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It is over the priests' 'Rex tremendae majestatis' that the Women of
Canterbury utter the question (shortly to be answered) "Chi dungue,

chi per noi perorerd?" (Who shall then plead for ua?, p.209),

¥rom here onwards the drama moves unremittingly towards its conclusion.
The priests bar the doors of the Caihedral tm$ Becket ordexs that they
be opened. Then, in a Tigorously dvametic, eloquent passege accompanied.
by orchestral triplets frequently punctusied by Ex.20 he proclsims

his decision to give his life 'to the Law of God above the Law of Mant,
Again heralded by their stark, dark-coloured theme (Ex.41) the Knights
enter and dlunily give their ulbtimatum, Becket answers firmly, refusing
%o submit to their requests and ocommends his cause, and !that of the
Churoh! (Bx.46) %o *Almighty God, to the Blessed Mary ever Virgin,

%0 e2ll the Saints end Marityrs!. His last words are spoken against

a ‘translucent baokground dominated by vhe harp and by the combined
flute and bassoon proposing Beckst's theme (%x.15) , again modified:

Bx.47, 29
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The Enights, drawing their swords, sweep aside the terrified priests

and sirike Bocket who falls to the pavement . A repeated "Oh!" from the
‘Women of Canterbury and the Priests on a desoending figure harmonived in
fifths end fourths and comwencing with a chord of the eleventh on F, is
supported by the erchestra and aptly suits the vielence of the moment
(p.231). After four bars the Prieststohomus diss away and the Women
contimie with a diminished ohord on F from which the 'Oh!' motive descends
until the coniraltos perfoma modulation to 4 minor. As they burst out

in the exaspersted "Chiarilie l'aris, ripulite il cielo® {Clean the air,
clean ths sky), the oppressive Ex.13 heard at the beginning of the music
drama reburns, this time in the viclins, with haunting effect in nervous, i
broken fregments et first altsrrating with the dotted figure of Ex.6,

then becoming quietly insistent against thirds in the clarinets and finally
trailing off when, at the end of the choral outburst, the orchesira comes :

o rest on a long and waffled A pedal. |

The scene in which the Knights attempt to justify their actions, addressing ! ;

the audience directly in a Shavian maaner, & soene which, in Eliot's words,

was aimed at "shocking the audience aut of theixr oomplnuency“l, is reduced
%o e fsw, essential sentences, It has lost its charsoter of combined !
“humour, parody and bitter irany"2 but modern colloguialism is avoided !
and the funeral bell which %¢lls in the baskground over an F-sharp pedal |

point which continues throughout the scene, plus the heavy timpani

1, ZLumley; Prederick. TRENDS IN 20TH CENTURY DRAMA, op., c¢i¥.,p.85.

2. Jacobs, Arthur. Pizzetbits MURDER TN THE CATHEDRAL, The Musical ®imes,
April 1958, p.213. —

L
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pu.nc;.ua‘cions "keeps us olose to the tragedy of the ysar 1170"1. As
so0n a8 e Knights have finished speaking a faifare-like figure is
heard ‘plenissimo, dolce' in the orchestra, It is immediately
followed by a quotation of the opening phrases of the Te Deum

( autbentic, Awbrosian melody)

Te Deum Laudamus
Ex, 48 THE AUTUENTIG OR AMSROSIAN MELOPY

S
loudly intoned by three off-atage tubas in aliernation

with "Hoi ti lodismo, Dio, per la Tua gloria” (We praise Thee, 0 Gog,
for Thy glory), homophonically sung by the combined Women's and Priests!

choruses:

e

S !
I
|
|

Over a light string and woodwind texturs the hymn in praise of God

1, MURDER T THE CATHEDRAL zs an opera (unsigned), The Times
op. citey P15
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begins to unfold, surging and subsiding as it leads into an eighb-part
polyphonic passage of poignant beauty (Bx.50). At "Or noi riconosciamo
la nom. » oolpa’ (Weaknowledge our trespass) Beckei's theme (Ex,15)

is guiet.y heard in obos and clarinet over o long sustained C pedal
point in the strings and an ascending scale in the herp steadily

mounting through two ociaves:

Bx, 51, D.2%0 distintasentr articatato
. W prans, s inea: .
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Whilst the C pedal persists in the violins the ¢ major harmonic

structure shifts to D-flat major (p.261, last bar), then to C minor

(pe262, 1:2), F major (p.262, b.3), plagally ending on the radianas

of ¢ major as the Chorus, now at the end of their long weariness

. - . »
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die ewey efter the invecation "0 Beato Tommaso, prega per tutti noil™
{Blessed Thomas, -ray for us alll):

52 D263

perdendoss

i‘ £, - pre . gaperutdl ol

ey

B850, pre . g pertutl

’ _mase, pro. gapertatdi i

 tempo, urgo LA SCENA ST QUIDDE
e e

Qf Pigzetti's later works ASSASSINIO NELLA CATTEDRALE is the one which,
perbaps beosuse ¢f the fame of Eliot's play, has aroused the greatest
interest in Italy and elsewhere. A conaiderable amount of sritical

acmment therefors exisis. On the ococasion of its Italian premidre

-
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(so0 successful that the originally scheduled four performances wera

inoreased to ten) ASSASSINIO NELLA CATTEDRALE was almos$ upanimously
reviewed by the press in the most favourable terms. Pernando L. Lunghi i
who, like Francis Toye praised the opera without reserve, put the accent

on the noveliy of its musice~dramatic concepiion (okriously determined

Yty the drema itself) peinting out the drvematic and lyricel suggestiveness

of the music; the almost soulptural evidence af both individual and

group characterization and, especially, the peculiar effectiveness

of the orchestral cciouring evooative of the sullennes of the ‘'grey

asky' of Canferbury and the 'bitler sea! of Dover amidsi which the

wiragedy unfolds, siowly bub inexorably, fowards its finsl solubion' .

Franco Abblati defiped ASSASSINIO WELLA CATTEDRALE as "a magnificent

wark",zstructurally adhering to the principles of Greek dyama but

otherwiss reminiscent of the Mystery plays, eepecially in its musicsl

realization aimed at transfiguring reality in the 'fixed! symtwlism

of an edifying story. Abbiati seems to agree with Toys in finding the

second act, in which thers is more drama, more action and therefore

more incisiveness, mere exciting than the first. Howaver, whereas

Abbiati describes the Tempiers as somewhat lacking in ambiguous B
seductiveness, Toye thinks that "the musio seems to heighten the

subtlety of the temptation, of which.the insidiousness becomes even

more apparent when finally the Archbishop masters all fbur of his 2

Tempters in a final olimay of which any operatic composer might be

1. Lunghi, L. Conferms dtupn {ASSASSINIO NELLA
GATTEDRALE). TEATRO ALLA SCALA. La Stagione Lirdca 1958-59, p,454.
2, Abbiati, Franco, L'ASSASSINIO NELLA CAPTEDRALE. Corriere deile
Sera, March 2, 1958, p.6. <
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proud"l. In Toye's opinion Pizmzetti's music, generally spesking,
“admirably reinforces Bliot's te.xt"l, the composerts partiality fox
accompanied recitetive being fully justified in MURDER IN THE CATEEDRAL,
Apropos of the choruses he wrute: "Tribute has already been paid to
Pizzetti's mastery of choral writing, but it may be doubted whether he
has ever done anything better than the choral writing here; the fear, the
misery and the horror of the women are reflected to perfsotion in their
music"l. Arthur Jacohs, who found Pizzetti's idiom "strangely akin to
that of Vaughan Williams"z in its use of consecutive triads and modal
melody, cbserved that "the play, being concerned with argument rather
Ythan emotion or charaoferization, is perhaps not of the kind most suited
‘o cperatic treatment. The music, indeed somewhat blunts Bliot's ‘tattack!®,
But, if it be granted that opers has aesthetic values of ‘its owa, which
are not entirely to be measured by those of an original spoken play, then
Pizzetti's score must be welcomed as generally effective, often Pinsly
expresaive, and satisfactorily unified"g. Jacobs was not over-impressed
with the Knights' episods (in fact the most controversiel one‘) b the

unnamed correspondent of The Times seems to have been happy that the

Knights' eddress was "not presented as a kind of Shavien anticlimax"l.

Another unnamed oritic, writing in Time, said of Pizmetii®s opera: "It is

a long way from Canterbury to Rome, but an Italian composer has undsrbaken

the cultural journey with fascinating results" and further that

1. Toye, Prancis. ASSASSINIO triumphs in Uilan, The New York Dimes,
Jdarch 16, 1958, p.ll.

2, Jacobs, Arthur. Pizzetti's MURDER TN THE CATHEDRAL, The Musjcal Times,
April, 1958, p.213.

3. MURDER IN THE CATHEDRAL ag an opera {unsigoed). The Times,
Harch 3, 1958, p.15.

Wonday,
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"resisting the tempting opulence of much Italisn religious music,
Pizzetii went back past the Renaissance toward the medieval simplicity
of Gregorien chani., Somebimes the music evoked Bach, sometimes such
unsentimental modernists as Hindemith and Honagger"l. Irving Kelodin,
who revieved the premidre which took place at Carnsgie Hall, New York,
on Suptember 17, 1958, is however of a different opinion, describing
ASSASSINIO NELLA CATTEDRALE es "a work rooted in Italian operatic soil,
with o gtrong sense of wocal line, liberal use of chorus, a fluctuation
betwsen melodic recitative as Puccini utilized it, and outspoken, if brief
a.l'ias"a. He emphasizes the loss suffered by Eliot's work in "fransference

from medieval England o the dateless operaland of Italy"z.

contradioting himself, Kolodin first credits Pizzetti 'with an

ability to susizin a stage problem matohed by few cantemporaries"z,

‘then says fhat "the abundant skill and fluency of his operatic

sraf¥ aye insufficient o sustaln interesi when everything else relates

1o one static character about whom the inaction ravolvaa"g, Agein

in contrast to this we rezd David Ewen's " While the action of the

opere often proves statio, and dramatic intersst sometimes tends to

lag, Pigsetti’s musical writing achieves such power and poetic

eloquence thet the opera vemains {thoughout a compelling emotional
experienos"z. The first British pertormance of ASSASSINIO NELLA CATTEDRALR

was mounted by fhe Sadler's Wells Opers Company for the Coventry Festival

1. O Veoohio Tomi( unsigned. The music critic was, at the time, Bick
Murphy but the article may have bsen written by a substitute), in
Pime, Mawvch 17, 1958, p.68.

