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I t  i s  over  th e  p r i e s t s '  'Rex tremendae m a je s ta t is '  th a t  th e  Women o f  

Canterbury u t t e r  the q u e s t io n  ( s h o r t ly  to  be answered) "Chi dunque, 

c h i  p er  n o i perorera?" (Who s h a l l  th en  p lea d  f o r  u s? , p .2 0 9 ).

Prom h ere onwards th e  drama moves u n r e m itt in g ly  towards i t s  co n c lu s io n .  

The p r i e s t s  bar th e  doors o f  th e C athedral but B ecket ord ers th a t they  

be opened. Then, in  a  v ig o r o u s ly  dram atic , e loq u en t p assage  accompanied, 

by o r c h e s tr a l t r i p l e t s  fr e q u e n tly  p unctuated  by Ex.20 he procla im s  

h is  d e c is io n  to  g iv e  h is  l i f e  ' t o  th e  Law o f  God above th e Law o f  Man'. 

A gain h eralded  by t h e ir  s ta r k ,  d ark -colou red  theme (Ex. 4 1 ) th e  K nights  

e n te r  and b lu n t ly  g iv e  t h e ir  u ltim atum . Beoket answers f ir m ly ,  r e fu s in g  

to  subm it to  th e ir  req u e sts  and commends h is  ca u se , and ' th a t  o f  th e  

Church' (Bx.4 6 ) to  'A lm ighty God, to  th e  B le sse d  Mary ever  V ir g in ,  

to  a l l  the S a in ts  and M artyrs'. H is  l a s t  words are spoken a g a in st  

a  tr a n s lu c e n t background dominated by the harp and by th e combined 

f l u t e  and bassoon p rop osin g  B e ck e t'e  theme (S x .15)  , ag a in  m odified : 

B x .4 7 , 0 .229



The K n ig h ts , drawing t h e i r  sw ords, sweep a s id e  th e  t e r r i f i e d  p r ie s t s  

and s t r ik e  Beoket who f a l l s  to  the pavement . A rep eated  "Oh!" from th e  

Women o f  Canterbury and th e  P r ie s t s  on a descen d in g  f ig u r e  harm onized in  

f i f t h s  and. fo u r th s  and commencing w ith  a  chord o f  th e  e le v e n th  on S’ , i s  

supported  by th e  o rch estra  and a p t ly  s u i t s  th e v io le n c e  a£  th e  moment 

( p .2 3 l ) . A fte r  fo u r  bars th e  P r ie s ts 'c h o r u s  d ie s  away and th e  Women 

co n tin u e  w ith  a d im in ished  chord on P from which th e 'O h!1 m otive descends  

u n t i l  th e  c o n tr a lto s  perform s m odulation to  A minor. As th ey  burst out 

in  th e  exasp era ted  " C h iar iie  I ' a r i a ,  r ip u l i t e  13. c ie lo "  (C lean th e  a i r ,  

c le a n  th e  sk y ) , th e  o p p ress iv e  Ex. 13 heard a t  th e  beg in n in g  o f  th e  music 

drama r e tu r n s , t h i s  tim e in  th e  v i o l i n s ,  w ith  h aunting  e f f e c t  in  n ervou s, 

broken fragm ents a t  f i r s t  a l t e r c a t in g  w ith  th e d o tted  f ig u r e  o f  E x ,6 ,  

th en  becoming q u ie t ly  i n s i s t e n t  a g a in s t  th ir d s  in  th e c la r in e t s  and f i n a l l y  

t r a i l i n g  o f f  when, a t th e  end o f  th e  ch oral o u tb u r st , th e  o rc h e str a  comes 

to  r e s t  on a lo n g  and m u ffled  A p ed a l.

The sc e n e  in  which th e K nights attem pt to  j u s t i f y  th e ir  a c t io n s ,  ad d ressin g  

th e aud ience d ir e c t ly  in  a Shavian manner, a scen e  w hich, in  E l i o t ' s  w ords, 

was aimed a t  "shocking th e  audience o u t o f  t h e i r  com placency"^, i s  reduced  

to  a  few , e s s e n t ia l  s en ten ces . I t  has l o s t  i t s  ch a ra c ter  o f  combined 

"humour, parody and b i t t e r  irony"2 but modern c o llo q u ia lism  i s  avoided, 

and th e  fu n era l b e l l  which t e l l s  in  th e  background over  an E-sharp pedal 

p o in t  which co n tin u es  throughout th e  s c e n e , p lu s  the heavy tim pani

1 . Luraley; F red er ick . TRENDS IK 20TH GMTOKX BRtitiA, op. c i t .  ,p .8 5 .
2 .  J a co b s , A rthur. P i z z e t t i ' e  MURDER IK THE CATHEDRAL, The M u sica l Times, 

A p r il  IS 5 6 , p .213 .
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p u n ctu a tio n s "keepa ue c lo s e  to  th e  tragedy o f  the y ea r  1 1 7 0 " \ As

soon a s iize K nights have f in is h e d  sp eak ing  a f s . i f a r e - l ik e  f ig u r e  i s

heard ‘p ia n iss im o , d o le s ' in  th e  o rc h e str a . I t  i s  im m ediately

fo llo w e d  by a q u o ta tio n  o f  th e  open ing  p h rases o f  th e  Te Deum

( a u th e n t ic , Ambrosian melody)
Te Deum Laudamus

Ex. 48 THE AUTHENTIC OR AMHROS

lo u d ly  in ton ed  by th r e e  o f f -a ta g e  tubas In a lte r n a t io n

w ith  "Hoi t i  lodiam o, D io , per l a  Tua g lo r ia ” (We p r a ise  T hee, 0 God.,

fo r  Thy g lo r y ) , hom ophonioally sung by th e  combined Women's and P r ie s t s '

ch oru ses:

Over a l i g h t  s t r in g  and woodwind te x tu r e  the hymn in  p r a is e  o f  God

1. MURDER IK THE CATHEDRAL as an opera (u n s ig n ed ), The Times 
op. c i t . ,  p . 15



E x .50 . P .259
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b e g in s  to  u n fo ld ,  su rg in g  and su b s id in g  a s  i t  le a d s  in to  an e ig h t-p a r t  

polyp h on ic p assage o f  poignant beauty  (E x .50) .  I t  "Or n o i riconoscdamo  

l a  n o e . oolpa" (Weaknowledge our t r e sp a ss )  B eo k e t's  theme (Bxe15) 

i s  q u ie t * /  heard in  oboe arid c la r in e t  over  a lo n g  su s ta in e d  C ped a l 

p o in t  in  th e  s t r in g s  and an ascen d in g  s c a le  in  th e  harp s t e a d i ly  

m ounting through two o c ta v es:

a/V/i <!/«/»

Or nwrironosriivnMlario>tra- calpa; ri.cono.

Or noi ri^notclomo la niMra colpa;
- frr/M'o/fl/o

oi ri.mnuerlamoianialra culpa;

in piauo,i6ttotttr .—

Or noirl.curuKctamolar.oflra oolpa;
Ai.donlc mollo ealmo

-

— j _ : -j-.-

W h ilst th e  C ped a l p e r s i s t s  in  th e  v io l in s  th e  C major harmonic 

s tr u c tu r e  s h i f t s  to  D - f la t  major (p .261 , l a s t  bar) ,  then  to  0 minor 

(p .2 6 2 , b .2 ) ,  P major (g .2 6 2 ,  b .3 ) ,  p la g a l ly  end ing  on th e  radiance  

o f  C major a s  th e  Chorus, now a t  th e  end o f  t h e i r  lo n g  w ea rin ess



dip  away a f t e r  uhe in v o ca tio n  "0 Bet.to Tommaso, prega  per t u t t i  n o i! 11 

(.B lessed  Thomas, -ray  fo r  u s a l l l  j:

E x .5 2 . P .2 63

prn. fapcrtntJi

caiooe

O f p i z z e t t i ' s  l a t e r  wo rice ASSASSINIO NBLLA CATTBDHALE ia  th e  one w hich, 

perhaps because o f  th e  feme o f  E l i o t ' s  p la y , has aroused  th e  g r e a te s t  

in t e r e s t  in  I t a l y  end e lsew h ere . A co n sid era b le  amount o f  j r i t i o a l  

Oi'mment th e r e fo r e  e x i s t s .  On th e  o cca s io n  o f  i t s  I t a l i a n  prem iere



.
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( so  successfu l th a t  th e o r ig in a l ly  sch ed u led  fou r  perform ances were 

in crea sed  to  ten ) ASSASSHtlO BELLA GATTEDRALE was a lm ost unanim ously  

review ed by th e  p r e s s  in  the most favou rab le  term s. Fernando L. Lunghi 

who, l i k e  F ra n cis  Toye p r a ise d  the opera w ith ou t r e s e r v e ,  put th e a ccen t  

on th e  n o v e lty  o f  i t s  m usioo-dram atic con cep tion  (o b v io u s ly  determ ined  

by the drama i t s e l f )  p o in t in g  o u t th e  dram atic and l y r i c a l  su g g e jt iv e n e ss  

o f  th e  music,; th e  a lm ost sc u lp tu r a l ev idence o f  both in d iv id u a l and 

group c h a r a c te r iz a t io n  and, e s p e c ia l ly ,  th e  p e c u lia r  e f f e c t iv e n e s s  

o f  th e  o r c h e s tr a l c o lo u r in g  e v o c a tiv e  o f  th e  suILennes o f  th e  'grey  

sky' o f  Canterbury and th e  ' b i t t e r  s e a ' o f  Dover am idst w hich the  

"tragedy u n fo ld s , s lo w ly  but in ex o ra b ly , towards i t s  f in a l  so lu tio n " ^ . 

Franco A b b ia t i defined . ASSASSIN10 BELLA GATTEDRALE a s "a m agn ificen t 

work",2 s tr u c tu r a l ly  adhering  to  th e p r in c ip le s  o f  Greek drama but 

o th erw ise  rem in iscen t o f  th e M ystery p la y s ,  e s p e c ia l ly  in  i t s  m usica l 

r e a l iz a t io n  aimed, a t  t r a n s f ig u r in g  r e a l i t y  in  th e  ' f ix e d '  symbolism  

o f  an e d ify in g  s to r y . A b b ia ti seems to  agree w ith  Toye in  f in d in g  the  

second  a c t ,  in  w hich th e r e  i s  more drama, more a c t io n  and th ere fo re  

more in c ie iv e n e s s ,  more e x c i t in g  than th e  f i r s t .  However, whereas 

A b b ia ti d e sc r ib e s  th e  Tempters a s  somewhat la c k in g  in  ambiguous 

s e d u c t iv e n e s s , Toye th in k s  th a t  "the musio seems to  h e ig h ten  the  

s u b t le ty  o f  th e  tem p ta tio n , o f  w h ich -th e  in s id io u sn e ss  becomes even 

more apparent when f i n a l l y  the Archbishop m asters a l l  fbur o f  h is  

Tempters in  a f i n a l  c lim ax  o f  w hich any o p e r a t ic  composer m ight be

1 .  L unghi, Fernando L. Conforms d 'un su coesso  (ASSASSIN 10 BELLA 
CATTEDBALE). TEATRO ALLA SCALA. La S tag ion e  L ir ic a  1 958-59 , p .454.

2 .  A b b ia t i ,  Franco. L'ASSASSIN10 BELLA CATTBDRALE. C orriere d e l la  
S era , March 2 ,  1958 , p .6.



proud"1. In  f o y e ’s op in io n  P i z z e t t i ' e  m usic , g e n e r a lly  sp eak ing , 

“adm irably r e in fo r c e s  E l i o t ' s  t e x t 1'"1", th e  com poser's p a r t ia l i t y  f o r  

accompanied- r e c i t a t iv e  b e in g  f u l ly  j u s t i f i e d  in  MURDER H  HHE CATHEDRAL. 

Apropos o f  th e  choruses he w io te :  "Tribute has a lread y  been p a id  to  

P i z a e t t i ' s  m astery of. ch o ra l w r it in g ,  but i t  may be doubted w hether he  

has ever  done anyth ing  b e t t e r  than th e  ch ora l w r it in g  here; th e  fe a r ,  the  

m isery  and th e  horror o f  tha women are r e f le c t e d  to  p e r fe c t io n  in  t h e ir  

m usic"1. Arthur Jacobs, who found P i z a e t t i ' s  idiom  " stra n g ely  ak in  to  

th a t  o f  Vaughan W illiams"^ in  i t s  u se  o f  co n se c u tiv e  tr ia d s  and modal 

m elody, observed  th a t  "the p la y , b e in g  concerned w ith  argument ra th er  

than em otion o r  c h a r a c te r iz a t io n , i s  perhaps not o f  th e  k in d  most s u ite d  

to  o p e r a t ic  treatm ent. The m usic , indeed, somewhat b lu n ts  E l i o t ' s  'a t ta c k ' .  

B u t, i f  i t  be granted th a t  opera has a e s th e t ic ,  v a lu e s  o f  i t s  own, which  

are  n ot e n t ir e ly  to  be measured by th o se  o f  an o r ig in a l  spoken p la y ,  then  

P i z a e t t i ' s  sco re  must be welcomed as g e n e r a lly  e f f e c t iv e ,  o f t e n  f in e ly  

e x p r e s s iv e ,  and s a t i s f a c t o r i l y  u n if ie d " 2 . Jacobs was not over-im pressed, 

w ith  th e  K n igh ts' ep isod e  ( in  fa c t  th e  most c o n tr o v e r s ia l one) but th e  

unnamed correspondent o f  The Times seems to  have been happy th a t  the  

K n igh ts' address was "not p resen ted  a s  a k in d  o f  Shavian antic lim ax"^ . 

Another unnamed c r i t i c ,  w r it in g  in  Time, s a id  o f  P iz z e t t l" s  opera: " It  i s  

a lo n g  way from Canterbury to  Rome, but an I t a l ia n  composer has undertaken  

th a  c u ltu r a l  journey w ith  fa s c in a t in g  r e su lts"  and fu r th e r  th a t

1. Toye, F ran cis. ASSASSIN10 triumphs in  M ilan. The New York T im es.
Jarch  16 , 1958, p .11. — —

2 . J a co b s , Arthur. P i z a e t t i ' s  MURDER Hf THE CATHEDRAL. The M usica l T im es.
A p r i l ,  1958, p .213.

3 . liURDER IH ME C.aTEBDRAl, w  an opera (u a s ie n .d ) .  Th. T im .. . Monday,
March 3 ,  1958, p. 15.



" r e s is t in g  th e  tem pting  opulence o f  much I t a l ia n  r e l ig io u s  m usic,

P i s a e t t i  went back p a s t  th e  R enaissance toward- th e  m edieval s im p l ic i ty  

o f  G regorian ch an t. Sometimes the music evoked Bach, sometimes such  

u n sen tim en ta l m odern ists a s  Hindem ith and Honegger"1. I r v in g  K o lod in , 

who r e v ie  /ed the prem iere which took  p la ce  a t  C arnegie H a ll ,  Hew York, 

or September 1 7 , 1958, i s  however o f  a d if f e r e n t  o p in io n , d e sc r ib in g  

ASSASS2HI0 KELLA CATTEPRALB as "a work roo ted  in  I t a l ia n  o p e r a tic  s o i l ,  

w ith  a s tr o n g  sen se  o f  v o c a l l i n e ,  l ib e r a l  u se  o f  chorus, a f lu c tu a t io n  

between m elod ic  r e c i t a t iv e  a s  P u c c in i u t i l i s e d  i t ,  and outspoken, i f  b r i e f  

a r i a s H e  em phasises th e  loas. su f fe r e d  by S l i o t ' s  work in  " transference  

from m edieval England to  th e  d a te le s s  operaland o f  I ta ly " ^ . Somewhat 

c o n tr a d ic t in g  h im s e lf ,  K olodin  f i r s t  c r e d i t s  P i s a e t t i  "with an 

a b i l i t y  to  su s ta in  a s ta g e  problem matched by few  contem poraries"2 , 

then  sa y s th a t  "the abundant s k i l l  and f lu e n c y  o f  h is  o p e r a t ic  

c r a f t  are i n s u f f i c i e n t  to  su s ta in  in t e r e s t  when ev ery th in g  e l s e  r e la te s ,  

to  one s t a t ic ,  ch a ra c ter  about whom th e in a c t io n  revo lves" 2 . Again 

in  c o n tr a s t  to  t h i s  we read  David Ewen's " W hile the a c t io n  o f  the  

opera o f te n  proves s t a t i c ,  and dram atic in t e r e s t  sometimes tends to  

l a g ,  P iB s e t t i ' s  m u sica l w r it in g  a c h ie v e s  such power and p o e t ic  

eloquence th a t  th e  opera  rem ains thoughoui a com pelling , em otional 

experience"^ . The f i r s t  B r it is h  perform ance o f  ASSASSDilO NELLA CATTEDRALE 

was mounted by th e  S a d le r 's  Wells Opera Company fo r  th e  Coventry F e s t iv a l

1 . 0 Veoohio TomI ( u nsigned . The music c r i t i c  w as, a t  th e  t im e , D ick  
Murphy but th e  a r t i c l e  may have been w r it te n  by a s u b s t i t u t e ) ,  in  
Time, March 17 , 1958 , p .68.

2 . K olod in , I rv in g . IfflBPER in  C arnegie. The Saturdey Review, September 
6 , 1958 , p .29.

