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.gjreached 's_ full flowerrn

'nct1ons and an attempt by some artxsts ',

; R
3

:'a‘j@‘/li:' .&\‘,*j._‘:_q o

v o

':f*'msed art form of l1terature and mus1c uas -set

’Antury probpbly as never before or S1nce.ife;f
1868) was such an alt1st- he was-stff

”fgoutstandlng composer of French Romantzfﬁ

ﬁg%&gﬁ§§§ﬂ%@fetyme was forced }; take‘ up the;.

S%mﬁsicaff crit;czsm as a means of support.'Therf-

&?#ch h*s work of 1830 Symphon1e Eantast1que,vfor;2ef

U=

f%gaccompany;the musxc,_thxs work 1s d1scussed here 1n order toﬁe

establxsh pr;nc1p1es of Romant1c mus1c and ltS f;;'etesti”ihff"

the symb1ot1c unxon of lxterature\and m:flcfg’j
| n

'7o£ %ext

@

Berl1oz s_ 1ntegr 1o ‘ d musxcal

hxghly autob1ograph cal programme ”£Sf

“soundsﬂ“"

pxn the reaim of opera, 1nherenr177

fgoal f*-all French Roman®1c composers.:. Thzs . study}f”

,r-.l' ,:’u

'“'composed both 11br!tto and score. Each chapter presents ehf

fﬂmu51co-11terary analysxs .of ﬁl operatxc number,or scene,f*:

"[1nvest1gates 7th three operatxc works for whxch Berl1ozihs

e hosen as most s1gn1fxcant for expos1ng the true nature othf 




,,4-.-

P

11brettoff7ﬁ

et ’ oé -j'

tri, Berl1oz ‘s un1dn of words and mu51cor passages ‘°f

LN
EE e DR oL

3ttext are compared to the llterary work‘from wh1ch they werefl:;@

‘ der1ved as well as to the musxc envolved.:'fg;}ﬁ Qifpf.ﬁ

La Damnat1on de Faust (18454&846) bears the,1nd1v1dualfauhi

eadxng 'legende dramatzque,'f and ft~reaI1y "concertffﬂéf

3 fri'ifrather than one su1ted for dramatmc staglng Shch a:i?_{

& omantxc form as the "durchkompon1ert" song as well }theﬁg o

N : , L PR -

K \nnovatxvenessi of Berlxoz 5 orches ratxon resulted 1n a- e
"uértul muszcal translat1on of the 1ntense and £antastachg;:

c“Tenayears later Ber11oz undertook thee~full task offkft_

L AT g

hxs ”grand opera, e Les Troyens:-gjﬂ

systeme shakespearzen dzctated? ;'

: .Htructural pr1nc1ples which gave th15 opera 1
| ¢¢fhmat1c cont1nu1ty and a complexxty to the Story11ne belng;gi;
; ep _ld7;4He5 conveyed dramatlc ;ﬁony by 51mu1taneou51ydr7
:iijpklptesentzng two contrast1ve styles of 51ng1ng zllustrated T}Q;a
Jf‘d';fa duet of Cassandre and Chorebe, solozsts 1n part OH‘;O{ theffj?
;;¥5dj}opera wh1ch takes place 1n Troy.__‘ part’ two,: Set"finof

i,pCarthage,v thzs goreshadowzng 1s contxnued through the rol%tglf

such as the ghost of Hector ;who”%fg

H“::iappears to Enee. The peratzc effect1veness of a scene ofuf?J
B L;pantomxme such as 1s found 1n act three, where }the Royalv:;f
d’-:ﬁﬂunt ‘and_ Storm staged offers\\full »exposure to thefif-
i;forchestral powers of Berlzoz and delxvers tbe total sto{} 1n?}"

[

Vl Sl B o o



“Vf'between rec1t[

'”igShagespear1an oxxon of Juxtaposzng scenes of contfastzngf{

'gifTShakespeare s Much Ado Aboﬂ?