2. Kolodin, Irving. MURDER in Carnegie. The Suturdey Review, Septembexr

6, 1958, .29,
3. Ewex, David. THE COMPLETR OPERA BOOK OF 20TH GHNTURY MUSIC, p.493.
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on June 12, 1962.1 The post unfavourable criticism came from Clive

Barnes: "Pizzetti's work is nowhere like es important as Eliot's and es a

consequence one is entitled to wonder whether the opera bas any real
justiﬁcation"z. Althougb recognizing in this new work "a telling

seriousness and craftmenship" Barnes found the music "dull and adolid,

5%iffly conventional and unduly monotonous™, ndding thet "ell Pizzettils
considerable skill se an orchestrator camnot remove the impression that

the opera is bumbling along with none of the flash and intellectual fire

of the original pla.y"z. E.M. Webster seems to have been particularly

impressed by the chorus, especially the Women's, to which Pizzetti

gives "little drama, but much tenderness and passion”, by the "gentle,

poignant orchestral interlude™ given to ‘the Christmas Sezmon and, .
generally, by the delineation of Thomas & Becket as well as by the climactic
endings of hots 1 and IL., Andrew Porter's review seems 0 me to contain

sound and objective remarks. MHe presents Pizzetti as “u decent, sober '
composer, concerned with large themes, but unable to command the languegs

of passion - no Puccini, nor a Strauss, but rather a Boite, a Pfitener,

or perhaps a B:'mdemit‘n”d, He prizes ASSASSINIO NELLA CATTEDRALE as i . !
'PALESTRINA and THE HARMONY OF THE WORLD ave prized - a sterling piece
made with integrity and crafimanship; grave, low-toned, thoughitful:
always intevesting; musically satisfying bub never fiery'. Porter thinks

that “Pizgetti has caught the picturesguenesa of the piece, especially

1. Orrey, Leslie, in A CONCISE WISTORY OF OFERA (p.231) erroneously
gives the date 1958.

2e Barnes; Clives, leetti's Becket , Music end Musicians, July, 1962,
vol,10, No 11, p.22.

3 Wehstei,é};‘ .M, Pizzetti's MURDER TN THE GATHEDRAL, Musical Opinion, :
u; .

. T e deow \URDER 10 HB GATHEDRAL, The Musical Times, 103, ¢
1962, P.544.
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in his big operaiic finale to the first act"; that "the harmonic and
orchestral style comes from Puccini,..and from Wagner' and "the melodic.
lines are mazked by a lyricism that is plevasing end fluent though
hardly indiv.id.\.\al"l. Like Jacobs, Porter finds the Knighta' episcde
rathexr feeble. He concludesby saying: "To go to LURDER I THE CATEEDRAL
expecting excitement and unforgettable moments of high inspiration ie
to invite disappointment. But as a grave, studious end thoroughly

well made opera, it seems to me to offer considerable rewards. Puesini,
tuilding his stews, torrowed and cheapened ideas from Wagner, from
Debussy; Pizzetti, without the other's genius but with a nobler art
purifies these ideas again"l. Curiously enough the lack of 'historical’
ambientation, pointed nut by lLassimo Milaz and, offen, by my supervisor,
Prof. U.V. Schneider, does not seem to bave worried English critics,

as one would have expected. One may perhaps well wonder whebher
Pizzetti's avoidance of historical ambientation was not perhaps a
deliberate one. A stoxy set in a particular socisty, at s particular
time, inevitably relates fo the moral, social znd political standards
and to the purely temporary concerns of the moment, By umbuing the
musical setting of Eliot's play with thut mystico~religious, timeless
and placeless atmosphere so pecularly his own, and by emphasizing

the theme of redemption of sin through the death of a martyr, Pizzetti

1. Porter, Andrew, MURDER IN THE CATHEDRAL, The Musical Times, July,
1962, p.544.
2, Mila, Massimo, L'ASSASSINIO NELLA CATTEDRALE, Cronache Musicali,
p. 165,

P 3 . s
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seems to have added a newer, wider dimension 6 the story, lending to
it a more universal religious aspect. Not very mich remains to be
said about this music drama. Perhaps that the score is one of the
finest written by Pizzetti and exhibits all those conspicuous

gifts so frequently appreciated in the composer's command of these
means of expression. Pizzetti's highly individual style, with its
material so often derived from chants, sequences and hymns of the
church; the psalmodic inflection of the melodic lines, redolent

of pity and humanity; the anthipbonal, responsorial und cancnic
treatment of the chorel paris; the use of plegel cadences and ozganum—
like progressions, has never been applied to any ovlher Piszetii

score with such magnificent apiness, Bescause of the congeniality

of the story to Plzzetti, and of its consonance with his moral and
aesthetic prirsiples ASSASSINIO NELLA CATTEDRALE remains, perhaps,
his most inspiring woxk. Certainly, the most Jazeply end intimately
felt, The conventionally minded opera-goers wight not, perhaps,

find full satisfaction in ASSASSINIO NELLA CATTEDRALE. Although

the stamp of Italian opera is visible, the work also, consciously

or unconsciously, appesrs to show much of the oratoric style of the

sarly sevenbeenth century religicus operas. Pechaps Toye had this in mind
when he wrote "If there is eny demand at ull for sober and religious
operas, ASSASSINIO NELLA CATTEDRALE should win, as it deserve, a

high place in the repertory“l.

——— 000 ——

1. Toye, Francis. ASSASSINIO triumphs in Milan, New Nork Times,
Linrek 16, 1958, p.1ls
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CLITENNESTRA

Of all the conflicts that have divided mankind the most bitter are those
‘that have set against each other members of the same family causing the ,
disruption of a natural order and the shatiering of the most sacred bonds
of love, This is the theme of CLITENNESTRA, a gigantic saga of hatred

in which wo see a wife who kills her husband to redress the wrong of hism
murdering their own daughter and is in turn killed by her own son,
CLITERNESTRA was Pizzetti's last work. Perforued three years before

the composer's death, it is usually regarded as something of an artistic
and spiritual testament. As is so well-known among authorities on
Pizzetti as hardly fo requirs mention, the first aci of CLITENWESTRA
grew out of incidental music which Pizzetti wrote for Aeschylus!AGLMENON
(in 1929) end then condensed iuto the Introduzione 211'igemennone di

Eschilo (published in 1931). I+ is surely no chance that the last music

drama of the olassically-minded Pizzetii should have once again been
derived from the fertile source of Greek mythology.

The myth of Agememnon, Aegisthus, Clyfemnsstra and Orestes, upon which

the libretto (written by the composer himself) is based, is an ancient
one, parts of it, for insiance the sacrifice of lphigenia, going back to
the times of human sacrifice. It has survived in sophisticated dramatic
foxms but i%s origins bave practically heen forgotten. The first, mest
complete and satisfaotory version of the story is to be found in Aeschylus'
THE ORBSTEIAN TRILOGY which deals, in succession, with the murder of
Agsmemnon by Clytemnestra {AGAMEINON) ; the murder of Clytemnestra and

Aegisthus at Oreste's hand (THE CHOEFORI, or THE LIBATION-BEARERS) and

™ 3
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the termination of the blood-feud by superhuman intervention(TER EUMENIDES ).
Much of the materisl is derived from earlier sources, among them Homer's
ILIAD and ODYSSEY, but the Agamemnon saga as recounted in the ORESTETAW
TRILOGY is largely the creationdAeschylus'own imaginative, yet logical
mind, It was through *the narration of the entire chain of events, from the
firet ancestral curse o the Tinal expiation of Oreste's guilt, that the
tragic implications. of the atory and iis religious and moral significance
could be fully understood and appreciated, Like all great stories
THE ORESTITAN TRILOGY 4s an old tale adapted fo the spirit of different
times and cultures, To put it in Philip Vellacott's words, it is "a story
aompounded of fact and imagination, reflecting the experience, belief, and
aspiration of a vital society, and blending within itself the poetry
of common 1if and the visicn of the pmphet"l. A.C. Swinburne's
desoription of Aeschylus' trilogy as "probably on the whole the greatest
spiritual work of man" zha.s hardly been challenged and it appears that
Goethe reversd AGAURNON "as if it were divine, and found in its pages
the keystone of all ethical and aesthetic inquiry, partiocularly wegarding
the relation of moral to tragic guilt"j. The myth of the ocursed house of
Agamemnon continued t0 act asm a magnet upon Athenian tragedians, smong
them Sopho.les ad Buripides who, in their FELECTRAS shifted the foous of
dramafic interest from Cliytomnopira to the hate~consumed dsughter of the
King of Argos., As the basic story is the same, a comparison of the works
of the thre¢ olasasical dramatists shows their varying approach to the same

subjest, B.F, Waitling, in his Introduction to Sophocles! BELECTRA AND

1. Vellacoft, Philip., Introduotion %o Aeschylus' THE ORESTEIAN TRILOGY,p.9.

2, Quoted by Michael Gmant, to whom I am indebted for some of the material
used in these pages, in MYTHS OF THE GREEKS AWD ROMANS, D.160.

3. ibid ., p.175.
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deals so well with the matter that I reproduce the entire

vo. in presenting the saga in the form of three
consecutive plays his (4eachylus’') concern is primerily
with the prver and contimuity of the divine forces which
sontrol the destinies of the doomed family - forces
which cannot be questioned ox resisted. The persons

of the drama are less individuals than puppets symbolic
of men and women enwrapped in the prsdicaments to which
humanity is condemned. Man is involved in such and such
confliets by the will of keaven, and only heaven can
pronounce the verdict and unravel the knot,

Buripides took one chapter of the story - the return
of Orestes and the punishment of the murderers — and
presented it, in the main, on a human &nd naturalistic
level; yet expressing in his way 2 judgment on the
provlem of the stoxy - the judgment, in fact, of a
Tebel against the accepted interpretation: tae deed of
Orestes, by Euripides' accounv, was both inevitable
and sinful, and cannot have been the will of any good
power. Orastes kills his mother, bitterly protesting
against the hoxror of the deed to whick he is driven,
and the epilogue of the play foreshadows the torment
which his soul is doomed to suffer, imprisoned in a
naze of eril from which there is no escape.

Soyphocles pronounces no judgment, iie neither approves
nor condemns. Here, he says, is the story - an
immoral story, bui a wtory of human beings; such was,
the bearing of the rerson implicated in the svent.

And within the limits sssigned to the play what is

done is complets anu final, If there was a ssquel,

we are not concerned with it, except 3n so far as we
supply cne for oursflves in our reflections afisr the
fall of the ourtain’.

Yany works. on this fascinating subjeot were written throughout the

centuries: Seneca's AGAIEMNOY ; Voltaire's DRESTE (1‘750); Alfieri's

AGAMENNONE and OR3ISTE (1776-1778); Hofmannsthal's ELEKTRA (1909) 4o nane

only a few of them. Several writerc and dramatists in Fhesent times

"have used jhe myth as a catalyst for their statements about life",

2

1. Waitling, E.F. Introduction o Sophooles' ELECTRA AND OTHER PLAYS,

9-10.

2, Grant, Michael, op.cit., pp.l175-6.




- 245 ~
Paul Claudel, who translated the ORESTEIAW TRILOGY into Frenoh, used
some of its .lements in his own trilosr. set in thoe nineteenth century:
L'ORAGE, LE PAIN DUR and LE PERE EUMILIE (1911~1920), He interpreted
the BUMENIDES “as primitive revelations anticipating Biblical verities"l.
Also in the nineteenth ventury, in New England thi~ time, is cast Bugene
0'Weill's trilogy MOURNING BECOMES ELECTRA (HOE.[ECOHIHG, TIE HUNTED and
THE FAUNTED), of 1931. It is a transposition, in Freudian temms, of
Aeschylus! story end it is based on the assumption, stated by O0'Neill
himself, that we have no gods or herces, bui we have "the sub-conscious,
the mother of 8ll gods and heroas"z. The effort io adapt Cresk dramatic
forms 1o the modern theatre has been carried on by Thomas S.Elict, Eliot's
MURDER IN THRE CATHEDRAL {1935) is considered by Michael Grent, perhaps
arguably, as his ACAURGION, whilst FAUILY REUNION (1933)echoes THZ
COFPHORT deriving however from THZ EUMENTDES the transformation of the
Furies, who are seen as the urges of conscisence and, as such, agents of
divine grace, into the Kindly Ones. The curse baunting the House of
Honchensey is pot the result of an ancestral blood-feud but it is the
primeval crime of Cain purderousiy &riving wenkind, Rebert Turney's
DAUCHTERS OF ATREIS (1936) is a splendid re-creation of THE ORESTETAN
TRILOGY, also incorporating IPHIGENIA I AULIS, Jeen Giraudoux! ELECTRE
(1937) is another re-stutement of the old story, It has = superb turn
right at the end where, after showing the Furies determined to drive
Oreste t¢ madness and suicide as well as the rmuinous consequences of

marderous hatred, the perennial miracle of the rising sun seems %o bring

1. Grant, Michael, op.cit., p.177.
2. divid.
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5ite i% = message of hope. Jeen Penl Sartre has to his credit what is,

serhaps, the mwost up-to date version of the Orestwian story, In his first

sar-time play, LES MOUCEES (1943), the Furies are symbolized by hideous
Jiood-sucking flies polluting Argos. Egiathe symbolizes the occupying

povers and Clytemnestre ta the oollal The positive

sherscter is Oresbe who does not to the overpowering forces.
n 2 true existentlalist way, he shows that man is free and capable of
self-devermination and consoiously assumes the consequences of an act
sondemned by vonventional standards .

