variation, but this is sxccuted in pamplex rumbers in-
volved with thematic dovolopment as well,

Regarding the two choruses, the 'Prdts & mourir'-charyu' ssoond
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strophe constitutss an elaborats contrapuntal texture worked out
in imitation. The two rousing chorus strophes are enhanced hy a
recurring descending figure in the 'militaryt-rhythm, The num-
ber concludes in a great peroration after the chorus' wloss in a
strange cadence centaining tne Neapolitan minor chord.

In the 'Sur cette horde immonde'-chorus, %ha tua main strophes
are incorporated as Aeneas' summons of which the initial 24 bars
are repeated by the tenors in an intricate cnorus with added solo-
patta. After this, the welody of the $9 bar strophe is varied
malodically, harmonically and also in the accompanimental parts.
This 1s succeedsd by a great 59 bar percration of which the ini-
tiel 25 bars ars vecal,

A 8 A-formg

In some instarces, the contrasting ssction ssparating tue varied
strophes are so important that it constitutes the middle section
af an A B A~form, for example, Ls2sandra‘'s 'Malbeureux Roi'-air
(1,i,M0.2,43-117), the Cersmonial March end Hymne (1,ii,No.4) and
Andromache's pantomime (I,ii,No.6). In both the air and pantomi-
mg, different tonalities are employed For the main strophes in ad-
dition ta the harmonic and melodie variations, In the first case,
the strophas are in o-flat minor and E~flat major with the 33 bar
section in b-Fflat miror concluding in E-flat major. The seccnd
piece is in C major/c minar with the contrasting section in E~-flat
major, G~flat majar, C major. The twe strophes of the third pie-
ce are in a minor end f-sharp minor with the contrasting section ip

A major.

*1 See Chapter VIII, the third coction of the part deveted to
rhythm, P 158
*2 See Chapter V, sxample 10,
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Movements containing &h e_development

The strophic forms have been treated extensively, and & fsw instan-
ces of thematic development hawe bsen mentionsd where it occurs in
cowglicated sub-scenes caorpiled out of different ssctions contai-
ning slements of both, There are a few numbers in which themes
are devslaped to soma extent. Ths opening chorus represents this
type.

in this chorus, *Aprds dix ans' (I,i,No.1), the first section
{b 1~138) is based on the lower-mardent figure which permsates this
entire section, even the vocal parts, in a contrapuntal texture.
The second section (b 139-265) constitutes the statement of an in-
strumental theme with twe rhythmic Figures against it producing a
trhythmic!'-counterpoint (b 139-145), This is succeadsd by a de-
velopment of tha thems (b 147-265)., E£ach fragment of the theme
which ia treated soguentially is constantly accompanied by the con-

trasting rhythmic figures, and vhile this interesting devslop~
ment unfolds in the orchestral parts, the chorus execute declama-
tory vocal partes, Thus ths 'real’ music is in the orchestra,

and the vocal parts play a subordinate part.

Yarious intermsting formal schemes

It Bariioz' works, form is a hidden presence and the various struc-
tures differ in s striking manner from traditional ones, He de-
signod a suitable form te Fit any dramatie situation. A feuw inte-
resting exampies should ouffica,

Tha 'Chasse Royale et {frage'~scene (IV,i,M0.29) intraducing the
fourth act, contains sloments of Sonata-form in it's structure.
It commonces with an inmtraductios (b 1-29) which is vague regarding
tonality. The viclins play a descsnding chromatic melody while
diffarent sectiens of the wooduind indicate o Peu harmoniss., The
exposition consists of the statament of two main melodins, At
(b 30-43) Clarinet and Flute phrases answered by Obge and Hassoon;
8: (b 46-85) Saxhorn meludy.%1 Bath those meladies ave given in

*1 Sug example 1, Chaptor VI
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the main tanality. AFter this a lenpthy 'davelopment'-section
unfalds, sonsisting of five elements and presenting two nau melo-
dies, C: (b 121-129) a 'fanfarc’~type aof trombone melody in e-
fiabt minor played by thres trombonmes im unisap, and D: (b 185-201)
a 'ravoille'-melody played by the saxherns in B-flat major. Be-
tusen these two melodies, the B-thems is presented brisfly in a-
bridged form (b 149-165) dividing the ‘development’-section in
two parts, aftsr which the five slemsnts presented in ths first
half are repeated again, but net in the exact cansecutive ordenr
of ¢l Pirst nzif, Near the and of the development section, the
O-theme appears twice again (h 227-235). Ouring the secand ap~
pearance (L 241-288) the second part of the D-theme is combined
with the First part and the C-theme, Forming a three-pari contra-
puntal texturs plaved by saxhorns and trombones while vocal parts
are added, crealing an immense climax, reaching the £ minor tona-
lity after many different tonalities have been passed through na-
maly d-flat minor, d minor, B-flat major, g minor, G major,E~flat
major, f minor, At the end of the ’development’ aftsr the cli-
mak, many diminished harmonies cruste a similar vagueness of tona-
lity sncounberad in tha introduction. Aftexr this, the bright €
majar~tonality signifies & rocapitulation of the two main themes
{b 309-451), The A-theme is pressnted in augmentation (b 309)
and finally an abridged versior of the 8-theme (b 333) concludes
the numbar,

In the !'Préparaz tout' recitative and chorus (V,1,N0.39) Pan-
theus and the Trojan afficers' dismay is dopictsd at their realiza-
tion of the goda' dissatisfaction, It also containe an admonition
af tha spirits warning them to 9o to Italy. A formal device which
may be called & 'catalogue of thomas' ie applied, Tho orchestral
introductory section presants all the moladic material which ia em-
ployed and developed later in the number, five elements are sta-
tad in this 22 bar initial sostion (b 1-22). The fifth alement is
@ synnopated thoma concludirg the instrumentel section and serving
as introductionto Pantheus' recitative and accompanying it as woll,
{b 19-22). it alse marks thn end of the first half of the snsuing
chorus sectian (b §7-31) when tho chorus of inuisible shades groan
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sotto-voce ubterances, their admonitions of 'Italip’ throe times,
This syncopated 'alarm'~theme is Telatad to a similar one employ-
ad in the 'Ar8ts & .ourir' and 'Sur cette horde iamonde'-choruses
and this number closes with this theme as it's instrumental con-
elusion. (b 109-114). It has a unifying purposs being applied
ajain as the introduction of Aeneas' recitative and air ‘'Inutiles
regrets? {¥,i,No.4%,1-17), The other four slements represented

in the introductory section engender the vocal meladiss of the
chorus sectioit. The first slement is an assertive symmetrical
quaver-theme commencing on the weak second beat (b 1-48) and it is
emplayed a: the first caentrapuntal melody of the chorus, treated

ip imitation. (b 38-45). The sacond elermant of an initial qua-
ver skip of a fourth up, commancing ir an p-beat reaching a minim
which is tied ouver the barline to @ crotcoet, followed by two

ekips of 3rds doun, ending on a dotted crotchet rising in two semi-
tones up again {b 7-11)is taksn over as the second comtrapuntal ve-
cal melody, once again troated in imitation (b 45-48). The third
nlement is a brief three-npote figuro of descending semitones (sub-
mediant, flattened submediant, deminant} which is seunded against
another figure in a vontrasting rhythm beginning on an up-beat fol-
lowed by a minim and ending in a crotchat constituting a semitonal
drop which changes direction and moves a semitons up again (b 12-
14), Thuse two Pigurcs produce dissordant dissonants which ex-
press the uerd 'gémissent! ('groan’) in the third section of the
chorus and also accompanies the chorus of shades forming the cli-
max in the middlo of the charus-ssction, (b 74-78)

Theg fourth olement, a descending melody of sustained minimas en-
ding in shorter notes, is employed in ths chorus as an accompanimen=
tal melady in the orechestra (b 83-55) and later, after the warninge
af the shades, as the vocal melody expressing the dismay of the Tro=
jans. (b 83-92)  The first tenors enter with this melody (b 83)
and urn then follewed by Pantheus and the sscond tenors entering in
imitation on the sams noto after four baro (b 87) and finally,after
another four bprs, the besses entor a parfect Fifth down in b 91,

Didots final scens 'Pludon semble' (Viii,No.50) provide: an in-
terenting example of a sehowe noverned by toral arsas which is de-
rived from a harmanic proaression. Hers Dido cemmits hor sulci-
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dal act and the tonalities employed reprosent a largs i IV iv V
IV I~structure which iz held togsther by two archestral themes
from previous numbers providing dramatic meaning. The piece com-
mensas in c-sharp minor {tho dark funereal-tonality} after which
diminished bermonies support & melody which descends in semitenal
staps forming the initial 15 bars of the piecce and demanstrating
Dide's lo“: of Doﬂtl‘bl.*“ In the second section, the archestral
refrain from the preceding number, the ‘Cdrdmonie Fundbrer (V,iii,
No.49) rings out while Dido is silent. (b 17-~24) While this fu-
neregl refrain ie played, the 'fear'-rhythm is exczuted by trame
bones, cornets and timpani and the music modulates to F-sharp ma-
Jor. The poignant clarinet-melody exnrucsing uttsr desclatien
(b 28~39) which consists of swelling and shrinkin. intecvals (uni-
son, major second, major third, major sewind, mai-o third,minor se-
cond, minor third, major third} unfalds taree tim z¢ 2t first un-
panied, then vied by only & § w susta.ned notes of the
obos and cor anglais with Dido's vocal doninact podal above it, and
finally Dido's vocal part consisiing of gliting up and doun the

upper-tetrachord of the F-sharp major sc.le, s ssunded simultane-
ously with the clarinet phrase, follouwed -v t1e 'Teac’-rhythu a~
gain, concluding the eection in the subui~inant major. After this
the initial phrase of the Funsral-refrain is played by the string-
basses alone in f-sharp minor {b 42-44), Mide aems t¢ roc-in
her strength and begins to prophesy in %o ‘aminant walor tonality

fopvaccy in pelling)
@ first ac  raturns

of A-flat major (disrogarding snharmani
in b 45, Cassandra's 'disaster'~thome v

fere near the and of tha Fifth act to .ig 1. $)s fack .9at Dido
has becowe a prophetoss like Cassancre a @ tha b ok 0¥ sui-
cide, in the dark flattened lsading-sicte o oL ty emple.ed fz2 Cag~
sandrats. suicide (b 4B}, Tho 'divastur® o ' g-themo dominatos
the final eesction until the gencluci. -t amber, In thas mean
time, a weturn is mado to the tomin: ©iju- (v rograsging thoouh

the subdominant major G-flat (b 56) and rew .ng the tomic ma vy
D-flat tonarity (b 671) in the fippl tuo bhar.. This is a log..:al,
though unusual  structure in whi | onhoerne~le diffurancits arc ig-

*1 Chapter - uxample 9(b). p 44
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nored, creating a perfect dramatic form to express a highly emo-
tional textual part.

The final example illustrating Berlioz’ command of form, is
tassandra’s second air 'Non ja na varrai pas' in Act 1”7 This
is a 'through-composed! malody driven foruard by a reiterated string
figure censlisting uf a descent through a perfect Fifth to a weak
aecond and fourth beats commencing vn the second half of the first
gnd third bests, The descending steps are formad by tuwo whole
tones ending in a Fall of a minor 3rd, shaping the accompaniment
(eided by trombone chords for the First half of the number), This
reiterated figure in the srchestra sgrves as a unifying elament
supporting a melody in which the basic shapes of the phrase and
meladic usage aof four differsnt types of movement, forms a symma-
trical plan4>2 The four types of movement are step~wise mavement,
lesps, centripetal movement and semitapal fluctuation,

The melody consiste of eight secticns, and these were descri-
ted in the preceding chapter on Melody fs After Caessandra's de-
spondsnt thoughts, the D major-tonality suddenly appears like a
glimpse of radiant light after darknsss, dividing the piece in two
sections by an enharmonic transition from G-flat major to D major.
Here the melody constitutes a single note D, sustained for four
bars during which it's meaning changes from sharpened dominant in
G~flat major ta tonic in O major. n both sides of this central
point whan Cacsandra swes e vision of her country's glory, the
shape of tha phrases balance pach uther in cthe following mannser:
The (b) and (&) sections both cantain greast leaps, but tne oppo-
aite divectiaon is takon, The (b) line demonstrates the line of
gvar-increasing leaps from a particulur note commencing on a low
nete and moving generally in an ascanding directlon. The (e) ssc~
tign starts on a high point moving in a penorally descending di-
roction ard hore ever~incronsing leaps moun towards a particular
point. The second phrasos of thoso sections alsy balanco one a-

¥ See example 12, (hapter VI,
*Z See Chaphtor VI,
*3  Sse “hapter VI ax 12 p 122.
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nother, The (b) saction commences on a rlimatic noint which is
touchad three times be semitonal fluctuation and than wousa down=
wards in steps. In the (a) smction, the second phrase ilsn cam-
mences op @ climatic highpoint but the progression is by leaps of
five consescutive thirds (major, mimor, alternetively) housvar,ths
line changes direction by leaping a micur seventh up and Finally
Palling & whole tone. The (f) section corresponds with the {a)
section, the melody moving genurally in diatonic steps containing
only one lexp when the meledy changes dirsction. In both cases,
the linss of bthe melodies are hovering, the first onw commencing
in descending motion, and the second moving in an ascentding di-
rection initially. The centripetal movement of the melody in the
(d) section balances the semitonal fluctuatioms in the (g)sectian;
in bath cases the melodic line seems to be unable to move in a de-
finite direction, The two identlicsl centripetal phrases of thas
(d) section di play a slight incliratlion to descend, ending in sa-
mitonal dreps, and the four fluctuat’ , phrases of the (g) see-
tien, on the other hand again, cons ute a gradual ascent, sach
phrase commzncing on a stop which is slightly higher than the pre-
vious ons, The long and gradual descent in semitonas constitu-
ting the (h) part corresponds with tha d ding lina of the (c)
part. This spction, howsver, commences in tuo 3rds followed by
another two diatonic stops ending in anp arnamantal figure. Thus
the descent ccours much quicker and in diatonic steps, while the
final melody takes a very lsng time (17 bars) to schieve it's goal.
Both descanding lines move Llhrough the intervel of a perfact T1ih.
Thus, sach section on both wides of the dividing sustained D
has ibts counterpart on tho other nids, The accompanimontal rhy-
thmic fiqurs is abaont during the Final section constituting the
¢ adual descent snding in sumitanal Fluctuwating movement, In
this part, Dido lonss solf-control and wor personality disintegra-

tes,

From the proseding sxamples it is evidont that the strustural
pattnrns cenbaining the meledin ard harmoric language may bo ex-
condingly unusual, yot the right form was moulded for sach pisce.
Unity and relsvance of charaster is peposrved throughout the dif-

fprent nections cf the welody. The basit sluments of exposition,




development and summing up are generally discernable.

*1

147,

*1 Barzun, Burlionz and ths Romantie eontury, Yol.Il,p 347,
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CHRPTER YILY

Rhytbmis Structura

Tempa and Rhythm are very important elements irn Berliaz!' style,
His considaration of these elaments is emphasised by his vieus an
the art of conducting. He uas a conductor and had to teach him~
self this skill -~ there were po textboaks on the subjact, and
ne courses were givan at the Conservatoire in Paris during his li-
fatime, He was one of the First to write a textbook or the sub-
Ject, 'L'Art du Chef d'Orchestre’ in 1855, which was taken up la-
ter as the final chapter of his 'Traite d'instrumentation et o'
Orchiest: tiont, He stressed thres demands which he ceonsidersd
fundamental in the practice of this art: Fidelity, pracision and
strict tempi. His constant harping on a clear and regular beat
in various rhythms and the determination of tempi and nuances pro-~
ve that he considerad tempo and rhythm vitally imgortant. When
he heard Wfagner conducting in Londen, Berliez considered the free-
dom of his execution in this respect unbearable. He could not to-~
lsrate Chopin's rubato-playing and when Liszt did ths same perfor-
ming Beethaven’s C-sharp minar sorata, he was criticised by 8Ber-
lioz. However, Herliaoz did not advocate imitation of the strict
regularity of the metronome, and he recegniged thet the rhythmic
feeling ofindividuals diffarad,

Tempi and Metronome marks in 'Les Troyeng!

Berlioz designatod matroname marks For the numbors of 'Les Troy-
ans! and e few sevm to be unsatisfactory, or incorrochtly trancmit-
ted, Ta Act I, No.3,87,23% the indication is given as J = 138,
but this doss not seem appropriate ta his Andante markina.

*q Barzun, Voluma 11, p H7~61,
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Two diffarent designations are found in the autograph for the com-
mencement of the Trojan March, p 169, ona being: 'One bar of the
tempo is squivalent to twe bars of the preceding tempo’. The o=
ther ane differs slightly designating 'a little less than two bars!
amd this slousr tempo seems te be preferable as il accomedates the
metronome marks of the vocal score, i.e. J = 104 and J = 138,
In the finale of the second act, pp ~274, b 43-106, the vo-
cal score's metronoms marks are contradicted by the autograph's

verbal directiens. And in fct III,N0,19,332,171 g similar con-

tradiction appears.

In Ret IV, the ballet - No, 33(b), p 512, it seems as if Ber-
lioz was using simple-time marks in compound time. The vocal sco-
re has = 122, which could ba takan as J' = 81,

It seems as if there are two arrors in No. 34 (Jopas’ song) p
544 sad 545, bars 15 and 41, The & = 76 and J. = 132 are most
probably errors For 4 = 76 and 4 = 132,

Tempo and rhythm may be concidered more intimatuly comnectad
with the development of tho drama than any of the othsr elements,
sepenially in indicating the atmusphere and general character of

sach numbsr.

Iempe
Gengrsl survey of the manifestation of tempo .. 'Les Traveng!