*-7fway Ber11oz trled to7;]tage a rehearsal scene w1th theﬁuﬂ*

7 aud1ences: thh h1s transfer of h vetbal ‘id ftomf”ﬂf

57?5,' distorted mlrror 1mage of hxs OWn exper

jbetween mu51cal and dramatxc express1on--that stands as a. W

m1n1ature as 1n a play-thhln-”'play._ Follow1ng “Gluckxan;~ifi

n'pr1nC1ples,_ B”rlzoz tt1ea to avoxd too obv1ous a_breakf1f77

1ve and al:r ~‘ﬁ£i; also empIOYed h”ftffj

. :.',;.

f;f'mOOd and tone as comlc relxpf and as a reflectlon of 1§r9€F}v;1t

1

Through the use of such 11terary tecbnlques_ Berlxozfiﬁd

1ncreased, the narratxve powers of ogerat;c musxc.<In h1sﬁnf}

”_[”fxnal - qurat1c work,.b Beatr1ce 3¥Jet~'5 enedlct anc

pera‘comlque ‘_f 1862 Berl1oz: delxghted contemporary}?fn

Noth;#g 1nto 1xght heartedtﬂaﬁ

Q“Tf;*ensembles of 2 com1c ve{g% N°t( orthy f°f th1s StUdY 15 thefﬁfﬁ

b

B ?bumb11ng conductor, Somaron8J1n'the sp1r1t of Ro antlc 1tony3f;j

jwas a tendency 1n thzs fxnal operatxc uork fbtlfBeeV”ﬁvﬂlwwfﬂ";
‘_become_:too concerned wlth 11near detalls of plot to theﬁf;f

rdetrzment ’f mu51ca1 | var1ety-;perhaps_qsa to 'vhe;ff:

[vdzslllus1onment he felt about hlS _own mu51ca1 career.tlff

'QOverall 1t 15 Les Troyens--wlth ts ' Lntrxnsic balanceﬁ“”

: monument to Berlzoz,_ peratzc composer and l1brettzst._,_;;vj;f

L
it




A5

om'hxs scholarly advxce at the d1£ferent stages of?}

ft1n9 In' mus1ca1 matters ifonr"fV_nquestxonedﬂ7;hﬁ

Vﬁjiufh&érfy vas Professor'u1chael Roedet from the DepartmentffffE

1ﬂ:o£ Mus1c I am deeply rndebted to the xns;ght Q;sndj]ff7

;i thoroughness_ v1th vhxch Professor apeder supervxsed thef*3~7

\

 n;Tmusica1 side Of thls °°“p‘t‘tlve StUdY..The thltd member? offfrfr
"ﬁy commxttee,1 Professor Charles Moore from Romancef;ﬁff
1;5rLLfguages._vas most dxlzgent 1n hlS resdxng of my ‘var oust.f*7

”7ohapters and 1n the percept1ve cr1t1C1sm that he offered._niwjtﬁ:

'._i{:,was honoured \P have Professor Jean P1erreﬁa

‘f?;{Barr1cell1,, dxstingu1shed scholar from (the Unzverszty of;ﬁﬁ;

:ngCaleornxa, agree to act as external exam1ner ‘for myiat{

f:;;defencg. Unfortunately, Professor Barr1ce111 was unabl'”

B 7¥t5;sttend due to 111ness, the detazleé‘report he sent howerer,ffff
7ffffh : contrxbuted greatly p ‘the £1nzshxng oK thzs thes1s.ifiﬁ
ffAlso present at my aefence uas Professor Paul Robberecht fﬁ‘af
aq"ifépithe Degortment of Comporatzve thera}ure thh whom T enjoyedi;7
E ”Q{ﬂorkxng at & brovxsxonal stags of - mY doctoral programme. Thef,t&

secretar1a1 staff from Comparatzve

; ecknovledged for thezr generous help and understandzng.,riﬁo
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N

Romantxc musrc. Over

_composers. He soon found that he was as qual;fredﬁasjany tof?i? 

'*f'CNd musxc thatxaerlxoz was able to realxze;'n,those operat1c

'ﬁe useful to re59p1tulate here the ma1n facts"

early ,by hxs facher who taught h1m the ba51c pr1nc1p1es o£=;1;

BT H

'J°:vttied hzs hand at xhe composztzon of some songs. In h1sﬁ§f

S he~noted hzs dxscovery of the work of Jean-Ph:lxppegff%

.ﬁ Rameau s treatuse harmony (1722)£?;ﬁ

assum ythe role f lxbrettxstﬁ}}d;fi§ﬂ};h 1nteht*'“‘ thls*fidﬂ

thesis to 1nvest19ate the un1que;re1at1onsh1p between words;TQfﬁ

relevant to thxs study, H;s musxcal educatzon was 1n1t1atedf¢fﬁ

notat1on thtough 1nstruct1on on a flageolet and then Qﬁffé57ff
Eventu&lly a _muszc master was engaged fn order toEle

f;further hxs playxng and sxngxng ab111ty'“Berlxoz had ai eady fff



', }nwhls father s footsteps _He.vattended a few ¢lasse

ji*fanafbmy but was soon hopelessly drawn away by hxs att

o Hamlet by a vxsltang ?Fgl1sh ttoupe at the.Odeln theafre oﬁ
- R Lo
the eleventh of September,:.1827'* 'Shakespeare