Phe tragic race of the atrides (members of the Agamemnon's Ffemily) has
inspired, more or less dirsctly, wvarious cperas. Lemoyne's ELECTRS
(Paris, 1782, iibretto by N.F, Guillard) is based in outline on
Sophocles but presenis the murder of Clytemnesire by Oreste as purely
accidental, as he intended Yo kill only Bgisthe, Felix Weingartnex's
ORISTES (Leipzigs 1902), afber Aeschylus, is en almost Wagnerian
irilogy incluling AGAGNNON, DAS TOTENOPFER and DIE ERINNYEN, The most
famous opera on the subje . i undoubtedly Streuss' ELEKTRA (1909), a
sowerful setting of Hugo von Hofmamnsthal's homonymous drama, In
varius Milhaudts trilogy ORESTE (1913-1924), Claudel's version of

the Aeschylean trilogy finds a moat appropriate mueical expression.
In this "prodigious wcx'k"l, which covers the entire story, from

vlytemnestre's murder of A o the t of the

.. Gollaex, Paul. 4 HISTORY OF LODERN iUSIC, p.252.
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with it a message of hope. Jsan Paul Sartre has to his credit what is,
perhaps, the most up-to date version of the Oxesteian story. In his first
war-time play, LES MOUCHES (1943), the Furies ave symbolized by hideous
blocd-sucking flie: polluting Argos. Egisthe symb.llzes the ocoupying

powers and Clytemnestre ts ke collal

The positive
character is Oreste who dees not surrendsT to the overpowering foroes.
In a true existentielist way, he shows that man is free and capabls of
self~determination and conscisusly assumes the consequences of an act
condemned by conventional standards ,

The traglo race of the Atrides (members of the Agsmemnon's family) has
inspired, more or less directly, various operas. Lemoynae's Em;cm
(Paris, 1782, libretto by N,F. Guillard) is based in outline on
Sophocles but presents the murder of Clytemnestre by Oresie as purely
acoidental, as he intended %o kill only Egisthe. Felix Weingartner's.
ORZSTES (Leipzig, 1902), after Aeschylus, is an almost Wagnerian
trilogy including AGAIRNON, DAS TOTMIOPFER and DIE ERINNYEN, fThe most
famous opera on the subject is undoubtedly Strauss® FLEKTRA (1909), .= !
powerful setting of Hugo von Hofmennathal's. homonymous drama, In o
Darive Uilheud's trilogy ORESTE {1913-1924), Olaudells version of
the Aeschylean trilogy finds a ..:@t appropriate musical expression,

1
In this “prodigious work"", which covers the entire siory, from

Clytemnestre’s murder of A to the t of ‘the '

1. Gellser, Paul, 4 HISTORY OF LODERN MUSIC, p.252,

Fas™% N L Py s
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Furies in agrowth of light and heppiness, Milhaud seems "4o have

understood perfectly the Greek concept of iragedy that unites the buman

with the divine, simplicity of idess with richness of imagery, and the

reality of Mediterranean life with supernatural 1a.w"l. In 1965 came

Piszettits CLITEVNESTRA, a drematically compact and ferse version of

the story contained in Aeschylus and Sophocles’ dramas on the subject, f\;
set to music of inspired lyricism and sowbre grandeur. Although .
£bllowing in the main the ouline of the classical wodels, Pizzetti !
took the liberty of modifying the traditional endings so as t¢ tree
Oreste from divine influence and to make of him a responsible human
being. I do not think that such initiative, aimed at projecting a
personal point of view, should be criticized as "arbitrary and a.rgua.hle"z
as Franco Abbiatl does. The variations in plot and detnil, as well as
in character portreysl found in the works of fthe classical dramatists L
prove, as Robert Graves has pointed. out, that they wers not bound by ,
‘trad:'l“‘;icm3 » which also applies to modern writers and dramatists, as »
shown so far, And rightly so, as i¥ iz the fluidity of meaning, the L

timeless truth, the universal perspective contained in the mythological

atories that enables them o become the vehicles of different beliefs o

and ideas at different times and places.

Paul Collaer, in his A HISTORY OF MODERN [USIC writes:

Wilhaud composed the ORESTIE on Claudel's $ranslation
of Aeschylus between 1313 and 1924. In 1919, Satie
wrote SOCRATE, based on the text by Plato, Stravinsky

1. Collaer, Paul, op. ¢dt., 2.250. H

2. Abbiati, Franco. Presentate alla Scala la CLITENNESTRA di Piszetsi . ’
Copriere della Sera, March 2, 1956, p,12

3, Graves, Robert. THE OREEX MYTHS, p.64

Fae™ w ow
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wrote music for Sophocles' OEDIPUS REX, as adepied

by Cocteaun, between 1926 and 1927. Honegger worked on
ANTIGONE from 1924 to 1927. Four of the most renowned
contemporary aomposers and iwe great French poets made
an offering of, the best of their talents to the genius
of the Greeks ~.

Pilzzetti's offering at the feet of Greek drama was not confined to
CLITENNZSTRA, His IFIGENTA and also FEDRA (viae D'innunzio) derive

from the same fertile source.

Information about the construction of the libretto is given by
Pizzetti himself in the revue TEATRO ALLA SCALA:

The gestation peric’ . the libretto wes lengthy. I
started writing it '« 1361, baving in mind the first
two tragedies of Aeschylus’ THE ORESTEIAN TRILOGY - .
AGAMEMNON and THE CHOEPHORI - as well as Sophocles!' ¢
HELECTRA. I must say howsver that I took the liderty :
of not only changing some episodes but also adding
others as suggested 0 me, eves, perhaps, demanded
of me, by the tragic story and the characters themselves,
I have, in fact, added opening and concluding soenes
between Clitennestra and igamennons to Act I, and an

. opening scene; having the same characters as protagonisis,
to hct IT. Of these scenes ihexe is no trace in §
THE ORESTEIAN TRILOGY. Finally, I did net deemit right
to conolude the ragedy with an adaptation, however i
free; of Aeachylus' THE EUMENIDES ~.the third tragedy
of THE ORESTEIAN TRILOGY. I decided that, afver
comnitiing his orime, with the intentionzl complicity of i
Elettra, both Oreste and Eletira, freeing themselves |
from all supsrhuman influence, should feel themselves !
again 'mere! human beings and, s such, should ssarch
within themselves, within their entire tormented
lives for either a vslid reason for their possible
rsrlsmp'bioné or a deserving, desperate and inexormble
punishment .

A comparison of the libretto with its sources shows that the first

act of CLITENNESTRA is (with the exception of the Clitennestra-~ :
|

1, Collaer, Paul,op.cit., 1.262. . ¢
2, Pizzettl, Ildebrando. TEATRO ALLA SCALA. LA STAGIONE LIRICA :
1964-5, op.269-90°
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Bgisto episcde added by Pizzetti in scene i, but constructed upon
elements; found in classical saurces) entirely derived from Aeschylus’'
AGAMEIBON, The second act is, in general outline, based on Sophocles'
ELECTRA but incorporates material dvawn not only from Aeschylus'
THE (OEPHORY but also from Buripides! ELECTRA which, surprisingly,
is not mentioned by Pizzetti at all, The orucial section of the first
soene of Act II {one of those added scenes of which, according ‘o
Pizzetti, there is no trace in the ORESTEIAN TRILOGY), in which
Clitenestra, after sending her nurse Cilissa’ to bring ahundant
offerings to the tomb of Agsmennone, tells Egisto of her fear born of
'a hideous dream presaging dreadful events', iz an expansion of the
passage which Aeschylus, in THE CHOEPHORI, assigns to the Chorus
(of female servants of Clytemnestra) with Orestes interpolating
comments, Thus, Aeschylus'

(Chorus): She dreamt that she gave birth to a snake

She wrapped it in shawls and lulled it to rest
like a little child.

She herself, in her dream, gave it her breast
%0 suck.

Wwith her millc the crezture drew forth olots
of blood.

Immediately she mends libations,

hoping to purge this poison at its source,

‘becomes Pizzetti's:

1. The oharacter of Cilissa, who introduces the sentry bringing news
of Agamennons®s return at the opening of the opera, is faken from
Aeschylus! THE COEPEORI. She is actually Oresie’s, not Clitennestra's
. muxse;; she doss noi, in the original, entertain sympathotic feelings
for the queen.

™ . B .

1
|
;
|
!
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Strdsotando sepra il latto, un lungo serps
i o'exe attaroiglisto sl corpo, sl Flanohl.
Bria 1a teata, mi gosrdave fizeo
son coohi ohe paravens di bragis,

E sllora, sllora ~moledstts mal-,

come g0 foane il figlic mio, 11 figlle
Fartorito da wa, da Mo matrito,

£ porsd o atasae AL geno, o 11 serpe subito
71 stattacod guoshiondo,

Sentivo Gal mio sono in lul Suiza

11 1atte.. Ha poi.. Mo, non eva latts

quel ohe Tigurgltava

&n11 oua tosoa ingorda.

Yo era ladto, mos ma nongue; omnguel

Crawling on ny buds o long smako
wotlva $tealf round ny body end ny Lumbo.
Haluing $tn hesd, it looked at wn

with oyes like live couls,

loaving ot of its mouth

a onilly bresth ¢ .
And then, then —oursed mel~,

an AF 1t ware oy haba, the bobe
bora of me and whom I nuzaed,

I gave it my Uroast and it atarted
sucking trom it.

3 folt the milk flow.

Tt then it wan not wilk

that triofled down

tho aides of 1te greedy mouth.

It wea not milk, but Ylood, bloads

From both Sophooles’ and Furipides's RLECTRAS comes the Clitennestra-
Eletira confrontation at the beginning of the second scene of Act IX.
From Sophooles ars derived the twe following passages. In the first
of them Sophooles has Elecira saying to the Chorus (of women of
Mycenae):

Imagine what it mesns to see, day after day

Aegisthus sitting in my father's chair,....
sveraeeseand, last outrage,

The muirderer going o his bed with ther' ~
Must I stild call her mother? - with his mistress,

whilst, in Pizgetti, it is to Clitennestra that Elettra gays:

Hai dotto madve?
Una parola she nol Fronuncisria
fotide plogho i dovxobbe aprire
@ 1¢ lebbra ingessate dalla bosae Pollutod br tho mou

ds1 tuo Bglato, 1'asanasine turpe af your Aeglevhie, tha hidoous mirdenes

ohe bal fatto insems & %o Sevrano d'Argn, | whom you bave unis, with you, ruler of Argvo,
17 uomo ohe fai glodere nel tuo lstio ke men whom you Move allowed to lis,

dove inpisme con te ginoque mis padrel with you, in my fadhox(s beds

Di- you oay mothort
On pronounving ¥sis word
putrld wounds slould open on your ldpn
th

In the second, Clytemnestra challenges Electra with:

I caused your father death. I had an ally -
Justice. This father of yours...did a thing

B0 other Greek had dared %o do, when he Tuthlessly
sacrificed your sister to the gods.., Is that any
reason why he should not be brought to justice for
killing whet was mine? Had not Memelaus two
children of his own?