A wonderful senss of equilibrium manifests itself as e result of
the tempo indications which, taken as a whole, produce & centrifu-
gal patiern wavaring botunen slow and fast, thus balancing one a-
nother, The first and Fifth acts generally exude a se:se of ener-
gy owing %o the fast tempi tending to ba more in evidence than the
ylownr ones, The second act is filled wilh a merose senss of pre-
monition, ending with a nreat olimax, the third act is genorally

*1 Birgnreitor, MHoptor Bprlioz Mow edition of the cowpplate
works. Vol 2e, pp 758-75H0,
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pompous and majestic, and the fourth act is lyrical and inclined
to be statie,

In the Pirst act, a sense of great sxcitement is in force From
the outset, the opening chorus being executed in an Allegro viva~
tompo, The vigorous tempo depicts the Joy of the Trojans - they
assums that they ars free at last. The act concludes with a fee-
ling of excitement againj %his time the Allegro agitato assai-
tempo indicates that the Trojans are provoked by the thought of the
wooden-horee left by the Gresks to be sacrificed to Pallas, the
goddess of war, to appesase her,

Between these two lively tempi, the music muves briskly again
ir No's 5, ? and 10 the ballet (I,ii,Na.5, 'Combat de Ceste’,is
a vigorous display of physical snegery. *Ou peuple et de soldats’
Aeneas! disconcerted narrative of the disasterous end af the priest
{1,ii,No.?) and ths air 'MNom jer ne verrai pas® (I,ii,N0.10) consti-
tutes [assendra’s turbulent stats of mind when she laments the fact
that nobody will listen to hor predictions that the horse means di-
sasier, The Allegro agitato mssai~tempo embodiss this highly a-~
motienal sutpouring of frustratior.

Betueen ths fast tempi, slower ones craste balance, the grsatest
disparity being between the initial two numbers,

Cassandra's opening recitative and air 'Les Grecs ont disparu’
{1,i,M0,2) commences with a slow, ominous tempa marked Adagio molta
sostenuto, which personifiesa the concept of premonition. The air
is taken Andante. A short recitative marked Allegro forms a tran-
sition to tho ensuing duet.

In the ouceeerding numbar 'fuand Troie Sclate’ (I,i,No0.3) the
tompl oscillate Prom swction tp section symbalizing the contrasting
attitudes of Cassendra and Coroclus.

The two numbsre shcompassing the lively ballat have contrasting
tempi: 'Marche ot Hymne' (I,ii,No.4) is marked fAllegro moderato
w pomposo' which aptly croatss the imposing atmosphora. Androma—
cho's pantomime (I,ii,No.8) t» indicstod by Andante non troppo len-
to, and a quiet tragin atmosphers parvades. This is cruelly shat-
torad by Acnsas' suddon flustered marretive with it's Allegro tem-~
po.

The octet {1,ii,No.8) reverts back te Andante sostenuto to de-
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pict the fear of the Trojans when thay resalize what has happened
te the priest. The subsidence of the tempo sesms to indicate al-
most speechless, paralysad terrer,

The finale commences in & livaly temps 'Marche Troyenns’ (I,
ii,Ne.11) and the grouing excitement of the Trojans bring about an
agitated cenclusion,

The sacond act, consisting of iive numbers, commgnces with a
rather slow, and majeetic tempo, '0 lumisre de Truie' (II,i,No.12).
But then the pendulum suwings to Allegro assai agitato to symbolize
the excitement of Acneas and his officers in the fPréts & mourir'~
~summons {'Ready to face death'- IT,i,N0.13). The &ndante non
troppe lenta-indication of ‘Chosur Bridre' (II,ii,No,14) signifies
a return to a slower tempo to contrast the despondent feelings of
the women in the temple with the previcus despwrate yet militant
exhibition of energy. The penultimate sumber commences in a mode-
rate tampe, but when Casscandra addresses the 'frightensd doves'
housver, threatening and reproaching them if they submitted to the
Greoks, the tempo bscomes mera animated.

The finals wnfolds st double speed: One bar egquals a beat of
the previocus number, to symbolize the deliricus excitemwnt oi the
women who have bsen convinced by Cassandra that their only honour~
able expediont 13 to commit suicide thus spuiling the victery of
the Greuks.

Thus it besemss clear that in the Trojen acts, the fast and
slow tempi Curnish the impetus for the dramstic development which
culminates inthe eventual dastruction of Tray. The climax of in-
tensity and excitement is reached inm the finale of Avt II.

Tha third act censtitutes a rsvelaticn of a nou world, and the
majority of piepes arv devoted to reorisntats the audience to the
progperity of Carthage and the majesty of it'a quean. The uncom-
plicated, heppy snvironment nf a pacifist nation with no interest

in warfere contrasts greatly with the astmosphere of sicge and bat-
tle of the Yrojan acts, Thurafore, tho tempi generally keep tu a
moderate pattern., {The militaristic finale is the only excegtion).

Tha opening number is wather lively but it is suzceeded by the
'Chant National! whisch is indicated by Masstoss non troppo lento.
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The three processicnal dances kesp up the majestic, stately atmos-
phare, Similarly, the succeading three numbers all adhere to the
moderate rhythm, the third one being tho 'Marche Trayenne' (I1i,i,
Mo.26) which unfolds pathetically in it's minor mede and in a slu-
wer tempo than that of the cziginal march.

In the finale (IIT,i,N0.28) a burst of energy, designated by
tha Allcgro agsai et agitato~indicatian, pravides cantrast; the
military incitement of Aeneas rouses the Carthaginians at last,and
Jjoined by the Trojans, they sven ask for arms, to help Aeneas fight
against Iarbas.

The fourth act is dominated by sensuous music canstituting a
general slowing down of the Flou of ensrgy. The central number,
the third ballet, is the only sxception.

The initial four numbers are rather slow, theugh the opening
scens 'Chasss Royale et Orage' (1IV,1,No.29) contains fast passages
as well, which create striking differsnces af tempi within the num-
ber itself. The tempo of the first ballet which is sensuous, is
indicated by Lents quani adagio. The second ons has a modarate
tempe, Allegro maderato, and the third one with it's Allegro viva-
ee~indication constitutes the contrast in the otherwise gentle flow
of the Lempo of this lyrical act. Hare sverything is davoted to
movement .

The four FPinal numbers unfold in rather slow tempi, all but the
first embodying a sensual atmosphera, Here tha dramatie develop-
ment has bacame almaat atatie, with an undsrtons cof expsctation,
Naturally tho idyllic state could not last indefinately, and Mer-
cury appears suddenly at the conclusion of tho act, shattering the
stillhess {recreated in a touching manner in the Septet : IV,ii,No,
36) and romantic atmosphore,

The fifth act begins quintly but soon evarything starts develo-
ping towards a great clivax and the atmeaphere if filled with exai-~
tement, Tho concentrai:on of emotions and tempe reaches breakneck
tempo in the penultimate numbor when the Carthaginians register con-
fusion, (V,iii,No.51)

Two succesding lines of development each reach a climax in a
very Fast tempo. Aoneas' departure and Dide's suicidal act are
the climatic points, sach of which unfolds from a slow starting
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point,
The got commances with Hylae® nostalgic song in a moderats tem-
pa {V,i,No.38). This is succesdsd by & fast tempo end the excite-

ment grows as the Trojan officials register alarm, for they have
seen the portents of the gods and fear their wrath in the chaorus
‘Préparez tout'. (V,i,no.59)

The tempo subisidas to a moderate speed For the mundane repar-
tee of the tuc sentries which brings relief for a moment,but then
it is increassd agein foz Aeneas' censternation and display of ir-
resoluteness. He realizos that Dido knous that he is going to
sbandan her, and is rent by conflicting emotions. When his thou~
ghts abaut Dide bocome tender, the tempo slows doun, howsver, con-~
cluding in Allegro agitatc when he settles for meeting Dido just
once mars., The fast tempo dopizts his highly emotional state af
mind, intensifying hic feelings into a state of great exciterent
and reproaching himgelf for what hs is bent on perpetrating.

A sudden contrast afforded by a slow omincus tempo for the ter-
rifying final warning of the spirits Pullows in the succesding num—
ber, the scene of the shades. (V,i,Mo0.42). This dreadful cam-
munication shoeks Aeneas into remorse and consequent dutsous detar-
mination, In ths ensuing number his firmness, resolution and has~
tiness to depart for Italy to accemplish his misuion, is reflected
in the Allegro assal-tempo,

Dido's smotional confrontation with Aeneas is also taken in a
fast tempo, Allegro agitato, and his only resistance is a fiery
doclaration of undying love, Allegro con Ffuoco. When he goss on
board, tha Trojan's cries of 'Italy}! are designated Allegro assai.
The Trojan March in the original tempo constitutes the first cli-
max.

Tho high~voltags deschargn of enargy and overwhelming display
of omotions noods ralief, and the tempo relapses to Andante non
troppo lento in the seeno 'Va ma sonur' (V,ii,No.45), Dida has
bagn trampled down, turning into a servile humble creature bsgging
Far a few days' respite.

Tha succeeding two numbers mavked Allegro assal, are charged
with amation, The report that the Trojan flaoet i at gsae, causes
divergent reactions in Dido: Astonishment, Fury, revenge and Fi-
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nally submigsion embpdied in many changes of tempu. Her deci~

sian ta die is reachsd in the final bars of the scene
ezl! (V,ii,Na.46). In the monologue 'ja vais mourir' (V,ii,No,
After tha very fast instrumen-

'En mar,voy-

47) ste expressss this intentlon,
tal introduction, the monlagus unfolds with constantly changing
tempi, oscillating between Andante snd Moderato, The tempo is so
unstabls that some of the changss occur after a single bar.

The final subsidence in tempo cocurs in 'Adieu, fidre cité’
{V,1i,No.48) to Adagic avec solemnity, for Dido's revival of the
past recalling the happy maments shared once with Aensas, in a so-
lamn, bitter-sueet song.

In the third scene, the tension builds up agafin, the digoified
1gérémonis Fundbre' (V,iii,No.49) unfolding in a moderats tempo,
and gaining momentum in the succseding pisce, Dido’s final scens
tBluton semble' (V,1ii,Np.50).

In the penultimate number, the cherus ?Au secaurs' (V,iii,No.
51) the climax of this increasing momentum is reached ,when the Car~
thaginians comprehend the enormity of Oido's deed. Theis utter
econfusion is signified by the Allegro vivace tampo and a profusien
of dissonance. This is caunteracted by the dignifisd, majestic
yet energetic Trojan March in the Pinale with the imprecation of
the Carthaginiens suporimposed on it,

Rhythm

Rhythm is very important in the personificstion of mental attitudes
in the charactera participoting in the develepment of the drama., A
certain number of fixed rhythmic patterns are employed consistently

throughout 'Lea Troyens! to dapict epacific mental a.titudes or cha-

racteristics.

i
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Rhythmic pattsrns

W 1IN

Rpiterated notes with sach beal divided into three equil nates,de-
plet uncomplicated joy or tender thoughts,se.q. in the first chorus
(1,i,Ne.1),ths Chant Natianal (III,i,No.18) and many mars.

In the septet (IV,ii,N036) the quiet stillness of the night is
symbolized by reiterated mezzo staccato quavars forming a pedal
throughout the entire pisce. Hers monotoeny is functicnal and
this expedient is cunsciously applied for ths effect of immobility
it creates.

12 Jjddlddie I= djddidd}d
Long note values veitsrated in duple time, can symbolize tendsr
thouy ts s.g. in V,1,No.44 Dido's cutburst ¢f fury is halted sud-
danly by wishful thinking at the thought aof the happiness a child
of Aeneas would have brought har, The peignant solo clarinest me~
lody of swelling and shrinking intsrvals in V,1ii,No.50 which de-
picts Dide's forlern state, consists sntiraly of raiterated guavers
SIS Though these constitute short note va-
lugs the beats ars halved as in the previous instance. Thus the
connotatian of joy is sbaent, and the reiterated notas depict sad-
ness and longing.

20 JILMAY o JSSALIA

This is a characteristic rhythinic pattern which aceurs repularly,
and which seema tu he geoceciated with Trejan glosy and Aensas’'
mission to accomplish it, appearing in the Trajan March. It is
anticipated in Cascandra's air (I,ii,No.10) and io found again in
Aejuas' 'Inutiles reqrats! (V,i,No.41) and the dust 'Crrante sur
tos past (,1,0lv.44), It appsars in two Forms somotimes conglu~
ding on a strang boat, obtherwinc an the weak beat. 1 This pat-
tern is canstantly applivd to conclude Cassandra and Aoneas? phra-

*1 See chapter VI, P 112




e

156,

ses, and latar it is fihun over in Dido's melodies after she has
become subjugated to Anneas, The reiterated minim-passage of

Dide in the dust 'Errante sur tue pas' (V,i,No.44) ends in this
pattern in augmentation and it appsars again at the end af the sec-
tien in it's normal shape. The fact that this rhythmic pattern,
which had besn exclusive to Cassandra and Asneas in their aspira-
tion to Trujan -lory, is taken up by Dido in this number and in

the guintet 'Tout conapire! (IV,ii,Ne,35) signifies her changed po-
sition, She has besn rejected end fAsneas' mission gains prece-
dence,

2. LI, ST - IR

This rhythmic pattern is constantly applied a. s summons to take mi-
litary sction, 1In the iecitstivs and chorus 'Aue la déese nous
protegae’ (I,ii,No.3) Aeneas dirocis the moving-in of the harse, ai-
ded by this rhythm in it's rapid form, In tha chorus 'Préts &
mourir' {II,i,n0.13) the second form of tha pattern in the accompa-
niment intensifiss Asneas' vocal melody consisting of long nots
values. In IT,ii,N5.15 'Tous ne pariront pas' Cassardra sees a vi-
sion of a majestic new Troy arising in Italy and the rapid version
of the military chythm,constituting a rbythmic variation of tha
Trojan March-Fanfare rings out.

In the 'Sur ecotte horde immonde'~chorus (IIT,{,No.28,152-195
and 289-320) the first form in longer notes ie applied for Aencas'
summans, taken up by the other vecal perts, and tho orchestral ac-
companiment .,

When Aennas pressnts himeolf as a resolute Trojan hers in the
‘Debout Trojans)'~chorus (V,i,No0.43) after the warnings received
in the previous number, the ontire accompaniment is engaged hore in
a rhythmic variation of ths Trojan March canstituting the rapid
pattern, which supsrsodes the smesth triplets of the Trojan March
in it's eriginal form, The same pattern in langosr notes is em-
ployed in Awsneas' vocal park,

In the encuing number 'Errante sur tes pas' (V,i,No.44) Dido
confronts Aencas, tryinn to prevent him From leaving but Aonsas® de-
elgron is irrevocable, Although he declaros hia undyirg love he

lwaves her when the Trojan March is sounded while the military-
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rhythm is given. Two versions of the pattern is given in the fi-

nal bars.

o 357

A long hote tied to the first note ef a group of triplets,gencral~
ly in compound time, carries thea connotation of joyful and pempous
gatherings of crouwds. Thus, No's 1, 9, 1% and 17 contain this
rhythmic pattern: In tt¢ wacal canclusion of the cho-
rus ‘Complices do sa gloire' (£i,ii,No.16) th= Trojan women's de-
rision is ‘sxecuted in thi rhytha, hinting at the glorious future
of Aenpas and his mon uwho have ascaped. In tte dust ‘'Le chants
javeux' {iii,i,Na.24) and Beptet (IV,ii,%0.34) the figure seems to
be assoclated with p re joy and is not applied in crowd scense.

a > (€ e
ST AL S0 0L 3 (DT
This rhythmic pattern forms the basiz of the instrumental intro-
duction of the duet of Cassandra and Cerosbus {I,i,N6.3) and three
derivatives which are associated with haste, cagerness or joy a-
rise From it, It is sncountered in a more rapid version as well.
5.1 J‘J\m This pattern is aasociated with love, ex-
presesing the love and joy Cassandra experiences on sesing Coroe-
bus. (I,i,MNc,3)

5.2 I? Thio simple ’-sight-forward figure is can-
stantly assaciated with e feeling oo haste and appears in the Tro-
jan March (I,ii,N0.11), the 'Complicos de sa gleirs'-chorus (11,
ii,M0.14), ths 'Prédparez tour'-vhorus (V,i,No.39), the 'Inutiles
regrets' recitative and air (V,i,Np.41) and in tho 'Cérémonie Fu-
nibro' (V,iii,No.49). In the latter case the connotation is ra-
ther & fesling of urgonoy in Dido's realizatico of her impending
death, yet it still carries the fiurriecd'-feoling as vell - she
wanted to got dono with her suicide as aocon as posoible, having no-
thing loft tn tive for,

s 17T ans J1) JIT] Tra first
form imp;}tn a fooling of faUTNNGS, with decire attached to it,

and appears in the ssene 0 lumivkre de Teoiel! (I1,1,No,12) ascom-
panying Asuaniuz' tipton cager mewvument in hic pantomime section
(b 26~74) This pattern alse omrors in 'Nous avons wvu finip?
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{III,i,N0.19) wsymbolizing desire (b 25-3G) and in 'Errante sur tes
pas' (V,i,No.44) dspicting Dido's intense desire far Asnsas ta re-
main with her,

The sseond pattern shaped ¢rem the lenger notes is epcountsred
in the 'Complices de sa g! .re'~chorus,{I1,ii,No.15) and in the
duet 'Errante sur te pas' (V,i,No.44),

5.4 Jvm er J Another o
rivative of this nattern in which the initial two notes are omit-
ted, carries the connotation of ..stlessness appearing in Dido's
air ' s gvons vous fipirp' (III,1,N0.79) the dust 'Les chants joy-
eux'{I11,1,N0.24) and in 'Preparez tout' recitative and chorus (v,
i,N0.38)  Howevar, in the finale of the sscond act (II,1i,No.16)
and Dido's Monologue {V,ii,No.47) Fmelings of resentment and utter
m‘sery ars den

ta.
ss IFA AL YILGARANBIRAN
An exact repro . the original rhythm in diminution appears
in the quintet yire' (IV,ii,No,3S) embodying the feelings
of joy Dido expri. . i 4 realizing that she is fraee to lov' Ap-

raaa. Thus carrying tis same connotation as the orig.nal feeling
of Cassandra cennmciad with Corosbua,

6 1353 Tlar or JIJT

This ThythATE etEern is associated Tith-the Foncapt of suicids
which sorves as a unifying factor lnm the twe final numbers of the
second act. (II,ii,No’'s 15 and 16). Cassandra incites the Tro-

Jjen women to commit suirvide os she hersolf plans to do.

o 4l A o STTT]

entailing tha diuplacoment of acconts is generally applisd to in-
tensify highly emotional points throughout the werk, (The in-
atances are 0o numorous to list hore,)

n @ DU e e dJd14

Those two rolatud synmopotud rhythmic patterns are associated with
‘despair' and 'alarm' conesening Asnoer.  The (s) pattern appears
in the 'Préts & mouriv-=chorus (I11,i,40.13) and the 'Sur cetts hor-
do immondot-chorys (111,1,N0.28). The (b) pattern serves aa &
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(111,i,N0.19) symbulizing desire (b 25-30) and in 'Errante sur tes
paa' {V,i,No.44) depicting Dido's intense desire for Aeneas to re-
main with her.