3 . Ewen, David. THE COMPLETE OPERA BOOK OF 20TH CENTURY MUSIC, p .493.
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on June 12 > 1 9 6 2 .  ̂ The a o s t  unfavourab le c r i t ic i s m  came from C liv e  

B arnes: " P iz z e t t i 'e  woik i s  nowhere Idle as im portant as E l io t ' s  and as a 

ooneequenoe one i s  e n t i t l e d  to  wonder whether th e opera has any r e a l  

j u s t i f ic a t io n " 2 . A lthough r eco g n iz in g  in  t h i s  new work "a t e l l i n g  

se r io u sn e ss  and craftm anship" Barnes, found th e  music " d u ll and s t o l i d ,  

s t i f f l y  con ven tion a l and unduly m onotonous", adding the-t " a l l  p i a a s t t i ' s  

c o n s id era b le  s k i l l  a s  an o ro h estra to r  cannot remove th e  im pression  th a t  

th e  opera i s  'bumbling a lo n g  w ith  none o £  th e  f la s h  and in t e l l e c t u a l  f i r e  

o f  th e  o r ig in a l  play"2 . B6M. W ebster seems to  have been p a r t ic u la r ly  

im pressed  by th e  chorus, e s p e c ia l ly  th e  Women's, to  which P ia z e t t i  

g iv es, " l i t t l e  drama, but much ten d ern ess and p a ss io n " , by the " g en tle ,  

p o ign an t o r c h e s tr a l in ter lu d e" ^  g iven  to  th e Christm as Sennon and, 

g e n e r a lly ,  by th e  d e l in e a t io n  o f  Thomas a B ecket a s  w e l l  a s  by th e  c l im a c t ic  

endings o f  A cts 1 and I I ,  Andrew P o r te r 's  rev iew  seems to  me to  con ta in  

sound and o b je c t iv e  remarks. He p re se n ts  P i z s e t t i  as "fa d ecen t , sober  

com poser, concerned w ith  la r g e  them es, but unab le  to  command th e  language 

o f  p a ss io n  -  no P u c c in i, nor a S tr a u ss , but ra th er  a B o ito ,  a P f i t s n e r ,  

or perhaps a  Hindemith"4 . He p r iz e s  ASSASSIN10 BELLA CATTEDRAlE as  

'PALESTRINA and THE HAESKOT OF THE WORLD are p r is e d  -  a s t e r l in g  p ie c e  

made w ith  in t e g r i t y  and craftm anship; grave, low -ton ed , th o u g h tfu l:  

alw ays in te r e s t in g ;  m u sic a lly  s a t i s f y in g  but n ever f i e r y 11'*. P o r te r  th in k s  

th a t  " P ia z e t t i  has caught th e  p ic tu resq u en esa  o f  th e p ie o e ,  e s p e c ia l ly

1 . O rrey, L e s l i e ,  in  A CONCISE HISTORY OP OPERA (p .2 3 1 )  erron eou sly  
g iv e s  th e  date 1958.

2 C B arnes,. C l iv e s .  P i z a e t t i ' s  B ecket , Music and M u sic ia n s. J u ly ,  I9 6 2 , 
v o l . 1 0 , So 1 1 , p. 22.

3 . W ebster, E.M. P i z z e t t i ' s  MURDER Ifl THE CATHEDRAL. M usical O pinion,
J u ly ,  1962 , p .617 .

4 .  P o r te r ,  Andrew. MJBDER 2S THE CATHEDRAL. The M usical T im es. 103 ,
1 962 , P. 544.
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in  h i s  b ig  o p e r a tic  f in a le  to  th e f i r s t  act" ; th a t  "the harmonic and 

o r c h e s tr a l s t y l e  comes from P u c c in i . . ,  and from Wagner" and "the m elodic, 

l in e s  are marked by a ly r ic is m  th a t  i s  p le a s in g  and f lu e n t  though  

hard ly  i n d i v i d u a l L i k e  J a co b s , P o r ter  f in d s  th e K nights' ep isod e  

ra th er  f e e b le .  He concludes by say in gs "To go to  WEIRDER HI THE CATHEDRAL 

ex p ec tin g  excitem en t and u n fo r g e tta b le  moments o f  h igh  in s p ir a t io n  i s  

to  in v i t e  d isappointm ent. But as a grave, stu d io u s  and thoroughly  

w e ll made opera , i t  seems, to  me to  o f f e r  c o n s id era b le  rewards. P u c c in i,  

b u ild in g  h i s  stew s , borrowed'and cheapened id ea s  from Wagner, from 

Debussy; P i a a e t t i ,  w ith ou t th e  o th e r 's  gen iu s but w ith  a n o b ler  a r t  

p u r i f ie s  th e s e  id ea s again"*. C u riou sly  enough th e la c k  o f  'h i s t o r i c a l '  

am b ien ta tion , p o in ted  ou t by Wasaimo t i i la 2 and, o f t e n ,  by my su p e r v iso r ,  

P rof. U.V. S ch n eid er , does n o t seem to  have w orried  E n g lish  c r i t i c s ,  

as one would have expected . One may perhaps w e ll  wonder whether  

P l z z e t t i ' s  avoidance o f  h i s t o r i c a l  am bientation  was n o t perhaps a 

d e lib e r a te  one. A s to r y  s e t  in  a p a r t ic u la r  s o c ie t y ,  a t  a p a r t ic u la r  

tim e , in e v ita b ly  r e la t e s  to  th e  m oral, s o c ia l  and p o l i t i c a l  standards  

and to  th e  p u re ly  temporary concerns o f  th e moment. By imbuing th e  

m u sica l s e t t in g  o f  E l i o t ' s  p la y  w ith  th a t  m y s t io o -r e l ig io u s , t im e le s s  

and p la o e le s s  atmosphere so p e c u la r ly  h is  own, and by em phasizing  

the theme o f  redem ption o f  s in  through th e  death o f  a m artyr, P i z z e t t i

1. P o r te r , Andrew, MURDER H  THE CATHEDRAL, The M usical Tim es. J u ly ,  
1 962, p .544.

2 . M ila , Massimo, L'ASSASSHIO NELLA CATTEDRALE, Cronache M u sica l! .
p. I 65.
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seems to  have added a newer, w ider dauension to  th e  s to r y ,  le n d in g  to  

i t  a more u n iv e r sa l r e l ig io u s  a sp e c t . Mot v ery  nrzch remains to  be 

s a id  about t h i s  m usic drama. Perhaps th a t  th e  sco re  i s  one o f  the  

f i n e s t  w r it te n  by P i z z e t t i  anti, e x h ib it s  a l l  th ose  conspicuous  

g i f t s  so  fr e q u e n tly  a p p rec ia ted  in  th e com poser’ s  command o f  th ese  

means o f  ex p ress io n . P i z z e t t i* s  h ig h ly  in d iv id u a l s t y l e ,  w ith  i t s  

m a te r ia l so  o f te n  d er iv ed  from ch an ts , sequences and hymns o f  the  

church; th e  psalm odio in f l e c t io n  o f  the m elod ic  l i n e s ,  red o len t  

o f  p i t y  and humanity; the an th ip h on a l, r e sp o n so r ia l and canonio  

treatm ent o f  th e  ch ora l p a r t s ; th e  u se  o f  p la g a l cadences and organum- 

l i k e  p ro g r e s s io n s , has n ever been a p p lied  to  any o 'h e r  P iz z e t t i  

sco re  w ith  such m agn ificen t a p tn ess . Because o f  th e  c o n g e n ia lity  

o f  th e  s to r y  to  P i z z e t t i ,  and o f  i t s  consonance w ith  h is  moral and 

a e s t h e t ic  p r i r s ip l e s  ASSASS32TIO N2LLA CATTSDRALB rem ains, perhaps, 

h is  most in s p ir in g  work. C e r ta in ly , th e  most Jaep ly  and in t im a te ly  

f e l t .  The c o n v en tio n a lly  minded op era -goers might n o t , perhaps, 

f in d  £U11 s a t i s f a c t io n  in  ASSASSINIO HELLA CATTBDRALB. Although  

th e  stamp o f  I t a l i a n  opera i s  v i s i b l e ,  th e  work a l s o ,  co n sc io u s ly  

or u n c o n sc io u s ly , appears to  show much o f  th e  o r a to r io  s t y l e  o f  th e  

e a r ly  sev en teen th  cen tu ry  r e l ig io u s  op eras. Perhaps Toye had t h i s  in  mind 

when he w rote " I f  th ere  i s  any demand a t  a l l  fo r  so b er  and r e l ig io u s  

op era s, ASSASSINIO HELLA CATTBDRALB shou ld  w in , a s  i t  d e se r v e , a 

h ig h  p la c e  in  th e  rep ertory" 1.

1. Toye, F r a n c is . ASSASSINIO triumphs in  M ilan. Hew N'ork Times,





CLITENMESTRA

Of a l l  th e  c o n f l i c t s  th a t  have d iv id e d  mankind th e m ost h i t t e r  are th ose  

th a t  have s e t  a g a in s t  each o th er  members o f  th e  same fa m ily  ca u s in g  th e  , 

d isr u p tio n  o f  a n a tu ra l order and th e  s h a tte r in g  o f  the most aacred  bonds 

o± lo v e . S h is  i s  th e  theme o f  CLITMHESTRA, a g ig a n t ic  saga  o f  h a tred  

in  w hich we se e  a w ife  who k i l l s  h er  husband to  red ress  th e  v/rong o f  his; 

murdering t h e ir  own daughter and i s  in  tu rn  k i l l e d  by h er  own son. 

CLITERNESTRA was P i z z e t t i ' s  l a s t  work. Performed th ree  years b efo re  

th e  com poser's d ea th , i t  i s  u s u a l ly  regarded a s  som ething o f  an a r t i s t i c  

and s p ir i t u a l  testam en t. As i s  so  w ell-known among a u th o r it ie s  on 

P i z z e t t i  as h ard ly  to  req u ire  m ention , the f i r s t  a c t  o f  CLITENITESTRA 

grew ou t o f  in c id e n ta l  music w hich P i z z e t t i  w rote f o r  A eschylus ‘AGAMELatOi? 

( in  1929) and then  condensed in to  th e  In trod u zion e a l l ’Agamennone d i  

B sch ilo  (p u b lish ed  in  1931). I t  i s  su r e ly  no chance th a t th e  l a s t  music 

drama o f  th e  o la s s ic a lly -m in d e d  P iz z e t t i  sh ou ld  have once aga in  been  

d eriv ed  from th e  f e r t i l e  source o f  Greek mythology.

The myth o f  Agamemnon, A eg isth u s, C lytem nestra  and O r e s te s , upon w hich  

th e  l i b r e t t o  (w r itte n  by the composer h im se lf)  i s  b ased , i s  an a n c ien t  

one, p a r ts  o f  i t ,  f o r  in sta n ce  th e  s a c r i f i c e  o f  Ip h ig e n ia , go in g  back to  

th e  tim es o f  human s a c r i f i c e .  I t  has su rv iv ed  in  so p h is t ic a te d  dram atic 

forms but i t s  o r ig in s  have p r a c t ic a l ly  been fo r g o tte n . The f i r s t ,  moot 

com plete and s a t i s f a c t o r y  v er s io n  o f  th e s to r y  i s  to  be found in  A esch y lu s’ 

THE OEESTBIAN TRILOGY which d e a ls ,  in  su c c e s s io n ,  w ith  th e  murder o f  

Agamemnon by C lytem nestra (aOAMSMNON) 5 th e  murder o f  C lytem nestra and 

A eg isth u s a t O r e s te 's  hand (THE CHOSFORI, or  THE LIBATION-BEARERS) and
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th e  term in ation  o f  th e  b lo o d -feu d  by superhuman in te r v e n t io n (THE 0 MEHIDES). 

Much o f  th e  m a ter ia l i s  d er iv ed  from e a r l ie r  s o u r c e s , among them Homer's 

ILIAD and ODYSSEY, but th e Agamemnon saga  a s  recounted in  th e  ORESTEIAN 

TRILOGY i s  la r g e ly  th e  c r e a t io n c f  A eschylus ' 07m  im a g in a tiv e , y e t  lo g i c a l  

mind. I t  was through th e  n a rra tio n  o f  th e  e n t ir e  ch a in  o f  e v e n ts , from th e  

f i r s t  a n c e s tr a l cu rse  to  th e  f i n a l  e x p ia t io n  o f  O r e s te 's  g u i l t ,  th a t  the  

t r a g ic  im p lica tio n s , o f  th e  s to r y  and i t s  r e l ig io u s  and moral s ig n if ic a n c e  

co u ld  be f u l l y  understood  and a p p rec ia ted . L ike a l l  g rea t s t o r ie s  

THE 0R2ST3IAN TRILOGY i s  an o ld  t a l e  adapted to  th e  s p i r i t  o f  d if f e r e n t  

tim es and c u ltu r e s . To put i t  in  P h il ip  V e l la c o t t ' s  words, i t  i s  "a s to r y  

compounded o f  fa c t  and im ag in ation , r e f l e c t in g  th e  ex p er ien ce , b e l i e f ,  and 

a s p ir a t io n  o f  a  v i t a l  s o c ie t y ,  and b len d in g  w ith in  i t s e l f  th e  p oetry  

o f  common l i f  and th e  v i s io n  o f  th e  prophet"^". A.C. Swinburne's 

d e sc r ip t io n  o f  A esch y lu s' t r i l o g y  as "probably on th e  whole th e  g r e a te s t  

s p ir i t u a l  work o f  man" ^has h ard ly  been ch a llen g ed  and i t  appears th a t  

Goethe revered  A0A11SS0M "as i f  i t  were d iv in e ,  and found in  i t s  pages  

th e  k ey sto n e  o f  a l l  e th ic a l  and a e s th e t ic  in q u ir y , p a r t ic u la r ly  regard ing  

th e  r e la t io n  o f  moral to  tr a g ic  g u ilt" ^ . The myth o f  th e  cursed  house o f  

Agamemnon continued  to  a o t as a magnet upon Athenian tra g e d ia n s , among 

them Sopho..1ee ad E u rip id es who, in  t h e ir  ELECTRAS s h i f t e d  th e  fo o u s  o f  

dram atic in t e r e s t  from C lytem nootra to  th e  hate-consum ed daughter o f  th e  

K ing o f  A rgos. As th e  b a s ic  s to r y  i s  th e  same, a com parison o f  th e  works 

o f  th e  th ree  c la s s i c a l  d ram atists shows t h e ir  v a ry in g  approach to  th e  same 

su b je c t . E .F . W a it lin g , in  h is  In tro d u c tio n  to  S o p h o cles' ELECTRA AND

1. V e l la c o t t ,  P h i l ip .  In tro d u c tio n  to  A eschylus' THE ORESTEIAN TRILOGY,p,9 .
2 .  Quoted by M iohael Grant, to  whom I  am in debted  f o r  some o f  th e  m a te r ia l  

u sed  in  th e se  p a g e s , in  IfYTBS OF THE GREEKS AMD ROMANS, p .160 .
3 . i b i d . ,  p . 175.



OTHER PLAYS, d aa ls  so  w e ll  w ith  th e  m atter th a t  I  reproduce th e  e n t ir e  

passages

in  p r e se n tin g  the saga  in  th e  form o f  th ree  
c o n secu tiv e  p la y s  h is  (A esch y lu s ')  concern i s  p r im a r ily  
w ith  th e  power and c o n t in u ity  o f  th e  d iv in e  fo r c e s  which  
c o n tr o l th e  d e s t in ie s  o f  th e  doomed fa m ily  -  fo r c e s  

which cannot be q u estio n ed  or r e s i s t e d .  The persons  
o f  th e drama are l e s s  in d iv id u a ls  than puppets sym bolic 
o f  men and women enwrapped in  th e  predicam ents to  which  
humanity i s  condemned. Han i s  in vo lved  in  such and such 
c o n f l i c t s  by th e  w i l l  o f  heaven , and o n ly  heaven can  
pronounce the v e r d ic t  and u n ravel th e knot.
E u rip id es took  one ch ap ter o f  th e  s to r y  -  th e  retu rn  
o f  O restes  and th e  punishment o f  th e murderers -  and 
p resen ted  i t ,  in  the m ain, on a human and n a t u r a l i s t ic  
l e v e l , y e t  e x p r e ss in g  in  h i s  way a judgment on the  
problem o f  th e  s to r y  -  th e  judgment, in  f a c t ,  o f  a  
r e b e l a g a in s t  th e  a ccep ted  in te r p r e ta t io n s  th e  deed o f  
O r e s te s , by E u r ip id e s’ acco u n t, was both in e v ita b le  
and a in f u l ,  and cannot have been th e  w i l l  o f  any good  
power, O reste s  k i l l s  h i s  m other, b i t t e r ly  p r o te s t in g  
a g a in s t  th e  h orror o f  th e  deed to  which he i s  d r iven , 
and th e ep ilo g u e  o f  the p la y  foreshadow s th e torment 
which h is  s o u l i s  doomed to  s u f f e r ,  im prisoned in  a 
r a z e  o f  e v i l  from which th ere  i s  no escape.
S op h ocles pronounces no judgment, tie n e ith e r  approves 
nor condemns. H ere, he s a y s ,  i s  th e  s to r y  -  an 
immoral s to r y ,  but a s to r y  o f  human b ein gs; such was. 
th e  b ear in g  o f  th e  person  im p lica ted  in  the even t.
And w ith in  th e  l im it s  a s s ig n e d  to  th e p la y  what i s  
done i s  com plete ana f in a l .  I f  th ere  was a se q u e l,  
we are n ot concerned w ith  i t ,  excep t in  so fa r  a s  we 
supply  one fo r  o u r se lv e s  in  our r e f le c t io n s  a f t e r  the  
f a l l  o f  th e  c u r ta in  .