BEE
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which Pizzetti slightly expands, as follows:

Ltuaodod? 51, 1'uooicd.

I killed hin? Yos, I d14.
pipeietb i 1 batzayee hin? Yes, o be deaervad.
::"‘;“ aole :tm"n" essoutrion Whether have I bsan, or not, the instrument
H of & supreme law of justiot
Atuna supresa loggo di gluatisis, .
T o s o 22 2 impocta sapario, 1 do not know,. nelthof L wish to know,
s But 1t oufticed, to do uy Justios
Ma potova baatarmi, a far gluctizis, et e e
Gitagli ml avease stxaziate il ouore & torn ey hoary apar
St pon Sreausoinee alle 2uo nary whon, o win %o Ao cbipu sailing for Tltum

u favourable wind...,...
he aneritioad upon Ax‘h!nm’adt.:z‘

41 vento favorevols vewao Tlio,
ceeerarees gl BEOBSY

soprs 1lare diirtemido, pon gld x: :. mﬂ'"t:;‘hﬂbvﬂhm
uns Ciglin del vils Manolso, Tk a7 Youngent dsugitor,
za delléinis T1glinola la pili picoods, Phiguniz, ny hear

1a mis Irigenis, il cuorn wicl

Blettra's scornful answer to ithis is elaborated from the lines which
Buripides puts in the mouth of his Electra:

(Zou justified yourself)

with the argument that for your child

you killed your husband, The world kmows you less well thaa I.
You, long before your daughter came near sacrifice,

the very hour your husband marched away from home,

were sebbing your brown curls by the bronze mirrer's light.
«..You needed Agamemnon never %o come again.

reading, in Pizzetti:

Ma por quanto But for how long

tenpo da quando 41 Re 4' Argo partl ainua the King of . Arges loft

por 1a guosra contro Ilia, quanta a lungo| 102 e war in Tlium, for bow long
sapenti sonasrvartl 414 you ‘remain woxrthy of Iphigenia,

degne d'Ifigonia sacrifiesta your dmughtor maerificsd?

o puc dogna 4 te, Rogina o madre? And worthy of yourself, a mothar snd o Qusent
u oho spinta da oHenta luspusiosa, You, that alraady prey of lascivious pacsion
#tor) gid fatto adul. .a 3000gLiende had adultorously received inta youy areo

fra 16 tue broocia 41 turps vils Egieto, thu +ile Aoginthua,

usoddest mio padvs per mexbatid | You KALod wy €ather to wesp youz aarsy Lover

11 tuo lurido amants.

Pizzetti?s Elettra, especially as she emerges from Glitennestra's
sharp remarks, owes much to Euripides' portrayal of her. The dramatic
incidents, after ¥his initial clash up to the killing of Cliteunestra

by Oreste, follow Sophocles closely but, from the murder-scene onwards

Pa™ .- b
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Pizzetty reverts to Aeschylus' THE COEPHORI, offering much richer
dramatic possibilities. Pizzetii's conclusion, reflecting a more
up-to-date conception of merality is, of course, a personal ons,
yet one of the many that we can supply for ocurselves "in our

reflections after the fail of the curtain"l.
-— olo ——

The Prelude %o CLITENNESTRA, of symphonic charaotcr, bears resemblance
40 the Wegner prelude in its richness. of sound and orchestration,
harmonic variety and tonal fluotuation (&g)f In multisectional
form,; it can be considered as & paraphrase of Act I, as it presages
its dramatic incidenis and musical contents as well. It opens wiih

a 'Molto large' section, the very first ber of which iniroduces the
almost aggressive ¢ major motive associated with Clitenmestra's
passion, followed by an ascending chromaticized passage in woodwind
and upper strings:

Ex.25 p.1

Molto fargn

The music continues with what seems to be a development of Ex.2

1. Waitling, B.F. ,ivi, p.273.
The quotations ave from: (1) Aeschylus. THE CHOEPHORI (Tr.Philip
Yellacott), pp.222-3(2)Sophocles, ELECTRA (Tx.E.F. Wailing),pp.
76 and 84 {3) Euripides ELECTRA (Pr. Bmily Townsend Vermeuls),
pp. 279 and 280).
The translations from Italien are mine.

+ See next page.

o e e e —— —
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and a few motives, later to assume more definite thematic shape are
binted at, Thoseat bars 3 and 5 are also ocomnected with Clitennsstra

{as will be seen later) whilst the desoending motive in the cellos,

ESs ~ IO R —

carrying within itself ominous oonnotations, will be heard throughout
the opera anticipating, or commenting on catastrophic happenings.

The nervous course of the music is brought to a halt by a trill

on the 1{&55 drum and a resolute chord of the sevenith on D, 4 sudden

change 5&‘ mood comes with a forceful theme stated by the horn:

Trumpet ¢alls and other energeiic figures give life to a passage

which is almost literally veproduced in Aot I (pp.69~7R) on the

b
occasion of Agamennone's arrival. The ensuing 'Concitato! weotion
provides a contrast. An agitated, pulsating figure (hinted at at 5.5,

and used later %o desoribe feclings of turmoil in Glitennestra) storms

in tue violins whilst Ex.3 is sounded in oello and bass clarinet
(in rising and falling motion) over a doubla bass pedsl point:

Exe5, ped, Copeo =

o)
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After ten bars Ex.5 is taken over by the oellos and above it the oboe
announces a new theme, twice repeated before being re-priosed in a
tensexr, dotted and more explicit version by combined flutes, oboes and
clarinets:

Brs.84, 6B, ©9.4-5

In hoth forms, Ex.6 pleys a very importand paxt in the entire score as
it is connected with the idea of murder. The motive heard next (hinted at
at b,3, see Ex.1) stands for (litennestira herself.

Btals 2.5

The 'Largoe’ which follaws a briefy itransitionzl ‘Meno mosso' passage,
presents. the sslemn phrase teken from the vooal line of the prayer which i
Clitennestra addresses fo Zeus, in Act Lasking that she be assiated

in her murderous design (Bx.8):

DU, SO ——
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Ex.8, B

(B Largo (semprs in dae mov. ma tasgo )
; ran ft ma Intenstssimo

The kinship betwaen Ex.8 and the ‘murder' motive (Ex,6) is thevefore
quite natural, given ftheir symbolic connotations. 4As the Prelude
unfolds with its préois of the drametic events of Aot I, Ex.8 is
variously reiterated ani Ex,§ is fragmatarily recalled before the
theme of Ciitennesira (Ex.7} is carried to a climax in sgitated and
inoreasingly sonorous waves of sound. This lead to a forceful ccda
(*Largo’) started off by a fortissimo quotation of the initial theme
of Clitennestra's passion (Ex.2) and ending with 2 plagsl cedence

in ¢ galvanized by bass drum beats,

The f£iret act (scene i) begins with a twenty-two bax orchestral
introduction opening in A Dorian. A spacious solo flute theme
appears contained witkin a sitring and harp tonic pedal:

{Bx.9):

AR . 3%
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?his, an ubiquitoas theme, judging from the ontexts in which it is

zubsequently used, seswms o be amssciated with both the land of Argos,

hackground to the action, and the House of Atrsus, to which the rulers
I 57 Arges welong. Iv 2lso however stands for the curse which, hsunting

House, sxacts frem each generation ita share of hlood-shed.

‘nen the onrtain rises t¢ reveal a dimly 1it ball in k9 palace of
‘fycenae, Ex.9, ghared by the woodwind, is rspeated in F.sharp Dorian
ind, whilst the clarinet brings in the ominows Ex.3, Cilissa,
ilitennestra' murse, entsrs with a seniry. The clarinet which, also
ised ns a characterizing agent, 1s associated with Clitennestra, heralds

»ppearance by proposing her theme (Ex.7). T» a sustained G major

shord highlighted by cboe and English horn, Clitennestra asks for the
sentry, anmouncad by Oilissa, o be introduced, Betraying the Queen's

soner tension, the agitated figure of Ex.5 is prominently heard during

nis brief scene in wnich she recsives the long expsoted news of

., N
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Agamennone's return to Argos, Px.% is appropriatelr used as an
accompeniment o the steadily controlled passage in which the

Queen, pretending joy at the news, asks Cilissa o organize
festivities and offerings of thanksgiving to the Gods, for !'the
happy and glorious eveni!, These last words she sarcastically
emphasizes whilst bursting .nto hysterical leughter.

Egisto, who is seen entering from Clitennesira's room, is represented
by = square thems of descending fourths followed by rhythmicized

major seconds:

Ex. 10, v.22

HISTO

In answer to Zgisto's announcement that he, fearing Agamennone’ s
return will leawe her, Clitennesirs talls him, in ambiguous words, . !
of ker intention to be rid of Agamennone thai same day -~ firstly 4o

“ie accompaniment of the agitated figure of x5 (pp.27-8), then i
to static major and minor chords followed by a more lively, but stiil

sutidusd background section. Clitennsstra persuades Egisto o remain ueay

her #nd, as tney kiss; the aggressive C major motive of the opeadns "~x.2)

is forcefully given out Unolto teso’ by vielins, flute, and pincolo over
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nervous reiterations. in the violas and pedal points in the lower
strings. The impressive passage in which Clitennestra, after Bgisto's
departurs; prays to Zeus Yo bring her design o fulfillment, "0 Zeus
sovrano® (0 sovereign Zeus):

Ex.lls 234

CLITENNESTRA

so-va - 1o, son

is soantily sccompanied by sn A minor string tremolo underpinned by

long pedal points. Ex.1l has been anticipated in the Prelude snd
almost identically follows the pattern there proposed (Ez.8), Whilst the
scene plunges inte darknesa, the Chorus acclaims Clitennestra and the

royal House of Atreus, C major chords, punciuated by trumpet interjections

accompany this ohoral intervention (p.37). As they resolve on a

fortissimo tonic cord,the scene brightens to reveal an open scene before
the royal palace (scene ii). It is a radiant sumner morning. Th the mStive
of 'marder! (x,6B) sounding gloviously assertive, Clitennestra comes

majestically out of the palace to address the crowd gathered there o
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bear about the victorious ending to the Trojan war. The Queen conveys
¥he news in her characteristicslly resolute lins of recitstive
maxked by the interval of the third:

Ex.12. p.38

CLITENNESTR

She then embarks upon e desoription of the beacons posted over a
great dictance to comvey The glad tidings -~ 2 flexidle, almost

florid passage cocompanied by music of a vividly descrdptive

nature,

The ominous Ex.3 ia repeatedly heard in the orchestre whilst

Clitennesira describes the scene of the capture of Troy as she sees.