The sacond pattern shaped from the longer notes is encountered
in the 'Complices de sa gloire'-ghorus,(i1,ii,No.18) and in the
duet 'Errante sut te pas' (V,i,No.44).

5.4 Jvfm er L Anpther de-
rivetive af this pattern in unich the initial tw. ,ot@s are zmit-
tad, carriss the connotation of rostlessness appearing in Dido's
air 'Nous avone vous finir' (III,i,M0.19) the duet 'Les chants joy-
gux'(III,i,N0.24) and in 'Preparez tout' recitative and chorus (V,
i,No.38) Howevsr, in thke Fipale o the second act {I1,ii,Np.15)
and Dido's Manclogue (V,ii,No,47) feelings of vesentment and utter
misery eara denoted

5.5 TRAIND M EARANBIRRN

Ar exact reproduction of the original rhythm in diminutiuvn appesrs
in the quintet 'Tout conspies® {IV,ii,No,3F) embodying the feelinge
of joy Dido expariences on realizing that she is free to love Ae~
neas. Thus parrying tho same copnotation as the original fesling
of Cassandra connected with Coreabus,

L jj jjj Jijqr ar J J jirj

This chybRiTE potESTn to sonaniabod oithEne ko b of syiside
which serves as a unifying factor in the two final numborn nf the
second act, (II,ii,No's 15 and 1%},  Caseandra incites the Trr-
Jan wamen to commit suicide as che herwelf plans to do.

o JJdl »HLAT or fJTTT]
aptailing ths duzplacement of accents is gonerally applied te in-
tonsify highly smotional points throughout the wark. (The in=-
stances are too numorgus to List here.)

e (@ JIJIIN ang (0 J [ 4 4114

These two relatud syncopatnd rhyihmic patierns sre associated with
"daspalr’ and 'alarm' concurning Aensas, The (a) patitzrn appeara
in tha firéts i mourir'-chorus (1I,1,N0,13) and the 'Sur cebte hor~
do immonde'~-chorus (IT1,i,N0.28), The (b) pattern serves as a
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unifying factor betusen the 'Préparez tout' rucitative and chorus
(V,1,N0.39) and the recitative and sir 'Inutiles ragrets' (¥,i,No.
41)

ERE 5SS X 107 37 SRS » 1) ¥ £ S o155 5355
This rhythm symbnligss foar in the duet ir the first ast (I,1,Ne.3)
in Hector's scene '0 lumiere de Treis' (I1,i,No.12) the duet 'Ex-
rants sur tes pac’ {V,i,Na.44) and in Dide's final scene 'Pluton
senble! (V,iii,NO‘SW)*'] In the latter and in Hector's scsne the
rapid Farm of the pattern is applied, which is more intense,
signifying the Fewsr of daath.

Riythmic gounterpaint

There iz a special type of counterpoint in 'Les Troyens’ im which
meladic interest .= suppressed in favour of zhythm, tnus Jdiffereont
contrasting rhythm are move in euvidence than diffecent meladies,
This principlo iz seriisd in Nots 1, 2, 6, 8, 10 and 1,72 p dise
gugaion of only enn  ould suffice: In the oporing whorus (b 139-
251) a shortt instruwental themo is played by ths Flutws and obos,
A second cboe and two clarinets Forming an independent part, and
baszoons forming another garé, wxerute rhythms contrasting agsinst
the firat themo, These counter-rhythms constantly appear <imulta-
neously with the inctrumental theme, wuer wvhen fiagquents are deve-
:ntion.,  The
countorpoing -

loped by sequantial treoatment. throughout the final o
vocal parts alsp Form their oun independont rhythmis
there ig hardly any melodic intersst in these voval parts nonsiatis )
af many raiteratod notes,

Frogsg-rhythme: Creso-rhythme gre common in ‘les Troyens' and are
usually applicd tu Signify intenso excitesont, In the Trojan March
triplets appsar simultanoously with the wsual divi- fon of tha boats,

4

*9 Snu Chapter VII on Form, IJI’ lo

*P The shorus 'Aprds dix an. iyMa. ) vthe recitotive and
air tLos Grocn ont dlupdlu'(!,;,&u..) Andrauachnty pante=
wite (T,i1,Mo.5), the oetet and double vhoiw: (I,ii,No,8)
the air 'Nonie ne werrai pa{1,ii,Ne.17)and the 'Au o
cuur s mshn T (u,ni,wu.m)
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Triplets arc applicd fo such o extent thai It secos o. 00 the mu-
sic is in compound guadruplo ta. ingboad of simple time. This
happens in 8 poly~rhythmic context Teor exaaple (o the - o 108
b 181, The first nroup of brass-ir 'ruments olay the teiplat

derived from the marchthome; the harps ore tidg dw, jroups

one playing sixtcunth notess the second gionp assis nd by upper

woaduwind and striu,~basscs play a thytheic
ver precading & semi--aver. Raswandrats voial pe b corstitutos

an independent meiody . trasbting with that of the Jhtory

Selient ctoss-rhythm. noin evlvence the 'Tout we perit
pas'-chorus (II,11,N0.15) Mhile the Tro i Match-rhyti nfo cha=
racteristic triplets are expow, 4 by ihe chorus, joined Ly uppor

w ¢ rthythe of diczplaced azeanic,
1 ralyes of the beatn, (b %4~

wondwind. the horns keep up a
the notss falling on the weak sac
29) In b 45-65) the upper wooduind korp up sixtoenth vote tripe
lets on the first haives e. the beat: while the strings play %he
narmal four sixtesenth notes on each beat, any the trombones accon-
tuate the sscand halves of the beats, From & 2, the cro
become gven more intricate: The ctrings play the suicidal-tbeme
(which will rotura in No, 16): J 3 J04 SF377

The trombones accentuate tho uu??‘bzﬁnl?&'%a/lvas: of the beats:
4578703} uhite the flutes e slai:-nts accentuate the even was-
Fnr guarter-parts of the beats Jm Jﬂjj while
- voenl part,

the bagopens ecmphasize the normal beats ot
constituting an indepordent melody io whic' 1 weue  accentuation
of the beats is adhored to, as well.

The 'Camplices de se gloirg'-chorus (1),ii,80,10) i warked pe-
ricdically by rross-rhythms, Thesa aro intensified at Lt end oF
the plece {and tro uocond act) in accordance with the inten.ifica-
tion uf excitomant o b 267-206, The \mm}uind angd strinngs exvous
te tuo triplets in saci: b, conutituting f,:-timu; thase appuar si=-
multangously with en anguli: tiod rhythm in cosmo time oxecuted
by the vocal rhorun and brasu-in troment .

This precedure is sartied out on : areater scals s the Impros
cation (V,ii1,Na.%2). The orchestra pla “he Traijao March with

an accampaniment marked by triplets censtituting  ampound auadrup-
1o timn, while the voral chiorus sing the fmprecativ o an gagular
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dottoed rhythm in simple duplo time; thus the division of two que-
vers in sach crotchet continually clash with the thres guavers of
the triplets executed by the orchestra. Sametimes the opposite
procedurs is applied: While the chorus exscute triplet divisions
of brats, the grchestra plays the angular dotted rhythms,
Poly-rhythms: Poly-chythms ocrur in Hector's swene (I1,1,No0.12),
the 'Tous ne periront'-chorus {I1,ii,Np.,15) and the 'Chasse Roy-
ale et Oraga'~scenc (IV,i,No.20), In the first two numbers,five
different rhythms are executed simultaneously. In Ne,25,housver,
se.en different rhythmir patterns are diecernable In b 172-182.
The flutes and vialins play guavers in Z—time: the eboes, clari~
nets and bassoons play tuo crotchet triplets constituting g—time;
the horns play twe minims acosntuating the weak boabe in o-time:
the trombenes and cornets play breves; the sscond vialins play
ecratehets in z—tims, and the violas and cellos play four groups of
quaver triplets constituting l?—tima; moaruhile the string-basses

keep up an independent rhythm ascentuating the ueak beats in 2—
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Metry

In a consideration uf the metre gernarating the impulse of the mu-
sic in 'Les Troyens', the fullowing guneral conclusions have bean
drawn: Simple triple time signatures mainly signify a senss of
movement . Tuo ballets and Aeneas' induction of the horase fall in
this category. (I,ii,Ne,5; III,i,N0.20 and I,ii,No. 7).

Only two numbers ars presentod in compound triple time, namsly
the chorus prayer ‘Puissants Cybdle' (1I,ii,No.14) and Narbal's
air '0Os guels revers' (IV,ii,Ne.31). An atmosphare af desponden-
cy and gloomy foreboding prevails in thase numbers,

Compound duple time is applied to designate feelings of guod-
will, lave,beauty and a langing for love and security: Dido pra-
fessas sympathy and kindly feslings towards Asneas and his compa=-
niong in the air 'Errante sur les mers! {III,i,N0.25); the besau-
ties of the night is celebrated in the septet 'Tous n'sst gue palx
et charmet (IV,:1,¥0.37); tho sensuous music of the ballet aof the
Egyptian darcing girls serve as a stimulus for love (IV,ii,No.33a);
the surrender ko lave io symbolized in the love-duet 'Nuit d'ivres-
set (IV,ii,N0.37) and in sections of the 'Chasse Royals et Orage'
(I¥,i,No.29); Asneas' tander thoughts concarning Dido is exprezsed
in the air 'Ah! quand viendra ltinstant des suprdmes adieux' (V,i,
No.41,98-131); Dido'z nastalgic ssng recalling the love they shared
*Adieu fibre cité’ and finally Hylas'® longing fuor the security of
his motharts arms which rocked him as a child which is symbolized
by the rocking movement of tho sea 'Chanson d'Hylas' (V,i,No.38) -
all {heso movemonts are govorned by ;—tima.

Simple duple time (f) genorolly seems to impart an ominous and
pessimistic fuesling, It is applied in Cassandrs's sscond air Won
je ne vervai past! {I,ii,No.10), the gruatest part of her recitative
incorporated in the third number botwesn Coroubus! cavatinag sgrapnus
(1,1,N0.3,81-104) Tha warnings of the shades in the scene 'Ende!’
(V,i,Na.42),1n Didots oboession with death divulged in the final
bars of the ssene (En mov woyuz!' (V,1ii,46,46) and the ensuing Mo-

nologue 'Je vaiu mowrit! {V,iti,No.47) and also Lho soction in i~
rants nur tes pas'-scone {(V,1,No.44) whero Dide venfronts Aencas
laying a vurse oo him and his sodn. Appeas' militarv-incitemont
chsruses 'Prits B mourit' (I1,i,Mu,1%) and 'Cotte borde fwmonde!




{I11,i,N0.28) also fall under this category,

Berlinz ssems to have a predilection for compound guadruple
time in chorusss which express feelings of fear and awe. Tha tuo
choruses in the first act 'Chatiment effroyable' and 'A cette ob-
ject sacré! {I,ii,No's 8 and 9) express those sontiments and are
preceded by introductery sections in scimple quadrupie time - the
double chorus, Mo.8, is precedad by an gctet and A cette ubject
sacré’, by a recitative. The gctat affords a yradval transition
from simple to compound time by the constant division of the beats
into triplets, The final 13 bars thus appear to be mainly in com-
paund quadruple time, resulting from the crotcheis divided in threse
GUavers, In No. 2 the same pracedurs is applied on a smaller sca-
le for Asneas' recitative serves as a preparation far the compound
time of the chorus by means of the triplets contained in the solo-
part. Thus the composer cleverly manages ths transition from com-
mon to compound time, by an original device.

The simple gquadruple tims signature ocnurs mare fraquently
than any other in the opera - censequently the significence atta-
ched to it cannot bs very specific, although it generally seems to
indicate seriausnass. Naturally the marches are characterized by
this quality. Thess are 'Marche et Hymnc' (I,ii,Ne.4), 'Marche
Troysnna! (I,1i,No.11) and it's repetitions and variations,and the
'Cérémonie Fundbre' (v,iii,Noc,49),

Tha cempeser displays an inclination for changing over from
simple time to compound gquadruple time in these movemants, by the
division af beats inte triplets, This procedure scours in the
Imprecation. It slso appears in the 'Chasso Royale ot Orage'-
scene and the effect is an intensification of excitement,

This dovico afferds the possibility of cress-rhythms whish ser~
ves the same purpnse of ascumulatnd fenlings, rosulting in clima-
tie swectisna. In all thoss instarcws the triplet figures are
aut agalnat anqular rhythms sdhering te the vormal division af
manngr thu compogser achie-

beats inte two or Four notes. Tn th
ves the effect of simultansoualy setiing eontrasting cancepts a-
gainsc cuch othor, which is wspovially effestive as a dramatic ex-
prdivnt,

The variation of the 'Chant Natismal' in the Fourth act,’far-
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che pour llentrée do la Reine’ (IU,Li,N:.ZJ) produces an interes~

ting example of a march in triple fime.

*#1 It might be gasumsd that Brahms was influvnrud by this num~
ber of Berlioz when he composod tho svnond myroment in be
flat minor of hie 'Ein Doutschas Regciam’,op,d%, For this
Langoam,marse mdsnin mavemant ig iv (o atylieo ot a colemn
march, though in triple &ims,
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CHAPTER IX
Drpghestration

The art of orchestration was brought to a point of perfection in
the romantic pericd, and Berlloz was one of the greatest innovatoru
in this field.

However, in France, this zrea of music was neglected and unde-
veloped, The subjoct was not taught at the Conservatoire in Pa-
ris, and Berlioz' teachers never teught him orchestration, He ae-~
quired his skill in this department mainly through his oun natural
talent which was awskened by his study of Gluck's scores,

Berlinz went to the Opfra reguiarly,iaking the scores with him,
and studying them during the performance, By comparing the means
applisd uith the effects preduced, he gprew to undearstand the spe-
cial effects and musical expression which sould be attained by or-
chastration,

Weber's music taught Derlioz how 'atmosphere' could bs created
through orehestration and breught him intc cortact with Berman mu-
sic, thus he continued and twilt on the German tradition.

Berlioz regarusd Buethoven as tha great orviginator in this ‘'gan-
re instrumental axprassif!, as he called it, and through his scores
he sensed that timbro wau an ipdopendsnt elemsnt on on squal level
with msledy, harmony, rhythm and dynamics.

It has been mentionod beforo that Berlisz' style Is an instru-
mentally conceived style. Like Boethoven, hz did not conceive his
compositions as 'black and white' oketeches for pianc to be 'colou-
red in' afterwerds by orckestratisn, as with many composers.

In his 'Grand treitd o instrumentation at dtorchestration® Ber-
lioz cansiders the htman voice as one of the alovon chillas of in-
struments, regarding it as onw of tho wind-inatruments,

Therw is @ '‘modarnt tendsney i 'tes Troyons' &n which it seoms

*q Barzun, I, Herlioy and the Bomsntiec esniury, Vol.I,p uD-
81, passim,
*2 Ibid,, p 451
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as if the melody, harmony and form of a compositiaon are dictated
by orchestral timbre, This tendsncy is particularly noticaable
in the Septat (IV,ii,No.36) and warnings of the shades (V,i,No.42},
In the latter, meldy is prsctically nan-existent and tho entire
piece ie based on the timbre of ths instruments, In this manner
many differsnt colaur~pombinatisons, vocal and instrumental, of ths
game note, are exploited,

The full orchestra employed in ‘Les Troysns'

Woadwind: Tus piccolos, two flutss, tuo to five aboes, a cor an-
qlais, two clarinets, a bass-clarinet and four bassaons.

Brass: four tu eight horns, two to four trumpets, two to four
cornats, three to six trumbones, tuo ophiclasides and a full family
of saxhorns for the distant banda (at the back of the stage or xn
the wings) required in tha 'Marche Troyenne’(I,ii,No.11), 'Chasse
Royals et Grage' (IV,i,No,29), 'Dust et Choeur' (V,i,No.44) and
Imprecation (V,iii,No,52),

Percussiont Thres timpani, a sids-drum,tsnor-drum,bass~doum,cym—
bala, a trisngle, gong, antiguo slstrem, tarblka (playad on atage
and duplicated by a tambouring in the orchestra) ant tuo pairs of
small antigue cymbals {alsc played on efane),

Blucksd string instrumentss §ix to aight harps.

Bowad wtring instruments: The usuanl string family consisting of
violins I and II, vislias, cellps and doublo-hasses.

Antigue instrumonts: Throo double flutes, which are merely repre-
sontational in tho opening number; thoir musle is played by thrag
ghocyg in tha ercheatra, Antique cymbale are roguired on stage in
the ballat 'Pas d'Esclaves Nublennea' {IV,1i,No,33c) for dancing
girls. Theoso were much smallur than the modern instruments and
yere used by the Egyptians, Groeks and Romans. Borlioz usod thewm
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for the First time in the 'Roméo ot Juliette'-sympheny and had
them tuned to a definite pitch.) *t The tarbuka is also of Egyp-
tian crigin, It is a long, narrow drum pleyed on stage in the
same number. The antigue sistrem is required on stage in 'Mar-
che st hymne' (V,ii,No.4) It is a circle held in the left hand
by means of a handle which jutts aut. Metal roda of brass or
gold, fixed from one side of the circumference te the other,were
struck by meana of a bar held in the right hand.*z A heavy tri-
angle could ssrve as a substitute,

The strings: The strings form the basis of the orcnestra and are
gensrally applied as an entity, The genesral pattern of Berlioz!
archestration in ‘Las Troyens' is a full string basis with various
differont combinations of the members of the woodwind-family. For
axample, all the groups of the strings are smployed most of the
tims, but the wooduind might be raprasented by %tne vlutes and cla-
rinets, ar flutes, or claringts only, or othsrwiss osoes and bas-
zoons or clarlinets and bassoones, etc, 0ften the strings play an
independent accompaniment while ths differast groups tf woodwind
double the variocus vocal parts,

The importance of the strinns

The opaning number is set for wind instruments specifically to om~
phasize the importance of tho strings an< to dramatize Cassandra's
first appuarance in the recitative and air 'Leos Groes ont disparu!
(1,i,M0.2), The impact is made by the grand, rich sound af the
strings and is brought about in the fallowing manner: At the end
of the opaning chorus 'Aprez dix ana', the tonic G is wustained by
an nboe and flute (outava) into the second bor of Cassandra's ro-
citative. In tha third bar, the full body of strings break in
with Cassendra's 'disastor’-~thome, thus putting the string sound
into »elisf ard contrasting their attack uith the obowe's roody to-
ne. This intended conteast botween the colour af tha wind instrpe-
ments in the First number, and the impoeing sound of bhe strings

*#1  Forsyth,o.drehestration,2ed ad. London,Macmillan & Co.ktd.,
1948, p 37-38.
¥2 gdronreiter. H,Berlioz new vdst the compl,works,V2eo,p 757
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.t the second number, smbodiad 1 the sustained wind note forming

a transition to the sesond piscu, demonstrabtes Buorlioz' use of tim-
bre as a musical slement, above all, and thus as part of muaical
form,

Gorlinz himself explainsd the absence of the overturs in the
following manner in a lstter ta Liszt: *Tha resson thai prevented
me writiny an overture, is an orchestrator's reac. v, During the
crowd wowns st the beginning, the Trojan mobh is accompanied solely
by the wind; the strings remain idle and do naot make an entry un«
til the mament whsn Cassandra Pirast spraks. It is a special effect
which would hsve been ruined by an sverture; because I would not
have been abls to do without the atringe. And trere is so much
muaic alraady'.*1 Apart from 'Iphigénie en Taurids!, this is the
first operz to do so for a specific dramatino purpcse.*

Important bthemes allgcated te the strings

In the duet 'Quand Troie dclate’ {I,i,No0.3), the strings are ex-
ploited to & great sxtent. Cassandre's parts are dominabed by
strings, and two lmportant string themes are developed in the or-
chestral part of hsr grest rocitative, The 'disactor'-thems intro-~
duced in ‘les Gress ont disparu' (I,i,No.2,1-7) dominates the ac-
campanimont bf ths Pirst part of the recitative (b 81-100) asnd then
the 'farswell’~theme of the dust praper ie anticipated and gdevele~
pad by the basses and violas (b 101-188).