Hany works, on t h i s  f a s c in a t in g  su b je c t  were w r it te n  throughout th e  

c e n tu r ie s i  S e n eca 's  AOAMBmt 5 V o lta ir e 's  ORESTS ( 1750)5 A l f i e r i ' s  

AGAHMNONE and ORESTS (177 6 -1 7 7 8 ); H ofm annsthal's 2L3KTRA ( 1909)  to  

on ly  a few  o f  them. S e v e r a l w r iterc  and d ram atists  in  p resen t tim es  

"have u sed  th e  myth as a c a t a ly s t  fo r  t h e ir  sta tem en ts  about l i f e " .2

1. W a it lin g , B.F. In tro d u ctio n  to  S o p h o cles' 2LECTRA AND OTHER PLAYS, 
p u .9 -1 0 .

2 . Grant, M ichael, o p . c i t . , p p .175-6.
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P au l C la u d e l, who "translated th e  ORBSTEXAH TRILOGY in to  French, u sed  

some o f  i t s  e lem ents in  h is  own t r i lo g y ,  s e t  in  th e  n in e teen th  centuryt  

L'ORAGE, LB PAIN BUR and LB PBRB HPJILIB (1911-1920). He In terp re ted  

th e  EGMSTIDES "as p r im it iv e  r e v e la t io n s  a n t ic ip a t in g  B ib l ic a l  v e r i t i e s ' 1̂ . 

A lso  in  th e n in e te e n th  cen tu ry , in  New England thl"' tim e , i s  c a s t  Bugene 

O 'N e i l l ' s  t r i lo g y  MOURNING BECOMES EL EC TEA (HOMECOMING, THE HUNTED and 

THE HAUNTED), o f  1931. I t  i s  a tr a n s p o s it io n ,  in  Freudian term s, o f  

A esch y lu s' s to r y  and i t  i s  based on th e  assum ption , s ta te d  by O 'N e ill  

h im s e lf ,  th a t  we have no gods or  h e r o e s , but we have "the su b -oon sa iou s,  

th e  mother o f  a l l  gods and heroes"''. The e f f o r t  to  adapt Creek dram atic  

forms to  th e  modem th e a tr e  has been c a r r ie d  on by Thomas S .E l io t .  E l io t ' ;  

MURDER IN THE CATHEDRAL (1935) i s  co n sid ered  by M ichael Grant, perhaps 

a rg u a b ly , a s  h is  AGAMEMNON, w h ils t  FAMILY REUNION (1939)echoes THE 

COBPHORI d e r iv in g  however from THE EUMEMIDES th e tran sform ation  o f  th e  

F u r ie s , who are seen  as  th e  u rges o f  co n sc ien ce  and, as such , agen ts  o f  

d iv in e  g ra ce , in to  th e  K indly Ones. The cu rse  haunting th e  House o f  

Monchensey i s  not th e  r e s u l t  o f  an a n c e s tr a l b lo od -feu d  but i t  i s  th e  

prim eval crim e o f  C ain m urderously d r iv in g  mankind. Robert T urney's  

DAUGHTERS OF ATREUS (1936) i s  a sp len d id  r e -c r e a t io n  o f  THE ORESTEXAN 

TRILOGY, a ls o  in co rp o ra tin g  IPHI03NIA HI AULIS. Jean O iraudoux1 ELECTEE 

(-•937) i s  another r e -s ta tem en t o f  th e  o ld  s to r y . I t  has a superb turn 

r ig h t  a t  th e end w here, a f t e r  showing th e  F u r ie s  determ ined to  d r iv e  

0 r e s t s  to  madness and su ic id e  a s  w e ll  as th e  ruinous consequences o f  

murderous h a tred , th e  p eren n ia l m ira c le  o f  th e  r i s in g  sun seems to  b r in g

1 . G rant, M ichael, o p . c i t . , p .177.
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■vith i t  a  message o f  hope. Jean  P aul S a r tre  has to  h is  c r e d it  what is., 

perhaps, th e  most u p -to  d a te  v e r s io n  o f  th e  0 resto .tan  s to r y .  In  h is  f i r s t  

.vax—tim e p la y ,  LBS MOUCHES ( 1943) ,  th e  F u r ie s  are sym bolized  by h ideous  

. lo o d -su o k in g  f l i e s  p o l lu t in g  A rgos. B giathe sym b olizes th e  occupying  

powers and Clytem neatrc r e p resen ts  th e  c o lla b o r a to r s . The p o s i t iv e  

character i s  0 r e s t s  who does n o t surrender to  th e  overpow ering fo r c e s .

Ln ?. tru e  e x i s t e n t i a l i s t  way, he shows th a t  man i s  f r e e  and capable o f  

^ e lf-d e te r m in a tio n  and c o n sc io u s ly  assumes th e consequences o f  an a c t  

condemned by con v en tio n a l standards .

The tr a g ic  race o f  th e  x t r id e s  (members o f  th e  Agamemnon's fa m ily ) has 

in sp ir e d , more o r  l e s s  d ir e c t ly ,  va r io u s operas. L eooyn e's BLBCTSB 

IT a ris , 1782 , l ib r e t t o  by H.F. G u illa rd ) i s  based in  o u t l in e  on 

S ophocles but p r e se n ts  th e  murder o f  C lytem nestre by O reste  as p u re ly  

a c c id e n ta l,  a s  he in ten d ed  to  k i l l  o n ly  E g is th e . F e l ix  V /eingartner'a  

OR33T3S (L e ip z ig , 1 9 0 2 ), a f t e r  A esoh ylu s, i s  an a lm ost Wagnerian 

t r i lo g y  in c lu d in g  A0ALE2I0N, DAS TOTENOPFBR and DIE ERIMYEK. The most 

famous opera on th e  su b js  , i s  undoubtedly S tr a u ss '  EL EXTRA ( 1909) ,  .a 

powerful s e t t in g  o f  Hugo von H ofm annsthal's homonymous drama. In  

iJarius U ilh a u d 's  t r i l o g y  ORESTE (I913- I 9 2 4 ) ,  C la u d e l's  v e r s io n  o f  

she A eschylean t r i l o g y  f in d s  a moat appropriate  m u sica l ex p ressio n , 

in  t h is  "prod ig ious work""*', w hich covers th e  e n t ir e  s to r y ,  from 

J ly te m n e s tr e 's  murder o f  Agamemnon to  the appeasement o f  the

O o lla e r , Pau l. A HISTORY OF MODERK MUSIC, p .252.



w ith  i t  a m essage o f  hope. J a an P aul S a r tre  has to  h is  c r e d i t  what is . ,  

p erhaps, the) moat u p -to  d a te  v e r s io n  o f  th e  O r e ste ia n  s to r y . In  h is  f i r s t  

war-tim e p la y ,  LBS H0UCHS5 (1 9 4 3 ) , the F u r ie s  are sym bolized  by h ideous  

b lood -su ok in g  f l i e :  p o l lu t in g  Argos. E g is tb e  symb.-'..izes th e  occupying  

powers and C lytem nestre r e p resen ts  th e o o lla b o r a to r s . The p o s i t iv e  

c h a ra c ter  i s  O reste  who does not surrender to  th e  overpow ering fo r c e s .

In  a tru e  e x i s t e n t i a l i s t  way, he shows th a t  man i s  fr e e  and capab le o f  

s e l f —d ete im in a tio n  and c o n sc io u s ly  assumes th e  consequences o f  an a c t  

condemned by con v en tio n a l standards .

The t r a g ic  raoe o f  th e  A tr id es  (members o f  th e  Agamemnon's fa m ily ) has 

in s p ir e d ,  more or  l e s s  d ir e c t ly ,  va r io u s operas. L emoyne1s  EL EC TUB 

(P a r is ,  1782, l i b r e t t o  by M,?. G u illa rd ) i s  based in  o u t l in e  on 

S op h ocles but p r e se n ts  tha  murder o f  C lytem nestre by O reste  a s  p u re ly  

a c c id e n ta l ,  as he in ten d ed  to  k i l l  o n ly  E g is th e . F e l ix  IVeingartner's. 

0R3STES (L e ip z ig , 1 9 0 2 ), a f t e r  A esch y lu s, i s  an a lm ost Wagnerian 

t r i l o g y  in c lu d in g  AG.UESffON, DAS TOTSNOPFSR and DIE ERIMYBN, The most 

famous opera on th e  su b je c t  ia  undoubtedly S tr a u ss ' iTLEKTRA ( lg 0 9 ) ,  

pow erful s e t t in g  o f  Hugo von H of& annathal's homonymous drama. In  

D arius L lilhaud's t r i l o g y  ORESTE (I913- I 9 2 4 ) ,  C la u d e l's  v e r s io n  o f  

th e  A eschylean  t r i l o g y  f in d s  a  ...at ap p rop riate  m usica l exp ression .

In  t h i s  "prod ig ious w o r k " \ which covers th e  e n t ir e  s to r y ,  from 

C lytem n estre’s  murder o f  Agamemnon to  th e  appeasement o f  the

1 . O o lla e r , P au l. A HISTORY OF UODEMl MUSIC, p .259.
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F u r ie s  in. a growth o f  l i g h t  and h a p p in ess , Milhaud, seems "to have

un d erstood  p e r fe c t ly  th e  Greek concept o f  traged y  th a t  u n it e s  th e  human

w ith  th e  d iv in e ,  s im p lic ity  o f  id ea s  w ith  r ic h n e ss  o f  im agery, and the

r e a l i t y  o f  M editerranean l i f e  w ith  sup ern atu ra l la w " \  In  1965 came

P i z z e t t i ' s  CLITEMBSTRA, a d ram a tica lly  compact and t e r s e  v e r s io n  o f

th e  s to r y  con ta in ed  in  A eschylus and Sophocles* dramas on th e  s u b je c t ,

s e t  to  m usic o f  in sp ir e d  ly r ic is m  and sombre grandeur. A lthough .

fa llo w in g  in  th e  main th e  o u lin e  o f  th e  c la s s i c a l  m odels, P i z z e t t i

took  th e l ib e r t y  o f  m od ify in g  th e  t r a d i t io n a l  endings so a s  t c  tree

O reste  from d iv in e  in f lu e n c e  and to  make o f  him a r e sp o n s ib le  human

b e in g . I  do not th in k  th a t  such i n i t i a t i v e ,  aimed a t  p r o je c t in g  a

perso n a l p o in t  o f  v iew , sh ou ld  he c r i t i c i z e d ,  as " arb itrary  and arguable"^

as Franco A h b ia tl does. The v a r ia t io n s  In  p lo t  and d e t a i l ,  a s  w e ll  as

in  ch a ra cter  so r tr a y a l found in  th e  works o f  the c la s s i c a l  d ram atists

p ro v e , a s  Robert Graves has p oin ted , o u t ,  th a t  th ey  were n ot bound by

tr a d it io n ^  , which a lso  a p p lie s  to  modem w r ite r s  and d ra m a tis ts , as

shown so fa r .  Atid r ig h t ly  s c ,  a s  i t  i s  th e  f l u i d i t y  o f  meaning, the

t im e le s s  t r u th ,  th e  u n iv e r sa l p e r sp e c t iv e  con ta in ed  in  th e  m yth o log ica l

s t o r i e s  th a t  en ab les  them to  become th e  v e h ic le s  o f  d if f e r e n t  b e l i e f s

and id ea s  a t  d if f e r e n t  tim es and p i'aces.

P aul C o lla e r , in  h is  A HISTORY OP MODBHti LOSIC w r ite s :

Milhaud composed th e  ORESTIE on C la u d e l's  t r a n s la t io n  
o f  A eschylus between I913 and I924 . In  I9 I9 , S a t ie  
wrote SOCRATE, based on the t e x t  by P la to .  S trav in sk y

1 . C o lla e r ,  P a u l, »p. a i t . ,  p .250.
2 .  A b b ia ti ,  Franco. P re se n ta ta  a l i a  S o a la  l a  CLIT5N1IESTRA d i  P i z z e t t i  .

C orr iere  d e l la  S era , March 2 ,  I9 5 6 , p . 12
3 .  G raves, R obert. THE GREEC MYTHS, p. 64
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w rote music fo r  S o p h o c le s• OEDIPUS REX, as adapted  
by C octeau, between 1926 and 1927• Honegger worked on 
ANTIGONE from 1924 to  1927. Pour o f  th e  most renowned 
contemporary composers and two g rea t French p o e ts  made 
an o f f e r in g  o f^ th e  b e st  o f  t h e ir  t a le n t s  to  th e  gen iu s  
o f  th e  Greeks ' .

P i z z e t t i ' s  o f f e r in g  a t  th e f e e t  o f  Greek drama was n o t con fin ed , to  

CLITEM3STRA. E ls  IFIGMIA and a ls o  FEDRA (v ia  D'Annunzio) d er iv e  

from th e  same f e r t i l e  sou rce.

Inform ation  about th e co n s tr u c tio n  o f  the l ib r e t t o  i s  g iv en  by

P ia a e t t i  h im se lf  in  th e  revue TBA1TE0 ALLA SC ALA:

The g e s ta t io n  p e r i c . th e  l ib r e t t o  was len g th y . I  
s ta r te d  w r it in g  i t  " .> 6 1 ,  having  in  mind th e  f i r s t  
two tr a g e d ie s  o f  A esch y lu s’ THE ORBSTEIAH TRILOGY -  
AGAMEMNON and THE CHOBPHORI -  as w e l l  as S op h ocles' 
BLECTRA. I  must say  however th a t  I  took th e  l ib e r t y  
o f  not o n ly  changing some ep iso d es  but a ls o  adding  
o th ers as su g g ested  to  me, even , p erhaps, demanded 
o f  me, by th e  tr a g ic  s to r y  and th e  ch a ra cters  them selves.
I  h ave , in  f a c t ,  added open ing  and con clu d in g  scen es  
between C lite n n e s tr a  and Agamennone to  A ct I ,  and an 
open ing  s c e n e , having  th e  same ch a ra cters  as p r o ta g o n is ts ,  
to  Act I I .  Of th e se  scen es th ere  i s  no tra ce  in  
THE 0RESTBIA1J TRILOGY. F in a l ly ,  I  d id  n ot deem i t  r ig h t  
to  conclude th e  tragedy w ith  an a d a p ta tio n , however 
f r e e ,  o f  A esch y lu s ' THE T30UENIDES - . t h e  th ir d  tragedy  
o f  THE ORESTEIAN TRILOGY. I  d ecid ed  th a t ,  a f t e r  
com m itting h is -  crim e, w ith  th e  in te n t io n a l  c o m p lic ity  o f  
E le t t r a ,  both  O reste  and E le t t r a ,  fr e e in g  them selves  
from a l l  superhuman in f lu e n c e ,  shou ld  f e e l  them selves  
aga in  'm ere' human b ein gs and, as su ch , shou ld  search  
w ith in  th em selv es , w ith in  th e ir  e n t ir e  tormented  
l i v e s  fo r  e i th e r  a v a l id  reason  fo r  t h e ir  p o ss ib le  
redemption^ or  a d eserv in g , d esp era te  and in exorab le  
punishment .

A com parison o f  th e  l ib r e t t o  w ith  i t s  sou rces shows th a t  th e f i r s t  

a c t  o f  CLITBMESTRA i s  (w ith  th e  e x cep tio n  o f  the C lite n n e s tr a -

1 . C o lla e r , P a u l , o p .c i t . , p .2 6 2 .

2 .  P i z z e t t i ,  Ildebrando. TEATBO ALLA SCALA. LA STAGIONE LIRICA 
1964-5» PP.289



E g is to  ep isod e  added, by P iz z a t t .i  in  scen e  i ,  "but co n stru c ted  upon 

e lem ents, found in  c la s s i c a l  so u rces) e n t ir e ly  d er ived  from A esch y lu s ' 

AGAMKEflfON. The second a c t  i s ,  in  gen era l o u t l in e ,  based on S o p h o c le s'  

ELECTRA but in co rp o ra te s  m a ter ia l drawn not o n ly  from A esch y lu s1 

THE COBPHORI but a lso  from E u rip id es' ELECTRA w h ich , s u r p r is in g ly ,  

i s  not m entioned by P i z z e t t i  a t  a l l ,  Tha c r u c ia l  s e c t io n  o f  th e  f i r s t  

scen e  o f  A ct I I  (one o f  th o se  added scen es  o f  whioh, accord ing  to  

F iZ B e tt i ,  th ere  i s  no tr a c e  in  th e  OHESTBIAH TRILOGY), in  which  

C Z itenntistra , a f t e r  sen d in g  her nurse C ilissa^" to  bring abundant 

o f f e r in g s  to  th e  tomb o f  Agamennone, t e l l s  E g is to  o f  h er  f e a r  b om  o f  

'a  h id eou s dream p resa g in g  d read fu l e v e n t s ' ,  ia  an expansion o f  th e  

p assage which A esch y lu s, in  THE CHOELPhORI, a s s ig n s  to  th e  Chorus 

( o f  fem ale serv a n ts  o f  C lytenm estra) w ith  O restes in te r p o la t in g  

comments. Thus,  A esch y lu s'

(Chorus)t She dreamt th a t sh e gave b ir th  to  a snake

She wrapped i t  in  shaw ls and lu l l e d  i t  to  r e s t  
l i k e  a  l i t t l e  c h ild .