- ll Hector Berlxoz, Memoxres (Parzs* Mzcﬁel Levy ?reres,
‘ 1870~'repr1nt ‘edy Westmeaﬁ gland Gregg Internataonal '
flPublxshers Ltd., 1969).-93 55. e




4

'71Gerard vod Nerval s translatlon. whréh had appeared'~1n‘ ":f:

R

"rtook place. They freely exalted‘thelr ltterary 1dols such asfii{iﬁ

itherval Theoph1le Gautxer, Georges Sand Ho

-5rwell ;as the mu51c1ans Franz Llszt, Frederlc Chopln,,N

Zﬁﬁ

became acquaxnted w1th Part One of Goethe s Faust through;f7fﬂﬂ

-

: ”'ffNovember of 1827 He referred to hlS dlscovery of the Germanfﬁ R

BN

.'ﬁf3drama as 1f des {lnc1dents remarquables de ‘ma v1e.n.*z Theff

5.

;df1nal "coup°de tonnerre" from thls perlOd °°c°“rr3d r.rfthELhkdtu
hvihnxnth of Maroh 1828 when Berlloz heard for the flrst tlme.:h
.}‘ia performance of one of Ludwlg van Beethoven s symphonles.;pp-‘p
.5lfAlso ,iﬂ"attendance at these events were other YOU"Q ?renchfpf'
:;”gRomantlc arQists. Berlloz 15 sa1d to have counted among hlsih}ﬁ;“

'gacqua1ntances Vlctor Hugo, Alfred de Yiify,; Gerard deflf;’
d

'ffthe ’Deschamps, Joseph g’ Ort1gue, Ernest Le%puve, Julés.,(

?HfJan1n, Eugene Sue, Freder1c Soulle and Alexandre Dumasgi.as-',gf‘

'lVPagan1n1 and Glacomo Meyerbeer.v~ |
Thls young generag1on of art1stsxmere known fori?their'j-ft

“j;ntermlngllﬂg «aad for>the cross fertlllzatlon of 1deas thatﬁhf'“

S~

”Shakespeare, Goe*he, Scott and Byron"a llst of Berlloz sf’
ﬂijhfearly comp051t1ons bears :watness tof these sources ';ofﬁf?
lf:1n5p1rat1on. The two overtures, Waverlez of 1827 and Rob Roxfrm
hfof 1852, were 1nsp1red by the novels ot‘ Walter Scott.fﬁinh"

"1829 Berlzoz completed the Hu1t Scenes e Faust ﬁ set of

'”echoral numbers based upon.Goethe s ﬁgust. An overture to do_

A DA R R
, a Raymond Leslle Evans, Les Romantigues.francais-et la = - .
. m sx ue (Par1s. L1bra1r1e Anc1enne Honore . Qhampxon, 1934_,.-1 S
;ﬁp; R P R L R

e-'Balzac,fr
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"\

w1th Shakespeaﬂ‘ s 1ng g foilowed _lf&?T;'fAndf:thef’bff:”

\programme SYmphonv Harold en Italxe, appeared in- 1834 as.. efdw;;f;

'L; refleCtlon °f Berlloz s _Sympath1es for- Lord Byron.-gmh1sf"

. preoccupatlon w1th 11terary themes oontxnued over the cog}selk.-
. ‘AS a result Qf_ Closer ‘ contact., Romanslc‘. ‘
_.aftlsts--part1cular1y wrxters (and : mus1c1ans--no_ longe‘,f' ~

v1ewed thelr roles 'as belng so dlstanct from one anothet,g Lo
dhfﬁ phenomenon :Cfd ‘"Doppelbegabung 3 flourlshed dur1ngfjdﬁfV
Roma 1e1sm 'asd never before ;or 51nce-’fthe’ most famous,Vuv:P

o example\kis E. ’T.#_ Hoffmann .whoi-na‘d.not 4 only

accdmpllshed mu51c1an and wr1ter, but also 'xhxblted armlnorj}”
“r‘1nterest 1n paxnt1ng and draw1ng he_ spe”1f1q toplc ofﬂ o