Ruring the socond strophe of the cavatina, Coroabusf! bland
wvords supportsd mainly by woodwind, contrast strongly with Cessan-
dra's predictions of doom supportsd by the string 'disastor’~ihoma.

In the roeitativo and chowus 'Qua Lo ddese nous aratage! (1,14,
No,8), thy military incitomentt-rhythm is expounded by the sirings
in the introductory rvocitative of Asneas, while the Favoured proco-~
dure of woodwind doubling in the chorus-parta with an indspondent

*q Machonald, H. Biarvenrolter Forswerd 7 756(n)
*2 Ibhid,
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full-string accempanimont, is demongtrated in the chorue secticn
of the number,

The importance af the strings are avident again In anotheor re-
citative and chorus 'Tous no periront pas' (II,ii,No.15). 1t com-
mences with a fragment of the 'disaster‘-thoma. In both this and
the ensuing number, the finale (II,1i,No,1%), Cassandra's suicidal
thought is smbodied in a string-theme which unifiss the two num-
uers.*

The final section of Dido's recitative 'Nous avons .ous finir!
(I11,i,No.19) is asot for strings alone, and the 'restless'-theme
reflecting Didota true state of mind, in ;pite of all her protesta-
tigns, constituting the introductory ten barg of the due’, 'Les
chants joysux' (1II,i,No,24) is sot for strings alone, once mt e,
The recitative-dialoguu is accempanied mainly by strings as well,

in 'Prdnarez tout' (V,i,No.39) Pantheus' recitative is set for
atrings only, while ths vecal part is imitated by the string~basses
(celios and double-bamses) in b 30-37),

The guintet (IV,ii,MNo.3%) 4 szene 'Va ma soour' (I1,1i,No.45)
arp both set mainly fer ~ring. :ch containing important string
meladies, Both of thoue meindiwvs are played hy the ceilos and the
first one symbolizss Avneas' sedustion of Dide, while the second one
depicts Dido's humiligtion and doeils state of mind before she be-
comes rosolved to rie.

Oidot's dying words conatitusing the concluding recitative af
the 'Au sscours!t-chorus (V,iii,No.51) uhich flows straight into
the Finral number, thoe Improcation, ig accompanind pnly by tremolo
strings played planiusimo, and thisc is continued into the initial
bars of the finalo.

*1 Sme Chapter VIII. P 156
¥2  Soe Chapter VITI. p Lun
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Division of ths strings

There are many <wreptions on the cther band, whon the strings are
not employed as an entity.

In Escanius' panrvamime, which forms the second section of the
scene '0 lumicre de Troie' (II,i,No.12) th+ violas are the szole re-
presentatives of tho sbtring group fromb 23- 49, Here a special ef-
fest is oreated,depicting the light, cautious, frigbtenmd tiwtoe-
mavement of Ascanius by omitting all brass-instruments exvept two
trombones' planissimo notes on the First beat of anly four hars
{b 32-38). The viela's pizricato notes cupport the remainder of
the passago of which the melody ls playsd by flutes,pbocs and cla-
rinats, Later on, in b 42, vioelins are added to the violas to re~
plenish the strings, but the remaindar of tho string-family is ab-
sont until the third section, ths pantomime of Hector's spirit,is
reached, in the Final,fourth ssctian, Hector's vecitative (b 108-
133) thz cellos and double basses are employed to sustain Hestor's
gradually deszcending somitonal msloay which is followed clossiy,al-
ways a step behind, like & ponderouc shadow (doubling) alternately
by each of four wuted horns, The final suotion is deveid of in-
strumentec with a high 4essitura (sav: a feu notos by the violins
and violas: Two brief utiterings vhich do not even comprise ons bar
takan togethor). The zaven bar instrumental conclusion is similarx
to the pantomime preceding the twe reecitatives of Aensas and Hector.
Thus, in thsse two sections, pizzicato violins and string-basses,
and ‘muted ' viola tremoloc are combined with cach of Your hor-
ne in retation with added muffled timpani, The lou tessitura, mu-
ted horns and later muffled timpani combined with can sordine vio-
la notes, combinm im the creation of an ominous atmosphere filled
with dread.

In 'Tous no periront pas' (II,i1,Na.15), another division of
the strings may be found - tho chorus of Trojan women express their
admiration for Cansandra, the prophetsss who has bosnoight all the
time (b 34-44), Violins are absent here. Violas and string-bas~
ses play the accompanimont while the vacal parts of the chorus are
daublod by upper wooduind,
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The introduction of the 'Thesse Royale et Drage'-scene (IV,i,No.
29) commences in an sight bar melody comprising a semitonal de-
scent played by the first violins only and accompanied hy flutes
then oboes and clsrinets, and finally by bassoons, Viplas enter

in b 9, and string-basses in b 23, Berliez' fondness for intro-
ducing the different members of instrumental familice is displayed
here, The First {flute) theme of the exposition iz accompanied

by uppar strings enly. (b 30-39) The second (saxhorn) theme is
accompanisd by strings without double-basses. Hera the composer
seems to aim at creating a light, delicate effect to contrast with
the great cound and intense activity of the development-gection,
thus emphasizing the climax attained whon Dide and Aeneas enter the
cave to consummate their love-urnion.

In Cido's final scens 'RPluton semble' (V,iii,No,50) violins are
amitted from the initiml 15 bars of string accompaniment of Dido's
semitonal descending melody {enly violasz,tellas and double-basses
are emplayed} up to the paint when the wrchestral refrain of the
'Cérémanie Funbbre' rpeppears. After the poignant ¢larinet solo-

mzlody, the uppar strings only {violins ond violas) sxecute the
‘Fpar'~rhythm and then the refrain is sounded for the last time by
the string-bazses only, This is succegded by Cassandra's full
gtring 'disaster'~theme to accompany Dido's prophesies. The fru-
g9al forces accompanying Dide's melady enhances the effect of grief
and Dido's lass of intersab in life. The return of Cassandrats
string ‘disaster’'~theme also signifies Dido's subjection to the
Trojan-~cause and the fact that she bocomes a prophetess like Cas-
sandra.

Harps

Serlicz employed harps in Ng's 1%, 16, 32, 34 and 62, In Ne. 6,
tuo harps play only four chords in the ten bar ssetion constitu-
ting Priam's pantomimn,

In the finales of the First,second and Fifth acts, harps are
amploysd oxtensively = six ight harps are reguired for thoe
‘Marche Troyenno! (I,ii,No...) te play inreunantly threughout the
second mpisode, the third stropha, the thivd cpiveds and the fourth
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strophe, (b 88-150) in addition, they play an important part in
the First secticn of the extesnded coda up to the cunclusion of the
vocal chorus' participation. (b 150-157 and 168-182) From the mo-
ment when Cassandra‘’s final arioso unfolde, they are silent,for
they are generally associated with the lower mordent figure ex-
poundad by theee pboes which carries a joyous and festive connoba-
tian. In the coda, however, the oboes are silent, lsaving the
harps, the remainder of the third group, and the second group of
brass-ipstruments to accompany the chorus’® fipal participation.

In the finales of the saecond and Fifth acts (II,ii,No,.16 and
V,iii,N0,52), tuo and four harps are required respectively, In
the former, they are omitted only fram the contrasting section se-
parating the first and second strophos censtituting Cassandra's
dialogue with, and consequent expulsion of the group of cowards (b
44-113) and the concluding section after the third strophe when
Cassandra derides ths Greck soldiers after havinp stabbed herself.
Here trombones dominate the orcnestral accampaniment (b 215-293),
In the Imprecation {V,iii,No,52) the harps are silent for only four
bare (b 19-22).

In the 'Marche pour 1'fEntrde du la Roine' (III,i,N0.32) thres
hatps are employed playing harmonic notes throughout the piece, @A
single harp actompaniss Iopas'sorg 'O blonde Cérds! (IV,ii,No.34)en
gtage. In this picce, harmonic notzs are employad once more, but
only for a few bars in theo second strophe.

Harps ars employsd for a number of reasons:

(a) Thoy impart a Fustive, rich quality of sound which is idsally
suited to the finales, No.'s 11, 1% and 52, Although Mo,16 is go-~
norally permsatod by a despondent atmusphere, they aro empleyed to
accompany the delirious song of the Trojan wsmen '‘Complizes de sa
aloire! and ars omitted during Cassandrats expulsion of the couwards
and during ths time when the women deride the Gresk soldiers and
nommit suicide. It should be taken into arcount that the Trojan
flarch is alsn a jayous accasion for at that stage the Trojans are
oblivious af the Fact that the horse will bring disacter. During
Cassandra’s final ariese when she predicte threir dustruction,tho
harps are silunt,

(b) Harps exesute a blonding funation and are alsv applied in
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these numbers for that reason.

(c} They are applied for the contrast they afford with the dark,
gminou. guality of trombones and cornets, Therefore, when they
are silent, these passages bocome epven more moroge when the brase-
instruments take over.

{d) In Iopas!' song a harp is empleyed to impart authenticity in
the scene of the bard entertaining the gueen.

{e) The harmonic notes of the harps are used in the march to ar-
company the entry of the gueen, to impart a thin etiolated guality
to the music which constitutes a parcdy on Dido's position.

Woaduind

The woadwind group is generally compiled in the following manner:
Tuwo flutes, two oboss, two clarinots and four bassoons, Bceoasio-
nally the group is reinforced by the additior of a piccolo, cor an-
glais or bass-clarinet. These instruments are applied for a spe~
cific dramatic reascn, their individual timbres carrying certains
textual connotations,

The opening chorus is set For wood-instrumenta only. The
shrill sound of the piccolo and obowvs dominate the orchestral sound.
The characteristic lower mordent figure played by three sboes doub-
ling as antique flutes in the orchoestra, permeates the entire num-
ber providirg a unifying element throughout the entire opera, (No-
te tnat the identical execution of this figure by three obous in
the Trojan flarch (No.11) was described in the section devoted to
harps, but in this oponing number no harps are employed,)

Yarious combinaticns of wooduind-instruments

The members of t'e uooduind-family aic genorally applied in many
different combinations,ucpecially in the numbors dominated by string
colour, for sxample in the recitative and air 'Les Grecs ont dispa-
ru' {I,1,No,2). The introductory recitative is based ontirely on
the atring 'disaster'~thome. In the succending alr, elarinets and
flutes, clarinots and bassoons, oboss and flutes, or the claripet
alone, repressnts the wooduind against tha string entity. In No'e
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3, 28, 37, 39, 41, 43 and 44 many difforent woodwind-combina-
tions are applied with the string entity, In the love-duet
'Nuit d'ivreasse! {IV,ii,Nn.37) the cor anglais is cambined with
clarinets or bassoons to play independent melodies against the
string entity, otherwise flutes and cor anglais, flute and cla-
rinet or bassoans and horns are combined. In the 'Préparaz
toutt-chorus (V,i,N0.39) the clarinets are the sole represeria-
tives of tho wooduind in a passage. (b 8%-90)

In choruses like 'Acet object saced' (I1,ii,No,3) and 'Préts
3 mourirt (II,i,Mc.13) the different members of the woodwind u-
sually double the various vocal parts while the strings pley an
independant accompaniment as an entity,

There are a few cascs when choas are omitied from the or-
shestration, for example in the first two processional dances of
Act TII,Ne's 20 and 21.

Special gualities in thp timbre gf wosdwind instrum:=nts

In the ballat, Me.2!, the main melody iz played by bassaans dou-
bled by vielas and cellos, Two piccoles and clarinets play ar=-
namental grupette figures on the weak beats, supperted by pizzi-
cato vielin-zherds whish introdune the four bar phrases of the
bassoan moledy thus charasterizing a sailars gait in a perfact
manner. The double-basses play pizzicato notes on the strong
beaty, Thus bass-instruments play thoe melody while the accom-
paniment ia done by tho upper members of the wooduind and strings,
But the piceolo pipings deminate the orchost 1l sound being play~
ad 'mf' while the pizzicato violin chords are executed 'pf, In
this pinscu the timbre of a bazscon is applied for the humorous
almost comical guality which can be produend.

Two divargent numbers 'Du pouple et do soldats! (1,ii,No0.7)
Amnnas' tocitative and the first proceacional danee (IY1,1,Na.
20) are both orubrstrated mainly For wooduind, Aunpas’' rocita-
tive containa only & fow tonches of tho main body of strings,but
the double-bassces double an important passage for a hora,hassoon
and clarinets, execueting an goeillating Pigurs which serms to de-
seribe the ominous writhing movement~ af the serpeats from the
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sea. (b 54-41) This passage is precaded by the very low A play~
ed by trombones and horns and sustained for four bars creating a
terrifying grouling sound (b 4B-51),  This combination of “rombo-
nes and horns and the low te.situra and the following fluctuating
molady executed by & horn,bassocon and clarinets rnreate an atmesphe-
ra of apprehansiun,

The prayer of the Trojan wamen (II,ii,No.14) is orchestrated
mainly for upper wooduind, namely flutes,oboes and clarinets, The
participation of the strings are negligible, The thin resdy to-
nes of weodwind and the high tessiture creates a despondent almost
pathetic tone to accompany ths women who realize that sverything is
lost. The thinness of the saund imparts an.added dimensian which
may be called pathetiz,

A spacial sowr "-effect is created by wooduind exscuting an os~
cillating movemont setween tuo positions of a chord. This produ-
ces a glittering effect which is exploited in the recitative 'Au-
guste Reine* (II1,i,No0.27) when Ascanius presents Dide with gifts
from Troy (b 28-33), In the chorus 'Cemplices de sa gloire'{II,
ii,Na0,16) this procedure is applied te accompany the daparture of
the 'Prightensd doves' after Cassandra has expelled them.(b 102-105)

In the dugt 'Errgnte sur tos pas' (V,i,No,44) the dialogue of
Dido and Asneas canstitutss the contrast’ of timbre bebtween strings

and wuodwind ubich servss a dramatic purposs, Oido's parts ars
aceompanied mainly by thas rich sound af eitrings and Aensas' by a
dryer, terse sound of woodwind,

Thres members of the woodwind Family are not applied genarally.
These ara tha piccole, cor anglais and bass-clarinet., Each of the-
o ia used for the special gualities it pessesses which can be ap~-
plied for expressive purposes,

The piccolo i included in the orchestration of sixtsen num~
bera, and 1t is included in the archeetration of sach of the seven
ballsts wheore it is applied mainly for the lively quality it im~
parte, Howaver, it is totally absent from the joyless swcond and
fifth act It may bo swsumsd that the timbre of the instirument
has two textual connotations: 1t has a Fescive, joyaus connotation
mainly., ke oponing number and the Wreatler's Dance (1,ii,N0.5)
the initlal seven numbers af Aet IIT (including the throe ballets)
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which form a unity, all being enacted at Dide's court, and the six
numbers in Act IV, are all assacciated with cheerful celsbrations,

In the duet 'Quand Troie éclate’ (I,i,No.3) howsver, the pun-
gent timbre of the ‘'petite Filte' is appliad solely For it's capa-
city to convey a quality of pain ard to describe piercing cries of
ravished virgins that Cassandra sees in visions of doom, The pig-
colo is applied only in b 135-764 in this number whoun the visions
described by Cassandra in growing alarm, becomss increasingly ag-
gravated to a point when ghe half-faints in Corosbus' arms.

In the same manner that strings dominats ths opening numbers
of the epera, the waodwind, and finally in the last two numbers,
the brass, dominate the final numbers. from the final 31 bars of
the scena 'En mer' (V,ii,No,48) whan Dido becomes nbsessed with
death, the woodwind gain the ugper hand, The archastration of
this final section consists of two Plutes, an oboe, 8 cor anglais,
two clarinets and a hass-clarvinat The bass-clarinst is employed
hare for the first time, becoming the embodimsnt of this obsession
with self-destruction and playing an important part in thres suc-
cessive numbers, (No's 46-48) In these numbers, ive cor an-
glais is combinod with it,

Ths cor anglais is employed maiply for four reazons: It's cu-
rious shades of roflection, sadness and melancholy feeling is em-
ployed to express iteas of sorreuw in the duet 'Quand Trois éclate’
(1,i,n0,3), the warnings of &°u shares (V,1,No.42) and in Dido's
final scenses (V,ii~iii,Na's 45-80) In the love-duet (IV,ii,No.37)
it is applied mainly for i{t's smooth contralto-type of richness.
In the processional dance it's melancholy calour is combined with
that of an obos to describe the laboured movements of the labou-
rers. (Entry of the Parmuworkers.) In the duet 'Par Bacchus'(V,
1,No,40) @ high teesitura is found ameng the instrumente and the
cor anglais' slightly hollow, reedy sound adds a comical quality
in a desgriptian of the tun sentries' dissabisfaction wiih the
turn of svents which {8 manipulatod by thelr superiors,

The bass~clarinet's unctinuas, ghastlike quality characters =~
Dido's sombra statn of mind fFrom the moment that she is rosol .u
to die, It is resorved almost exclusively to characterize this
yearning for death, In the scena 'En mer,voyez}' (V,ii,No.43)
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Dida's reactions on b aring of the Trojan's departure are fury,
pursuit and revanges, But suddenly she realizes that this will be
of nec avail, and she bscomes csrtain that dsath is the only way
out, from then on the bass-clarinet dominates the orchestration,
It plays a parsistent, jagged, descending phrass in the ensuing
manalogue (V,ii,No,47). In the final use af the instrument, in
Dido's air 'Adieu,fidre cits ' (V,ii,No.48) it joins the horns in
the readering of the lower mordent figure, transforming it comple-
tely by the change of instrumental timbre, In the previous num-
bers, the figure constantly carried the connotation of joyful fes~
tivity, played by oboes and flutes, But here, the bass-clarinet
and horns sndow it with an iropic gpblinesque guality,

Apart from these final numbers of Dido, there is only one other
instance aof the appearance of the bass~clavinet when Aeneas recei-
ves the final warning from the shades (V,i,No.42). Thers it is u-
sed for the ghostlike guality it possesses,

The brag ruments
The standard brass~forcesz employed in 'Les Troyens' ave four horns,
two trumpets, two cerngts, three trambones and an ophicleide.