She h e r s e l f ,  in  h er  dream, gave i t  h er  b rea st  
to  suck.

w ith  h er  m ilk  th e  crea tu re  drew fo r th  o lo t s  
o f  b lood .

Im m ediately she sends l ib a t io n s ,
hop ing  to  purge t h i s  p o iso n  a t  i t s  sou rce .

becomes P iz a e t t i ' s :

1. The ch a ra c ter  o f  O i l i s s a ,  who in trod u ces th e sen try  b r in g in g  news 
o f  AgamennoneSs retu rn  a t th e  opening o f  th e op era , i s  taken from 
A eschylus' •FEB COEPHOHI. She i s  a c t u a l ly  O r e s te ’s ,  n o t C lite n n e s tr a '  

. sroese;; sh e does not., in  th e  o r ig in a l ,  e n te r ta in  sym pathetic f e e l in g s  
f o r  th e  queen.



Prom 'both S op h ocles' and B u r ip id e s 's  BLECTRAS cornea the C lite n n e g tr a -  

B le t t r a  co n fro n ta tio n  a t  th e b eg in n in g  o f  the second scen e  o f  Act I I .  

Prom Sop h ocles are d er ived  th e  two fo llo w in g  p a ssa g es. In  th e  f i r s t  

o f  them S op h ocles has E le o tr a  sa y in g  to  th e  Chorus (o f  women o f  

Mycenae):

Imagine what i t  means to  s e e ,  day a f t e r  day
A eg isth u s s i t t i n g  in  my f a t h e r 's  ch a ir ..........
............................... ............... . . . . . a n d ,  l a s t  ou trage ,
The murderer go in g  to  h is  bed w ith  'h er ' -  
Must I  s t i l l  c a l l  h er  mother? -  w ith  h i s  m is tr e s s .

w h i l s t ,  in  J i a z e t t i ,  i t  i s  to  C lite n n e s tr a  th a t  E le t t r a  sa y s:

putrid  sounds sl.su] 
polluted by the mot 
or your Aeglovh; o, 
whoa you buvo ur.to,insiome & to £ 

t i  glMoro nel 
ion to giaoqua

In  the secon d , C lytem nestra c h a lle n g e s  E lecrra  w ith:

I  caused your fa th e r  death . I  had an a l ly  -  
J u s t ic e .  T h is fa th e r  o f  y o u r s . . .d id  a th in g  
no o th er  Greek had dared to  do, when he r u th le s s ly  
s a c r i f ic e d  your s i s t e r  to  th e  g o d s . . .  I s  th a t  any 
reason  why he shou ld  n ot be brought to  j u s t ic e  fo r  
k i l l i n g  what was mine? Had n ot Menelaus two 
ch ild r e n  o f  h i s  own?



which P iz a e t t i  s l i g h t l y  expands, a s  fo llo w s ;

loggo d i gluotlsia 
nd m1 ljuporto eapax

f is l ia  del vilo Monolao, 
fig liuo la  In f i t

B le t t r a ’s sc o r n fu l answer to  t h i s  i s  e laborated , from th e  l in e s  which

E u rip id es p u ts  in  th e  mouth o f  h is  E le c tr a :

( lo u  j u s t i f i e d  y o u r s e lf )  
w ith  th e  argument th a t  fo r  your c h i ld  •
you k i l l e d  your husband. The world  knows you l e s s  w e l l  than I. 
You, lon g  b e fo re  your daughter came near s a c r i f i c e ,  
th e  v ery  hour your husband marched away from home, 
were s e t t in g  your "brown c u r ls  by th e  bronze m irro r 's  l i g h t ,  
. . .Y o u  needed Agamemnon n ever to  oome aga in .

r ead in g , in  P iz z e t t i :

But fox hotr Ions 
ainua the King of . Argoa le f t  
for the irar in IlJ.ua, fo r how lonf 
did you 'rimoln worthy of Iphlgania 
your iaughtor aaorlfioed?
Ajid worthy of yourself, a no thee a

» opinta 4a

uooide

P i z z e t t i ' s  B le t t r a ,  e s p e c ia l ly  as she emerges from C lite n a o s tx a 's  

sharp remarks, owes much to  E u rip id es' p o r tra y a l o f  her. The dram atic  

in c id e n t s ,  a f t e r  t h i s  i n i t i a l  c la sh  up to  th e  k i l l i n g  o f  C lite n n e s tr a

by O r e ste , fo l lo w  S ophocles c lo s e ly  b u t, from th e m urder-scene onwards
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Pizzet-fci r e v e r ts  to  A esch y lu s' THE COEPHOHI, o f f e r in g  much r ic h e r  

dramatic p o s s i b i l i t i e s .  P i z a e t t i ' s  c o n c lu s io n , r e f l e c t in g  a more 

u p -to -d a te  co n cep tion  o f  m o ra lity  i s ,  o f  c o u rse , a p erson a l one, 

y e t  one o f  the many th a t  we can supp ly  fo r  o u rse lv es  " in  our 

r e f le c t io n s  a f t e r  th e  f a l l  o f  th e  cu rta in " 1.

The Prelude to  CLITEN2JESTRA, o f  symphonic ch a ra c ter , b ears resem blance  

to  th e  Wagner prelude in  i t s  r ich n ess , o f  sound and o r c h e s tr a tio n ,  

harmonio v a r ie t y  and to n a l f lu c tu a t io n  (E x . l )T In  m u lt is e c t io n a l  

form , i t  can be con sid ered  as  a paraphrase o f  Act I ,  a s  i t  p resages  

i t s  dram atic in c id e n ts  and m u sica l co n ten ts  a s  w e l l .  I t  opens w ith  

a  'Molto la r g o ' s e c t io n ,  the v ery  f i r s t  bar o f  which in trod u ces the  

alm ost a g g r e ss iv e  C major m otive a s s o c ia te d  w ith  C lite n n e s tr a 's  

p a ss io n , fo llo w ed  by an ascend ing  chrom atic ized  passage in  woodwind 

and upper s tr in g s :

Molto largo

The musio co n tin u es w ith  what seems to  be a development o f  E x .2

1. W a it lin g , B .F . , i v i ,  p .273.
The q u o ta tio n s  are from: ( l )  A esch y lu s. THE CHOEPHORI (T r .P h il ip  
Y e lla c o t t ) ,  pp„222-3(2}Sophooles. ELECTRA (T r.E .F . W atlin g ),p p . 
76 and 84 ( 3 ) E u rip id es ELECTRA (Tr. Emily Townsend V erm eule), 
pp. 279 and 2 8 0 ).
The t r a n s la t io n s  from I t a l ia n  are mine.

+ See next page.
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and a few m o tiv e s , l a t e r  to  assume more d e f in i t e  them atic  shape are  

h in te d  a t .  Those a t  bars 3 and 5 are a ls o  connected  w ith  C lite n n e s tr a  

(a s  w i l l  be seen  la t e r )  w h ils t  th e  descend ing  m otive in  th e  c e l l o s ,

ca rry in g  w ith in  i t s e l f  ominous co n n o ta tio n s , w i l l  be heard throughout 

th e  opera a n t ic ip a t in g ,  or  commenting on c a ta str o p h ic  happenings.

The nervous course o f  th e  music i s  brought to  a h a lt  by a t r i l l  

on th e  b ass  drum and a r e s o lu te  chord o f  th e  seven th  on D. A sudden 

change o f  mood comes w ith  a fo r c e fu l  theme s ta te d  by th e horn:

Trumpet c a l l s  and o th er  en e r g e tic  f ig u r e s  g iv e  l i f e  to  a passage  

which i s  a lm ost l i t e r a l l y  reproduced in  A ct I  (p p .69 -7 8 ) on the  

o cca sio n  o f  Agamennone's a r r iv a lk The ensu ing  ’C oncitato* =»a c tio n  

p ro v id es a c o n tr a s t . An a g ita te d ,  p u lsa t in g  f ig u r e  (h in te d  a t a t  b .5 ,  

and u sed  la t e r  to  d escr ib e  f e e l in g s  o f  turm oil in  C lite n n e s tr a )  storms 

in  tUei v io l in s  w h ils t  E x .3 i s  sounded in  c e l l o  and baaa c la r in e t  

( in  r i s in g  and f a l l i n g  m otion) over  a double bass p ed a l p o in ts

5 . p .d  Concitato
• ~ f r - n , a , fTn rm frn frn
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A fte r  ten  tiars Ex. 5 i s  taken over by th e  c e l l o s  and atiove i t  th e  oboe 

announces a new theme, tw ic e  repeated  b efore b e in g  re-p rcp osed  in  a 

ten ser#  d o tted  and more e x p l i c i t  v e r s io n  by combined f l u t e s ,  oboes and 

c la r in e t s ;

6 3 .  -op. 4 - 5

I n  both  form s, E x .6 p la y s  a. v ery  im portant p art in  th e  e n t ir e  score  as 

i t  i s  connected  w ith  th e  id e a  o f  murder. The m otive heard n ex t (h in te d  a t  

a t  b .3 , se e  B z . l )  atands f o r  O lite n n e s tr a  h e r s e l f .

S x . 7 .  p .  5

The 'L argo' w hich fo llo w s  a  b r i e f ,  t r a n s it io n a l  'Meno mosao’ p a ssa g e , 

p resen ts , th e  solem n phraso taken from th e v o ca l l in e  o f  the prayer which  

O lite n n e s tr a  ad d resses  to  Zeua, in  Act ^ask ing  th a t  she be a s s i s t e d  

in  her murderous d esign  (E x .S ):



1 5 |Lirgof«n

The k in sh ip  between Bjc. 8 and th e  ’murder' m otive (E z ,6 ) i s  th ere fo re  

q u ite  n a tu r a l, g iven  t h e ir  sym bolic co n n o ta tio n s . As the Prelude  

u n fo ld s  w ith  i t s  p r e c is  o f  the dramatic ev en ts  o f  Aot I ,  E x .8 is . 

v a r io u s ly  r e it e r a te d  and E x,5 i s  fragm an tar ily  r e c a l le d  b efo re  the  

theme o f  O lite n n e s tr a  (E x.7 )  is . c a r r ie d  to  a c lim ax in  a g ita te d  and 

in c r e a s in g ly  sonorous waves o f  sound. T h is le a d  to  a f o r c e fu l  ooda 

('L argo') s ta r te d  o f f  by a fo r t is s im o  q u o ta tio n  o f  th e  i n i t i a l  theme 

o f  O lite n n e s tr a 's  p a ss io n  (Ex.2 )  and ending w ith  a p la g a l cadence  

in  0 ga lv a n ized  by bass drum b e a ts .

The f i r s t  ao t (scen e  i )  b eg in s w ith  a tw enty-tw o bar o r c h e s tr a l  

in tr o d u c tio n  opening in  A Dorian. A sp aciou s so lo  f lu t e  theme 

appears con ta in ed  w ith in  a s t r in g  and harp to n ic  pedal:

( A l ) :



i f

This, an u b iq u itou s theme, judging from the con tex ts  in  which i t  is . 

subsequently  uaed , seems to  he a s s o c ia te d  w ith  both the land, o f  A rgos, 

background to  the a c t io n ,  and th e  House o f  A treu s, to  which th e  r u le r s  

of Argos belong. I t  -.Iso however stan d s fo r  th e curse w hich , haunting  

:.:d House, ex a c ts  tv -m  each g en era tion  i t s  share of. b lood-shed .

Vhen the c u r ta in  r i s e s  to  re v e a l a d im ly l i t  h a l l  in  tha p a la ce  o f  

iy c e n a e , B x .9 , shared by th e woodwind, i s  rep eated  in  P-sharp Dorian  

m d, w h ils t  th e  c la r in e t  b r in gs in  the ominoos E x.3 ,  C i l i s s a ,  

.‘l i t e n n e s t r a 1 n u rse , en te r s  w ith  a s en try . The c la r in e t  w hich, a lso  

;3ed as a c h a r a o te r is in g  a g en t, i s  a s s o c ia te d  w ith  C lite n n e s tr a ,  h era ld s  

:i-i - appearance by prop osin g  her theme (Ex. 7 ) .  To a su sta in ed  G major 

zhord h ig h lig h te d  by oboe and E n g lish  horn, C lite n n e s tr a  asks fo r  the  

se n tr y , announced by C i l ia s a ,  to  be introduced . B etray in g  th e  Queen's 

x.>ner te n s io n , the a g ita te d  f ig u r e  o f  E x .5 i s  prom inently heard during  

■-bis b r ie f  scene in  wnich she r e c e iv e s  th e lo n g  exp ected  news o f
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Agamennone's re tu rn  to  Argos. E x .5 i s  a p p ro p ria te ly  used a s  an 

accompaniment to  th e  s t e a d i ly  c o n tr o lle d  passage in  which the  

Queen, p reten d in g  jo y  a t  th e  news, asks C i l i s s a  to  organ ize  

f e s t i v i t i e s  and o f f e r in g s  o f  th an k sg iv in g  to  the Gods, f o r  ‘the 

happy and g lo r io u s  e v e n t1. These l a s t  words she s a r c a s t ic a l ly  

em phasises w h ils t  b u rstin g  _nto h y s te r ic a l  lau gh ter .

E g is to ,  who i s  seen  en te r in g  from C lite n n e s tr a 's  room, i s  rep resen ted  

by a square theme o f  descend ing  fo u r th s  fo llo w ed  by rhythm icized  

major seconds:

Sx. 1 0 , p . 22

I n  answer to  E g is to ' s announcement th a t  h e, fe a r in g  Agamennone1 s 

r etu rn  w i l l  le a v e  h e r , C lite n n e a tr a  t a i l s  h im , in  ambiguous words, 

o f  her in te n t io n  to  be r id  o f  Agamennone th a t same day — f i r s t l y  to 

’h e  accompaniment o f  th e  a g ita te d  f ig u r e  o f  E x.5 (p p .2 7 -8 ) . then  

to  s t a t i c  major and minor chords fo llo w ed  by a more l i v e l y ,  but s t i l l  

subdued background se c t io n .  C liten n ea tra  persuades E g is to  to  remain near 

her =..id, a s  th ey  k i s s ,  th e  a g g r e ss iv e  C major m otive o f  th e  opening  

i s  f o r c e f u l ly  g iven  out 'm olto te s o '  by v i o l i n s ,  f l u t e ,  and p ic c o lo  over

.i^lcnuto



nervous r e it e r a t io n s ,  in  th e  v io la s  and ped a l p o in ts  in  th e  low er  

s t r in g s .  The im p ressive  passage in  which C lite n n e c tr a , a f t e r  E g is to 's  

d ep artu re, prays to  Zeus to  b r in g  her d es ig n  to  f u l f i l lm e n t ,  "0 Zeus 

soviono" (0 so v ere ig n  Zeus):

E x .11 , p . 34

i s  s c a n t i ly  accompanied by an A minor s t r in g  tre?iolo underpinned by 

lo n g  p ed a l p o in ts . E x .11 has been a n t ic ip a te d  in  th e  Prelude and 

alm ost id e n t i c a l ly  fo llo w s  th e  p a tte r n  th ere  proposed (B z .8 ) .  W h ilst the  

scen e  p lu n ges in to  d arkness, th e Chorus accla im s C lite n n e s tr a  and th e  

r o y a l House o f  A treus. C major chords, punctuated by trumpet in te r je c t io n ;  

accompany t h is  ohoral in te r v e n t io n  ( p .3 7 ) . As th ey  r e s o lv e  on a 

f o r t is s im o  to n ic  c o rd ,th e  ocane b r ig h ten s to  re v e a l an open scen e  b efo re  

th e  r o y a l p a lace  (scen e  i i ) .  I t  i s  a ra d ian t sumner morning. Th th e  mdTtive 

o f  'nurder' (3z»6B) so^mding g lo r io u s ly  a s s e r t iv e ,  C lite n n e s tr a  comes 

m a je s t ic a l ly  out o f  th e  p a la ce  to  address th e  crowd gathered  th ere  to
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bear about th e  v ic to r io u s  ending to  th e  Trojan srar. The Queen conveys  

th e  news in  her c h a r a c t e r is t ic a l ly  r e s o lu te  l i n e  o f  r e c i t a t iv e  

marked by th e  in te r v a l  o f  th e th ird ;

E x . 1 2 ,  p .  38

She then embarks upon a d e sc r ip t io n  o£  the beacons p o sted  over a 

g rea t d ic ta n ce  to  oonvey th e  g la d  t id in g s  -  a f l e x i b l e ,  alm ost 

f l o r id  passage accompanied by mu&io o f  a v iv id ly  d e sc r ip t iv e  

n ature.

n . 4 1

The ominous E x .3 ia . r ep ea ted ly  heard in  the o rch estra  w h ils t

C lite im e s tr a  descr ib es, th e scene o f  the capture o f  Troy a s  she sees , 

i t  and broods o v e -  th e  su f f e r in g  o f  th e  ca p tu r e i b efo re  t e l l i n g  th e



crowd th a t  'good , to g e th er  w ith  j u s t i c e ,  w i l l  p r e v a i l ' .  The prayer to  

th e  'Supreme, om n isc ien t Zeus' in ton ed  by th e  two p r ie s t e s s e s  o f f i c ia t in g  

a t the r i t u a l  ceremony f a l l s  in to  th ree  p a r ts . The f i r s t ,  in  E - f la t  

P hrygian , i s  ch a r a c te r iz e d  by th e  f lo w in g  melimnata o f  th e  p r ie s t e s s e s  

s e t  a g a in st  th e measured melody o f  th e  men's v o ic e s  supported by s o f t ly  

r e it e r a te d  o r c h e s tr a l chords:

Bx. 14 . P.47

a m

§3f-' n 'enlo.ma moderalaaenle to-fio

The m iddle s e c t io n ,  f r e e ly  m odulating , r e c a l l s , s i i g i t l y  m o d ified ,th e  . 

opening o f  C lite n n e s tr a 's  p le a  to  Zeus (Bx„8 ) .  The l a s t  s u c t io n  roughly  

corresponds to  th e  f i r s t  o n e ,th is  time however w ith ou t a firm  key c en tre . 