’"Doppelbegabung has been treated"by Herbert Gunther whooolkd

llsts, the Ger

/ DN i .
Doppelbegabunqenv——mhe phenomenon rece1ves somewhat broader ;45"

[

coverage\an A.,R..Neumann s dlssertatlon on the evolut1on ofbﬁ

'. examples ;5ﬁ{ h1s book ’ Kunstlerlscheﬂ'”

'7“¢fdzth'J"Gesamt nstwerk mi T
e Berlzoz vas. another Romantxc artlst who showed'”taient'"'

]in‘ more -than one art HlS work as a mu51ca1 ]ournalzst wanﬁ“*

1n demand even when 1t was d1£f1cult to have hls muszcalﬁf;.;-"7

compos1t1ons perﬁormed :H trxed has hand wr1t1ng 5”f;
‘h_art1c1es as early as 1823 when h1s cr1t1c1sm of the fanat1C'
I B
'\dadmlrers 5ofj Ross1n1 _v‘ publlshed da1ly paper;"'

Corsalre. By"829 he had become : professxonal journallst“;‘»d

[

: '_-__-..._-‘---.--.’__.:.—-

% ‘Alfred Robert Neumann._'The Evolutlon ot tié Concept'.
Ges?mtkunstwerk in German Romantxcxsm.? sts U o M1chxgan,
195 : : . . , .

ER



. for. the weekly paper. Correspondant.-,nh"1834-1he5‘heganfdﬁh:gj

ﬁwere complled »1n a posthumous collect1on,_Les Musxc1ens et

v~{1a Muslgue, whxch was publstEd 1n _1903. W1th regards :tétf}:df

'J];mu51ca1 technlque,a Ber11oz 'lproduced textbook ffor ;\;2‘

g orchestratxon;&ggdernes, whzch remalns a cla551c for the

‘Art‘ du chef d orchestre.:'ing'1844 h1s travell:ng notes, _1rfj

rrfiVoyage muszcal en. Allemagne et en Ital1e,'were publlshed

'efb later ‘1ncorporated 1nto h1s Memolres.'Three colleetlons

712fof feu111etons and mu51cal cr1t1cxsm followed whzch StllI

1Y orchestre appeared 1n 1852' the mus1ca1 c?1t1c1sm 1n tﬁis
RS T B : \ v ‘
’ volume;-yasr presented in art1st1c form as a dlalogue among

“._members of an orchestra. The performénce of medzocre' operas gie*

w
-

PR &
,gave them occa51on to enl1ven the even1nq w1th conversat1on

?

hand thh narrat1ve. In 1859 Ber11oz wrote Les Grotesques dev.flu

.i‘.

. Y ,
“la mus1que,» another collectlon of musxcal anecdotes, whlch

- ﬂbrought out the WIttY, even ma11c1ous 51de of h1s cr1tzc1sm.,'

BN

A travers , chants.iof 41862» represents a ‘more’ ser1ous )

qcollectlon of artxcles on the mu51c 'of Beethovenpo Gluck

B :Weber and Wagner. Berl1oz s 'l1terary output would not be_‘
-vf:complete w1thout mentzonlng hlS Memo1res,.f1rét publ1shed 1n_-
'j1870 ‘a year after hxs death They are hlghly enterta1n1ng'

-'.;and tontaxn much 1nformat1on about the d1fferent ,stages of R

e

"1£orchestrat1on 1n 1843, Grand tralfé\ d'1nstrumentatlon tﬂv'jfn

uffjmusic student Thls work 1ncludes a. sectlon ng conductlng,‘ S

‘“:hexlst ' books }i thelr own vrzght.; Le 501rees de ';j{



hxs career. Hrs correspondence if” also valuable th1sff;;rf

respect. On the strength of has wr1t1ng talents, Berlroz waseégffr
later encouraged to try hrs hand at compos1ng 11brett1,-if?l

for hlS own operatlc works. £

*’By 1830 Ber11oz was begrnnlng to make ﬁié mark
french mus1ca1 c1rcles. Thrs was the year rn whlch he was
| awarded the coveted prxze for compogﬁtron,'"Prrx de Rome,
“?_whlch provrded for a. year of musrcal study 1n Rome. It was

also at thls t1me that hlS Symphonle fantastrque appeared :”'

Thrs early work placed Berlloz at the forefront of Frenchhflff'
".Romantrc: composers because of A darrng desrgni;ftg“{i;d
"‘}_1llustrate fia*l narratrve s1tuatron. as utllned inf;theif:

"Q:f.accompany1ng‘programmg. ThlS fuszon of 11terary and musxcal i
t”._resources satlsfled ' he Romantlc need rforﬁzsubjectlve
‘ekpress1on but also served as h? platform 7£o;»];h great
orchestral gen1us of Berlxoz that would now unfold over the

o .
course of hlS career. He was an 1nnovator 1n terms of the //

,"

wlder varrety of xnstruments that he was w1llrng to employ'
and also 1n terms of éke greater expressaveness he obtarned l
through pltch ,EHéf t1mbre. Rrghard Wagner was 1mpressed by
the mus1c 'of Berlroz when he heard Berlroz s dramatrc

e

symphony,//éomeo *et' Julaet e, performed 1n Par1s 1n 1839

: Desplte.thglrrdlfferences, aerlloz d1d foreshadow Wagner 'in_;
o the str1V1ﬁg ,3' closer vun1on of musxcal}sounds and
11terary ideas that would culmxnate rn,Wagner s concept foff
B eeps

| the "Musrk Drama. - ‘ LR R T



Much has been wr1tten"n‘the lzfe and works of Berlxoz,;“:?{;?

”i.“T' 2 Som T e
: ‘yfstart1ng wzth French wrlters such as Adolphe Jullien who .n Gk

fﬂ[Berlloz° la v1e et le combat' les oeuvres (Parxs,,'1882)

Aproduced the flrst b1ography of Berlloz,L Hectorﬂz__5;?

WS1m1lar stud1es by French scholats, all emphas1z;ng théffiﬁfff

v“kv;b1ograph1ca1 detarl of Berlxoz s career, followed ffrom-{fi"fﬁ

"ulJI-G., Prod homme._ J.ATlersot and A. Bosdhot to the work 1n73:ﬂtf

‘:‘ff7Engllsh by Jacques Barzun, Berl1oz and the Romanbé% Centurgfgfﬂb;

ff(Boston) hd 1950.,e'Recent t stud1es have i dealt ~more

7dr?:;spec1f1cally thh the mus1c ltself Brlan Pr1mmer dzscussedeV

"Z'Berl1oz s style 1n 1973 | and Jullan Rushton, ft years;jﬁﬁ"

'}s}fjlater, wrote on the mu51cal language of Berlxoz.,;'Q ff~gf

'L;j_Bosc ot, La Jeunesse

'»_'Ltd., 1982)

_,; Hugh Macdonald 3 work Berlxoz (London), o§\1982, 1s of'“

7w7nspec1a1 1nterest because of hxs perceptlve descr1pt1on of[;ﬁf”f

:‘-pertxnent mu51ca1 passages.f By d1v1d1ng hxs book into twoff-*pa

i major sectxons,':"L1fe <'and "Mus1c, Macdonald has av01dedgfiﬁ3

‘.the problem of treatlng matters of form from a: bxograph1caljf

~,perspect1ve.- Some wrlters have concerned themselves w;th P

\r.[,.' Lo

'obvxous 11terary conpect1ons such 'as. Ber11oz s fasc1natlonaf_7"

e:? thh ‘matters Shakespearlanédas obserVed 1n hxs letters andfy.}s,

:~' 3. -G. Prod‘homme, ector Berl'oz, sa vie et ses o
oeuvres (Pariss: Delagrave,. } 04). J.™iersot, Hector Ber11oz::
‘ot 1a societe de son_ temps (Parxs. Hachette, 19047 .- e
Tun romantxque (Par1s- Plon, 1906)

L s Brlan Przmmer, The Berlxoz St'le (London- Oxford

- Unxversxty Press, 1973).

.. 'lan uage of Berlioz (Ctmbrxdge. Cambr1dge Unxver51ty Press,
_,1§§3) Ao . R . :

khe S Hugh Macdonald Berlloz (London J M.; ent & Sons)