Obsoleta brass-instruments
The ophicleide and saxhorns, the latter employsd in ths distant
aroups of instruments at the back of the stage or in thae uings in
Nots 11, 29, 44 and 52, are noy obsolete . A tuba should gubsti-
tute for the ophiclaide.

The highest mamber of tho saxharn group, the 'petit saxhorn su-
raigut, 18 a ciricsity since it is unknown today, except in the or-
chestration of 'Les Troyens' and the ‘Te Deum?. Berlioz describes
it in the following manner in his 'Traité o'Instrumentationt: 'The-
re is nothing more brilliant, more cloar, or despite {t's vividness
mors unsoured than the whols upper vctave. The timbre is, besidas

s0 clesr and ponotrating that one can pick out a single saxhorn su-
'

raigu in a large group of wind instruments,

*1 Bdrenrsiter, H, Bgrlioz,new ed. of the con ‘late works,p 757.
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The instrument is pitched a minor soventh higher than the uritten
notes, and no specimen or even iliustration sesma to have survived,
A high-pitched trumpet should substitute For it, Trumpsts should
also substituta Tor the saxhorn 'soprani' and ‘contralti', A

horn should substitute for the 'saxhorn ténors' and a tuba for the
*saxhorn contrebasses',

Herlio2 normally uses the old creoked horm without valves in
‘Les Troyens', although he uses valve horns in No's 1, 2, 7-10,12,
16 and 43 and as alternatives for ihe saxhorns of tne off~stage
groups employed in No's 11, 29, 44 and 52,

Ihe ophicleida

The ophicleide is includsed in the orchestration of eleven numbers -
all the pieces with a military character are ircludad, Tyo ophi-
cleides aro required for Na's 44 and 52¢; one forms part of the u-
sual orchestra and the extrs ons is included in the distant brass
group at the back of tha staga, Four of the five finales are in-
cludad, the finale of the second act being the anly exception.

Absence of brasg-instruments

$ix numbers contain no brass-insiruments in their erchestration.
Three of these are ballets and the other three ave delicatoly or-
chestrated numbers set fov strings mainly, two wontaining harps in
additian to the usual bowed strings,

Horns

Tha noble timtre of horns employad generalls ar their particular

biending function, is applied as the nnly repicaontatives of the

bruss-instruments in seven numbarz. But in 'Tous ne periront past
{i,ii,No.15) trombonps are added in the final %ars when the Trojan
uomen realize thet their situation i hopeoles-, In the love-duat
{IV,ii,Ne.37) horns are tho only brass-instruments included in the
main saction comprising thros strophes and two episodss;, but the

number concludes in a twelve bar contrasting section for Mercury's
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unexpected warning, and hers carnets, trombones and an ophicleids
creata the necessary colour contrast,

Hylas!' song (V,i,Ne.38) is very interesting as sach of the
th.ee main instrumental groups are represantad by only one membarg
of each Pamily; the horns repressrting the brass to fill in the
middle parts, the clarinets (later roplenished by Flutes) repre-
sept the woedwind for the upper part and celles provide the Hasg~
notea and rapresent the strings,

Horns and trombonas

Harns, combinea with trombaones, repressnt tue brass group in aight
@ieces. Tha threatening, sariocus,sombre timbre of the trombones
are applied to depict ominous, melancholy or morose sentiments.

The trombanes combinad with strings or strings and timpani, form
important accompanimental passages for textual settings symbolizing
these dark faslings.

In the air 'Nen je ne verrai pas' (I,ii,No.10) and in 'Taus ne
pariront past * (II,ii,Na.t%) Cassandra's despondent and ambittered
thoughts are delinsated in ihias manner, In the latter, trombone
chords are applied incessantly for the final 30 bars. These
chords dissolve in & rapid ascanding 16th note scale passage in b
65, sugyestive of running, to depict the words: ‘running wild in
our strgsts', uhich is part of the terrible visions described by
Cassandra. In the eonsuing ‘Complices de sa gloire’-cherus (II,
ii,No.16), Cassandra's invecation of the spirits of her loved ones,
is supported by woodwind, harps and perfodic string flourishes com-
bined with trombone chords, In 'Inutiles regrets? (v,i,No.41)
Aeneas is tarn apart by conflicting omotions and his dospair is
gymbolized by trombene thords combined with woodwind and strings.

In Hectar's scane (I1,1,No.12) and Dido's 'Pluton semble’ (¥,
iii,No.50) tha 'Foar'-rhythm is exocuted by trombmnes {aided by
horns in No.12) to symbolize the fear experienced b. fences and the
tarrible gricf by Dide, raspoctively, Thus tuo e :“nosive expo~
dients are combined to symbolize these det.imental .elings, Dido's
final words in 'Adieu, Fidre cité' (V,4i,Np.48) hov rrwell to her
poaple 'Ma carridre oot Pinid) are symbolized appeo .« 1-{wly when three
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trombones enter for the first time to round off the piece in an
instrumental conclusian emphasizing these bitter words. In the
'Au sscours'-chorus (V,1i%,No.51)} trombones deminate the srches-
tratien to emphasize their utter constern.tion when her people
realize that Dido is dying.

Full brags with trumpets

The full brass with the brilliant timbre of trumpets and the im-
pressive sound of the ophicleide are employed ta symbolizs majes-
tic ceremonial or militant ucocasions, Eight piecos fall under
this category, Trumpet or trumpzt and cornet fanfares are ap-
plied in four numbers. In the 'Complices de sa gloive'-chorus
thase fenfarss introduce the entry of a detachment of the Greek
conguerars. (II,ii,No,13) In thg finale, *J'osp & peine annaun~
cor (II1,i,40,28) the fanfares are very important, The preceding
part js daminatsd by the moarosg trombone timbre for Narbal's disas~
torous news, Then the bright Flamboyant brass fanfare rings out,
followod by a tutti-chord sustained for two bars offecting a modu~
lation from A-flat te the distant £ for the unexpacted introdue-
tion of Aaneas, the haro, who appears at the right moment to res-
cue Dido from Iarbas, In hor final scene (V,iii,No.50) Dida be~
gins to praphasy after a faint commencement, predicting that Hanni-
bal will conguer the Romans ip time to come, Hare, brass fanfares
are superimposed on the string 'disaster'-theme and Dido seems to
regain some strangth, reaching out to save same of her lo)t pride
and finding consolation in the thought that Harnibal, her descen-
dant, will sconquer the Romans in time to comp. Those fanfares

hint at the military dominatlion he will obtain,

Distant $u._graups

The brass groups heoard from o distance in tha four numbgrs mertio-
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nad befors, are very important, * In the 'Chassr Royale et Ora-
ge' {IV,i,N0.29) the qroup placed in the wings, consists of four
tsaxharns-uénors’ or horns, three trombones and two timpani., The
horns are emolayed as solo instruments to play the second melody
of the oxposition (b 46-85). 2 Twa of them play the fourch melody
in unison, (b 185-201) The three trombones play the third melo-
gy in unisen {b 121-~129) and the entire group exscuts a theee~
part contrapuntal texture simultensously with the ferest nymphs?
vocal criss. (b 241-258)

The brass group employed at the back of the stage in ths cho~
rus 'Erranto sur tes pas' {V,i,No.44) consists of a 'petit saxhorn
suraigu', two trumpets, two corpets, thres trombanes and an ophi=~
clelds. The orchestra is similar to that employed in the *Chas-
se Rrymie st Orage' but without the picsole and bass~drum, ODido
confronts fennas, and her repreachas are in vain, After his de~
clarastion of undying love, the fanfare of the Trojan March rings
aut in the distance, played by the off-stage group, and Aeneas gees
an board, accompanisd by the march.

The distant brass gruup smployed in tho Imprecation (V,iii,No,
52) is lgentic -1 to the ono rnamed abovs. Tha Trajan March fanfare
is played by this group. #Harp arpeggios lead into the march,play-
ad by the orchostra cansisting of woodwind, full brass (with gphi-
The aff-stage group joins in until

cleide), harps and strings.
orchestral

the end, mainly playing sustained notes or joining the
parts, Tha crogs-chythme arizing From the Trojan March in {he or=-
chaestra and the vocal part's improcation, are combinad by the four

narps.

Qreohostratian of tho 'Marche Troyspna!

Considating tho importance ot the Trojan March and it's interesting
orchostration, it seoms appropriete to give a mota detailed analy-

uis of the ercheatration,

*1 Mote that thoas groups ave emplayed enly in the Trojan
March and it's rapstitians and variations; the only exep-
tion baing tha 'Chassu Royale ot Orage'.

4?2  8pe Chapter VI, Exampie 1.




182,

Three distant groups are required in addition to the full orches-
tra, consisting of Four harns and three trombones,with timpani.
The first full brass group,placed at the bark of the stage, can-
sists of a 'petit saxhorn suraigqu?, two trumpsts,twe cornets,three
tromhories and an ophicleide. The sscond brass and percussion
group consists of cight saxherns, comprising a pair each of sax-
horns ‘'spprani, contralti,ténors et contrebasses' and symbals.
This group is placed at the back of the stage but newarsr than the
First group, The third group is placea in the wings,consisting of
eix to eight harps and three oboes.

Ths chorus jeins the Trojan-theme of the orchestra in the First
szcend and third strophes, It is silent during the prelude and
First spisode and is allotted a secondary theme in the second and
third episodes, and the fourth strophe, It plays an important
part in the (a8),{b) and (c)-parts of the lengthy Cada., At the end
af the {a)-part, a seund is heard coming from the harse and the
procession stops, while the First episede is repeated in the or-
chestra, Cassandra's final aricso unfolds independently, She
tries to stop the prosession, but is overwhelmed - it passes out
of her sight, A few sustained ncites, playod by strings,bassoans
and muted horns, constitute the asucompaniment of her final eight
bars. Then the full orvchestra tekes aver for the final 29 bars
without the thrase distant groups - they were part of tho proces-
sian which has passed out of sight,

The prelude and First strophe (b 9-45) is played by the first
group, the latter with a fow notes of the strings of the orchaestra
addad, The first apisods uxpsutod by the first group again, is
mainly unaccompanied, Cassandra's broken meludy is superimposed
on thiss Forming an indepundent part (b 46-74) The second strophe
ig cet Por the First and sooond groups with a few bars of rushing
ascending ecale passagos of the orchestra. (b 75-84) The second
opiscds is set for the third group {oboes playirg the imporiant
lower mordent figure)} joined by the firsbt yroup vontaining a soven-
bar passage for strings (b 85-114), tator the second group {sex-
Magme) alss jeins in, The third strophe is ovt for the segond
and third graups, the first group adding a fuw sustained naotos,
sstralb 110-124) The thicd api~

supported thraughout sy tho ore
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sode is orchastrated for the second and third groups {(lower mor-
dent figure again) and, a few bars of string sccompaniment. (b 125~
140) The three groups play the fourth strop @ without any orches-
tral accempaniment {b 143-150)  The lenpthy Coda's (a)-part is
played by the third group with string accompanimsnt (b 150-157)

The (b)-part commences at t'.» sound heard coming from the horse
(timpani crescendo~rall), Tho dialogue hetween Cassandra and cho-
rus is supported lightly by the orchestra (b 158-136), The ()~
part cemmences with the chorus' decision that this is a happy o-
men {b 168-217); after that, the second group doubles the chorus
parts while the harps of the third gqroup accamparies them, The re-
petition of the first cpisode is executed by the first group con-
stituting the final appearance ef the distant gproups,while Cassan~
dra's arioso unfolds simultaneously,uith added string accampani-
ment. (b 181-217) She admits defeat, realizing that she uwill

die beneath the ruins of Troy , accompanied by only 2 feu st-‘ng
notes with muted horns and bassoons added. The orchestra conclu-
des the number with the (d)-part (b 218-244) bringing ouuwn the cur-
tain for the clase of the first act.

Pgreussian

Percussion is added to the archostration of a little more than

half of the 32 numbers, namely in thirty. The numbers concerncd
uith Oido's pre-occupation with death, fall in the group which con-
tain no percussive instruments in their orchiestration.

Timpaod

In 13 of the 30 numbecrs, timpani are the only percussive ingiru-
mento employed. Usually threo kettle-drums are used, hut in six
numbers only two ere used. In the chorus prayer and Hylas!' song
(i1,i%,Mo,14 and ¥,i,N0.38) anly one drum suffices; in the First
case only one of tham thres brass Fanfares sounded near the end of
the piocs, iu accompanied by a drum played with muffled sticks,

In 'Errante sur tes pas (V,1,No.44) the three timpani play on-
ly one noto, in b 184, when Avnpoas gous on board and then throe
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chords in the ’inal two bars; here the drums play the components
of the tonic triad, In 'Debout Troyans!' (V,i,No.43) muffled
timpani strokes ars applied for ten bars to accompany the cries of
"Italy!' when Aeneas’ men respond to his summons to cut the ca-
bles and depart. In the 'Chasse Rayale et Orage' (IV,i,No,28)
ssven of these drums are required; four for the group in the wings
and the usual three in the orchestra.

Tha_gautious manipulation of the bass-drum

The bass~-drum is used in sixtssn numbsrs and this is done in a cau-
tious and discriminating manner.* In many cases only a feuw stre-
kes of the bass-drum suffice; i.e, in Andromache's pantomime (I.
ii,No.5) where it is combined with cymbals, timpani and harps to
play four chorde in a ten-bar passage®® In Hector's scene (II,i,
Np.12) the bass~drum and cymbals are applisd in two bars only,far
the loud crash which awakens Aonoas after Hector's pantomime, In
the chorus 'Complices de sa gleire’ (I1,ii,No.16) timpani and cym-
bals are used for only a fow bars, when the Greek officer enters
and watches Cessandra, spellbound and unable to hide hie admiration
for the brave princess who joyously goes to mest death, singing
with a lyre in her hands. The bass~drum is applied only in the in-
strumental conclusion after the women have followed Cassandra by
cammitting suicide, (b 271-281) In the love-duet (IV,ii,No.37)
the bass-~drum and gong are wasd only in the contrasting 12 bar fi-
nal section to support the sudden change of orchestration with ad-
ded brass te dramatize Merecury's unexpected appe.rance.

In the Septet (IV,ii,No.38) thirtsen bars of pianissimo strokas
are applied in the 5B bar soptat. This is indeed unusual in a do-
licate setting for woodwind, atrings and horns with dynamics kept
from 'p* to 'ppp’.

*1 Note the absenco of the 'Grosse Caisse! in the ronderings of
the Trojan March {I,ii,Ne.11; II1I,i,No0.263 V,i,N0.43 and 44)
*2 The special colour affect in ba4-53 is antxcfpatad in
‘Romeo et Juliette' and 'Benvanute Cellini' for the appearance
of ¥friar Laursnco and thoe Pops.




Combination of base-drum, timpani and cymbals

ihe basa~drum is combined with timpani and cymbals in ten of the
sixteen numbers, The finales of all the ancts, except that of the
first act, fall in this group,

In the finale tJ1'ose A peine annencer' (III,i,Mo,28) three tim-
pani, bass-drum, cymbals and a gong {tam-tam) represent the percus-
sion, This number contains an important passage for timpani, Af=-
ter a flamboyant brass Fanfars and great tutti chord, fAenegas throus
off his disguise and introduces himself. When he offers to rescue
Dido frem Tarbas, the sntire 29 bar passage constitutes a mufiled
tonic rall on the timpani, jumping down to the dominant in the pen-
ultimate two bars and back to the tonic in the final bar, The aer-
chestration is replshished by strings alone, (b 92-120)

Absence of buug-drum_ in military

The other important number containring a militant summons 'Quelle es-
pérance encore’ (I1,i,No.13) has no bass—drum ir it's archestration,
Instead, three timpani are combined with cymbals: ' o cymbals usad
only in b 71-73 to introduce Asneas® first ‘'Pré i apiz'esummons,

Pargussion constituting an important sioment

There are a fow pisces in which porcussion is the dominating ele~
mont of the aorchestration, These are Ne's 4, §, 3%c and 48,

In the 'Marche ot Hymne' (1,ii,Ne.4) Borlioz requires a triangle
with implied definito pitch enabling it te play a series of notes
fraom f1 to d11. A glockengpicl might be the best substitute,
Tha ather percussive Instruments appliod ave three timpani, a side-
drum, tenor drum, bass-drum and antiquu sistra. Thase extended
parcussive forces aro applicd constantly thraughout the number ex-
cept in the contrasting middle seetion separating the tuo main stro-
phas, The hrass and woodwind (end to a lesser dogroe the strings)
alternately accompany tho vornal parts; but the percussion are con-
stantly in force, ovan pocforming “hn task aloon, for oxample, tho
initial phrase is arcompanivd anly by timpani, side-doum,tcnor-drum
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and bass~drum,

Thres timpani, & triangle, side-drum and tenor-drum accompany
the final section, which canstitutes a reprise of the first sec-
tion of the wrestlec's dance 'Combat de Ceste' (I,ii,No.5). Here
a triangle of fixed pitch is implied againr, For the single noie
b' 1s uritten for the instrument, coe

The bsllet 'Pas d'Esclaves bubisnnes' (IV,ii,No.33c) is set
for two pairs of antigue cymbals, a tarbuka played an stage ang
doubled by & tambeurine in the orchestra, the woodwing repressn- |
ted by 8 plesole, Plute, cor anglais and cellos. The cellos
play monstoncus reiterated pizzicatu-chords bhroughout the piece., < ¢
Periodic 'grupetta’ ornamental Pigures are given out by the vio-
lins, There is no great range of percussive instruments,but the
cellos are ireated like percussive instruments in their constant
pizzicetn cherds, and everytning is aimed at movement and rhythmas ™ .
The 'Cérémonis Funibre' (V,ii,N0,49) contains only three tim—
pani and a bass-drum in it's orchestration, but the timpani.are
employed constantly, accempanying the orvchestral refrain played by
the bass instruments. The bags-drum joins the timpani in the re-

prise af the voual strophes.