it and broods over the suffering of the capturel hefore telling the
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arowd that 'good, together with justlce, will prevail'. The prayer to
the 'Supreme, omnisaient Zeus' intonsd by the two priestesses efficiating
at the ritual ceremony falls into three paris, The first, in B-flat
Phrygian, is characterized by the flowing melismata of the prisstesses
set against the measured melody of the men's voices supported by seftly

reiterated irchestral chords:

72

Oews s -

The middle section, freely modulating, recalls,siightly modified,ihe .
opening of Clitennestra's plea to Zeus (Ex,B). The last suction roughly
corresponds to the first cne,this time however without n» fimm key centre,
There follows a ztriotly homophonic passage assigned to the Women's
chorus, with the ' Corifea' s line soaring above, poignantly
illustrating the lines 'Hellas oriea upon her children who had left

alive and who came back as ashes in an urn'. Phe mood. changes at once

PN e AX
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as 4 's herald, d by = vigorous dotted patbern of

thirds over an osiinete staccato figure

Bx. ] N

Bﬂ?ar;?wa vhvace

arrives to confirm the news of victory. The theme of Argos (Ex.9)
glitters in the orchestra in F-sharp Derien (p,57, b : » then
enharmonically changed to G-flat Lydian (p.58, b.3«6) as the Herald
greots his native land in "0 suclo d'Argo, terra dei miei padril

(0 land of Argos, sarth my fathers trod, p.57)., He then announces

his master's refurn:

Bx.16

Taralon

a tempo,ma sempre lorgemente
i

The gonventional accompaniment of rocking minor thirds which supports
the speech in which Clitennestra, addresaing the Herald, declares

her joyful enticipation of the imminent meeting with her King,

V™ - P
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is. given a subtly dramatic overtone by the motive of 'murder! (Ex.6)

repeatedly appearing in triplet form (p.60, b.d-)., OClitemnestra

withdraws and the motive of Argos (Ex.9) assumes ominous cennotations,
Zor the first time overtly carrying association with the ourse haunting
+the House of Atreus when %he Chorus, referring to the ‘'dresdful omens®
hovering over them, xecalls the implacable law of retribuiion "Ogni
violenzs genera violenza, alle vendette seguono vendette’ (A11 violence

)

generates violence, vengeance oalls for further vengeance, o,

As the viotorlous king, to the sound of rolling drums and T ot
fanfares, enters in his chariod ocarrying with him Cassandra - the
captive daughter of King Priamus of Troy , endowed with the gift of
prophecy — the feeling of foreboding fades and the Chorus now hails
Agamenmone with shouts of "Gloria". (This episode also, like the one
mentiened at Ex,11l, hes been ruticipated in the Prelude, pu.2-4).
Agamennone's words of thanks (underlined by Bx.4, here in major
thirds) to the citizens of Argos arve duly arswered by a grateful
Corifec. The speech with which Cliteanestra, now coming onie the
stage, greeta her husbend, is subily packed with ambiguities

ddsologed in the musio, Thus, the motive of tmurder! (Bx.6) again in
triplets, iz continuously recslled by the orochesira when ahe spesaks of
the burden carried for tsn, long years and now about to be relieved,
In lines of irresistible sioquence, and diresily addreesing Agamennone,
she tells of her love for him, of the anguish experdenced at the. many
mmour. of his death reperted to her, whilst Ex.5, combined with her
charinet theme (Ex.7) rumble in the accompaniment giving a menacing

undertone o her hypooritically tender expressions(Bx.17).
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Bx. 17, 2.78

CuTTESTIY .
Tutzazirulmeate poteticy
g M S WY
e ]

[ wan - te, ad u-ndon - md-aante &g

As she sxplains that she has sent their son Oreste to their old

friend Strophius in fear of a plo. sgainst him (Agamennons), the

ominous B ° $sals repuutedly inte the orchestra to strike a further '
note o 4 No one, least of all Agzamennone, suspects

Olitennastrar .osinoerily when she, with persuasive tenderness

acceninated by passages in the haxp above whivh the theme of 'murdernt(¥x.6) ’
asserts iiself (p,84), invites the King to enter the palace on a il
purple carpet (usually reserved for the Gods). She concludes with

the ambiguous YA quel che ancorz bramo provvederd, se gli Dei 1o

consentanc, un vigile pensisro ohe ben so”{To what I stil) wish, shouid

tha Goda be on my aide, will ses $ne thought which I well know end

never allow to sleep, pp.B6-7). Agomemnone, whose theme {Bx.4) is

brought back in C Aeclian by the bassoops over tonio pedal points,

first rejeots Clitennesira’s propossl ag unfit for men. Bventually

yislding to the Queen's persuasive arguments (note the alluring

passages. in the clarinet, Clitennestra’s instrument, pp.89~90), he

epters the palaoce upon the purple carpets (an act of presumption

calling for the Gods' vengeance) whilst bhe maids stert s graceful

dance to music deliocately scored for strings and woodwind (Ex.?..B) >
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punctuated , however, by woeful appoggiaturss in the oboe (Ex.19):

Exs,18, 19, pp.94-5

Movimento di danza,non molte mosso
“morbide ¢ onguiuts

Pil, mosso i 1, 28
) Bl T

ik e
SESEEEEEE

Ex.19

Clitennesiza’y ensuing prayer to Zeus that 'what must be accomplished
shall bu scoomplished!, is commented upon by guotations of the ominous
Bx.3} harmonized in parallsl cherds (p,102). The Chorus, again overcome
by feelings of feaxr and forebeding, embark on a tense passage during
which they recall the crime of Atreus, first link in a ohain of evil deeds
leading each to another (p.103). Unperturbed by the Chomus' utierances,
Clitennestra invites Cassandra, still walting outside in the ohariot,

to join the household in the ritwel ceremony that is adout to take

place in honour of the guardian deity of the housse.
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Tne following mcene , rather long but beautifully articulated,
consists of Cassandra's frightful prophecies frequently interrupted by
echoral interjections. 4is she gazes with terrible intensity at a statue
of Apollo s%anding near the palace's staivcase, her theme is heard

in the orchesira:

Bx.20,p.114
[za] A?com pin hrgc/\ =

Suddenly possessed by the Ged of prophecy she breaks into speech,

first forstelling the House of sbtrsus' doom, then describing the scene of
Clitermestra luring Agemennone into the house, approaching the

victim and striking him afier entangling him in & net. Her voice
hysterically leaping to the high A-flat,

Bz21, 2122

CASSANDRA

Hema.,
a tampo

she denounces the freacherous murderess with tremendous passion and then
invokes Apollo's mercy, When, .to the horror of the Chorus, she
passes on %o the vision of Thyestes! children (Aegisthus® ‘brothers,

murdered by Atreus and ssrved up o thedr father fo sat) holding their
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own flesh in their hands, the figure of augmented fourth - the evil

1 tritone - recurs in the supporting texture:

1
# J Bx.22, 3.126

CASSANDRA
—y—

Lpo-reee far-ve?
2pna™t

After talling of her own death at Clitennestra's hand and of the ‘'exile’
who will take vengeance upon Clitemnestra (p,130-) , she goes into

the palace %o meet her destiny. A Corifea and the Women's Chorxus

utter words of commiseration with her and a brief, despairing comment
on all humsn hsppiness which is tadream, only & dream, the shadow

of a dream! (p,141). As the Chorus, on recogniming the King's death-cries,
wmutter and exclaim , rushing about in feariul amazement, the palace
door opens, revealing Clitemnesira. 4 blood-stained sxe is in her hand,
The theme of 'murder' (2x.6B) stated by combined horn and English

horn supported by a timpeni tremolo in a version graphically
representing the idea of the accomplished desd:

GLITENNESTRA o dure ¢ sarcastleo
P 5

e ST S =5

In-diekeg -gia<te?  Eche, viman-cail )
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introduces the speech in which Clitennestra, exultantly and defiantly,
announces her murder of Agamennone. The Chorus express their
hatred of Clitennestra but she confronts their hostility bravely
and ari‘ogantly. During the course of this altercation she is allotted
a beautifully lyrical passage (the pashos of which is enhanced by
the delicate olarinet and string scoring)

Ex.24, Dol

CLITTRNCSTRA
9

ellowing a glimpse into ter suppressed humanity. By . scalling, with
tender emotion, Ifigunia, the daughter sacrificed by Agamennone to
the Qods for the sake of war, she disoloses what iz the deepest
spring of her mirderous mct, Immedintely resuming her oynical
attitnde, she challenges the Chorus saying that she does not fear
them whilst hex lover, Egisto, vemains by her aide. She also reveals,
%o the appalled orowd, her murder of Cassandva, 'the foreign slave-
@irl who uttered prophecies' whilst sbaring the bed with Agamennone,

The people request permission to give their King proper burial, The




L e n. A 0wos wiis, perhops ss 15 wishing so recnll some

Tesling Which formerly ezdisted, she evokes, in a dream-like manner %o

gendn' ausic (#x.24), the vision of ber dead daughter moving

father fo welcom2 hinm on the ithreshold of Hades, This meod

orucyue doibued morch-like rhytls wi b

y ugvained iines (supported by Ex.25 interspersed with

sously ohifting the tonal cemtre) and in a

ad yol sonfrolled way which cannot fail to win him sympathy,

&
o

g thanke fox Tids day of justice', recalls the

: episede of his brothers being served by Atreus to bs eaten

» owr. fether, Thyestes., Ao this prompted him to engineer the

o «21) Agemennone, he declerss himself proud of his succesfnl

e Toe orowd, resoting with threats and insulids, condemrsboth him

Sirteanesten, wat she bids them resign themselves as she and

i enrovor obsdience. Clitennestra emd Egisto withdrew,

< pasonge of minor chords on the sirings, interrupted

faze,

wiains the Woments "Ohi', also set




An agitated inst: 1 pessage ies the episode auri

a group of young men busy themselves around the sifretcher upon whach

the dead King lies clothed in his royal mantls, After a fortissimo

chord of the ninth, an F pedal, dsorsscendo te¢ viano, underlines

the {enors' "Ove, ove, ove potremo volger la speransa...se frana w

va in rovina questa casa?" (Where, where, obi wheve can we wrn our

hopes, if this house collapses and comes to i%s end?;

130784

It fedes away allowing the combined men's voices to repeat

homophonically
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s cappella the mame question. Agamennonels thene (Ex.4) sounds sofily
in an ovchestral unison and remains in the bass, as a free ostinato,
whilst the upper parts of the accompaniment assist the Women'’s voices
as they irtone in octaves a lament over the dead King, starting and

ending in dark C Phrygian:

P, melty

PO —
= = = =
T Oh -~

2ymelto

Baases, then tenors. then baritones enter in imitation taking over the
theme, slightly modified, and all the voices combine in a passags of

superb contrapuntal writing (Ex.29). Tension gradually builds up i

v
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and an impressive climax is brought about as the orchestra explodes

with fortissimo major chords {with the ostinato 'Agemennone' thems
hammering in the bass) and sopranos and tenors, sustained by the
orchestral upper structure » bring Dback, in unison, the opening motive,
After a purely barmonic, and very effective passage (p,184) the imitative
technique is resumed. Fading away, the voices unite in Va homophonic
section, in C Phrygian, sung over a ‘lLargo e sereno! hymn-like motive
outlining & broad, typically Pizzettisn, arching phraset

Ex, 30, $.288
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At the end of this impressive inmterlude, heard as Agamennone's

funeral procession is geen in the background in vhe changing light

of the dying day, the theme of 'murder' (in the version guoted at Ex.23
but rhythmically more relaxed) is restated, in octaves, by the orchestra,

It 4s to this theme that Clitennsstira and Bgisto come out of the

palace. Over a background of thirdless chords interspersed with
the opening motive of the ubigquitous thems of Argos (8z.9),
Clitennestra, after commenting on the peace and solitude surrounding
them,fesls the unnaturalness of such atmosphere and, becoming
slmost obsessed, she cries for somebody to relieve her loneliness
whils? the music pulsate with Ex,5. There is orchestral agitetion
accentuated by the serie rolls on the $impani during the scene in
which she accuses Bgisto, now inscleni and defiant, of cowardice,
Terrorized by mysterious screams in the air she loses control of
herself and whispers "Eletira, Oreste” repeating their names
deliriously with the addibtion of 'Ifigenial!l' and then'Bgisto'., As
Clitennestra and Egisto, both seized with.terrer , seek refuge in
each other's arms, the orchesira thundera out the aggressive ¢ majox
opening motive of Clitennestra's passion (Ex.2) fiom which unfolds
the ascending ohromatic passage whish bad characterized it at the
beginning of the opera. This comes to rest on a chord of the
eleventh on F; the bass fluctuating betwsen F and G-sharp, whilst

the. Clitennestra motive (Ex,7) is interspersed before coming to




- 274 -

P : Flauti

Oboi

toro Inglese

Clarinetti
in Sify

rirmetto Basso {3

Fagolti e ey

e e e e e e P o

il g
“outrofagotto 2

Corni

Fa

Timpani

Vitoncell

Contrabbassi

~ P




i
{ - 275 ~

Test on the tonic chord of € major (with added major seventh and

minor second).