~5ulian Rushton, The musical . . . T



What 1s m1ssxhg 1s a*formal study of Berlloz s operat;c |

*v_f¢7musxc 1n order to shou 1ntr1n91cally the extent of lzterary

“_Q;llnfluence 1n content and 1n form.‘The problem LS to bfxnd

w"‘method‘ for deal1ng w1th a “Gesamtkunstwerk" such as opera

'7r{f_confused and unprofztable analog1es._to employ a de5cr1ptive

'ﬁ”{set fA termSa from one art form and apply xt to another

v

”75results 1n metaphor1cal statements that do not do just1ce to

';lth second tar' form.: He1nr1ch Wolff11n set an 1mportant

'%r#precedent for such studles by compar1ng art from d1£ferent

;,aesthet1c ones.i' Closer to us, Ca1v1n S Brown remaxns
"'outstandlng ploneer 4n the spec1fxc area of mus1co-l1terary

jffs.comparzsons"' he compared the Eu% arts through sxmxlarxtles

of

“.con',mporary dr1ve for more theoret1cally orxented sﬁudles,

_—— . -_p—-—-----—-- }

‘X% cf. Ph.D. Diss. of Wm. Dale Cockrell Hector‘Berlloz

ffpand 'Le Systeme Shakespearlen (U. of Ill1noxs,,1§7§),,

SRR . Albert Roustit.,'Le theatre de Berlzoz.' DlSS. b.“of-j
g -,Parls, 1973, , LT

kR

S e He1ﬁr1ch Wolffl1n, Pr1ncrples of Art H1stor1 (New o
;York Dover,-1950) r e i . '

o 'f"" CaIV1n S.: Brown, Mu51c and therature (Athens, ﬁ)574,<4f7
'_fGeorgxa- The Universzty of Georg1a Press, § 8 : e

.,,vthat 1nvolves the separate arts of mus1c and of llterature.\ﬁﬁfﬁ;

'*!;Such an 1nterart éompar1son' must avoxd the pxtfall of ;”'ﬁ

'iperlods purely upon structural grounds rather than upon_[1'~7

form ;rather than through metaphor1cal transfer. rn §he

:'3'7""' A



d5nﬁmuszcal lzterary synthes;s, I haVE‘chosen to analyse
”-fworks forgiwhxch he was both composer and l1brett15?

:*n'chapter features -an. analysxs of words and mus1ca1 sounds“

hﬁf}Ultlch Wezssteln hasmlooked speoz 1cally'into the nature5 of’ﬁ

”1ngwﬁ

';;opera by to"expose the relatxohsh1p that extsts

l
1
i

:'#ilnvestzgation undertaken 1n th1s thes1s W1ll take the form
“:ﬂbf‘ close,. detazled. mus1co-11terary analyses that 111

"71}compare the l1brett1 of Berlxoz w1th the orxg1nal llterary

2}texts from whlch they werez derxved Externally,;fsuch‘

'}qyorgan1zatxon and character rodeg An examznatxon of 1nternal

R '\\

”hz,structure, supported by excerpts” fﬁom the musncal score

L:fhvolved : wxll reveal the actual 1nteract1on of verbal texta».

A ]

'ﬂaffthh melody l1ne and other mu51cal aspects.

xf:I order to expose the true gen1us Afi Berlloz s .

o'

those

v\t

o Each
ﬂthe purpoSe of establxshlng the true nature of the 1nterart
“'relatxonsh1p. The varxous topxcs are regarded as relevant to-

dlscussxon. of the Romant1c perlod but mOSt of all to a-

-”dlscusszon of the comb1ned art form of Romantzc mu51c and a

fd_,text of that pertod. Berl1oz s Symphon1e fantasthue (1330)

.

j'[ha" example ot a programme symphény, provxdes a basxs for the ,
"7;5ground rules of Romant1c13m,‘wh1ch called for musxc to. be‘

"lfvery closely assoczated w1th a 11terary 1dea.,,La Damnat1on l'ﬁ"

”;inerlzoz began acting 33 his ' ovn 11brettzst. fThe flrst

53

f;betveen musxc; and drama.‘ However,; the‘,method016§§/ for;?h'?f”

"”exposxng thxs relatxhnshxp has not yetr been set. -Thef:f;lf~

"'dffcomparxson brlngs to llght questzons of genre, plot'5"~

"”_Tde Faust 11845 46) _thef fxrst operatlc work 1n wh1ch :




character1zét1on of the fx@ure of Faus“

R

LR

.0

_fthrough an’ analysls

e

of the ar1a, 'Invocatlon a la Nature. ; The deplcsxon 1[:fr"d*ﬂ

Mephxs%opheleSo dzabolxcal humour 1s the topxc of the second

legend The f1nal

“fg'chapter 1n thlS sectlon dxscusSes the nonecontxnuous naturef

BN

F

ot 9%, .