Sola instruments

The clarinet and harn ssems to be the favourite solo instrements
gmployed in 'lLes Troyens'. This may be ascribed teo the particu-
lar expressive qualities luherent in these instruments. The ap-~
plication of these solo instrummnts mark highly pmpotionul moments.
Thus thay are connocted with dramatic intention, In Andromache®s
pantomime {I,4{i,No.8) the melodic interest is concentrated on the
cantabile clarinet molody of this dirge for orchestra, The cho-
rus have a meva daclamatory part devoid of melodic interest, This
is an instsnce whers the dramaprocnsds from the mus.c, The cho-
rus commant on what is happening in the music,

A solo claripet 15 employed in the Finale of Act LII for the
tender momont when Acnpas says goodbyu bto his son, Once agaein,
this short phrase is accompanied by light string applica’ion,

(I11,1,N0.28,241-246) 1In Hylas' song, Mo.36, the clar et con-
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cludes the song after he has fallen asleep.

The duet af the sentries 'Psr Bacchus' (V,i,No.40) contrasts
with the nostalgic sang just mentioned, Once again, the melodic
interest is focussed on the clarcinet melody, as the mundane dia-
logue of the tuo sentriass would not have been suited to a true me-
lodic setting. The clarinst meledy is accompanied by bassoons,
doubled by string basses with addec¢ periodic interjectiaons by a
car anglais,

In Dide's final scene 'Pluton semble! {V,iii,Neo.50) tuwo cla-
rinats are allotted an important melodic part. Dido's forlown,
grief-stricken condition is symbelized by a melody of reitsrated
nates shaping shrinking and swelling intervals,

The haorn is allotted many important meledies in the opsra, in
Hectorn's scens (1I,i,Nc.12) a muted horn plays the melody of Hec-
tor's pantomime, This horn meledy is accompanisd by another thres
muted harnz, following a beat behind, like a shadou, Pizzicato
strings, but c:n sordino ttemolo violas, and timpani complete the
archestration. 2

While Lassandra announces Corosbus' death in 'Tout ne periront
(11,ii,N0.15) a brisef unaccompanied horn phrase personifiss the
congentrated amstions compressed in the torss statement: 'I1 est
morki! The almpzt human qualities of ths horn and the frugal ap-
. lication of oxghectratiort in the remainder of the section,elss

1e absence of high tessitura creates an atmpaphara of intense
grief. Caseandra ceems to bo unable to express her {eeling in
uprds,

In *Inutiles raegrets' (V,i,No.41) Aeneas is in a desporate
stats of indicieien, torn betusen conflicting obligations, but sud-
danly hs thinks tenderly of Dido, # harn oblig.to molody unfolds
concurrently with his vacal part above s piano! string accompani-
ment ,

It has been noted that tha fsaxhern tdnors?! for which an ordi-
nary horn may substibuts, execute two important molodiea in the
‘Chasse Royalo ot Orage' (IV,i,No0.20). The unsummon procedure of
a trombons solomelody inm the same number haa also boen mentioned.

¥1 S8ege Chapter X: Exprossive Expedients.
*%  Saes Chapter X,
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Various interesting gombingtions of orchestral solour

Orly the most intarssting instances will be treated, namely no's
36 and 42,

The orchestra accompanying Aensas' introductory recitative ale
seady sets the tons of the exquisite ssitirg for the septet 'Mais
bannisens' (IV,ii,N0.36), Only the hkigh tessitura of strings are
exploited, Faur mutsd violins play tremolos in their highest
register, accompanied by four violas' szustainsd chords doubled by
fiutes, oboes and clarinets. Thua, no bass-instruments are am-
alayed, creating the most delicate, ethereal, silvery tone. The
septetts accompaniment is set for wrodwind,horns,bass-drum,four
solo violins and the remainder of the strings, The deminant o~
prano pedal in the uppor tessitura of & piccole, flute, clarinset
and horn, taken over by tha extramely high tremolos of the four
violins, when the pedal of the upper-wooduind and horn relapses in
semitonal fluctuation, contrasts groatly with the periodic low ta-
nic notes sounded by doubla-basses and horns (doubled by cellos
and bassoons an the 5th), This is accompanied by sofi strokes an
the bags-drum. The great disparity of tessitura creates an atmos-
phere of great distancs, Tha vocal parts are doubled by oboss,
eor anglais, violins and vinlas._

In the scene of the ohades 'Ends' (V,i,No.42) the great dispa-
rity between ths extremely high eticlated harmonic notes of four
solo vislins and tho lowast nate of the double~basses doubled by
herns and bassoons on the cectave, is explaiied again, once more
wreating a feeling of great distancae, The orehestration is re-
plenished by sustained wondwind chorde and arpeggiatud chords
played by tho remainder of the strings.

Qrchostral variation

Bifferent orchestrations of the Trejan Marsh and Chent National
appear Lo the apera,

Tho oripinal satting of the 'Marche Troyonne' (I,i,No.11) trea-
tod extonsivoly in thp soction devoted to brass instrumants, is
very diffsrent from that which accompanies the remnants of Asncas'
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shipurecked army in Act III. The march in the minor mode (III,i,
No.26) is set mainly for the usual brass ssction of the orchastra.
Cornets and trombones, accompanied by horns, play the first stro-
pha, after an initial trumpet fanfar®, During Dido's sideuays ve-
mark, another trumpet fanfare is playzd and then the cornet,trom-
bons and horn-melody is accompanied by a few bars of viela tremo-
los, The First pairt of the snsuing episode is played by woodwind
and the sooond part by lower strings (no vielins), tuwo trombenes
and timpani., The curtailed third strophs constitutes the cornet
and trombone melody accampanisd by strings and timpani, with horns
added at the and, The distant brass-groups employed in the first
ast, is absant.

The !Chant National ' (II1,i,No.18) appears in four settings
(No's 18, 19, 23 and 32) with tha major discropancy betussn the
first and final astiings, No.18 is set for a large orchastra of
the usual strings, woodwind (with picceolo) and brass including an
ophi. 2lride or tuba, with added percussion consisting of timpani,
bass-drum and cymbals. The national snthem is sung by a small
chorus {two each of sopranos, contraltos,tencrs and basses) eche-
ad antiphonically by a large four-part chorus, The vocal parts
are doubled by a fiuve, chowms, clarinets, vialins and violas, sup-
ported by an energetic basslin. oFf 2  l.ig-basses and bassoons, bu-
sily moving in crotchets {in g—tima) whils @ piceolo and Flute in-
terjsct brief arnamental phrases consisting of shakes ending in
turna,

The varietion in the form of 'Marche pour L'Entrés de la Rei-
net {I111,i,N0.32) achieves tuo objsctives. The first one is to
obtain dramatic unity, The second ane is the ironic cennotation
of this stiolated version of tpme !'Chant National', symbolizing Ae-
neas! exalted pesition,for actually the march is played in his ho-
nour and not Dido's, for it unfoldo in Asneas' B major-tonality,
nat Didn's G major. The erchestra duly commences in it's 'proper’
tonality, G major, for the initisl four bars, but thon seems to
realize it's error, correcting itself by commencing again in Aonoss?
B major, The instrumonts exploit anly the upper registers - bass
instruments aro absent, This seams to mock Dido's previous autho-
ritative positivn, presenting an adumbral caricature of her majus-
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tic march, Thus Dido's crosation of her regal duties is announ-
ced here, admitting the truth of Narbal's statement that Dida has
lost interest in her empire, spending all her time with Aaneas.

Congiusign

Berlioz has bocome known as th - composer who bad a predilection
for larga masses of perfarmers, Thie appellatien is not a just
ane - this conclusion can be drawn after examining the orchestra-
tion applied in 'Les Troyens!, which has been recerded above.

In his Memoirs Berlioz remarkod that ho had been reproached
with being excessively noisy, with a love for the bass-drum,

Yet hs contended that he had protested for tuenty years againet

the rsvolting agusa of roise and the sensclass use of ths big drum,
trombonsa, atc.'z He oriticizod Aascinl for his 'eternal puerile
creguendo and his crashing big-cdrum,t *3 In a consideration of
his general eutput, it becomec clea: that the works Berlioz called
targhitectural’, likc the 'Symphonic Funibre e” Triomphale!, the
'Ta Deum' and Raequier, are not the cnly type of omposition he crea-
trd, 0On the cther side of the cealc, 'L'Enfance du Christ!, 'Béa-
trico ot 3énddist?, the Méludies and sven some swctions of the Re-
~uiem, 'Harald er Iialim! and 'La Damnation de Faust' are guiet, in-
.imate campasiti- nc with delicaie settings proving that he could
work on & small ¢ :lu whep the occasion called FPor it.

In 'Les Troysr ©* .his charocteristic is revealed in the tarchi-
tectursl' movemen -  like tho 'Merchs Troyemne!, tho 'Préts & mou-
rirt~chorus and tho finalog ef the sccond,third and fifth acts
which contrast with tha oilicato sattings on a small scale which
aru encountery s 4 o.g. the choruz prayos noar the and of tho second
apt, the march for the entry of the gueen in the Fourth act and Hy-
lag! sgng in b o fifth act, tor exemple, tho accompaniment of the
sherus prayer Puitsante Dybdlet (IT,ii,Me.19) is set {or a pair

*q Newman, €, #emoirv: of Wector Berlioz, p 490,
*2 Ibin., p
*3  Ibid,, p 50




181,

agch of flutes, oboes and plarinets with periodic light touches
of string accempanimant.

After studying Berlivz' orchestration and observing his cau-
tiwus application of the bass-drum, it has to be contended that
his orchestratien is of exceptional guality and sensitivity. He
wislded this pliatie tool with the greatest care and expertise,
using it as an element on an agual level with harmony,mslody and
rhythm, and as an expressive means to croate and eslucidate drama-
tic truth under diversas conditions, Ha was equally successful
in delineating epic or popular situations depicting the feelings
of a erowd or a nation, as in intimate lyric situations in which
subjective feslings of individuals are canveyrd - tha principal
ot ject heing the expression of dramatic truth,
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CHAPTER X

Exprgssive and Dramatis Expedionts

Berlioz employed cvery means at his disposal,i.e. the tools of the
compe ar, namely tanality, harmony,melody,rhythm,timbre,dynamics
and formal structure to illustrate and enhance dramatic meaning
in 'Les Troyens'. Many of the expadients discussed in the pre-
ceding chapters were practised in the dramatic symphony, the first
apera 'Benvenuts Cellipi’, the dramatic legend l.e Damnation de
Faust', the Requiem, and even in the songs, Berlinz constantly
searched for an sccasion to campose a praysr, a hymne, & battle
song, & rhapsady, a funeral march or a resaundipg warch finale.
E€xisting verses ware extended or abridged, or he wrate his awn
text to create these occasions, He condensed drama inte scenes
or tableaux to furnish tha right of existence of thie indepandent
art, musie, which aluays cams firet for him,

Shakeupreare had a greet influence on Berlioz' considsration
of drama, and the last-named five expedisnte listed helow ars mu-
sical reprssentation. f vharacterietic Shakespearian usage.

Dramatic_expedisnts

The striking sxpedisnta occuring in 'Les Troyena' which hslp to

underling certzin dramatic aspects within tho text are tha folla-

wings

{1} The epplivation of ballet and pantomime to offect action,

(2) The creation of dramativ unity in thematic recall.

(3) Dramatizing the introdustion af main characters by varigus
meana, o.9. timbre, medulation.

(4) The orwation of ghosts and the musical portrayal of thelr
coraunications.

{5) Tha juxtaposition of difforont lovels of exporisnco,

{6) The dramatic Porce of zantrast.

(7) The crystallization of & univarsel fasling with the utmost
oconomy of means.
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(8) The suepension of the apparent forward mption of time by the
creation of a pirce of music of exveptional braudy.

1) Assuming the ballots and pantomimes were omitted, the drama
would become static for the groatwur part, lacking muck of the ne-
cassary action ard movement,

The insertion of the gauntlet combat in the First act and Heo-
tor's pantamime #n the sccond ave imperative ta the drama. The
events of the first act are % on through the eyes of Cassandra and
ARenzas, Auneas describes the horrible end of the priest, and the
fall of Troy is seen through the syegs of Cassandra. Even the in-
duction of the horse is describod by Cassandra, the procession sup-
posedly passing at the back of ths stage, thus being heard but not
Tean,

During the instrumental iniroduction of Hector's sceme (17,4,
Mu,12) the nuise of the Fighting is heerd in the distaznce, Ag-
canius and tlactor's pantomimes which constitute the secand and
third sestions of the picce, provide action and movement while Ag-
neag is asleep, In ths succeeding nu ber, Pantheus and Ascanius
report on the progress of the fighting,

The pantomime secving a3 the opening scene of thc fourth act,
is permosted by movement of Farpat creaturss like nafads,satyrs,
sylvant and faunes, and aiso huntsmen on horseback. The storm ef-
Peets the physicel unlon of Asneas and Dido, also praviding action.
The remainder of the act is static, excluding the ballets, of which
the third is the personification of mowement,

2) Dramatic unity is created throughout the opura by thematic
relationship and recall, and recurring rhythmic pattorns,the lat-
ter dascribed in Chapter VIII,

The mest important theme i the Trojan Mar:h's,oncountered for
the first time *n 1,ii,N0.11,9-~18 which appears in varied form in
the following numbers: Tn III,i,H0,26,0-14, 11-28, 51-54 it ac-
companies the remnants of tho Trojan army in a puthetic Form resJsl-
ting from the minos mode which is applied and tho subdued orchos-
tration and a slower tempo. A rhythmival variation of the march-
cheme appoatry in the Fifth act in 'Dubout Troyens' (Y,1,Ng,4%,4-
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19, 50~61, to accompany the resolu%s Aeneas summoning the Tro-
Jjans to embark. Another rhythmical variation of the fanfare anly
is encountered in 'Tuus ne periront' (I3,ii,No.15, 12-20) when
Cassandra sees a vision of a new Troy whirch will ariss in Italy,
An abridged version of ths March accompaniss Aeneas and his men
when they board their ships (V,i,No.44, 144-147 and 183-192). In
the Finale, tho imprecation of the Carthaginians is superimpesed
on the Trojan Margh played by the orchestra (V,iii,No0.52,9-18,29-
34}, In addition te this, characteristic pstterns derived from
the March permeats many pieces ir the eopera, all carrying the com-
notation of jey and grandeur,

The 'disaster'-theme of Cassandra‘'s first recitative and air
{1,i,N6.2,1-7) is associatod with predictions of impending disas-
ter throughout the work, The pessimistic atmosphere of premoni-
tion is continued in the susceeding number 'Ruand Trois éclate!
{1,i,N0,3,81-99,153-202,) the theme introducing and accompanying
Cassandra's groat recitative and underlining her inter jections
thrown in during Coroobus' second cavatina-strophe. The initial
motive introducas hor entry in 'Tous ne periront pas' (JI,ii,Ne.1S,
1-2) and is developed in the remainder af the pibce,

When Dide sterts prophssying in her final scsne 'Pluton sembls’
(V,iii,No0,.5¢,48-59) the thome accompanies her prophessies of the ca-
ming of Hanpibal ons day, who will avenge her death and bring di-
ssestar to the Romans.

The theme of the lovo-dust (IV,1i,N0.57)"" io recalled again
in tAdicu fidre cité’ (V,ii,N0,48,27-30) when Dide iz lost in mo-
moriss of experiences shared with Asneas,

The first phraso of Narbalts air, (IV,ii,No.31,2-7) is antici-
pated in IV,ii,Ne,30,2-8 acting as instrumental introduction to the
recitativa. The initial motive of Anna's cavatina Forming the se-
cand ssection af IV,i1,N0.31,33~%4 is anticipated as well, ifntrodu-
sing her part of the resitetive in IV,ii,No,30,20-22,

*q Spe Chapter VII, P 137
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19, %9~61, %o accompany the rasclute Aensas summoning the Tro-
jans to embark, Another rhythmical variation of the fanfare only
is encountsred in 'Tous ne periront' (II,ii,Na.15, 12-20) when
Cassandra sees a vision of a new Troy whieh will arise in Ihaly,
An abridged version of the March accompeniss Aesneas and his men
when they board their ships (V,i,Ne.44, 144-147 and 183-192), in
the Finale, the imprecation of the Carthaginians is superimpossd
an the Trojan March played by the orchestra (V,iii,Nc.52,9-18,29-
B34}, In addition to this, charactsristic patierns derived from
the March psrmeats many pieces in the opera, all carrying the con-
notation of joy and grandeur,

The 'dissster'-theme of Caseandra’v first recitative and air
{1,i,MN0.2,1-7) is assoriated with predictions of impending disas-
ter througheout the wark. The pessimistic atmosphare of premoni-
tion is continued in the succeading number 'Quand Troie Sclats!
(I,i,N0.3,61~55,193-202,) the theme intruducing and accompanying
Cassandra's great recitative and underlining her interjecticns
thrown in during Coraebus' secopd cavatina-strophe. The initial
motive intriduses her entry in 'Tous na periront pas' {II,ii,No.15,
1-2) and is developed in the remainder of the pisce.

When Dido starts prophssying in her final scens 'Pluton semblet
(v,111,N0,50,48-59) the thome accompaniss her prophesies of the co-
ming of Hannibal one day, who will avenge her death and bring di-
saster to the Reomans.

The thems of tho love-duet (IV,ii,ND-ﬁ?)*1 is 1ecalled again
in rfadieu fidte citd! (V,ii,No.48,27-30) when Dide is lest in me-
moriss of sxperiences shared with Asneas.

The firat phrase of Narbal'e air, (IV,1i,N0o.31,2~7) is antici-
patud in IV,14{,No.30,2-8 acting an instrumental introduction to the
rocitative. The initial motive of Anna's cavatina forming the se-
cand section of IV,ii,N0.31,33-34 ic anticipatad as well, introdu-
cing her part * tho recitative L IV,11,N0.30,20-22,

*1 Saw Chapter VII. P 137
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The fumsral refrain of 'Cérdmonie Fundbre' {V,iii,Ne.49,1-3 and
13-14,), recurs in the ensuing number to create unity in this man-
ner, and exprass Dida's obsession with death. ('Schnet',v,iii,No,
50,17-28 and 42-44).