There fo llo w s  a s t r i c t l y  homophonio passage a ss ig n ed  to  th e  Women1s  

ch oru s, w ith  th e  C o r ife a 1 s  l i n e  so a r in g  above, p o ig n a n tly  

i l lu s t r a t in g  th e  l in e s  'H e lla s  c r ie s  upon h er  c h ild r e n  who had l e f t  

a l iv e  and who came back as ashes .in an u rn '. The mood changes a t  once



a s  Agajaennone's h era ld , announced by a v igorou s d o tted  p a tte r n  o f  

th ir d s  over an os-tinato  s ta c c a to  fig u r e  

P .55

a r r iv e s  to  confirm  th e  news o f  v ic to r y .  The theme o f  Argos (E x ,9 ) 

g l i t t e r s  in  th e  o rch estra  in  F -aharp.D orian ( p .5 7 , b .5 - 9 ) , then  

enharm onioally  changed to  O -f la t  Lydian (p. 5 8 , b. 3-^6) as th e  Herald  

g ree ts , h i s  n a tiv e  lan d  in  "0 sn o lo  d'A rgo, te r r a  d e l m ie i padri"

(0 la n d  o f  A rgos, earth  my fa th e r s  tr o d , p .5 7 ) . He then  announces 

h i s  m a ster 's  returns

The con v en tio n a l accompaniment o f  rock in g  minor th ir d s  which supports  

th e  speech  in  which C lite n n e s tr a ,  a d d ressin g  th e  H erald , d ec la res  

her j o y fu l  a n t ic ip a t io n  o f  the imminent m eeting  w ith  her K ing,



i s ,  g iven  a s u b t ly  dramatic overtone by the m otive o f  'murder.' (Ex, 6 ) 

rep e a te d ly  appearing in  t r i p l e t  form (p .6 0 , b .4 - ) . C lita n n e str a  

w ithdraws and th e  m otive o f  Argos (B s.9 ) assumes ominous co n n o ta tio n s , 

f o r  th e f i r s t  tim e o v e r t ly  ca rry in g  a s s o c ia t io n  w ith  th e  ou rs6 haunting  

th e  House o f  A treus fmen th e  Chorus, r e fe r r in g  to  the 'd rea d fu l omens1 

hover in g  over  them, r e c a l l s  the im placable law  o f  r e tr ib u t io n  "Ogni 

v io le n z a  genera v io le n a a ,  a l l e  ven d ette  seguono ven d ette"  (A ll v io le n c e  

g en erates  v io le n c e ,  vengeance c a l l s  fo r  fu r th er  vengeance, p«65_).

As th e  v ic to r io u s  k in g , to  th e  sound o f  r o l l in g  drums and t  e t  

fa n fa r e s ,  en ters in  h i s  ch a r io t  carry in g  w ith  him Cassandra -  the 

ca p tiv e  daughter o f  K ing Pri& m s o f  Troy ,  endowed w ith  th e  g i f t  o f  

prophecy -  th e  f e e l in g  o f  foreb od in g  fad es and th e  Chorus now h a i l s  

Agamennone w ith  sh ou ts o f  "G loria". (T his ep isod e  a l s o ,  l i k e  th e  one 

m entioned a t  2 z . l l ,  has been r n t ic ip a te d  in  th e  P re lu d e , p p .2 -4 ). 

Agamennone's words o f  thanks (u n d er lin ed  by S x .4 ,  here in  major 

t h ir d s )  t o  th e  c i t i z e n s  o f  Argos are du ly  answered by a g r a te fu l  

C o r ifeo . The speech w ith  which C lite n n e s tr a ,  now coming o n to  th e  

s ta g e ,  g r e e ts  her husband, i s  s u b t ly  packed w ith  a m b igu ities  

d is c lo s e d  in  the m usic . Thus, the m otive o f  'murder' (Ex<>6 ) aga in  in  

t r ip l e t s *  ia . co n tin u o u sly  r e c s l le d  by the o rch estra  when she speaks o f  

th e  burden c a rr ied  fo r  te n ,  lon g  yea rs and now about to  be r e lie v e d .

In  l in e s  o f  i r r e s i s t i b l e  e loq u en ce , and d ir e c t ly  a d d ressin g  Agamennone, 

she t e l l s  o f  her lo v e  f o r  him , o f  th e  anguish  exp erien ced  a t  the-many 

jaueoui. o f  h is  death rep orted  to  h er , w h ils t  Ex*5 ,  combined w ith  her  

t i .a r in e t  theme (E x.7 ) rumble in  th e accompaniment g iv in g  a menacing 

undertone to  her h y p o c r it ic a l ly  tender ex p r e ss io n s (E z .1 7 ) ,
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Aa she e x p la in s  th a t  she has sen t t h e ir  son O reste  to  t h e ir  o ld  

f r ie n d  StrOphius in  f e a r  o f  a p l o . a g a in st  him (Agamennons), th e  

ominous ' t e a l s  rep ea ted ly  in to  th e  o rch estra  to  s t r ik e  a fu r th er  

note o.. j .  No on e , l e a s t  o f  a l l  Agamennone, su sp ec ts

O lite n n e s tr a ’ - n s in o e r ity  when sh e , w ith  p ersu a s iv e  tenderness  

accen tu ated  by p a ssa g es in  the harp above which the theme o f  ■murd'-r1 (sSx.fi) 

a s s e r t s  i t s e l f  (p .8 4 ) , in v i t e s  th e  K ing to  en te r  the p a lace  on a  

purp le  carp et (u s u a lly  reserved  fo r  th e  Gods), She concludes w ith  

the ambiguous "A q u el oho ancora bramo p ro w ed era , se  g l i  D ei l o

con sentano, un v i g i l e  penaiero  ohe bon so ”(To what I  s t i l l  w is h ,  shou ld

the Gods be on my s id e ,  *111 se e  tu e  thought which 1 w e ll  know <nd

never a llo w  to  s le e p ,  p p .66-7)♦  Agamennone, whose theme (B x .4 ) i s

brought back in  C A eo lian  by the bassoons over  to n ic  ped a l p o in ts ,  

f i r s t  r e j e c t s  C lit e n n e s tr a 's  p roposal as u n f i t  fo r  men. E v en tu a lly  

y ie ld in g  to  th e  Q ueen's p ersu a siv e  arguments (n ote th e  a l lu r in g  

p assages, in  th e  c la r in e t ,  C lite n n e s tr a 's  instrum ent, p p .8 $ -9 o ) ,  he 

en ters  the p a la ce  upon th e  purple ca rp e ts  (an a c t  o f  presum ption  

c a l l in g  fo r  th e  Gods' vengeance) w h ils t  the m aids s ta r t  a gra ce fu l  

dance to  music d e l ic a t e ly  scored  fo r  s t r in g s  and woodwind (E x.18)



pu n ctu ated  , however, by w oefu l appoggiaturss in  th e  oboe (Ex. 1 9 ): 

Ears. 1 6 , 1 9 , pp.9 4 -5

18

C Xitenneatra's ensu ing  prayer to  Zeus th a t  'what must "be accom plished  

s h a l l  bu accom plished1, io  commented upon by q u o ta tio n s o f  th e  ominous 

Bx.3 harmonized in  p a r a l le l  chords ( p ,102.)u The Chorus, aga in  overcome 

by f e e l in g s  o f  fe a r  and foreb od in g , embark on a ten se  passage during  

which th ey  r e c a l l  the crim e o f  A treu s, f i r s t  l in k  in  a ch a in  o£  e v i l  deeds  

le a d in g  each to  another (p , 1 0 j ) .  Unperturbead by th e  Chorus* u tte r a n c e s ,  

C lite n n e s tr a  in v i t e s  Cassandra, s t i l l  w a it in g  o u ts id e  in  th e  c h a r io t ,  

to  jo in  th e  household  in  th e  r i tu a l  ceremony th a t  i s  about to  take  

p la c e  in  honour o f  th e  guardian d e ity  o f  the house.



The fo llo w in g  scene ,  ra th er  lo n g  hut b e a u t ifu l ly  a r t ic u la te d ,  

c o n s is t s  o f  C assandra's f r ig h t f u l  prop h ec ies fr e q u e n tly  in terru p ted  by 

ch o ra l in t e r j e c t io n s .  As she g a ses  w ith  t e r r ib le  in t e n s i t y  a t  a  s ta tu e  

o f  A p o llo  sta n d in g  near th e p a la c e 's  s ta ir c a s e ,  her theme i s  heard  

in  th e  orch estras  

Ex. 2 0 , 1 1 4

[70| Ancora piii largo ____ ______  _______

.H = H 1  r

Suddenly p o sse s se d  by th e  God o f  prophecy she breaks in to  speech , 

f i r s t  f o r e t e l l in g  th e  House o f  A treu s' doom, then  d e sc r ib in g  th e  scen e  o f  

C lite n n e s tr a  lu r in g  Agamennone in to  the house, approaching the 

v ic t im  and s t r ik in g  him a f t e r  en ta n g lin g  him in  a n e t . Her v o ic e  

h y s te r ic a l ly  le a p in g  t o  th e  h igh  A - f la t ,

B z.21« P. 122
CiSSAXOKA

she denounces the treacherous m urderess w ith  tremendous p a ss io n  and then  

invokes A p o llo 's  mercy. W hen,.to  th e  horror o f  th e  Chorus, she 

p a sse s  on to  the v is io n  o f  T h y e ste s ’ ch ild r e n  (A eg isth u s' b ro th ers ,  

murdered by A treus and served  up to  th e ir  fa th e r  to  e a t)  h o ld in g  t h e ir



own f l e s h  in  t h e ir  hands, th e  f ig u r e  o f  augmented fo u r th  -  th e  e v i l  

t r i to n e  -  recu rs in  th e  su p p ortin g  tex tu re :

Ex. 22. -.■.126

A fte r  t e l l i n g  o f  her own death  a t  C lite n n e s tr a ’s hand and o f  th e  ' e x i l e '  

who w i l l  take vengeance upon C lite n n e s tr a  ( p .130-) , sh e goes in to  

th e  p a lace  to  meet h er  d e s t in y . A O orifea  and the V/omen's Chorus 

u t t e r  -words o f  com m iseration w ith  her and a  b r i e f ,  d e sp a ir in g  oomnent 

on a l l  human happiness which i s  'adream, o n ly  a dream, th e  shadow 

o f  a dream' ( p .1 41 ). As th e Chorus, on r eco g n iz in g  th e  K in g 's  d e a th -c r ie s ,  

m utter and exclaim  , ru sh in g  about in  f e a r f u l  amazement, th e p a la ce  

door opens, r e v e a lin g  C lite n n e s tr a . A b lo o d -s ta in e d  axe i s  in  her band. 

The theme o f  'murder' (S x .6B) s ta te d  by combined horn and E n g lish  

horn supported by a tim pani trem olo in  a v e r s io n  g r a p h ic a lly  

r e p resen tin g  th e  id ea  o f  the accom plished deed:

E z .2 3 , P. 145
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in tro d u ces th e speech in  which C lite iu ie s tr a ,  e x u lta n t ly  and d e f ia n t ly ,  

announces h er  murder o f  Agamennone. The Chorus exp ress th e ir  

h a tred  o f  C lite n n e s tr a  but she co n fron ts  th e ir  h o s t i l i t y  bravely  

and a rrogan tly . During th e  course o f  t h is  a lt e r c a t io n  she i s  a l l o t t e d  

a b e a u t ifu l ly  l y r i c a l  passage (th e  pathos o f  which i s  enhanced by 

th e  d e l ic a te  c la r in e t  and s t r in g  sco r in g )

B x .24 . p .  154

elluo- *a

a llo w in g  a g lim pse in to  her suppressed  humanity. By a c a l l in g ,  w ith  

tender em otion, I f i g e n ia ,  the daughter s a c r i f ic e d  by Agamennone to  

the Gods fo r  th e  sake o f  war, she d is c lo s e s ,  what i s .  the d eepest  

sp r in g  o f  her m urlerous a c t . Im m ediately resuming her c y n ic a l  

a t t i t u d e ,  she c h a lle n g e s  the Chorus sa y in g  th a t  she does n o t fea r  

them w h ils t  her lo v e r ,  E g ia to , rem ains by her a id e . She a ls o  r e v e a ls ,  

to  th e a p p a lled  crowd, her murder o f  C assanora, 'th e  fo r e ig n  s la v e -  

g ir l  who u tte r e d  p ro p h ec ie s ' w h ils t  sh a r in g  th e  bed w ith  Agamennone. 

The p eop le  req u est p erm ission  to  g iv e  t h e ir  K ing proper b u r ia l. The



. - . . A . i , v u rh a p j v..: i -  ".vj.uhinj -o ro cr .ll some

Nhich i'om erly  exj-sted , she evok ec , in  a dream -like manner to  

':  z'lgenir:1 ..ausic IBi::. 2 4 ) ,  The v i s io n  o f  her dead daughter moving 

•• -r_ , h-.-r r'itli-.‘.r ;o welcome him on th e  th reok o ld  o f  Hades. T h is mood 

.. . Cu:: Uy brusy.uu dovbutl rnarch-liku rhybhm v/i -u

th.v f i . t r u .c .  nV ^ 73.31.0 :

■ :........

•-i.-r-v, L'ins-Ly w t t u w u  ilnec, (supported  by Bx„25 in te r sp sr se d  .rith  

jr. ŝ r̂rc-r: conti:;^ouz,Ly o h i f t in g  th e  to n a l c e n tr e )  and in  a  

. .-or.-.to and y c -  -son^rollcd way w hich cannot f a i l  to  w in him sympathy, 

- l a - - , e-ftCT .jivi'cig thanke t'oi • t i l l s  day o f  ju a t ic a * ,  r e o a l la  th e  

- ja a tly  ep isod e o f  h is  b ro th ers b e in g  serv ed  by A treue to  be ea ten  

v ._ ,cir ovn. ;>.ther, T h yestes, As t h i s  prompted him to  en g in eer  the  

-o : -.o / . i l l  Agamennone, he deolareo h im se lf  proud o f  h is  a u ooesfu l 

. u;.. 'nu urowa., -ciactiivsj vd th  th ie a ta . and in s u l t s ,  oondemraboth him

- cozuie^-ern, but .;hn bida them r e s ig n  them selves as sue and 

'.vili otu'c.-oe obed ience. C litezm estra  and E g is to  withdraw.

• --che-i-s.r'.J pasnnye o f  minor chords on the s t r in g s ,  in terru p ted  

_•  ̂ frui^ar.;, v'lv'.tr-.in:', thu Womon’ :'. "Oh!", a lso  s e t



An a g ita te d  in stru m en tal passage accompanies the ep isode aurir.ti- ,vn ĉr. 

a group o f  youns men busy them selves around the s t r e tc h e r  upon vhioh 

the dead K ing l i e s  o lo th ed  in  h is  ro y a l m a n tle . A fter  a fo r t is s im o  

chord o f  th e  n in th , an F p e d a l, deoresoendo to  p ian o, u n d er lin es  

th e te n o r s ' "Ove, o v e , ova potremo v o lg e r  l a  sp era n sa ,. .  s e  frana is 

va in  ro v ioa  q u e s ts  casa?" (iThere, where, obi whera can we tur.i our 

h opes, i f  t h is  house c o l la p s e s  and comes to  i t s  end?i 

Ex.2 7 . ts.175

I t  fu d es away a llo w in g  th e  combined men's v o ic e s  to  repeat hom ophonioally
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a c a p p e lla  the same q u estio n . Agamennone's thene (Ex.4 ) sounds, s o f t l y  

in  an o r c h e s tr a l un ison  and remains in  th e b a s s ,  as a fr e e  o s t in a to ,  

w h ils t  th e  upper p a r ts  o f  th e  accompaniment a s s i s t  th e  '.'/omen’ s  v o ic e s  

as th ey  in ton e  in  o c ta v es a lament over  th e  dead K ing, s ta r t in g  and 

end ing  in  dark C Phrygian:

E x.2 8 . o . 177

B a sse s , then ten ors, then b a r ito n es en te r  in  im ita t io n  ta k in g  over the  

them e, s l i g h t l y  m od ified , and a l l  the v o ic e s  combine in  a passage o f  

superb contrapuntal w r it in g  (Ex.2 9 ) . Tension gradually  b u ild s  up
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and an impressive climax is brought about as the orchestra explodes 

with fortissimo major chords (ifith the ostin&to ’Agaaennone* theme 

hammering in the bass) and sopranos and tenors., sustained by the 

orchestral upper structure > bring back, in unison, the opening motive. 