; of the work because of the lack of operat1c contxnulty,,'it,

o

'4wh1ch Berlxoz s 11bretto text and correspondxng muszc ;;ge’,g{

remaxns f: concert"'opera rather than one dest1ned £or the

e

f{_aoperat;c stageu With Les Troyens (1856-58) Btrl1oz borrowéd

.
from \the dramatlc structur1ng f Shakespeare and truly

created the=necessary cont1nu1ty ﬁor a grand Popera.‘f'Thr5°*5*‘

Ry

part/ of h the51s on Les Troyens features f1ve chapters

deal}nq wzth varlous elemehts of structure ‘that show-pthe:'“ e

_oo":

dramat1c 1rony, the technrque of a play-w1th1n a play;;

"f:nthe~ supernatural } a Shakespearlan sense o£ continurty,ﬂfft‘f

and the coQﬁrast of genre applled to opera by Ber11°z‘;_ﬂi§»ﬁf

°

opera-com1que, shows mus1c servxng the 11terary ends of*::ﬂ“5

EX

chapter questlons the pursult of symmetry 1n the wo%k Rblchgg ,
'results m the opera-comlque" becOmzng '£00 -lmear.

o Each chapter features a" mu51co-11terary analys1s 1n;«}:'

compared wzth the lxtJrary text 1n quest1on~-1 e, Goethe Sﬁﬁ.f*

Faust V1rg11 s Aenexd and Shakespeare s Much Ado About;;:

'd .f.-

“:f}chapter on La Damnatxon de Faust ~.exp1a1nsif Bérfxoz s 1;f:ff

[

1nfluence of Shakespear1an form on Ber11oz s compos1t1on-“fg'_ﬂ
use o
fxnal A operatlc work Beatrlce .et Benedxct (1862), g___:f7f

wuf.verbal 'th. d1scussed in the fltSt chaPter °f th1s sectlon,_;'

o and df Romantlc 1rony in: theT follow1ng chapter.c.Xi thlrdernf'




llfﬁeNothxng The New Berlloz Edztlon of Berlloz s werkg, begun SR

“Tiﬁf 1967 by the publxsher Barenre1ter of Kassel is used as[ﬁf?ﬁ.

']ﬁspxrzt,_the 1nvestzgat1on undertaken @. thls thes1s w1llﬁff*e*

f!@l1bretto quotaezone,, Thxs ﬁf ed1t1°“ commemoraff

'_attazn'iitSt
-°ﬁ[Berlzoz s tG

V:i,v‘f'-_'._.pomt Of v1e'. 0 . -‘ ‘ : .

"”7ﬁ?th author1tative'_text 7fbr needed mu51ca1 excerpts/ °r}wu{5;;

N

b';centennxal anngversary 'ff' Berl1oz s death °1n | fullyff’jﬁe

D

'57recogn1txon of h15 steture 1n Romantlc mu51c..1n the same’{f?f«

 oal 1f 1t contr1butes to the understandlng Ofti"

“as composer and lxbreiglst from a comparatzst -;f3



'1‘.trad1t1onal forms ”infﬁa attempt to make the1r respectxve

'_,ﬁomant‘ wr1ters assoc1ated w1th the Jena 5chool ]s';¢~

"V~vboundar1es between arts “in hzs work~j'“ g

"7fu1ntense L moments - were supported by

-

SYHPBONIE FANTAST Q Ronantxc Programme Musxc

One promxnent feature of th‘pFrench Romantlcf noVementftff.f

‘.fgasg-sj close' 1nterm1n§11ng of:. var1ous art1sts, 1hciuaiﬁg~f~<*-

pa1nters,.mus1c1ans and wrlters. These: art1sts experzenced
_hﬂallenatxon 1n the face of aud1ences who were slon“to forego
'fthe establ;shed pr1oc1p1es of cla551cxsm and to apprec1ate

‘the subject1ve qua11ty of' Romantxc :works. Through thelr

_ﬁtevaryxng medxa,f Romant1c artlsts sought fto7f rev1ta11ze55

;farts more. expresszve of 1nd1v1dua1 states of m;nd and o£}r1~f7

'”3g_fee11ngs.;:7 ;,N.t‘,;_r '.4aﬂ_, oy

"propertles of mus1c for express1ng emot1on; In Germany'%l

jﬁszlhelm Helnr1ch Wackenroder‘ (1773-1798) _,oelled?ff
\ }1ntegratlon of music 1nto the varlous' artgg;;ﬁi;

i(1773 1845) tr1ed to p01nt theuwaybbof

: '-' ' , N v’
'”‘accompanyxng sounds and v1sual 1mpre551ons.,

,.\4.- o

It 'ussf'the Schlegel brothers who at the turn of th‘p
4‘century actually theorxzed about the< unxficatxon of the )
,“arts,, In 1799 August W1lhelm von Schlegel (1767 1845) was
f];, .;“f-j~_zi“ o ',fa"' 12 |