The 'suipidalt-rhythm aof Cassandra unifies the two final num-
bers of Act II: IT,ii,lH0.15,%8-74 and No., 13,49-51,

The 'alarm'-syncopated rhythm ©¢ unifies Mots 1% and 20,and
No's 39 and 41, {II,ii,No.13,50~67, 84-87, 125-128; III,i,No.28,
6-8, 26-28, 49-51, 69-71 and V,1i,N0.39,19-28, 57-81, 109-114: v,
i,Mo.41,1-21,87-66, 69-77),

The recusring lower mordert figure encountered in the opening
chorus, carries ths connotation of foy and simple happines: through-
aut TLes Troyens'!, It appoars again im the 'flarche Troyenne! {1,
i,No.11,87-114, 125-133) executed by aboes once more, and is sus—
tained throughout the second and third spisodes, It ie absent du-
ring Cassandra's gloumy predictions wherg it would have been inap-
prepriate.

The connotation is changed in YAdieu Fibrs sitd) (V,1ii,No.48,
1-3) howeve., Hers the feeling is associsted with bitter-sueet
rominissences, The foeling of joy is cancellsd out by tne chan-
ge of timbre, Here it is exscuted by a horn and bass-clarinet
which imparts a pessimistic and morose atmosphere, The original
agsociation is reinstated however, when the figurs appears again
in the finale, ths obowes executing the Pigure ance mare. (V,iid,
Na.52, 23-28)

3) The discriminating application of timbre creatss a special ef-
fsct in 'Les Gracs ont disparut (1,i,No,2) dramatizing Cassandra's
first appearance. The archestration For wind instruments only,
in the ocpening chorus, effeuts e striking ¢ontrast with the full
Porce of the string attack in tho socend number enhancing her en-
try.

Aenaay' introguetion to Dide in the Finale of the third act
(111,i,No;28,81-93) is dramatiznd by cantrasting dynamics,tonal -~
ties and orchastratien. A brass fanfarve on the tonic of A-flat
img tutti chard in whivh the A-Flat

major is followed by a Farti

*1 Sea Chapter VIIT ¢ 174
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tecomes the third of ths tonic chord G-sharp in an enharmonic
transition to £ major, fensas® introductory uwerds: TReine! Je
suis Ende!’ is effectively exscuted without accempaniment, ihe
chordal melody formed on the notes af the tonic triad, Thef ra=-
mainder of the passage is asccompanisd very lightly by strings and
a muffled piannissimo timpani roll lastiny throughout this section,
(b 92-118)

4) Berlioz created ghosts to play an important part in the de-
velopment of the drama. Their communications in the second and
fifth acte, are very effective, and more authentic thap the par-
ticipation of gods represanting superpatural forces in Virgil's
Aeneid,

Hactor's spirit is the first ghost encounterad in '6 lumiére
ds Trois' (II,i,No.12) enacted in the accompaniment of four muted
torns, muffled timpani and pizzicato strings {muted viola tremo-—
los) which craate an exceptionally ghostlike atmnsphars.*1 In ad~
dition, the 'fear‘-~rhythm is played by trombaones and horne to da;2
pict Aeneas' state of mind when he rescts in a short recitative.
Hgctor's communicatian unfolds in a melody eonsisting of a gradual
semitonal descent doubled by mach of four muted horns consscutive~
ly playing an independsnt syncopated rhythm of which the initial
notes of aach bar invariably Fall on the weak second beat of the
second half of the boat. This creatos an effect of a shadou mo-
ving pondersusly and alowly, always one step behind, Muted cellos
and double tasses support this moutnPful utteranca,

A connsction between this pieus and I,i,No,2 is effected when
Cassandra imparts a similar rxparience (b 18-27}, Hector's spirit
substantiated har grim farsbodings. The mffect of the muted
horns aupported by string basses in No. 12, b 75-87 is anticipabed
crpating dramatic unity in this manner ond timbre bacomas the uni-
fying factor,

*1 Ses Chapter IX., P 187
*7 See Chapter ¥III.P 157
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A chorus of shades utter a brief warning an a menotons in 'Prépa-
rez tout' (V,i,No.39,73-78) terrifying Pantheus and the oither Tro-~
jan officers, Dissonant chords are formed by the major-triad on
the leading-note executed by the strings which clash against the
tonic monotene of the shades, while wooduwind play a semitonal de-
scent, falling from the submediant, then flattened submediant to
the dominant,

The FPinal participation of ghosts constitutes the admenition of
the spirits of Priam,Hector,Coroebus,Cassandra and an invisible cho-
rug of shades, in which every utterance is performed on a single
menotona, D, The timbre of this note is exploited to extremes by

different groups af instruments, and a sense of infinity is ach
ved inthe exploitation of the great distanca in tessitura presented
by the juxtapositioning of the extremely high diminisheqd seventh
chords of harmonic notes of four violins and tho lowest D of the
double basseg doubled by horpns and bassoons un Lhe octave. The
'feart~rhythm is encountered briefly again. (V,i,Ne.42)

Orchestral timbre is the most important slement inm the crestion
of the sxtraordinay mysterious atmosphera created in these piscea.
This is enhsnced by the meledy consisting aof slouly descending se-~
mitones or else.a mpnntone, unstable tonalities, and in tuc cases
{No's 12 and 42), the 'fear'~Thythm,

5) Dramatically different lovels nof experience are juxtaposed in
'Lus Troyens', These aro apparent in the initial two numbers:
The contrast in orchestration has bean discussed above in part 3.
This supports the apontanecus simple joy of the Trojan mob set a-
gainat Cassanrra's morooe forsbodings of disaster, Tempo is ano-
ther important elament contributing to the effect,

The impoeing objective 'Marihe et Hymno! (I,ii,Na.4) and the
tiapit wlegy for orochustra in wbich the solo clarinet expressos
Andromachds personal tragedy {I,1i,No.5) is soparated by the vigo-
rous 'Combat de Ceote' (I,ii,No0.%), Hure archestratior, tempo
and formal structure collaboratn to delineats the differont lovels
of wxperience containnd in the tnxt,

In it's turm, the contrasting pictures painted in Andromache's
pantomine and 'Du peupln el de soldats' (T,ii,No.7) prosant an even
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greater discrepancy. Aeneas' disconcerted,oxtremely vivid parra-
tive of the disasterous attack on the priest by two serperts from
the sea breaks in on the hushed atmosphere of grief in which An=-
dromache's pantomime ends. This shattaring moment is crested prin-
cipally by moans cf archestration, in other words, tishre. Dyna-
mics reinforce the effect. The final bars of the elegy iz set for
the solo clarinet supported only by cellos, the chorus uttering s
last sigh, and everythina is executed on a ‘ppp’ dynamic lsvel,
The clarinst melody moves sentripetally, flnally managing only se~
mitonal drops ('sob'~figures} from the submediant to the daminant,
(The submediant is flaticned; the tonality being f-sharp minor,)
Nate that the composer do»s not apply the expacted means of
tonality in the creation of this conflicting personation.

& The dramatic force of contrast arises from the preceding dis-
cussion, The characteristic Shakespsarian practice of Juxtaposing
common worldly talk with exalted dizcourse is expressed musically
by 8erlioz «n the duet, V,i,No,40, The mundane witty repartes of
the two sentriss is inserted especially for the dramatic force of
it's centrast with the heroi. ssntiments of ths encompassing num-
bere, {The display of alarm and dismay the Trojan officers record
in tPréparez tout' (V,i,No0.39) and Asneas’ irresolute perplexity
arising frem onflicting emotions in 'Inutiles regrets' (V,i,No.41)

7) Berlioz crystallized a universal feeling with the utmast aco-
nomy of means in Hylas' aong (V,1,Np.38),which balances Andromache's
pantomime (I,1,N0.6). Here the surrander of persanal Feelings of
ordinary people, trapped by tho dostiny of a nation, is displayed.
He associatss thuy sea with his mothar's arms vecking him as a child
and expresses the desire for the final security of death, which is

a universal fenling. Hylas fallp aslesp before his song is onded
Just as the song vanishes leaving no imprint, as if it bad never
been, far Hylas' life is of no consunuence. A asmall ensemble con-
stitutne the orchostra.

8)  The Septet (IV,ii,No.3:) is a piece of wxceptional beauty in
which the apparent forward motion af time seems to ba suspended,
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The whole dramatic impulse is sloued down from No. 34 (lopas!

song) . A condition of immebility is achieved grincipally by the
use of timbre, the exploitation of tessitura and the harmonic ex-
pedient of incessant soprano pedals: A dominant soprano pedal of
upper uooduind (piceoln,flute and clarinet) doubleo by a horn keep
up a pedal on tho high C throughout tho pisce, This relepses into
aemitonal flustuvaticns poriodically. At these points, Four muted
sala vialins tzke up the pedal on the extremely high C. This con-
trasts with the sustgined low f played by doublo-basses, cellos and
a horn, eccompanied by pianissimo strokes on the bass-drum whick
produces an offect of great distamce, A hidden chaorus celeohrates
the beauties of the night In soft tones. An exquisite work of

art is created in this manper, it's beauty is scarcely bearabls and
all movement seems to bp suspended in the stillpess of the night.

Expressive means

The exprussive means omployed to delfneate textual significance and
create atmospbere, aro harmonic procedurss, elements of torality,
molodic characteristics, rhythmic usage and the applicatien of tim-
bre. The harmanic,tonal and melodic expedisnts are listed belou,
the rhythmic and orchestral means have already been treated sxten-
sively,

1.1 Harmaity. The Flattsned submaediant.

1.2 Unusual cadancos.

1.3 The Heopolitan sixth.

1.4 The chord of the gugmentod sixth.

1.5 Diminished sevenths,

2,1 Tonality. Eguivacality of tonalities,
2.2 Modulations,
2.3 Mades.

1 Malody. Descending melodic lines,

2 Fluctuating somitonal movoment,

3 Cantripsatal movomont,

4 Close of the molodic phrast in a leap to the sharponed mo-
diant,

.5 Declamation,

4, Conclusion, Bars fifth,
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1.  Harmony

1.1 The flattened submediant may be considered the expressive
ameans which is more characteristic in Berlioz' style than any o-
thor. It contains both harmonic and melodic slements, but herse
it will be treated as a harmonic expedient.

The flattened submediant constantly carries the connotation of
intense grief, and the expedient is applied in the pisces associa-
ted with sorrow and tragedy, e.g.Na's £,9,10,13 and 39, A dis~
cussion of the recitative and chorus (IT,ii,No,13, 81-87, 104-111,
124 and 136-140) may suffice, as this expedient is demonstrated in
mapy different forms. Thae Trojans are defeated and they expect
no MITCY, Reneas summens them to fight to the bhitisr end, and
the 'Préts & mourir'-call is harmonized by the tonic tc diminished
seventh pregraesaion, the diminished seventh containing the flat-
tened submediant aa it's seventh, supporting the same malodic note
in Aeneas! vosal part {b 81). Latur the major triad on the flat-
tensd submediant supports the ceme welodic note in the phrase:

‘Le salut des vaincus de n'en plus attendrs! (b 87) The German~
sixth supports the phrase 'Toujours leur foule augmente', the aug-
mented sixth being formed in the tenor-pert (E-natural)} (b 107)
The half-diminished seventh chord on the supertonic supports tha
final roto (Flattonsb-submediant in tho melody) of tha phrase;
'Tentons de nous dafendre!' (b 124), The final example concaerns
the vncal conclusion: The flattened submediant chord is applied
in an exvended interruptod cadonce, followsd by an intervening
Neapolitan minor sixth chord {whizh will be treated later) prece-
ding the final perfeut cadence (b 136-140) in ar invocation to the
godsg of war, {In the follouing exampla the chords marked with an
X are the valid ones. The notes an tho bass-clef reprasent a re-
duction of the orehestral parts.)

Please see the example on thoe next page.
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1.2 Unusual cadencuga

The minor triad formed on the Flattened supertonic (described
aboue as the Neapalitan minar sixth) incorporated in tuo cadences
imparts an unusual colour ta the clese. This unusual chromatic
chord is applied foeur times in 'Les Troyens'. The other three in-
stances being in the 'Chasse Royale et Orage' (Iv, I, No 29, 166~
170) and in Cassandra's racitative 'Les Grecs ont disparut (I, i,
No 2, 26) {Thsee are not cadences houever) and ir the final ca-
dence f the love-duei which concludes in the fraghtening warning
of Mercury. This is a strange cadenca in accordanca with tha
strange atmosphore, The three final chards ars the dominant
ssventh an the mediant, the minor triad on the flattened super—
tonic and the tonic “riad in e minori thus tho duet in G-flat
the initial

major, cleses in a 1% bar contrasting section o
bars in D major, but cadencing in e minor. Suroly this is the
in any opsra of

strangest cagence in '‘Les Troyens'. a d perh
the time!

1.3 The Meapolitan sixtn

This ghord with itts unpleasant texti :l connotations is Llncor-
porated profusely in pieces with a r:bhra atmssphere. It ap-
pears often in I,i,No 2,7,26,37,42, . Caysandra’s pisce which
is parmeated with an atmosphore of colmity. In the finale of
the third act (III,i,Ne 28, 347-330) g divercion to tie Heapolitan

area C major presents a dark colour it ;i 8 major envifomaent. In
the Dotet (I,ii, No 0, 34, 4L, B4, 65, 5, 74 and 77-78), the
chord symbolizes the ides of a hideou matar maky: ; tho bload
freesza. in the finule of the ase.nd .o . (11,ii, & 16, 93-101)
Cassandra expells the cowards witk o v o20 of 'Ser’ ol Sertezi?
The interval of an ascending fourih ¢.n t - ing of ~n 5t~ of the
chord jumping o it's root, foerme the w Ir jie lino. and this is

supported by the Noepolitan chard ir 40 coot position.

*1 See Chaptar V. o 7 i .4
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There are many more applications of the chord, e.g. in 'Adieu fi-
tre oité' (¥,ii,No.48), to symbolize the words ‘Ma carridre est
finie' in b 35, In 'Au secoura!l' (¥,1ii,Na.51,13) the chord de
lireates the chactic atmospherse after Dido' suicidal act, and in
the ‘Cérémonie Fundbre' {V,1ii,No.49) Anna's curse is symbolized
in this mannat in b 31-32, 37-38,

1.4 The Augmanted sixth

Ths Augmented sixth especially the derman~form, is anothar chord
carrying dark gssopciations, It ig applied often in this conbtexy
9.9, in Cassandra's first air: I,i,No.2,74 and 95 depicting the
wards: 'R ce nom mer effroi Redoublel! and 'l'inexerablel! In
Ceassandra's great recitetive: 1,i,n0,3.110 and 301, the words whi-
ch are symbelized are: 'Il va tomber sur Troie!'and 'De son froid
rogard homicide!' {(She deseribes the terrible visioas of Tray's
ruin} Narbal's gloomy visw of the dark Future is expounded in IV,
ii,No,31,11,57,76, Pide's curses in V,ii,N0,46,70-~74, wishing re-
venge on Aeneas are supported by the cherd in conjunctian with the
Neapeiitan sixth. In ¥,4ii,N0.50,60-61 Dido stabs herself crying:
tC'eat ainsi qu'il convient de desvendre aux enfersl’. The German
sixth inuparts i{t's dar! colour to tha despondent wards. The ensu-
ing number 'Au Secourss' (V,iii,No.51) commesnces with this chord.
Thus the Pinal bars of No,.50 and the initial bar af No,51 are based
e¢n this Augmented sixth harmony connecting these twe numbers which
are both the persenification of despair.

1.8 Diminished swusnihs

Diminished sevenths are charascteristic attributes of Berlioz' sty~
18, A gseriss of diminishod sevenths offect tonal instability and
highly omaotional outburnts aTe usually supported by a succession of
thesn chords, Theao sre very much in svidonce in 'Quand Trois o-
clate' (I,i,No.3,81-183), in fact, Cassaondra's rocitative, the cen-
trel section of the pirce, is imundated with the chords appearing
in succession, o.g. from R 112-144; the ontire 33 bars centain
anly oA - ach of a dominaent gevonth and toniec chord. Caagandra

-
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ie overcoms with smotion and her descriptions of the visions of
the disasteraus end of Troy are supporled elmost es lusivaly by
diminished and half diminished sevenths.

bido's final scens (V,iii,N0,53,1-10) commences in a profusien
of diminished : venths - succeading this, the twe final pisces are
linkud by a brief recitafive corstituting Dido's dying worda: 1In
a visian she sees the annihilaticn of Carthags aend the glory of
Rome. The final twn bars of the penultimate number and the ini-
tial tw. uf the finale are based on diminished harmonies, (V,iii,
No,81,41-42 and V,1i3,No,52,1-2)

The composer applise diminished chords to join differsnt num-
ars when QB deems it necessary to avold definite demarcation as in
this case, 1 But this cannoc. be applied in the case of II,i,Ne.
13, The 'Prféte & mourir'-summons closes the Pirst scene of Ast II
on a diminished chord, The final scens is enacted in the temple
of the goddese Cybele, requiring a change of scens, Here as in
Dido's vocal conclusion of 'Err- o sur tes pas' {(V,i,No.44,168)
uwhere Dide's section concludes o an cutburst of fury, the disso-
nant chords are thus concerned with sentiment, and not dramstic u-

nity.