The sscond act is prefaced by an orxchestral introduction aimed at '
establishing the psychological mood of the scene which follows (scene i).

The passing of svven years has not relieved the uneasiness fo which

Clitenrsstra is prey. The opening dotted figuve, stated full-force
by the woodwind (Ex.31) , 4s ectually based on the ‘murdex'
motive an. on the theme associated with Clitennestra {Ex.7).

The meaning of this symbolic association is made oclear at
p.220, where the motive appears (in the oboe, over a oreeping
chromatio figuration) when Clitennestra disclomes to Egisto her fear
of & man who will come 'to spill my blocd a2nd yours. with mine?!

325 220 L

FLITENNESTRA
)

Apart from these opening bars the introduciion is built entirely upon
Ex,5, pulsating in the sirings and complementad by quotations of the
Clitennestra motive (Bx.7). The interval of the minor thixd,
characterizing the figure asacoiated with Clitemnestra' anxiety (81, 5)
is. emphasized by various instmuments during this indraductory section

and also establishes it3elf as the main feature of the recitative in
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whick, in the scene directly following, Clitenmestra orders
Cilissa to organize offerings %o be performed at Agamennone's
+omb:

Ex, 2,206

“umeny
T Regin, da e T s e, i1y v

B Andunte spatenuto S
"’;a\uﬂsm ddag)

The reason for this is explained in the next episode. Clitennesira tells
Egisto of a hideous dream about a snake 'with eyss like coals! which, as
if it were her son, had sucked from her breast not milk, but blood.
When Glitennestra, al the end of her nervous, at limes elaborately

a2ccompanied speech (81, paura’~ Yes, fear, ps214-),deliderately

insinuetes the name of Oreste, Egisto loses his arrogent self-confidence
and goes to alert his guards. As Clitennestrals room is plunged indo
dar? > patiern of the orchestral introduction to the aot, with

- s string figure (Bx.5) and minor third motives, is repeated,
the avevod Bx.31 also featuring conspicucusly. 4Affer this, Clitennestra's
maids and the Corifea express Lear at <he events soon to

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

certh so thet the vightful vengeance may be accomplished?’ the orchestya
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answers by quoting Clitemnestra's motive (Ex.7) over throbbing
syncopations and sustained pedal points whilst an expanded version
of Ex.3 steals into the orchestra (p.229), The first scene ends tut
the music crntinues as the veaue shifts to the open space before
the Toyal palace inlthe full light of the early afternoon (scene ii).
A procession of maids bearing offerings to the tomb of Agamennons
issues from the palace, Elettre, who has challengingly remained
apart, answers Clitennestra's Temonstrations, reminding her harshly
that she, who hardly deserves vhe name of mother, has not only
committed adultery wi*h Egisto but has murdered Agamennone (*Hai detto
madre?" ~ Did you say mothex?,P.232~). It is to be noted that the

theme representing Elettre, merely anbicipated during this sceme,

wi1l only appear in a olearly chapacterized shape (although slmost
always quoted with slight modificstions, symbolic, perhaps of
Blectra's unstable state of mind) in the presence of people like
+the Old Man from Phoois, or Crestes,to whom she wishes to reveal
herself. Neither Eletira nor Clii.nnestira are depicted in a
mympathetic way during this confrontation soene (ths portrayal

of the former being bassd on Buripides’ and that of the latter

on Sophocles' parellel scene of their Electrs plays). Thus, when

Blettra condemns her mother almost eniirely in terms of her sexuality
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and Clitennestra contemptuously scoffs at her for being unable to love
other than in 'foul dreems’, we tend to forget the deeper motivations
for their mutual hatred {and %o aliena*e whatever sympathy we mey feel
for either) should not the music conspicucusly recall the fmurdert motive
(Bx.6). The quarrel between the two women is interrupted by the arrival s
of an old man from Phoois (aotually, Oreste's Iutor) bringing news of
the death of Oreste in a horse-racing acoident, at the Pythian games,
in Delphi. The Old Man's narrative of the accident, interrupted by
Eletirats expression of sorrow, opens and c¢loses in a plaintive
Parygian {in D, contr ™ . yever, a} bars 2 and 4, p.256, by the
raised E). It is concise, well-artioulated, and sccompanied by various
figures of which the most prominent are the osii-ato-like patiern
supporting the stesdily asoending scalic figure repeated (with slight
modifications and expansion) at the end of the speech:

Bx, 256 i

and the d¢: o motive heard at the opening of the act (Ex.31), still over |

the ostint.., ;.us the Blettra motive, here clearly stated:

{sempre 'o_quatea
y

The news of Oreste's death 1s differently recsived hy Clitemnestra (who

-




- 279 -
can hardly conceal her relief) and Elettrs (overwhelmed with grief).
The maids returning from Agsmennone's grave however cast doubt onm
the aceuracy of the Old Man's report for offerings found at the tomd
geem bo suggest that Oreste %o in the neighbourhood. Oveste makes in fact
his sppeavence,to a G Aeolian themer
Ex.37, p.282

Assai pill ssienuto

Ci man - dayl vecachio  Sio-fio daf-ls Foci-de per un H

underlined with a multiple pedal point from which, after the first

four bars, I4.37 unfolds in the guise of parallel chords, he :

introduces himself as the leader of a diplomatioc mission bearing

an urn containing Oreste's ashes. Elettra, who dominates the

second act, has, at this point, an extended passage interrupted by
Oressto and the sympathetic reaction of the Chorus of her own maids.

These interruptions ceuse the episoda to fall into three well-

contrasted seotions. Flrst, in an increasingly vehement recitative

set to clashing chords offen producing hitonality,

(Bz39)




sne pleads for the privilege of having the urn handed to her; second, her
wish being fulfilled, she embaris on » lyrdcal seoiion in which she

~Xpresses dsspeir and mourning for her much-loved brother:

a3 g el Furena.

Mipally, in & hameh, resentful manner, emphasized by wide leaps, she
tells of her past suffering, of hex present dejeotion, of her being

+ slave in the house of her father's murderers (Ex. 41 4}
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Ex,4), 291

,~1
|
~1

La go-n.o.sk

B 3 .
- e
et e e e e

che 0 dis . sedisea 0 rel - I3 O« reate?

Oreste, whose identity is revealed by theF Dorian theme heard in the
orchestra before it is actually disclosed,

Bx.42 . 2

_p doteE Ejresitve.
51 5 5 =

cause Elettra and Oreste to recognize each other (it is perhaps no

awinecidence that at the crucial moment of the recognition Elettrals
i music should assume the modal el - racteristio -Dorian - associcted with
i Oreste: see the B Dorian scales in the haxp accompaniment, pe300, b.2-5;

B then the G Dorian in both vocal and orchestral parbs, P.300, last bar and

P.301, b,1-3). There follows a concis:, powerfully dramatic duologue
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Ex.414,p.291
P con o ¢ s ¢ deioess i T
e e e
La glo.rd.o.i

selsua 0. 1l - 13,0 - reate?

et e
P e e P P e
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Oreste, whose identify is revealed by theP Dorian theme heard in the :
orche s¥re before it is actually disclosed,

Bx.42 2

=1 J5) =l b~ - !

is: profoundly touched Ly her words. References to past evenis evantually

cause Elettra and Oreste to recognize each other (it is. perhaps no §
coincidence that at the crucial moment of the recognition Elettrats

musje should assume the modal characteristic ~Dorian ~ associated with

Oregte: see the E Dorian scales in the harp accompaniment, 2300, b,2-53

then the G Dordan in both vocal and oxchesiral parts, p.300, last bar and

2,301, b.1-3). There follows a coneise, powerfulliy dramatic duclogue
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in which Oreste teils Elettra ¢hat the Gods have sent him home to
carry out the revengs implacably demanded by his father's Furies,
to quotations of Ex,42 beralded by a ¢ major scale with the 'murder’
motive (Ex.6) underneath {ppe304-5). The remainder of the act is
taken upvby the highly dramatic and powerfully rendered spisode of
the confrentation between Oreste and Clitemnestra, First, with sincere

grief, Cliftennestra recalls the sacrifice of Ifigenia :

a wrong whioh only murder could have satisfisd, conoluding, with
swful solemnity,with "Sangue per sangue, » legge antica e sacra

{Blooa for blood, is ancient, sacred law).
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Then, in recognizing in .'Oreste's Iriend' her son, her reaction
is, in turn, one of indignation, blandisbment, pathos and threais,
after which she surrenders invoking twice the name of BEgisio.

To the viclas' last repetitions of the motive of 'murder' (Ex.6)
Oresie forces her back into the palace. The stage remains empiy

tor a while and the orchestra is reduced to & muffled tremolo op the
timpani supported by a cello pedal point. This tremclo persists until
the action is resumed with the entrauce of a group of mald-sexrvanis,

and a four-note semiquaver figure appears above it:

Ex.44, 2340

ey ceitat  Dor smtsan da dnee. sxalinghe < iores, b
Moderafamete moss0,non carcitato [ s s, o

Bx.44 is used as the basis for the iment of the

with the a ination of Cii tra and then of Egisto by

Oreste, After the . last murder which , like the preceding cnes (and in
accordance with the principles of classical dramaturgy) tekes place

off-stage whilst the 'visible! action continues, Orsste appears on the

steps of the palace proclaiming that fjustice has been done!. AL the

P N S SR
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crowd acclaims Oresie King of Argos, he annonces his withdrawal
whilst trying to justify his hidecus ach, divinely commanded.

He anticipates the agony which his soul is doomed te suffer as he
sees. in a vision the Furies pursuing him into emotional chaos,
Oreste's last words are & poignant farewell to his tenderly loved

Eletira:“"Eletéra, ¢ mia sovella sventuzasa® (Elottra, o my unhampy

sister).