After a purely harmonic, and very effective passage (p.184) the imitative 

technique is resumed. Fading away, the voices unite in a homophonio 

section, in C Phrygian, sung over a 'Largo e sereno' hymn-like motive 

outlining a broad, typically Piacettiun, arching phrrae:

3%.30. p. 188
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At the end of this impressive interlude, heard as Agamermone1s 

funeral procession is seen in the background in the changing light 

of the dying day, the theme of 'murder' (in the version quoted at Ex.23 

but rhythmically more relaxed) is restated, in octaves, by the orchestra. 

It is to this theme that Olitennestra and Bgisto come out of the 

palace. Over a background of thirdless chords interspersed with 

the opening motive of the ubiquitous theme of Argos (Ex.9),

Olitennestra, after commenting on the peace and solitude surrounding 

them,feels the unnaturalness of such atmosphere and, becoming 

almost obsessed, she cries for somebody to relieve her loneliness 

whilst the music pulsate with Ex, 5. There is orchestral agitation 

accentuated by the eerie rolls on the timpani during the scene in 

which she accuses. Bgisto, now insolent and defiant, of cowardice.

Terror!aed by mysterious screams in the air she loses control of 

herself and whispers "Blettra, Oreste" repeating their names 

deliriously with the addition of 'Ifigenia!' and then'Bgisto'. As 

Olitennestra and Bgisto, both seised with.terror , seek refuge in 

each other''s arms, the orchestra thunders out the aggressive C major 

opening motive of Clitenneatra's passion (Ex.2) from which unfolds 

the ascending chromatic passage whioh had characterized it at the 

beginning of the opera. This comes to rest on a chord of the 

eleventh on Fj the bass fluctuating between F and G-sharp, whilst 

the. Olitennestra motive (Ex.?) is interspersed before coming to
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rest on the tonic chord of C major (with added major seventh and 

minor second).

The second act is prefaced by an orchestral introduction aimed at 

establishing the psychological mood of the scene which follows (scene l). 

The passing of soven years has not relieved the uneasiness to which 

Clittinr.astra is prey. The opening dotted figure, stated full-force 

by the woodwind (Ex.31) , is actually based on the 'murder1 

motive au>. on the theme associated with Clitennestra (Ex.7).

The meaning of this symbolic association is made clear at 

p.220, where the motive appears (in the oboe, over a creeping 

chromatic figuration) when Clitennestra discloses to Egisto her fear 

of a man who will come 1 to spill my blood and yours- with mine'

Apart from these opening bars the introduction is built entirely upon 

Ex. 5, pulsating in the strings and complemented by quotations o£ the 

Clitennestra motive (Ex.7). The interval of the minor third, 

characterizing the figure associated with Clitennestra' anxiety (Ex,5) 

is emphasized by various instruments during this introductory section 

and also establishes itself as the main feature of the recitative in



which, in the scene directly following, Clitennestra orders 

Cilissa to organise offerings to be performed at Agamennone's

E x . 3 3 ,  p .  206

CVITENNESTftA

The reason for this is explained in the next episode. Clitennestra tells 

Egisto of a hideous dream about a snake 'with eyes like, coals' which, aa 

if it were her son, had sucked from her breast not milk, but blood.

7/hen Clitennestra, at the end of her nervous, at times elaborately 

accompanied speech t'Sl, paura"- Yes, fear, pc214-)> deliberately 

insinuates the name of Create, Egisto loses his arrogant self-confidence 

and goes to alert his guards. As Clitenneatra's room is plunged into 

dart . pattern of the orchestral introduction to the aot, with

a string figure (Bx«5) and minor third motives, is repeated, 

the cv»«ed 2x.31 also featuring conspicuously. After this, Clitenneatra's 

maids and the Corifea express fear at the events soon to 

take place. To their anguished.question 'Whose blood must soak the 

earth so that the rightful vengeance may be accomplished?' the orchestra



answers, "by quoting Clitennestra's motive (E x,7) over throbbing 

syncopations and. sustained pedal points whilst an expanded version 

of Bx.3 steals into the orchestra (pe229)o The first scene ends but 

the music continues as the venue shifts to the open space before 

the royal palace in the full light of the early afternoon (scene ii). 

A procession of nai&s bearing offerings to the tomb of Agamennone 

issues from the palace, Elettra, who has ohallengingly remained 

apart, answers Clitennestra's remonstrations, reminding her harshly 

that she, who hardly deserves the name of mother, has not only 

committed adultery wî h Egisto but has murdered Agamennone ("Hai detto 

madre?" - Did you say mother?,p.232-). It is to be noted that the 

theme representing Elettra, merely anticipated during this scene,

MU only appear in a clearly characterized shape (although almost 

a-mys quoted with slight modifications, symbolic, perhaps o f  

Bleotra's unstable state of m±nd) in the presence of people like 

the Old Man from Phocis, or Creates,to whom she wishes to reveal 

herself. Neither Elettra nor Clit-nnestra are depicted in a 

sympathetic way during this confrontation scene (the portrayal 

of the former being based on Euripides',and that of the latter 

on Sophocles' parallel scene of their Eleotra plays). Thus, when 

Elettra condemns her mother almost entirely in terms of her sexuality
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and Clitennestra contemptuously scoffs at her for being unable to love 

other than in 'foul dreams', we tend to forget the deeper motivations 

for their mutual hatred (and to alienate whatever sympathy we mey feel 

for either) should not the music conspicuously recall the 'murder' motive 

(Ex. 6). The quarrel between the two women is interrupted by the arrival 

of an old man from Phoois (actually, Oreste's tutor) bringing news of 

the death of Oreste in a horse-racing accident, at the Pythian games, 

in Delphi. The Old Man's narrative of the accident, interrupted by 

Elettra's expression of sorrow, opens, and closes in a plaintive 

Phrygian (in D, contr"*• fever, at bars 2 and 4. p.256. by the

raised B). It is concise, well-articulated, and accompanied by various 

figures of which the most prominent are the osti \ato-like pattern 

supporting the steadily ascending soalic figure repeated (with slight 

modifications and expansion) at the end of the speech:

B z .3 5 . n .256

and the dc ;•> 1 motive heard at the opening of the act (Ex.3l), still over 

the oatinr.v., p.us the Blettra motive, here clearly stated:

B x.36 , p .-. •

The news of Oreste's death is differently received by Clitennestra (who
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oar. hard ly  con cea l h er  r e l i e f )  and B le t t r a  (overwhelmed w ith  g r i e f ) .

The maids re tu rn in g  from Agamermone's grave however o a st  doubt on 

th e  accuracy o f  th e  Old Man's rep ort fo r  o f f e r in g s  found a t  th e  tomb 

seem to su g g est th a t  0 r e s t s  1* in  th e  neighbourhood. O rests  makes in  fa c t  

h is  uppearence,to  a  0 A eo lian  theme:

Em.3 7 , t .282

In  a  c o n tr o lle d ,  d ia to n ic  passage in  0 M izolydian  

Ex. 3 8 ,  p. 282

u n d erlin ed  w ith  a  m u lt ip le  pedal p o in t  from w hich, a f t e r  th e  f i r s t  

fou r  b a rs, Sx.37 u n fo ld s  in  th e  g u ise  o f  p a r a l le l  chords, he 

in trod u ces h im se lf  a s  th e  lea d er  o f  a d ip lom atic  m ission  bearing  

an urn co n ta in in g  O r e s te 's  ash es. E le t t r a ,  who dom inates the  

second a c t ,  h a s , a t  t h i s  p o in t ,  an extended passage in terru p ted  by 

Ore&te and th e sym pathetic r e a c tio n  o f  th e  Chorus o f  her own maids. 

These in terru p tio n s  oauae th e ep isod e  to  f a l l  in to  th ree  w e l l -  

o o n tra sted  s e c t io n s .  F i r s t ,  in  an in c r e a s in g ly  vehement r e c i t a t iv e  

s e t  to  c la sh in g  chords o fte n  producing b i to n a l i ty ,

(5 z .3 9  j



.sat pleads for the privilege of having bhe urn handed to her; second, her 

.'/ish Being fulfilled, sh e  embar.ts on » lyrical section in which she 

expresses despair and mourning for her much—loved brothers 

ja, 40 , p. 286

I'inally, in a harah, resentful manner, emphasized 'ay vd.de leaps, she 

telle of her past suffering, of her present iojeotion, of her being 

i alave in the house of her father's murderers (Ex. 41 A)



I  B x.40 . p p .290-291

f

   - »
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KXrilF==5if27=r$T3

O r e ste , whose id e n t i ty  i s  rev ea led  by th sF  Dorian

i-bually d is c lo s e d ,

i&  profoundly -touched by her words. R eferen ces to  p a st  ev en ts  e v e n tu a lly  „ %  'g 

cause B le t tr a  and O reste to  reco g n ize  eaoh o th er  ( i t  ia . perhaps no 

ooin oid en oe th a t  a t th e  c r u c ia l  moment o f  th e  re c o g n it io n  B le ttr a " s

muaic should assume the modal o2 :a c t e r is t lo  -D orian  -  a s s o c ia te d  w ith

O reste: s e e  th e  B Dorian s c a le s  in  th e harp accompaniment, p .3 0 0 , b .2 -5 ;

then  th e  G Dorian in  both v o c a l and o r c h e s tr a l p a r t s ,  go300 , l a s t  bar and

p .3 0 1 , b .1 -3 ) .  There fo llo w s  a e o n c is i ,  p o w erfu lly  dramatic duologue



C reate , whose id e n t i ty  i s  r ev ea led  by th e?  Dorian theme heard in  the  

o rch estra  b efore i t  i s  a c tu a l ly  d is c lo s e d ,

B x .4 2 , p .297

i S l II5 I ' J s l J a l I S

i&  profoundly touched by her words. R eferen ces to  p a st  even ts e v e n tu a lly  

cause B le t t r a  and C reate to  reco g n ize  each o th er  ( i t  is-p erh ap s no 

co in c id en ce  th a t  a t th e  c r u c ia l  moment o f  th e re c o g n it io n  B le t t r a 's  

m usic should  assume th e  modal c h a r a c te r is t ic  -D orian  -  a s so c ia te d  w ith  

O reste: s e a  the E Dorian s c a le s  in  th e  harp accompaniment, p .300 , b .2 -^ :  

then  th e  G Dorian in  both v o c a l and o r c h e s tr a l p a r t s , p»300, l a s t  bar and 

p .3 0 1 , b .1 - 3 ) .  There fo llo w s  a c o n c is e ,  pow erfu lly  dramatic duologue



-  283 -

in  which C reate t e l l s  E le ttra . th a t  th e  Gods have sen t him home to  

carry  ou t th e  revenge im placably demanded by h is  fa th e r 's  F u r ie s ,  

to  q u o ta tio n s o f  Ex. 42 heralded  by a C major sc a le  w ith  th e  'murder' 

m otive (Ex.6 ) underneath. (39 .304-5%  The rem ainder o f  th e  a c t  i s  

taken  up by th e  h ig h ly  dramatic and p ow erfu l]y  rendered ep isode o f  

th e  co n fro n ta tio n  between O reste and C liten n ea tra , F i r s t ,  w ith  s in c e r e  

g r ie f ,  C liten n ea tra  r e c a l l s  th e  s a c r i f i c e  o f  I f ig e n ia  :

E x .4 3 .  o . 3 g l

6 Sostcnulo

a wrong wbioh o n ly  murder co u ld  have s a t i s f i e d ,  con clu d in g , w ith  

awful so lem n ity ,w ith  "Sangue p er  sangue, b le g g e  a n tio a  e sacra"  

(B lood fo r  b lood , i s  a n c ie n t , sacred  law ).



Then, in  reco g n iz in g  in  'O r e s ts '3 fr ie n d ' h er  son , her r e a c t io n  

i s ,  in  tu rn , one o f  in d ig n a tio n , b landishm ent, pathos and th r e a ts ,  

a f t e r  which she surrenders in vok in g  tw ice the name o f  E g is to .

To th e  v io la s '  l a s t  r e p e t it io n s  o f  th e  m otive o f  'murder' (E x.6)

0 r e s t s  fo r c e s  h er  back in to  the p a la c e . The s ta g e  remains empty 

io v  a w h ile  and th e  orch estra  i s  reduced to a m u ffled  trem olo on the  

tim pani supported by a c e l l o  pedal p o in t . This trem olo p e r s i s t s  u n t i l  

th e  a c t io n  i s  resumed w ith  th e  en tran ce o f  a group o f  m aid -servan ts , 

and a  fo u r -n o te  sem iquaver fig u r e  appears above i t :

Ex. Ad, p . 340

Moderatiimanle mo5so,iK>n car,citato «■*»«« *.... .. c^im br« i»

Bx.4 4  i s  used as the b a s is  fo r  th e  accompaniment o f  the episodes, 

concerned w ith  th e  a s s a s s in a t io n  o f  C lite n n e s tr a  and then o f  E g is to  by 

O reste . A fte r  the l a s t  murder which , l ik e  the p reced in g  ones (and in  

accordance w ith  th e  p r in c ip le s  o f  c l a s s i c a l  dramaturgy) ta k es p la ce  

o f f - s t a g e  w h ils t  th e  ' v i s i b l e '  a c t io n  c o n tin u e s , O reste  appears on the  

s t e p s  o f  th e  p alaoe proc la im in g  th a t  ' j u s t i c e  has been done'. A- the



crowd accla im s 0 r e s t s  K ing o f  A rgos, he annonces h i s  w ithdrawal 

w h ils t  tr y in g  to  j u s t i f y  h is  h ideous a c t ,  d iv in e ly  commanded.

He a n t ic ip a te s  th e  agony which h is  so u l i s  doomed to  s u f f e r  a s  he 

s e e s  in  a v i s io n  th e F u r ie s  p ursu ing  him in to  em otional chaos. 

O r e s te 's  l a s t  words are a  poignant fa r e w e ll  to  h is  ten d er ly  loved  

E le t t r a ; ‘,B le t t r a ,  o mia s o r e l la  sventurata" (E le t t r a ,  o my unhappy 

s i s t e r ) .

E = .4 5 . p,.372

In  t h i s  e x p r e s s iv e , in te n s e ly  em otional so lo  supported hy sombre 

chords and m elodic m a ter ia l derived  m ainly from h is  own theme (Bx.4 2 ) ,  

O res.te, d eparting  from th e  u su a l Greek drama p r a c tic e  o f  h o ld in g  the  

Gods re sp o n s ib le  f o r  men’s  a c t io n s ,  t e l l a  E le t t r a  th a t  i t  i s  o n ly  th e y ,  

mere human b e in g s , who can decide whether they  should  be fo rg iv en  

f o r  th e  crime com m itted, or  condemned fo rev er . A fte r  s tr e tc h in g  

h is  arms towards E le t t r a ,  O reste  rushes w ild ly  from th e  s ta g e  to  

a g ita te d  descending v io l in  p assages which come to  r e s t  on a trem olo  

on th e  major th ir d  D -sh arp -B  w ith  a pedal F underneath. Ex. 3 is .





heard on the s t r in g s ,  supported by a rhythm icized  ped a l in  th e  horns 

and a lte r n a t in g  w ith  a m elism atic  oboe m otive answered by bass c la r in e t  

v io la s  and c e l lo s  (E x.4 6 } a s  an accompaniment to  th e  Men’ s "Quando 

quando mai o e s se r i., .. .q u a n d o  s i  p lach era  l a  fu r ia  d ’Ate?" (When, 

when w i l l  t h i s  fren zy  o f  A te  end?). As th e  Men embark on a p le a  to  

th e Gods to  avo id  th e  f in a l  d e s tr u c tio n  o f  th e  House, the Women jo in  in  

th e passage b e in g  u tte r e d  p ia n issim o  and w ith  'a  k in d  o f  desperate  

sorrow’ (accord in g  to  th e  score  d ir e c t io n s ) .  On th e  Chorus’ l a s t  

words s ta rv e  th e  f in a l  o r c h e s tr a l s e c t io n  marked ’Largo’ , ’Un poco 

p iu  mosso' and 'Molto l e n t o ’ and reproducing , in  a shortened  v er s io n ,  

th e in tro d u c tio n  to  A ct I ,  The u b iq u ito u s theme o f  Argos (E x .9 ),  

reduced to  i t s  e s s e n t ia l  shape, sounds s o f t l y  in  u n ison  f lu t e s  

and p ic c o lo  under an in v e r te d  A pedal su sta in e d  by th e v io l in s  

(harmonics u n t i l  th e  l a s t  bars) and complemented by the fo u r -n o te  

m otive o f  E x .9 , seem ingly  h in t in g  a t  the ’murder’ idea  o f  E x .6.

B assoons and then combined oboes and E n g lish  horn add t h e ir  p e c u lia r  

tone to  the b r ie f  development which fo llo w s  ,and i t  i s  o n ly  in  the  

l a s t  two bars th a t th e  t u t t i  e n ters  w ith  a th r e e fo ld  piano  

th ir d le s s .  chord on A reaohed through a long-prepared  y la g a l oadenoe.

—  0O0 — -

Of P i s z e t t i ' s  o p e r a tic  works CLITOTESTRA rep resen ts  th e  embodiment

o f  h is . a e s th e t ic  id e a ls  b u st. The l ib r e t t o ,  c o n c ise  and w e ll



c o n stru c ted , i s  e x c e l le n t  from hoth l i t e r a r y  and dramatic stan d p o in t.