2, Tonality

Tonality has been discusspd extonsivel in an earlier chaptsr, and
thorsfore a fow remerks o ocquivoeality, modulations and medal co-

lour are ip order,

2.1 Equivorality

Oftan twe different ipterprotations of the tonality of cortain pas-
aages are applicablu, nach onp oo ng purfectly valid, This il-
lustratns an important concoepl i music;  the peculiar ability of
the orcheskra to expreos contrasting idpos simultenvously, or te

*4 Spe Chaptnr ¥V, » 104
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reveal the inner truth of a situation although the text may be
contradictory.
The duwt 'Le chants joyeux' (III,i,No,24} is an exceilent ex-
ample, Here sguivecality of tonality and mslady is combined to
express Dido's rostless state of mind, while she professes to be
calm and happy (b 57-68), A 'rest) ss'~thsme in the introduction
tells the truth from the beginning. This theme is develecped in
the accompaniment, contradicting Dido's words, The tonality in
b 57-69 may be considered C major/e minor.
In 'Quand Troie Sclate! {I,i,No,3.335-35G and 362-383) the con-
flicting werds expresssd by Cassandra and Coroebus are raflected
in the ambigiocus 8 major/g~sharp mingr-tonality, Here Cassandra
implores him to leave Tray bscause she knows that he will die du-
ving the sacking of the city. Coroebus wonders how she can send
him away it she loves him, For Cassandra, the fate of a nation is
at stake, bnt Corosbus eer~~t envicage anything more important than

his oun femiins |

In the Coda of the Trojan March {I,ii,No.11,213-237) Cassan-
dra'e exasperation grows as sha watches 'this demented people
going brlndfolded te the abyss!' and her frustrated sxclamations
are sat against ths majestic march. The peontradictinon is re~
flected in the ambiquity of the B-Flat major/B-Flat minor tana-
1ity in the final bars of Cassandra's anioso and the orchssiral
pereration,

The contrasting section ir the finale of Act II, tcomplices
de sa gleire' (I, ii, No 16, 44-66) where Cassandra confronts
the group of cowarda, reflscts their hassitation in the A-flat
major/A-tlat minor equivocality.

2.2 Mpdulations., This aspect is treated with cars and it serves
as an sxpressive moans capable of depicting the most sonsitive
changes in tho atmosphere and attitudns contained in the text.




2ng

*Tous ne periront pas’' (II, ii, No 15) is a study in expres-
sive changes af tpnality and two of Berlioz' Favoured procedures
namely transitions te the flattened mediant and flattened sub-
mediant may be mentioned hera. The main tonality of tha piese is
A-Flat major. When Cassandra tersely announces Corcebus' death
2 transition to C-flat major is effected (b 21-23). The praoce-
dure is very simpis and gffective: The raot of the tenic chord
is lowered a tane iz G-flat, the third drops a semitone te C-flat
and the Fifth is retained (€-flat). Thus, the nsu tonality ie
reached immedioately, Cagsandra's brief descending melody is
chordal, compiled of the notes of the dominant seventn, thus con-
firming the O-flat tenality in b 21, after which her simple an-~
nouncement is made. (23-24). In the ensuing silence. the horns
follow Cassandra by playing a brief dsscending chordal phrase,
made up of the componante of the tfonic triad. (b 24-28). This

srupt transition and Cassandra's bluni phrase, fallvued by the
brief horn phrase, cambine to oreate a nolgrant delineation of
Cassandra's grief. Rnother transition is made to C~flat major
this time departinrg from G-minor For Cassandra's assurance that
their poszition is hapelesa. (b 43). Each of the components of
the submediant triad in G-minor is raised a semitone forming the
sybdominant triad in C-flat major. The piece concludes in F-
flat major, the flattened subwediant tonality (b 79}, end moves
to an even darker tonal realm fer the final two bars (b 81-82)
when the women swear: 'Jamais, jamais, avec toi nous mourrons!!
in f-flat minar.

Contrasting textual connotations and difforent sentiments
org depicted by juxtapesing unrslated, or diastantly related tona-
litiss in the music. This usually ontails a tonal ahift of an
augmen bed fifth. Theso ingtances have besn treated in Chapter
v, pp 71-72,

*1 Novor, never (will we nubmit to tho Gracks)
we will die with youl
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2,3 Exotic colour is applied, by employing modal scales in
tys numbers, the chorus prayer 'Suissante Cybdle' (II, ii, No 14)
and the ballet 'Pas d* Esclaves Nubiennos!' (IV, i, No 733c).

The hypophrigian mode ig explaited in the introduction and conclu-
sion of the prayer in the temple of Cybsle (b l-v and 51-55,)
The ballet is based pa the phrygian mode, and the orchestration
intensifies the exotic effect - two pairs of antique cymbals and
an Egyntian tarbuka (doubled by a tambourine in the orchestra)
are usad on stage.

3.1 Descending mulodic lines, generally moving ir semitones,
express despondent concepts of the text, Four of th nelodies
iliustrate an atmosphare of dejectedness and defeatism croated in

this manner: Cassandra's exclamation: 'Vains efforts de courags.
Das pleurs d' angoissse inondent man Uisage!'*l concludes the
second air (I, i, No 2, 82-98), Thi: weloady constitutes s semi-
tanal descent through a perfect eleventh, ending in semitonal
falls or ‘sob'-Figures of ths flattensd medjant falling to the
supertonic. Semitomal excillating movement is incarporatud in
this descent.

Dido's l6-bar initial melady in her final scene 'Pluton
semble! (¥, iii, No %) which censtitutes har priparatiun for

death, is = semitonal descent through an octave Hector's
communication from the realms of the dead, is - gradual semito-
nal descent spanning 28 bars (II, &, No 12, it:-135).

Each one of theoss vowal lines are characterised by reitera-
tions and interspersed by rests. In addition they are mainly
sugported by diminishad barmenies. All those expedients combine
in creating an intange oxpression of tragedy.

*] No more can I resist tears of anguish flouinrg
down unhindered! (Chapter IY, p 122, Fxumple 12)

*2 Chapter ¥, p 94, Exampls “{b)
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An instrumental smelody whicn falls in this rategory, is the
cl.tinet melody of Andromache's pantomime. The melody of the
two main sirophes concludes in a devcent through tuo octaves
and a fourth, (I, ii, No 6, 21-26 and 75-80,)

Aenpas' indicision and despair at the realizatian that he
bas to abandun Dido, is symbolized im a descending mslady moving
through a tenth, (Inutiles regrets, {V, i. No 41, 226-230).

3.2 Fluctuating semitonal movement constituting an oxcillatien
bwetween two nates at a semitonu’'s distanse, is another melodic
expedient symbolizing grief.

In Rensas' recitative (I, ii, Mo 7, &
tive music pmbodies the terrible writhing movements of the ser-
pants From the sea, as they devoured the priest. Eight bars of
semitonal fluctuation betwsen the flattensd sybmediant andg domi-
nant creates 2 terrifying sffect which is conhanced by the orches-

1) a piece of descrip-

IS

tration consisting of horps, double-basses. bassoons and zlari-
ants,

Aaneas' growing excitement is reflected in the ascending melody,
rising through an octave in semitonal steps (b 47-62) after the
initial semitonal excillation in B 41-44,

3.3 Centripatal malodic wovement is a characteristic expe-
dient employed to depiet thoughts preocoupisd with a recurrent
idea. Thus Dide's Final meledies from 'En mer, voyez!' (¥, ii,
Mo 46) onwards, which are marked by her longing For death,
cantain this type of melaedic movement, 1In ‘Préparsz tout!

{¥, i, Na 39, 66-70) Pantheus and the Trojan officers are pro-
occupied with the idea that they have te ileave Carthage for many
poertents have been seen and they fear the wrath of the gods -
Panthsus!' melody moves centripatally for five bars. In the text
ha describes how Hector's shade was seen with his ayes aglow.

*i This instrumental molody is illustrated in

) Chapter VI, p 114 ox £,

*2 Nate that textual partn relsticn te Hector's shade are
wanptantly associated with the timbre of horns n

whare Cassandra dessribes a vivion in which she caw
Heotor's shade with carkened eys I, i, Na <. ®)
and in Hoctor's pantomise and recitative in "0 lumidpe
g Troied' (11, i, No 1., 79=%" and l0H=1al).
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Aeneas’ melody moves centripetally in his air 'Inutiles

rogrets' when he is filled with rewarse, thinking of 0Oido.

(v, i, No 41, 41-52, 84-89, 148-153, 180-187).

3.4 Two cf Cassandra's melodies conclude in a leap to the
sharpened submediant in minor tonalitiss and this procedurs seems
to garry the connotation of death. In bath cases the tonality

ie B-flat minor, and the final melodic nete G-natural. The sup-
porting harmony are diminished seventh chords. The recitative
incorporated in the duet in the first act coneludes in this man-
ner, whan Cassandra seses a vision of Corosbus dying with a Greek
spear in his side. (I, i, No 3, 164). The vocal vanclusion of
the Trojfan march is the other instance. Here Cassandra cries

out that she is going to dig beneath the ruins of Yroy. The
shavpened submediant is reached affer a leap of a major sixth.
(1, ii, No 11, 213).

3.5 Declamation, In moments of great stress, the vocal parts
ravert to declamatien, at times, The ghorus parts in Andromache's
pantomime are engaged in declama®tion while the elegy unfolds in
the orchestra, the salo clarinet being the main exponent of melody.
{1, ii, Ne &), In the finale of the second act, ths chorus de-
slaim their intention to follow Caszsandra by committing suicide.
(11, ii, No 16, 107-114}. Ascaniue! monotane melody in the con-
clusion of the first scens of act 1I is declamatory, for he sesms
to ba hardly able to speak, when he reports that the palsce is
falling. (I, i, Wo 13, 59-68.)

In the octet in Act I, the bassos of the chorus declaim their
fear in a rhythmic reiteration whieh reverte to a monotone far
the greatest part of this spotionm. (1, ii, No 8, 38-49,)

Dido is overcome with grief in her final scan®, when she
throws her souvenirs, given fo hor by Acrnas, on the flames of
the firs. Accompanied only by the paignant clarinet wmelody, hor
declamation consists of a monotone rhythmic reiteration of tve
dominant note. (Y, tii, Ne B0, 72-36.)
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There is only one instance in which declamation becomes comi-
cal; in the sentries' scens, the witty salliss of the jostars
are depicted in this manner while the clarinet has the part with
the meladic interest. (¥, i, No 40.)

4, The composer's sensitive and consistent use of the harmaon’c
expedient of the flattened leading-ncte, combined with the appli-
cation of the interval of a perfsct fifth may serve as an illus-
tration of tho exceptional apa logical use of an expressive means
carrisd through from the first act until the Fifth, to conclude
this chapter.

The initial Four-bar phrase of the Trojan March constantly
closss an flattened leading-note harmany in =ach appsarance,
with the fifth foxmed by the root and fifth of the triad presen-
ted prominantly in the acnompaniment. In the initial appearance
of the march as the finale of the first act, the A-flat and E-
Flat are played by trombanes supperted by an ophicleide. (I, i,
Mo 11, 12, 78, 118, 144.) 1In ths sscond appearance, the March in
the minor mode, accompanying the pathatic shipurecked remnants
of the Trojan army on their arrival in Larthage, the trombones
play the fifth (III, i, No 26, H,22,) In the ensuing recitative
'Auguste Reine' Ascanuis discloses their identity 'Nous scmmas
Treysns. Notrs chef est Enéo‘ and Dide interrupts Ascarius re-
prating the name 'Troysns!' incredulously, the melody comprising
two notes anly, also conctituting a perfact fifth (b 41). In the
stunned silence (b 45-46) following the announcoment of Aensas!'
name, the bare fifth ie played by celles and violas ~ it seems as
if Dido is overcomo by a suddon premenition of the disasterous
outeome of her union with Aeneas, the Trojan officer. Finally in
the fifth act, the march is prescnted in a rhythmic variation un-
folding twice with the harmany of tho original march retained to
signify the fact that Aenvas haes capitulated in 'Dobout, Troysnat!
after ths Final warni' 38 of the shades, (V, i, Mo 43, 7, 53).
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In the succesding number, Digo confronts ARensas with reproofs,
but suddenly the Trojan Merch's fnitial phrase rings out, played
by brass instruments, yet concluuing with the aminous sound of
the tremolo strings playing the single flattened leading-note
triad, (¥, i, No 44, 147.) At this instani Dide realizes that
the feeling of premonition exporiented in the third act when she
had heard Aencas' name for the First time. has hwen fulfillad.
Aeneas goes on board, accompanisd by the march, abandoning her

to FULFil nis mission, (b 1A3-200). DUido's sntire exictance be-
comes mesningless when she realizes that he is leaving her.

Thus the glory which the Trojans had beon aspitiv | to from the
fFirst act, is achicved in the Fifth act - this glory which neces-
sarily contained the connotatien of disaster for Dido, for her
personal tragedv is oclissed by the destiry of the Trojan nation.
Her own death is the autcome af the foreboding symbolized by the
ominous bare Fifth scunded in the third act., and hinted at in the
first act, reaching its logical cpnclusion in the Fifth act. {8ee

oxample. )
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EQNCLUSION

Berlicz' 'Les Troysns' adheres to the outer form af grand aopera Lo
soms extent, in a censideration of the 1arge choral and ballet soe-
nes, and the seperate numbsrs. But here the analagy ends. UWhere-
as in grend gpera the chorus and ballet svenss constitute mere
spectacle valus, hare the chorus plays an important rale by imparting
8pic qualities to the drama and signifying e rsturn to Gresek tre-
gedy. The bellet scenes are applied for specific dramatic rea-
sens, e.q. to create contrast and elevate important dramatic mp-
ments, to elucidats changes in the character portrayal of the queen,
to establigh the relatianship bstwesn the gueen and her psaple, to
serve as & stimulus for lovs, and to cureats movement, thus preven-
ting the work from becaming static,

The separake numbers aru smoothly connected by the epplication
of subtle davices, e.g., when the fipal note af a aingle instrument
ie sustainad into the initial bars of the succesding pisce. This
is iliustrated at the snd of the opening chorus when ths oboe's
solitary final note is heard and then suatained inte the sscond
number, Cassandra's recitative and air,. A string chord may bes sus-
tained in the same mannex. This happans in the transition from the
octet to the succesding recitative and chorus in the first act, Or
the final and initial chords effecting the junction bstwsen two num-~
bers may conatitute a geries of diminished chords; these are found
bstussn the scens of Hpctor's shade and the recitative and cherus
which form tha firat tableaux of the second act, and in the final
tuo numbers of the opera, tho chorus and Impracation, At the sa-
me tima the diminished-ssvenths support Dide's final recitative
which sarves the sams purpose of forming a ernnection, In this
manner the usual typo of cadence is ovadond at the end of the move-
ment.,

Berlioz' music ia ecsontially french in it's aim to regroup ra-
ther than overturn; this iu at variance with Gorman romanticism.
He never attomptod to overthrow the Fundamental rulss of tonality,
Another traditional attitude iu tha idea of glury and the recall of
antigue Rems, The music is aluo Fronch in it's smphasis on fee-
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ling, rather than message. The freedom from heavy moral issues
liberates the music to concentrats on Pormal and wxpressive possi-
bilities of design. It is characterized by wit, mood, colour and
gestura. In this linear art expressive caombinations, contrasts
and effects are impertant objectives.

gBerlio.* operatic music represents restitution rather thar re-
velution, in the gsense of the importance attached te dramatic tru
and the apirit it breathes, In contents and spirt it is totally
unrelated to the vantemporary Mayerbeerian-opera, and it tecalls the
musical and literary dramas of Gluck and Shakespearo., Berlioz
called 'Les Troyens' 'a musical drams on Sheksspsarian l)'.ﬁes‘.%1

The anslegy with Sisksspeare's dramaw salnly concerns the con-
terts and farm of the drama, v.g. the presentation of disconnected
tableaux, the dramatic force of contrast, the importance of ghosts,
the juxtapositioning of difforent levels of experience and the in-
ter-mixture of ganres. finally, thers gre two characteristics
uhich constitute Berlioz' musical porlrayal cf Shakespsars's lite~
rary practice,namely that of suspending the apparent forward mo-
tion of time by creating a piace of poetry of exceptional beauty,
and the crystallization of a universal feeling with the utmost eco-
namy of msane.

The abasnge of continuity in tho drama is Borliocz' solutien to
the problem of evading long uninterssting discuasions and narra-
tions to cloar up historical beckyround concerning the plot, In
addition, this textusl procedure elucidabe: Berlioz! refusael ta set
those porée of the text which he considered unmusical.

He ignaored ths authority of continuity in the drama, but regar-
ding ths score, the composer creatod an exceptional unifying de-
vigs in the Trojan March-thoms which appsars fraquantly throughout
the work in both unchanged and rhythmically varied form. Mora-
ouer, tho characteristic motives permpate the sntire work, and thua
the theme gsnsrataes many other main and subordinate melodice, This

*1 Neuman E. Fomoirs of Haocbor Berlioz, from 1803 to loeb
pp ix = 78 pansim,
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is not the only unifying factor; tnere are more instances of tha-
matic recall s.g., Cassandra’s accompanimental melody called the
tdisaster'~theme which appears For the First time in the second num-
ber of the opera vhen Cassandra is introduced., Another exampla is
the melody of the love-dustat the close of the fourth act, which is
recalled in Act V.

In addition to this, rhythmic u:tterns and instrumental colaur-~
combinations appear rsgularly, characterizing or symbolizing spe-
cific sttitudes, atmospheres and gualitiess of vharacter which act
as unifying factor, illuminating the portrayal af character as well.

In the score, + ery musical element at the compeoser's disposal
is applied to dramatize Virgil's epic poem, and fo serve expres-
sive purpoess. The relationship bstwaen music and literature is
one of analogy - the music doss not Fulfill a mere illustrative
function; in fact, the indepondence of music is emphasized, and
in accordance with Gluck, the drama is in the music,

Although the musical siyle is genmrally svolutionery in the sen-
s8 that Barlioz preferred io regroup the basic materials rather than
overthrow them, thars ars many muaical innovations, sspecially re-
garding archestration and chythm. In the latter, Berlioz may be
cosnsidered the precursor of twentieth sentury music,

The music is sccentric rogard. 1y the harmonic language in the
seguence and Juxtapositioning of chords, rather than in ths chords
which are used, although it seems as if there is et least one un-
ugual chord. in addition, the cadeneces are quite unusual in many
instances; Berlicz strangly resistad the cenvantisnal closes,

The melodies occupy the central position in Berlioz' musical
langcuage. They are exiraordin-ry, irregulsr in phrase-shaping,
and often waywatd. They aro motoric, seeming to contain a geme-
rating foree within thomoolves uhich is typical of the baroque era.
Thus Berlioz restored to them tho Freedam of movement and design
which had besn lost in the contomporary hagmonically founded music.

Berlioz' muein is ocecentric in another sensm, ragarding the
avdiences he addressed, The music was not aimed at the general pu-
blic, but to & sslsct group of musicians and intellsctuals, Hs had
long befere resigned himuelf tu the Faet that the centemporary au-
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diences were not intsrestad in his art, and that hs composed main-
ly for future audiences, Ha hnew that he would never sse nis mas-
terpiecs staged during his .ifetime and cried aut: 'Ah, @y noble
Cassandra, my heroic virgin, I must needs resign myself to nsver
hearing thee! ...... And I am like the young Corosbus: "Insanc Cas-
sandras incensus anore",!

|

*1 1bid., p 500
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