"% E-lel < imy
[161]Largo, moderatarmente o

In this expressive, intensely emoticnal solo supported by sombre
chords and meledic material derived mainiy from his own theme (Ex.42),
Oreste, depuriing from the usual Greek drema practice of holding the
Gods responsible for men's sctions, tells Hlettra that it is only they,
mere human beings, who can decide whether they should be forgiven

for the orime committed, or condemned forevex. Afier stretching

his arms towards Blettra, Oreste rushes wildly from the stage o
agitated descending violin passages which come to rest on a tremalo

on the major third D.sherp~Bwith a pedal ¥ underneath. Bx.3 im
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heard on the airings, supporied by a rhythmicized pedal in the horns
and alternaiing with & melismatic oboe motive answered by bass clarinet,
violas and cellos (8, 46) as an accompaniment to the Ments ‘“Quando
quando mai cesserd,..,quande si placherd la furis dfite?” (When,

when will this frenay of Abe end?). As the Men embark on a plea to

the Gods t0 aveid the final destruction of the Ilouse, the Women join in,
{he passage being utiersd pianissimo and with 'a kind of desperate
gorrow! {acoording %o the score directions), On the Chorus’ lest

words starvs the firal orchestral secilon marked 'Largo’, 'Un poco

pilt mosso' and 'Molio lento' and reproducing, in a shortensd version,
the initroduction fo Act I. The ubiquitous theme of Argos (Ex.9),
reduced to its essential shape, sounds softly in unisor flutes

and piocolo under an inverted A pedel sustained by the violins
(nrarmonios until the last bars) and complemented by the four-noie
motive of Bx.9, seemingly hinting at the "wurder' idea of Bx,6.

Bassoons and then combined oboes and English horn edd their peouliar
tone to the brief develoyment which follows,and it is only in the

last two bers thet the tutti enters with a threefold piano

thirdless chord on A reached through a long-prepared vlagal ocadence,

R —

Of Piszzatti's operatio works CLITENNESTRA represents the embodiment

of his. aesthetio ideals bust. The libretio, ooncise and well
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constructed, is excellent from Poth literary and drematic standpoint.

The action moves on swiftly in well-balanced episodes. It is in keeping

with the principles formlabed by Pizzetti at the heginning of his
caresr {and so offen contradicted later), According o these principles
an idesl music dvama should oonsist, as far as the action is concernsd,
solely "of the episodss necessary for its development...with the verbal
self-exprossion of the charaoters rednuced to the words that are
indiapensadle to the inislligible manifestation of their inner feelings...
as a supexfluity of words in the expression of emotions has xo other
effect that to hamper the fres development of the music and to minimize
its efficacy“l. Mosically , CLITENNESTRA fulfills Pizzetti's ideals
$hat a music drems should be "nod only %.e one in which music is asked
40 meke every episode, every moment of the aciion, evexy gesture and
word of the character intelligible to the spectalor, but also the one

in whioh music is given the possidility of continucusly revealing the
profondity of the soul beyond the limitatlons which posiry camnot and
will never be able to excead.“l. Writing on ths first performance. of
CLITENNESTRA Claudic Sartori remarked that “here, once more, the drama
is conuensed and expressed in the vocal writing, and the various
characters are olearly, exoltingly limned by music which depiots in
masterly fashion the Atrides caught wp in the savage vortex of tragedy",

whkilst "the orohestra, intentionslly, plays a seccndary role but with

1. Pizzet¥i, Ildebrando. BEssay on Paul Dukas' ARIANE BT BARBERLEU,
Rivists Musiosle Ifaliana, 1908, No.XV, .73 (G.M. Gattd, in op. oit.

uotes however pp.87-8),

e A

e oy
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its. richness and variety splendidly supports the voices and evokes

the atmosphere of this tragedy of blood“l. To this might be added
that, besides supporting and evoking, the orchesira 'supplements® the
1light and shade of the vocal writing, often portraying ‘he passion and
tension concealed behind the words, betraying intentions, anticipating
events, Themes and motives - tense or vigorously martial, solemn,
lyrical or epigrammatic - intertwine and juxtapose in a continuous,
supple texture typisally Pizzettian in harmonic and contrapuntal
organization, FPizzetti's well-~imewn, highly individual declamatory
style, is not only flexible “enough 1. accomodate the fiercely dramatic
word or pbrass"l, tut capable of expressing momenis of intensely
lyriocal emotion, as in the episode of the Herald kissing his native
land ("0 suolo d'Argo"~ O land of Argos, Ast I, sc.ii), or in that of
Elettra mouzning upon the urn supposedly containing Orestels ashes

{" ricordo.,!-0 remembranuse,,,,iot II, sc,ii), Although showing no
departure from Plzzebtti's usual technique, the idiom of CLITENNESTRA
is more sophistioated than in earlier works, with elaborate rhythms
and skilful orchestration relying on special timbric effects, and
interesting hammonies exploiting the modal, traditional and woderm
vocabulary without any wffect of eclec icism, As usual, the chorus
has a paramount role and is almost always present on stago in
extraordinarily beautiful scenes portraying resentment, passion and °

.orrow. The touchingThrenody upon the dead King Agamennone {ooourring

1. Sartori, Claudio. Rizzetti's new Greek tregedy. OPER4, Juné 1965,
439

A N 6 %




- 290 -

towards the end of Act I) represents perhaps the culmination of
Pizzetti's genlus in choral writing.

The almoet unanimous praise accorded to CLITEMNESTRA by the press,
was 3 tribute to the musician who, during sixdy years of indefatigable
activity had been an admiradle example "of coherent, persevering and
indefectible aesthelic susterity”l and of devotion to life-long
theatrical ldsals, In Adelmo Damerini's opinion Pizzettl, with
CLITENNESTRA "had crowned all his human, theatrical end musical
axperiences with a technical and stylistic maturity cepable of making
the glory of the mas kar"z. Renzo Rosaellini remarked that “the
bumenity of Pizzetti's theatrical idiom is indeed of the loftiest,
2iercest, of the most noble and passionate nature that one would
expect from musiz snd poetry aliken,? It seems to me that some
atress shouldalso be placed upon Pizzetii's ethical appreach to the
drama of Clitennestra, The message he intended to convey this time
38 that the dimaster that follows from the pursuance of revenge is
apine~-chilling and the survivors are as devastatingly defeated as
are those who die. Oreste is condemned to 'the fury and frenzy of
madness', a punisiment worse that death as it lacks its merciful
and everlasting oblivion. It is impossible ‘o immagine that Eletira
will be immne to the torments inflicted by pangs of oonscience.

The Choruat! Ffinal !When, when will this frenzy of Ate end?' leaves

1it¥le hope of peace or reconciliation. It is, in faot, difficult

1. 2, 33 Levi, Lionello (I} Resto del Carlino) ; Damerini, Adelmo

;
La Nazione) ; Rossellini, Renze (Il Messaggero). All oriticism
on CLITENNBSTEA is collected in lusios dloggi . Anno VIII;
Jenuaty 1969, pp.72-5.

PN L. Wy
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to think of & work morve apt than CLITENNESTRA to bring home the
lesson that hatred. brings ne satisfaction but only the ashes of failure

and defeat.
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CONCLUSION

The. aim of this research has been io investigate Pizzettlifs highly
individual attitude to the musical setting of his librettes in five of
his msic dramas. Naturelly, hé applied some if mot all of the
principlesdealt with here in the rest of his dramatic output, Bis approach
to problems of a formal, musical. ethical and aesthetic nature connected
with the lilretto and its musical setting in the music drama has ho‘;vevex
also been considered in relation Yo his oritical writings and essays

z;n the subject as well as in terms of actual achievement.

The five music dramas which have been the object of this study are among
Pizzettil's finest works, both from the point of view of the libretio

and of its musical realization. They have thus provided an invaluahle
source for studying Pizze¥ti's compositional technique which we find
applied here at itz very best. As far as I am able to discover, these
works have not previously mreceived ude attention from critics and
misicologists who, apart from occasional artioles and reviews, appear
t0 have largely ignored them, Political remsons (to be found in the
auppoz“t accorded by ths Fascist regime to Pizzetti's 'nationalistic!
art)y an almost total indiffexence towards tbs 'generation of the -eighties'
Pizzetti's commitment o aesthedic principles the novelty of whial has
worn off, are possinly responsibvle for this negleot and also for some
antagonism directed against both the man and the artist, It might he

argued that some of Plzzetti's less succesful mueic dramas are in sffect

e o
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marred by a sameness of mood and a rigidity of conmception bound to destroy
their vitality and individuality. Plaretti did not have the instinctive
greatness of Verdi, thet passionate humanity and incandescent fantasy
capable of fusing human insight, dramatic awareness, intentiona , even
banality, into compelling music. But even when praiss is given with
reservation, the strength of the composer's technical resources, the
sophistication of his approach Y0 aesthetic prodlems, the loftiness of his
inspiration ave alweys admitted. Pizzetti's declamation, evoking the
shadow of Monteverdi and of some of the great madrigalists of the Renaissance
and yet with an unmistakeabls physiognomy of its own, has been unanimously
recognized as the moet interesting clement of his musical language. This
is undeniably true. In my view, howsver, to¢ much stress has been put on
this aspect of Pigeetti's technique and oo 1ittle on what seems %o me to
be {espescially in the context of Italian operatic tradition) Pissetti's
most striking feature: tho thematic construction to be found in his cperas.
I bave paid especial attention fo this feature, We cannot fail

But note that, whilst Pizzetti follows the Wagnerian practice of leitmotive,
his themes are not mere labels attached to a character, idea or emotion,
They are almost musical symbols, containing within their construotion,
something illustrative of that character, idea or emotion, Moreover, they
underge a mebamorphosie comnected with changes within the original subject
of association and also take acocunt of the situation preveiling, even
outaide the original ;ubject, at the moment thoy are brought into use,
Remarkable instances of this practice are found in CLITENNESTRA (compare
Bx.6, the tidea of murder', with EX.23, the 'accomplished deed’) and

ASSASSINIO NALLA CATTEDRALE. Here Becket's theme (Ex.15), aptly derived
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from the intonation and mediation of a psalmodic tone, with the exception

ot its firset three notes, never appears twice in the same guise, It is
subjected to endless subtleties of inflection and rhythmic and hammonic
changes to convey the spiritual evolution of the Archbishop/mertyr, from

his initial doubdt and confusion to his maturs and final clarity of perception.
Another peculiar {and scarcely noticed) feature of Pizsetti's technique

is the persistent recurrence from work to woxk of certain thematic elements
associated with particular moods and smotlons or dramztic situations.

These cams to constitute a kind of individual and characteristic quasi-
symbolic vocabulary:

throbbing syncopations, appesring to depict the beating of an anguished
hesrt, are used in situations of tenseness and distress | FEDRA,Ex. ;TFIGENIA,
Ex.16; LA FIGLIA DI IORIO, Ex,19; ASSASSINIO NELLA CATTEDRALE, Exs. 30and 32)
descending rhythmo-melodic patterns in a funereal, ominous vein convey a
sonse of foreboding, tragedy and doom (IFIGENIA, Exs.13 and2l; L4 FIGLIA DI
Torio, Exs.18 and 363 )

motives containing erratic skips and chromatic stsps denote anguish and
apiritual conflict (IFIGENIA, Exs,1l and 14; ASSASSINIO NELIACATTEDRALE, & 14;
asvending lines represent lofty. ideals and aspivations {ASSASSINIO NELLA
CATTEDRALE (Exs, 36ana 49);

tortuous, shifty themes are assooiated with insidious feelings (L4 FIGLIA

DI IORIO, Ex.31 ; ASSASSINIO NELLA CATTEDRALE, Bxs.2) and 32),

Especizlly important is the characterisiioally Pizzettian thres~ncte
descending figure, which seems o approximate the inflection of the talian

tAhimé' (alas!)end,in 7Tirtually every scorse,ocours in situation changed with !