The a c t io n  moves on s w i f t ly  in  w e ll-b a la n ced  ep iso d es . I t  i s  in  keep in g  

w ith  the p r in c ip le s  form ulated by P iz z e t t i  a t th e  b eginn ing  o f  h is  

ca r e e r  (and so  o f te n  c o n tra d ic ted  la t e r ) .  According to  th ese  p r in c ip le s  

an id e a l  m usic drama shou ld  c o n s is t ,  as fa r  as th e a c t io n  i s  concerned, 

s o l e ly  " of the ep iso d es  n eoessary  for. i t s  d ev e lo p m en t...w ith  th e v erb a l 

s e lf - e x p r e s s io n  o f  th e  ch a ra c ters  reduced to  th e  words th a t  are  

in d isp en sa b le  to  th e  i n t e l l i g i b l e  m a n ife s ta tio n  o f  th e ir  in n er  f e e l i n g s . . .  

as a s u p e r f lu ity  o f  words in  th e  e x p ressio n  o f  em otions has no other  

e f f e c t  th a t  to  hamper the fr e e  development o f  the m usic and to  m inim ize 

i t s  efficacy"^". M u sica lly  , GLITENMESTBA f u l f i l l s  P ia a e t t i ' s  id e a ls  

th a t  a music drama should  be "not o n ly  t-ie one in  which music is -  asked, 

to  make every ep iso d e , every  moment o f  the a c t io n ,  every gestu re  and 

word o f  th e  ch aracter  i n t e l l i g i b l e  to  th e sp e c ta to r , "but a lso  th e  one 

in  whioh music i s  g iven  th e p o s s i b i l i t y  o f  co n tin u o u sly  r e v e a lin g  the  

p ro fo n d ity  o f  th e  so u l beyond th e lim ita t io n s  w hich p o e try  oannot and 

w i l l  never be ab le  to  exceed""'-. W riting  on th e  f i r s t  performance, o f  

CLITEHltESTRl C laudio S a r to r i remarked th a t  "here, once more, th e  drama 

i a  condensed and expressed  in  th e v o c a l w r it in g ,  and th e  var iou s  

ch a ra cters are c l e a r ly ,  e x c i t in g ly  lim ned by music whioh d e p ic ts  in  

m a ster ly  fa sh io n  th e  A tr id es  caught up in  the savage v o r te x  o f  tragedy" , 

w h ils t  "the o r c h e str a , in te n t io n a l ly ,  p la y s  a secondary r o le  but w ith

1 . P ia z e t t i ,  Ildabrando. E ssay on Paul Dukas' ABIANE ET B&RBEBLEU.
R iv is ta  M u s io a le I ta lia n a , 1908, No.XV, p .73 (G,M. G a tt i ,  in  op. c i t .
guotes however p p .87 -5 )7



i t s  r ich n ess  and v a r ie ty  sp le n d id ly  supports th e  v o ic e s  and evokes  

th e atmosphere o f  th is  tragedy o f  fclood"^. To t h is  might be added 

th a t ,  b e s id e s  sup p ortin g  and evok in g , th e  o rch estra  ’supplem ents' th e  

l i g h t  and shade o f  th e  v o c a l w r it in g ,  o f te n  p o rtray in g  the p a ss io n  and 

te n s io n  con cea led  behind the words, b etra y in g  in te n t io n s ,  a n t ic ip a t in g  

ev e n ts . Themes and m otives -  te n se  or v ig o r o u s ly  m a r tia l,  solem n, 

l y r i c a l  or  epigrammatic -  in ter tw in e  and juxtapose in  a con tin u ou s,  

supple tex tu re  t y p ic a l ly  P iz z e t t ia n  in  harmonic and contrapuntal 

o r g a n iza tio n . P i z a e t t i ' s  w ell-know n, h ig h ly  in d iv id u a l declam atory  

s t y l e ,  i s  n o t o n ly  f l e x ib l e  "enough t  accomodate the f i e r c e ly  dramatic  

word or phrase"*, but capable o f  ex p ressin g  moments o f  in te n s e ly  

l y r i c a l  em otion, as in  th e  ep isod e  o f  th e  H erald k is s in g  h is  n a tiv e  

land ("0 su o lo  d'A rgo"- 0 land  o f  A rgos, A ct I ,  s o . i i ) , or  in  th a t  o f  

E le t t r a  mourning upon th e  urn supposed ly  co n ta in in g  O r e s te 's  ashes  

("0 r ie o r d o .. I'-O remembrance.. .  ,Aot I I ,  s c . i i ) .  Although showing no 

departure from P i z a e t t i ' s  u su a l tech n iq u e , th e idiom  o f  CLITIOTBSTRA 

i s  more s o p h is t ic a te d  than in  e a r l i e r  w orks, w ith  e lab ora te  rhythms 

and s k i l f u l  o r c h e s tr a tio n  r e ly in g  on sp e c ia l  tim b ric  e f f e c t s ,  and 

in t e r e s t in g  harmonies e x p lo it in g  th e  modal, tr a d it io n a l  and modem  

vocabulary w ith ou t any e f f e c t  o f  e c le c  ic ism . As u s u a l,  the chorus 

has a paramount r o le  and i s  alm ost always p resen t on stago  in  

ex tr a o r d in a r ily  b e a u t ifu l scen es p or tra y in g  resentm ent, p a ss io n  and ' 

sorrow. The touchingThrenody upon th e  dead K ing Agamennone (o ccu rr in g

1. S a r to r i ,  C laudio. P i z a e t t i ' s  new Greek tragedy. 0P3RA, June 1965, 
P .439.



towards the end o f  A ct l )  rep resen ts  perhaps th e  cu lm in ation  o f  

P i z z e t t i ' s  gen iu s in  ch ora l w r it in g .

The alm ost unanimous p r a ise  accorded, to  GLITEOTSSTRA. by th e  p r e s s ,

was a tr ib u te  to  th e  m usician who, during s ix t y  years o f  in d e fa t ig a b le

a c t iv i t y  bad been an adm irable example " of co h eren t, p ersev er in g  and.

in d e fe c t ib le  a e s th e t ic  a u ster ity " *  and o f  d ev o tio n  to  l i f e - l o n g

th e a tr ic a l  id e a ls .  In  Adelmo D am erin i's o p in io n  P i z z e t t i ,  w ith

CLITEHJfESTRA "had crowned a l l  h is  human, th e a t r ic a l  and m uaical

axperienoes w ith  a te c h n ic a l and s t y l i s t i c  m aturity  capable o f  making

th e  g lo r y  o f  th e masber"^. Renzo R o s s e l l in i  remarked th a t "the

humanity o f  P i z z e t t i ' s  t h e a tr ic a l  idiom  i s  indeed o f  the l o f t i e s t ,

f i e r c e s t ,  o f  th e  most nob le  and p a ss io n a te  nature th a t  one would

expect from m sIn  and p oetry  a lik e " .^  I t  seems to  me th a t  some

s t r e s s  should a ls o  be p laced  upon P i z z e t t i ' s  e t h ic a l  approach to  the

drama o f  C lite n n e str a , The message he intended to  convey t h is  tim e

i s  th a t  th e  d is a s te r  th a t fo llo w s  from the pursuance o f  revenge i s

s p in e - c h i l l in g  and th e  su rv iv o rs are as d ev a a ta tin g ly  d e fea ted  as

are th o se  who d ie . O reste  i s  condemned to  'th e  fu ry  and fren zy  o f

madness' ,  a punishment worse th a t death as i t  la ck s  i t s  m erc ifu l

and e v e r la s t in g  o b liv io n . I t  i s  im p ossib le  to  inunagine th a t  B le t tr a

w i l l  be immune to  th e  torm ents in f l i c t e d  by pangs o f  co n sc ien ce .

The Chorus' f in a l  'When, when w i l l  t h i s  fren zy  o f  Ate end?' le a v e s

l i t t l e  hope o f  peace or r e c o n c i l ia t io n .  I t  i s ,  in  f a c t ,  d i f f i c u l t

1 . 2 . 3$ L e v i, L io n e llo  ( l l  R ssto d e l C arlin o ) ; D am erini, Adelmo
(La Nazione') ; R o s s e l l in i ,  Renzo t i l  U essaggero). A ll  c r it ic is m  
on CLITENNESTRA i s  c o l le c te d  in  U usioa  d 'o e e i  . Anno V III;
January 1969, PP-72-5.



to think of a. work more apt than CLITEKNESTRA to bring home the 

lesson that hatred, brings no satisfaction but only the ashes of failure 

and defeat.
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C O N O L U S I O S '

The. aim o f  t h i s  research  has been to  in v e s t ig a te  P ia z e t t i ' s  h ig h ly  

in d iv id u a l a t t i tu d e  to  th e  m usica l s e t t in g  o f  h i s  l ib r e t t o s  in  f i v e  o f  

h is  music dramas. N a tu r a lly , he ap p lied  some i f  n ot a l l  o f  the  

p r in c ip le s  d e a lt  w ith  here in  th e  r e s t  o f  h is  dramatic output. His approach  

to  problems o f  a form al, m u s ic a l, e t h ic a l  and a e s th e t ic  nature connected, 

w ith  th e  l ib r e t t o  and i t s  m usical s e t t in g  in  th e  music drama has however 

a lso  been considered, in  r e la t io n  to  h is. c r i t i c a l  w r it in g s  and e ssays  

on th e  su b jec t a s  w e ll  as in  terms o f  a c tu a l achievem ent.

The f i v e  music dramas which have been the o b je c t  o f  t h is  stu d y  are among

P i a z e t t i ' s  f i n e s t  w orks, both from th e  p o in t  o f  v iew  o f  th e  l ib r e t t o

and o f  i t s  m usica l r e a l iz a t io n .  They have thus provided an in va lu ab le

source f o r  s tu d y in g  P i z z e t t i ’ s com p osition a l techn ique which we f in d

a p p lied  here a t  i t s  v e r y  b e s t . As fa r  as. I  am a b le  to  d isc o v e r , th ese

works have n o t p r e v io u s ly  rec e iv e d  uue a t te n t io n  from c r i t i c s  and

m u s ic o lo g is ts  who, apart from o c c a s io n a l a r t i c l e s  and. rev iew s, appear 1

to  have la r g e ly  ignored  them. P o l i t i c a l  reasons (to  be found in  the

support accorded by th e  F a s c is t  regime to  P i z z e t t i ' s  ' n a t io n a l i s t i c *

art)*, an alm ost t o t a l  in d if fe r e n c e  towards t i e  ' gen era tion  o f  th e • e ig h tie s ' j

P i z z e t t i ,ls  commitment to  a e s th e t ic  p r in c ip le s  th e  n o v e lty  o f  whio_ has

worn o f f ,  are p o s s ib ly  re sp o n s ib le  fo r  t h i s  n e g le c t  and a ls o  fo r  some

antagonism  d ir e c te d  a g a in s t  ‘both th e  man and th e  a r t i s t .  I t  m ight be

argued th a t  some o f  P i z z e t t i ' s  l e s s  su o c e sfu l music dramas are in  e f f e c t
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marred toy a sam eness o f  mood and a r ig id i t y  o f  conception  bound to  d estro y  

th e ir  v i t a l i t y  and in d iv id u a lity .  P ia r e t t i  d id  not have th e  in s t in c t iv e  

g rea tn ess  o f  V erd i, th a t  p a ss io n a te  humanity and in can d escen t fa n ta sy  

capable o f  fu s in g  human in s ig h t ,  dram atic aw areness, in te n t io n s  , even  

b a n a lity ,  in to  com p ellin g  m usic. But even when p r a ise  i s  g iv en  w ith  

r e se r v a tio n , th e  str e n g th  o f  the com poser's te c h n ic a l r e so u rces , the  

s o p h is t ic a t io n  o f  h i s  approach to  a e s th e t ic  problem s, th e l o f t i n e s s  o f  h is  

in s p ir a t io n  are always adm itted. P i z a e t t i ' s  declam ation, evoking the  

shadow o f  M onteverdi and o f  some o f  th e  grea t m a d r ig a lis ts  o f th e  R enaissance  

and y e t  w ith  an unm istakeable physiognomy o f  i t s  own, has been unanim ously  

recogn ized  as  th e  most in te r e s t in g  elem ent o f  h is  m usical language. This 

i s  unden iab ly  tru e . In  my v iew , however, too  much s t r e s s  has been put on 

t h is  a sp ec t o f  P i a z e t t i ' s  techn ique and too  l i t t l e  on what seems to  me to  

be ( e s p e c ia l ly  in  th e  co n tex t o f  I t a l i a n  o p e r a tic  t r a d it io n )  P iz a e t t i ' s  

most s t r ik in g  fea tu res  tho them atic co n stru c tio n  to  be found in  h is  operas.

I  have p a id  e s p e c ia l  a t te n t io n  to  t h ia  fe a tu r e . 71 e cannot f a i l

but n o te  th a t ,  w h ils t  P ia z e t t i  fo llo w s  th e Wagnerian p ra o tio e  o f  le i tm o t iv e ,

h is  themes are n ot mere la b e ls  attach ed  to  a ch a ra cter , id ea  or emotion.
I

They are alm ost m u sica l sym bols, co n ta in in g  w ith in  th e ir  c o n str u c tio n ,  

som ething i l l u s t r a t i v e  o f  th a t c h a ra c ter , id e a  or emotion. M oreover, they  

undergp a metamorphosis connected w ith  changes w ith in  th e  o r ig in a l  su b jec t  

o f  a s s o c ia t io n  and a ls o  take account o f  the s i tu a t io n  p r e v a i l in g ,  even  

o u ts id e  th e  o r ig in a l  su b je c t , a t  th e  moment th ey  are brought in to  u se .

Remarkable in sta n c e s  o f  t h is  p r a c t ic e  are found in  CLITSNNBSTHA (compare 

3 x .6 ,  th e  'id e a  o f  m urder', w ith  E z .2 3 , the 'accom plished d eed’ ) and 

ASSASSHIO NSLLA CATTEDRALE. Here B eck e t's  theue (S x .1 5 ) ,  a p t ly  der ived
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from th e  in to n a tio n  and m ediation  o f  a psalm odic to n e , w ith  th e  excep tio n  

o t  i t s  f i r s t  th ree  n o te s ,  never appears tw ice  in  the same g u ise . I t  i s  

su b jected  to  en d le ss  s u b t le t ie s  o f  in f le c t io n  and rhythmic and harmonic 

changes to  convey th e  s p ir i t u a l  e v o lu tio n  o f  th e  A rohbishop/m artyr, from 

h is  i n i t i a l  doubt and co n fu sio n  to  h is  mature and f in a l  c l a r i t y  o f  perception. 

Another p e c u lia r  (and sc a r c e ly  n o tic e d )  fea tu r e  o f  P i z a e t t i ' s  techn ique  

i s  th e  p e r s is t e n t  recurrence from work to  work o f  c e r ta in  them atic elem ents  

a sso c ia te d  w ith  p a r t ic u la r  moods and em otions or  dramatic s i tu a t io n s .

These came to  c o n s t i tu te  a k in d  o f  in d iv id u a l and c h a r a c te r is t ic  q u a s i-  

sym bolic vocabulary:

throbbing sy n co p a tio n s, appearing to  d e p ic t  th e  b ea tin g  o f  an anguished  

h ea r t , are used in  s i tu a t io n s  o f  ten sen ess  and d is t r e s s  ( PEDRA,Ex.9}IPIG2S.XA, 

Ex. 16$ LA FIGLIA DI IORIO, Ex. 19; ASSASSDJIO NELLA CATTSDRALE, E xs. 30and 32)} 

descending rhytbmo-melodic p a tte r n s  in  a fu n e r e a l, ominous v e in  convey a 

sen se  o f  foreb od in g , tragedy and doom (IFIGSNIA, S xs.13  and21; LA FIGLIA LI 

l o r io ,  3 x s .18 and 36; )

m otives co n ta in in g  e r r a t ic  sk ip s  and chrom atic s te p s  denote anguish  and 

s p ir i t u a l  c o n f l ic t  (IFIGENIA, E x s . l l  and 14; ASSASSEJIO KELLACATTSDRALE, Bn 14; 

ascend ing  l in e s  rep resen t l o f t y  , id e a ls  and a sp ir a tio n s  (ASSASSHIO NELLA 

CATTEDRALE (Exs. 36and 4 9 );

to r tu o u s , s h i f t y  themes are a s so c ia te d  w ith  in s id io u s  f e e l in g s  (LA FIGLIA 

LI IORIO, E x.3 1  5 ASSASSIN10 NELLA CATTEDRALE, E x s.23 and 3 2 ).

E s p e c ia l ly  im portant i s  the c h a r a c t e r is t ic a l ly  P iz z e t t la n  th ree -n o te  

descending  f ig u r e , which seems to  approximate th e  in f l e c t io n  o f  th e I ta lia n  

'Ahime' (A la s! )and, i n  v i r t u a l ly  every  sco re , ocoura  in  s i tu a t io n  chacged w ith



em otion, p a in , sadness and d esp a ir  (FEDRA, E x.4j IFIGEHIA, Ex.21; LA FIGLIA 

DI IORIO, E x .13; ASSASSBTIO KELLA CA$TEBRALE, Ex. 14; CLITE8MBSTRA, E x.8 ) .

I t  may be in te r e s t in g  to  n o te  th a t  D a lla p ic c o la  was to  u se  t h i s  fig u r e  

in  h i s  opera H  PRIGIOSIERO ( 1948)1 both m elo d io a lly :

and a s th e  o u t lin e  o f  an harm onically  te le sc o p e d  row, a s s o c ia te d  w ith  

th e  concept o f  ' f r a t e l l o ':

/ /  Prgkr.kn̂ L vi t" l- >  ,1

—r

Some o f  P i z s e t t i ' s  te c h n ic a l d e v ic e s  co n ta in  in t e l l e c t u a l  overtones  

rem in iscen t o f  th e  Baroque techn ique o f  word p a in tin g . These are 

e s p e c ia l ly  n o t ic e a b le  in  FEDRA( th e  score  o f  which rem ains, in  my op in io n , 

one o f  P i z z e t t i ’s  moat in te r e s t in g  and o r ig in a l ) :

th e descend ing  and ascend ing  m otion o f  th e  music r e la te d  to  th e  id ea  

o f  s in k in g  and r i s in g  (Ex.4 4 ) or » p in g  (E xs.23 and 2 8 ); the  

u n d u la tin g  movement in  the s t r in g s  su g g estin g  an a s s o c ia t io n  w ith  th e  

Sea-God Neptune (E x.4 5 ) and, more s u b t le ,  the b ow -lik e shape o f  the  

theme o f  F ed ra 's death  (we w i l l  r e c a l l  th a t she d ie s  stru ck  by th e  arrow 

o f  th e  Moon-Goddesa A rtem is),E x. 5 6 .

A lso  in te r e s t in g  i s  P i z z e t t i ' s  e x p lo ita t io n  o f  the modes, o f t h e l r ' e t h o s ' , 

(accord ing  to  what P i z s e t t i  thought to  be more consonant w i' , th e  s p i r i t  and 

meaning o f  th e  t e x t )  and o f  th e ir  p e c u lia r  ex p r e ss iv e  or  su g g e st iv e



p e c u l ia r i t i e s .  Thus, th e  u n q uestionab ly  b r ig h t Lydian mode i s  

a p p ro p r ia te ly  used in  the opening scene o f  LA FIGLIA 21  I0RI0 to  oonvey  

th e g a ie ty  o f  th e wedding p rep ara tion s and t j  add g l i t t e r  to  the  

sp le n d id ly  atm ospheric 'mountain scen e ' w ith  which the second a c t  o f  th e  

same work s t a r t s .  The sadder and darker q u a l i t ie s  o f  th e  Phrygian and 

A eolian  modes are ad vantageously ap p lied  to  s i tu a t io n s  in v o lv in g  mourning, 

lam en tation  and f e e l in g s  o f  foreb od in g  a s ,  f o r  in s ta n c e , a t  th e  s t a r t  o f  

th e  th ir d  a c t  o f  LA. FIGLIA DI IORIO; a t th e  opening and con clu d in g  scen es  

o f  IS’IGEtJIA and fo r  th e  lam en tation  fo r  th e  dead Agamennone, in  CLIT3HN3STRA. 

The in tro d u c tio n  o f  th e  Chorus in  the op era , w ith  a  r o le  which p a r a l le l s  

th a t o f  Greek t r a g e d y 's , must be regarded a j one o f  F i z z e t t i ' s  most 

remarkable in n ovation s (a s  regards n in e teen th  cen tu ry  opera; ) . Choral 

ep iso d e s , tre a te d  in  a way which i s  both dramatic and dynamic, o fte n  

rep resen t th e  h ig h l ig h t s  o f  an e n t ir e  sco re . F o llow in g  th e tr a d it io n  

p o in ted  out by Mussorgsky in  h is  grea t ch ora l images and Debussy in  some 

o f  th e  choruses o f  LB MARTYHS DS SAHIT- SHBA3TJ3I, P i s z e t t i  showed in  h is  

ch ora l p assages how i t  was p o s s ib le  to  amalgamate s u c c e s fu l ly  th e  

c h a r a c te r is t ic  d e v ic e s  o f  th e  polyphonic sch o o ls  w ith  th e  rhythm ical, 

harmonic and s tr u c tu r a l resou rces o f  modem m usic.

WhilstPiszetti'a use of harmony is frequently unadventurous, his use of 

the orchestra in an operatic context was, considering the time and 

place in which his first music dramas were written, strikingly 

new and advanced. Although kept in a fairly subordinate position, 

the orchestra is. asked to provide a varied and continuously 

evolving background, not only mirroring the dramatic events
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(o r  a n t ic ip a t in g  them) but a lso  r e v e a lin g  th e  characters!1 in n er  f e e l in g s  

and em otions ( thus adding to  them a new p sy c h o lo g ic a l d im ension).

The sc o r in g ,  m ainly r e ly in g  on subdued to n e s , i s  u s u a lly  s k i l f u l l y  

handled, and i s  e s p e c ia l ly  su g g e s t iv e  in  th e  ev oca tion  o f  transparent 

and d e l ic a t e ,  or remote atm ospheres.

F i z z e t t i ' s  c r i t i c a l  w r it in g s  and e ssa y s  do n ot d e a l s p e c i f i c a l ly  w ith  

m atters o f  m u sica l techn ique or s t y l i s t i c  d ev io es . The m usica l problems 

connected  w ith  th e  music drama are always co n sid ered  in  r e la t io n  to  th ose  

oth er  problems o f  a s tr u c tu r a l ,  dram atic and id e o lo g ic o -e th ic a l  nature  

which form th e  b a s is  o f  h is  o p e r a tic  con cep tion .

As a lrea d y  s a id  in  th e  conclud ing  p o r tio n  o f  the In tro d u c tio n , F i z z e t t i ' s  

departure from h is  sound and w e ll-fo rm u la ted  dramatic t e n e ts  proved  

d etr im en ta l to  a number o f  h is  operas ( e s p e c ia l ly  th ose  b e lon g in g  to  h is  

m iddle p e r io d ) . He was however more c o n s is t e n t  as a e s th e t ic  or e th io o -  

p b ilo so p h io a l p r in c ip le s  were concerned. I f  th e  ch o ice  o f  op era tic  

su b je c ts  t e s t i f i e s  o f  th e depth and breadth o f  h is  c u ltu r a l  in t e r e s t ,  

h is  preoccupation  w ith'm oral m essages' i s  I n d ic a t iv e  o f  an ex traord in ary  

e th ic a l  in t e g r i t y .  F i z z e t t i ' s  musio dramas convey a v iew  o f  l i f e  and 

o f  moral behaviour which i s  a s t r ik in g ly  s in c e r e  statem ent o f  p erson a l 

c o n v ic t io n s . Whether e th ic a l  is s u e s  oan, or  sh ou ld , p rov id e th e su b je c t  

m atter o f  music i s  perhaps d eb atab le. Frank Howes reminds u s th a t  

"music and moral i s  an o ld  co n ju n ction  o f  id ea s -  a t  l e a s t  as o ld  

a s P la t o " \  Indeed, apart from th e  a g e -lo n g  a s s o c ia t io n  o f  music

1. Howes, Frank. MAM, M2MD AMD MUSIC, p .58.
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w ith  r e l ig io n  (which in c lu d es dramatic forms l ik e  l i t u r g ic a l  dramas, 

a z io n i s a c r e ,  o r a to r io s ) ,  th e t e x t s  o f  co u n tle s s  operas d ea l w ith  

moral i s s u e s .  I t  s u f f i c e s  to  remember th e  e t h ic a l ly  o r ie n ta te d  

l ib r e t t o s  o f  Zeno and M etastaaio; th s  d id a c t ic  o p e r a tic  t e x t s  o f  

V o lta ir e  (SAMSOH, n ever s e t  to  m usic,how ever) and Beaumarchais ( fo r  

S a l i e r i ' s  TARAHS); th e  l i v r e t  & these' o f  many French e ig h teen th  and. 

n in e teen th  oentury operas (a s ,,  f o r  In sta n ce , B o u il ly 's  l ib r e t t o  fo r  

C h eru b in i's  LBS DEUX J0UHN2ES and Z o la 's  l ib r e t t o  fo r  Bruneau's LT3SSIDQR). 

I n  P i z z e t t i ' s  dramatic works a  c le a r ly  d e fin ed  message comes a cro ss .

I t  i s  th e  le s s o n ,  shown in  th e  moral d e fea t  o f  O rseolo in  th e  homonymous 

work, in  th e temporary in sa n ity  o f  G iovanni, in  L'ORO, in  O r e ste 's  

w ithdrawal in to  madness, in  ClITBHESTRA, th a t  hatred  i s  a tremendous 

curse and th a t one cannot exp ect to  escape th e  punishment brought about 

by i t .  I t  i s  the warning th a t  war should  be str ip p ed  o f  i t s  romantic 

trap p in gs and th a t a l l  th e  'r u in s ,  s la u g h te r s , te a r s  and m ournings' 

in vo lved  in  i t  are toe h igh  a p r ic e  to  compensate fo r  th e  joy  o f  

v ic to r y  (D3B0RA E JA2LB, VAHNA LUPA, CLITEN1T3STRA). I t  i s  the  

su g g estio n  th a t  " love  o f  h u m a n ity ... ,  the w i l l  and s tren g th  to  make 

s a c r i f ic e s  fo r  o th e r s , th e  jo y  o f  giv ing"*w ithout a sk in g  anyth ing  in  

return  i s  th e  on ly  p o s s ib le  a n tid o te  to  "the fo r o e s  o f  e v i l ,  th ose  

m y ster io u s, obscure and m anifo ld  agen cies  o f  d ecep tion  and tem ptation  

which are awake and a c t iv e  in  every man"2 (LO STRAITIBRO, FRA GHERAKDO, 

L'ORO, LA FIGLIA DI I0R I0, APSASSHIO H3LLA CATTEDRALB, H  CALZAHE 

D'ARG3HT0) .  Always d ea lin g  w ith  fundamental moral q u estio n s  P i z s e t t i

1. See p. 17 in th is  th esis.



showed th e  worth o f  q u a l i t ie s  l ik e  lo v e ,  d ev o tio n , sym pathetic response  

to  s u f f e r in g ,  r ea d in ess  to  fo r g iv e .  This i s  perhaps nowhere to ld  so  

e f f e c t iv e ly  and charm ingly ae in  P i z z e t t i ' s  l a s t  opera H  CALZABB 

D'AEGENTO. I t s  p r o ta g o n is t , G iu lia n o , i s  a g e n tle  m in str e l who wanders 

around th e  world s in g in g  ''the t a le  o f  our human lo v e ,  renewed w ith  th e  

f low er  o f  p oetry  -  th e  flo w er  o f  th e w orld1. He w ins over  th e  weaknesses  

and m eannesses o f  nen by means o f  in d u lgen t understanding and 

E h ilo a o p h ica l r e s ig n a tio n  and t e l l s  ’a n c ien t and b e a u t ifu l arteries' 

to  th o se  capable o f  a p p rec ia tin g  h is  message o f  lo v e ,h u m ility  and 

compassion. T h is seems, to  me to  adumbrate th e  a r t is .t -c r a a to r  and u is  

B o s it io n  in  th e  w orld , the composer h im se lf  who, o f te n  m isunderstood, 

y e t  n ever departs, from h is  se lf- im p o se d  id e a l  o f  b r in g in g  "to h is  

fellow -m en a word o f  goodness"^", to  h e lp  them to  understand , s u f f e r  and 

accep t l i f e ,  to  c o n so le  them fo r  th e  tremendous in e lu c t a b i l i t y  o f  

su f fe r in g . L ike G iu lia n o 'e , P i z a e t t i ' s  s t o r ie s  are b om  o f  human 

exper ien ce . ',?e can o n ly  too  e a s i l y  f a i l  to  se e  th e  r e la t io n  between  

aorae o f  h is  music dramas, and the i s s u e s  o f  h is  p er iod . Y et, the  

re levan ce  o f  th e  themes trea ted  in  BBBOEA E TAELS, OSSSOLO, L'ORO,

VABHA LUPA and IFIGBtlA to  p a r t ic u la r  p o l i t i c a l ,  h i s t o r i c a l  or c la s s  

s i tu a t io n  should  not be p o in ted  out to  th o se  who have n o t fo r g o tte n  

the a t r o c i t ie s  o f  two World Wars and th e ir  consequences in  terms o f  

m a ter ia l and moral d is a s t e r  and s o c io - p o l i t i c a l  upheaval.

However, whether P iz a e t t i  d ea ls  w ith  themes der ived  from an c ien t myths, 

and legen d s or w ith  su b je c ts  r e la te d  to  a s p e c i f i c  h is t o r ic a l  moment,

1. See p. 21 in th is  th esis.



he t r i e s  to  d e f in e  th e  meaning o f  h is  a to r ie s  n ot in  terms o£  

con tin gen cy  "but in  ten n a  o f  th a t u n iv e r sa l tru th  which p e r ta in s  to  

th e  human co n d itio n .

P ia z e t t i  never aimed a t  showing "man's m isery  a t  i t s  b la c k e st  and man's 

grandeur a t i t s  grea test" ^ . He stw  men a s  they  were and sim ply t r ie d  

to  understand th e  meaning o f  human l i f e  and human behaviour. The 

unhappy tim es in  whioh he l i v e d ,  which had seer, th e  sh a t te r in g  o f  so  

many i l lu s io n  and th e  fa i lu r e  o f  so many id e a ls  were to  In flu e n c e , in  

a n eg a tiv e  way, h is  v i s io n  o f  th e  world. Almost a l l  h is  ch aracters  

( e s p e c ia l ly  so h is  male h eroes) are lo s e r s  in  th e  fa c e  o f  l i f e ,  lo n e ly  

wanderers moving towards some u n a tta in a b le  g o a l, tr y in g  to  d isco v er  

where th e  f in a l  tru th  r e s t s .  T h eir  a im less  q u est a s s o c ia te s  them 

w ith  the"people o f  a l l  th e  world l i v in g  no m atter when "today, or  

y e ste r d a y , or  in  an even more d is ta n t  and in d e f in i t e  p a st" 3 „ in  t h is  

i s  to  be found th e  u n iv e r s a l i ty  o f  P ia z e ^ t i 's  a r t .

"/a may ask o u r se lv e s  whether th e  u n iv e r sa l themes o f  F i z z e t t i ' s  muslo dramas, 

t h e ir  e t h ic a l  concern ,have broadened th e  appeal o f  h is  m usic. An a r t  

which probes in to  th e  m y ster ies  o f  l i f e  and d eath , o f  lo v e  and 

su f f e r in g  and aims a t inducing moral thought, i s  ob v io u sly  not fo r  th e  

m asses. In  th e  l i g h t  o f  th is  statem ent I  quote th e  fo llo w in g  e x o e ip t s ,  

from P i z a e t t i ' s  w r it in g s  , g iven  in  the In trod u ction :

1 . H am ilton, E d ith . TBE GREEK MAY, op. c i t . , p .176.
2 . See p .13 in  t h is  th e s is .
3 . The tim e in  which th e  a c t io n  tak es p la c e ,  in  L'ORO.



Should not Art... be the exaltation of life 
and humanity? Let our spirit be carried away 
by the wave of life created by the work of art, 
but only in order to allow its substance to be 
enriched, its energy to be invigorated. Let Art 
not be annihilation, but experience fortifying 
the will and generative of love and humanity.

the artist who, in his own language, brings 
to his fellow-men a word of goodness; or is 
capable of provoking or stimulating goodness; 
who can induce his fellow-men, even in the most 
terrible, most tragic and darkest hours to 
look around at the beauty of the world - this 
artist, be he a poor man, an humble person 
resembling millions g.: others is like a priest, 
almost like a saint.

This must be taken in relation to the ’spectator1, the listener,who

approaches Pizaetti's music dramas with perhaps some previous knowledge

of his alms, perhaps also of those of other composers who evolved along

similar lines, or, at least, with understanding and an. open mind.

An introverted man and an isolated composer, Pizaetti did not write for

everyone but for those capable of perceiving ths relationship of his

works to issues of the past and present times, of accepting his

disenchanted vision of the world and of appreciating the example of

moral anC artistic integrity which he proposed in h!s works.

Revealing and providing such an understanding of Pizaetti's musical

setting of librettos has been an aspect of this thesis. I have also,

in dealing with the individual works, assessed the oxtent to which

Pizzetti suooeeded, or failed, to realize his theories and ideals, and

the manner in which the musical setting or interpretation changes

1. See p . 5 in  t h is  th e s is .
2 . See p .21 in  t h is  th e s i s .



tiio  l i t e r a r y  t e x t  by adding d ith er  paych o log ioa l depth to  th e  ch a ra cters  

(a s  in  FEDRA and LA FIGLIA BI IOHIO), or  newer dim ensions to  the  

s t o r i e s ,  sometimes len d in g  a  more u n iv e r sa l a sp ec t  (a s  in  IFIGBJIA, 

ASSASSUJIO NELLA CATTBDRAL3 and CLITMH3STRA).

I  have l i t t l e  doubt th a t  few  composers o f  opera or music drama gave 

ae p a in sta k in g  a t te n t io n  to  th e m u sica l s e t t in g ,  in  every  d e t a i l ,  o f  the  

l ib r e t t o ,  aga in  in  a l l  i t s  d e t a i l ,  a s  a id  Ildebrando F iz z e t t i .
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