S [N -
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emotion, pain, sadness and despair (FEDRA, Bx.4; IFIGENIA, Ex.21; T4 FICLIA

DI IORIO, BEx.13; ASSASSINIO NELLA CATTEDRALE, Ex,14; CLITENNESTRA, Ex.8).

I% may be interesting +o note that Dallapiccola was to use this figure

in his opera IL PRIGIONIERC (1948), both melodically:
Irare

b

e e e e
e e e A e e S ST

a (el 16" Dol cie-sima pa - 1ol

and as the outline of an hammonically telescoped row, associated with

B

the concept of 'frateilo!:

11 Priionir, Scene 2
1= 6168 by

| 1.»,-1 {sord,, come di fantanc) [ty row et

Some of Pizgetti's technical devices contain intellectual overtones
reminiscent oif the Berogque technique of word painting, These are
aspecially noticeabla in FEDRA( the score of which remains, in my opinion,
one of Pizzetti's moat interesting and original):

the descending and sscending motion of the music related to the idea

of sinking and vising (3x.44) or e . ‘ping (Exs.23} and 28); the

undulating movement in the strings suggesting an association with the
Sea-God Neptune (Ex.45) and, more subtle, the bow-like shaps of the

theme of Fedra's death (we will recall that she dies siruck by the arrow
of the Moon—CGoddess Artemis),Ex, 56.

Also interesting is Pizzetti's exploitation of the modes, oftheir'ethos',
{according to wha} Pizestti thought to be more conscnant wi’'. the spirit and

meaning 6f the text) snd of their peculiar expressive o suggestive,




- 297 -
peculisrities. Thus, $he unquestionably bright Lydian mode is
appropriately used in the opening scens of LA FIGLTA DI IORIO to convey
the gaiety of the wedding preparations and tv add glitter to the
splendidly atmospheric 'mountain scene' with which the second sot of the
same work starts, The sadder and darker qualities of the FPhrygian and
Agolian medes are advantageously applied to situations involving meurning,
lamentation and feelings of foreboding as, for instance, ai the efart of
the third act of LA FICLIA DI IORIO; at the opening and concluding scenes
of IFIGENIA and for the lamentation for the dead Agamennons, in CLITEMNESTRA.
The intreduction of the Choxus in the opera, with a role which parallsls
that of Creek tragedy's, must be regarded a3 one of Pizzetti's most
remarkable innovations {as regexds nineteenth century opera: ). GChoral
episodss, treated in a way which is both dramatic and dynamic, often
vepresent the highlights of an entire scaore, Following the tradition
pointed out by lMussorgsky ia bhis great choral pages and Debussy in some
of the choruses of LE HMARTYRE DE SAINT~ SEBASTIEN, Pizzetti showed in his
choral passages how it was possible to amalgamate snocesfully the
characteristic devices of the polyphonic sohools with the rhythmical,
harmonic and siructural resources of modern musie,

WhilstPizzettlta use of hammony is frequently unadventurous, his use of
the orchestra in an operatic conbext was, considering the time and

place in which his firsi music dramas were written, strikingly

new and advanced., Although kept in a fairly subordinate position,

the orchestra 4is. asked %o provide a varied and contimously

evolving background, not only mirroring ‘the dramatic events
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{or enticipating them) but also revealing the characters' inner feelings
and emotions { thus adding to them & new psychological dimension),
The scoring, mainly relying on subdued tones, is usually skilfully
handled, and is especially suggestive in the evocation of transparent

and dellcate, or remote atmospheres.

Pizzettits critical writings and essays do not deal specifically with
matters of musical technique or stylistic devices. The musical problems
connected with the music drama are always oonsidered in relation to those
other problema of a structural, drematio and ideclogico-ethical naturs
which form the basis of his operatic conception.

Ap already said in the conocluding portion of the Introduction, Pizzetii's
departure from his sound snd well-formulated dramaiioc tenets proved
detrimental to a2 number of his operas (especially those helonging to his
middle period). He was however more consistent as aesthetdc or ethico-
philosophical principles were concerned, If the choice of operatic
subjeots testifies of the depth and breadth of his cultural intereat,

his precccupation with'moral messages' is indicative of an extraordinaxry
ethical integrity. Pizzetti's music dvamas convey & view of 1life and

of moral behaviour whick is a sirikingly sincere statement of personal
convictions, Whether ethical iseues can, or should, provide the subject
matter of music is perhaps debatable. Frank Howes reminds us that

Mrpsic and moral is an old conjunciion of ideas - at least as old

1
as Plato", Indeud, apart from the age-long association of music

1, Howes, Frank. AN, MIND AND IMISIC, p.58.
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with religion (which includes dramatic forms like liturgical dramss,
azioni sacre, oratorios), the texts of countless oprras deal with

moral issues. It suffices Yo remember the ethically orientated
librettos of Zeno and Metastassio; +ths didactic operatic texts of
Voltaire (SAMSON, never set to music,however) and Beaumarchais (for
Salieri's TARARE); the Livret & thdse' of many French eighteenth and.
nineteenth century operas {as,, for instance, Bouilly's libretto for
Cherubini's LES DEUX JOURNEES and Zola's libretto for Bruneau's LIESSIDOR).
In Pizzetti's dramatic works a clearly defined message comes &oxross.

It 1s the lesson, shown in the moxsl defeat of Orseolo in the homonymous
work, in the temporary insanity of Giovaani, in L'ORO, in Oreste's
withdrawal into madness, in CLITENNESTRA, that batred is u tremendous
curse and that one cannot expect to escape the punishment brought about
by it. It is the warning that war should be stripped of its romantic
trappings and that all the 'ruins, slaughters, tears and mournings!
involved in it are twhigh a price to compensate for the joy of

victory (DEBORA E JAELE, VANNA LUPA, CLITENNESTRA), It is the
suggestion that "love of humenity..., the will and sirength to make
sacrifices for others, the joy of giving"wilthout asking snything in
return is the only posaible antidote to "the forves of evil, those
mysterious, obscure and manifold agencies «f deception and temptation
whioh are awake and aotive in every mLm"2 {LO STRAWIERO, FRA GHERARDO,
L0RO, L& FIOLIA DT IORIC, APSASSINIO NZLLA CATTEDRALE, IL CALZARE

D'ARGENTO). Alweys dealing with fundamental moxal quesiions Pizzetti

1. See p. 17 in this thesia.
2. ibid. :

Pa™N - oy e e
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showed the worth of qualities like love, devetion, sympathetic response
to suffering, readiness to forgive. This is perhaps nowhere fcld ao
effectively and charmingly as in Pizzetti's last opera Il CALZARE
D'ARGENTO. Ibs protagonist, Giulisno, is a gentle minstrel who wanders
around the world singing "the tale of ocur human love, renewed with the
flower of poetry - the flower of the world’, He wins over the wesknesses
and meannssses of men by means of indulgent understanding and
philosophical resignation and tells Yancient and beautiful stories!

{0 those capable of appreciating his message of love,bumility and
compassion. This seems to me to adumbrate the artisi-creator aud .is
pesition in the world, the composer himself who, often misunderstood,
yet never departs fyom his self-imposed idsal of bringing "Yo his
fellow-men a woxd of goodness"l, to help them to understand, suffer and
acoept life, to consoles them for the tremendous ineluctability of
suffering, Like Giuliano's, Pizzetti's stories are born of human
experience. We can only too easily fail Yo see the relation between
gome of his music dramas and the issues of his pericd. TYet, the
relevance of the themes treated in DEBORA B JAELE, ORSBEOLO, L'ORC,
VANNA LUPA and IFIGENIA to particular political, historical or class
situation should not be pointed out to those who have not forgoitten

the atrocities of two World Wars and their consaguences in terms of
materdel and moral disaster and gocio-pelitical uphoaval.

However, whether Pizzet’i deals with themss derived from ancient myths.

and legends or with subjects related %o a specific historical moment,

1, See p. 21 in this thesis.
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he *ries to define the meaning of his stories not in terms of
zontingsnoy but in terma of that universal trath which pertains to

the humen condition.

Pizzetti never aimed at showing “man's misery at its blackest and man’s
grandeur at its greatest“l. He scw men as they were and simply tried
to understand the meaning of human life and human behaviour, The
unhappy times in which he lived, which had seen the shattering of so
many illusion snd the failure of so many ideals were to influence, in
a negative way, his vision of the world. Almost all his charecters
(especially so his male heroes) are losers in the face of life, lonsly
wanderers moving towards some unaitainable goal, trying to discover
where the final druth rests. Their aimless quest associates them

with -the"people of all the world "2 1living no metter whew ioday, or
yesterday, or in eneven more distant and indefinite past"3 . In this
is to be found the universalily of Pizzettli's awb.

We may ask ourselves whether the universal themes of Pizzettils music dramas,
their ethical concarn,have broadened the appeal of his musio, An art
which probes into the mysteries of life and death, of love and
suffering and aims wt inducing moral thought, is obviously not for the
massea, In the light of this statement I quote the following exverpts,

Lrom Pizzetti's writings , given in the Introductions

1. Bamilton, Edith., THE GREEC WAY, 0p. oit., p.176.
2, See p.13 in this thesis.
3. The time in which the action takes plade, in L'ORO,
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Should not Art.,.. be the exaltation of 1lifs
and humanity? Leb our spirit be carried away
by the wave of life created by the work of art,
tut only in order to allow its subsiance to be
enriched, its energy to be invigorated. Let Art
not be annihilation, but experience £ortifyin§
the will and generative of love and humanity.

and:

the ariist who, in his own language, brings

%o 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 traglic and darkest hours %o

look around at the beauty of the world ~ this

artist, be he & Poor man, an humble parson

resembling millions 8': others is like a priest,

almost like a saint.
This must he teken in relation to the 'spectator', the listensr,who
approaches Pizzetti's music dremas with perhaps some previous knowisdge
of his aims, perheps also of those of othercomposers who evolved along
similar lines, or, at least, with understanding and en. cpen mind.
An introverted men and an isclated oomposer, Pizzetti did not write for
everyone but for those cepable of perceiving the relationship of his
works to issues of the past and present times, of accepiing his
disenchanted vision of the world apd of appreciating the example of
moral an< artistio integrity which he proposed in hls wozks.
Revealing and providing such an understanding of Pizzetti's musioal
setting of librettos has been an aspect of this thesis. I have also,
in dealing with the individual works, assessed the oxtent to which

Pizzettl succeeded, or falled, to realize his theories and ideals, and

the manner in which the musical setting or interpretation chenges

1. See p, 5 in this thesis.
2. See p.21 in this thesis,

P - .
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the literary text by adding sither psychologioal depth to the characters
(=5 in FEDRA and La FIGLIA DI IORIO), or newer dimensions to the
stories, sometimes lending a more universal aspect (as in IFIGENIA,
ASSASSINIO NELLA CATTEDRALZ and OLITENNESTRA).

I bave little doubt that few composers of opera or music drame gave

as painstaking attention to the musical setting, in every detail, of the

lidretto, again in all 1ts dedail, es aid Ildebrando Fizzetti.

—— 000 ——
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