R
[



:5h}{fsuchen. B11dsaulen belebten szch v1e11e1cht zu Gemalden,ff;;:j

R ¢

vffpﬁvxeder als Tempel 1n d1e Luft;"f'Once th1s desxre for un1ty}ffffj
tffof the arts had been voxced - varxous attempts folloved.gzepfg

'I”{jnuoval1s (1712 1801) has been called by Alfred Neumann 1n h1s{§$ e

.Y‘ffﬁexpressxon "G't

'”“1imu51cal elements ;1nto hxs novel fragment,_ Hexnr1ch hfj3o‘

,"'-fwould be part drama and pa:t opera._n,f{f_pp;?g;¢uﬁu.g_}f

R T
. .'

"7oﬁxunste e1nander.nahern und ﬁhetgange aus ezner 1n die anderejggqfﬁ

C\

h}f&wer wezss? so e1ne felerliche K1rchenmusxk stzege auf exnmalf*f

'fﬁstudy of the ;'Gesamtkunstwerk""°h foremost exponent oftff7$3

'zjunzfmed-art . t_1nk1ng.,,,;ftn' was Noval;s who used thefppfff

";LJBSO by R1chatd Wagner.ﬂ: Novalxs tr1ed to: 1ncorporate:'f‘f

'5'Ofterd1nqnen, w1th the xdeal in mznd of ‘an’ att form that;:;fj

R .
v ~ -
: ; Q

O_‘

‘;','-

-famous £or hzs oweat1ve endeavours the three’ arts ﬂdf, w

RS

"-7xffl1terature,- mqpuc and drawxngi? lee Berl1oz,; Hoffmann"?~t3

rdevoted considernble t1me the act1v1ty of e mus1calff;;5

7l;cr1t1c1sm;7:1n 1814 Hoffmann wrote the muszc for the opera,

""VL;Geeamtkunstwerk in German Romant1c1sm, p. 168. ‘-";"“

,ff;~Eduard Bock1ng (Le;pzxg' Wezdmann sc
"‘9 13 ;

t"?_ g 1ne,‘based upon the tale by " Pr1edr1ch de la Motte Fouquef%i;.

L August w:lhelm.von Schlegel Samtliche Werke, ed..,
e Buch an,eung, 1846)

-3 Neumann; the Evolut1on of the Concept

'-' The term xsaiied by Wagner 1n hxs work Das Kunstwerk

"3quuoted 1n the Athenaum as saylng- "Und ,sollte' man_ &iejg;p;;;

Gemalde wurden zu Ged1chten Gedzchte zu Mus1ken undffjif}

nschaftlxche Kunstwerk » forerunner oﬁ thefz-fxf
. : \ ,3"' n '
;-term “Gesamtkunstverk' vhach was not in- fact co1ned unt1l?ﬁ@,ﬁ;

"nfEti T.N_ Hoffmann (1776-1822) was a Romantzc artlst;fxf"f

'“‘j:det42ukunft, Dxchtu *en und'Schrxften (Erankfurt- Insel




| *iaﬁa?aiéb supplled the lxbrettoti_Thls

S

';fff{ﬂoffmann s 1deaJ'of

"1fv1ew of comb1n1ng the efforts of

© O

~7;jRomant1c composer._ Accord1ngly, such a fus;on of words{”iﬁ

,~;5mu51c dld not have %o orlg1nate from one art1st, 155»4

iffff;'noppelbegabung Hoffmann' stressed the dependency of
S TR ' X
*7j}mu51c on the drama as a whole and t txed 1nd1v1dua1

;»ﬁf;words or emot1ons.}Though prxmar1ly a composer, Carl;Marla

3 8

s

sa“d made plans for

-}‘;;von Weper shared the 1deas of HOffmﬁfh

of;inovel ent1tled 'Tonkunstlé(\}ebeQ?“ R1chard Wagner cont1nued
”>ffth tradxtlon_#&ﬁf Weber,h and aga1n tended towards v
ff!ﬂtmus;c*dom1nated work lf*}fh Romantyc conceptk; ffﬁ?e?fff

”75ff"Gesamtkunstwerk" culmxna;es tf the work of Wagner @ghodéfsfifu

e
ey
e

jiﬁg1ven cred1t w1th hzs "Musxkd3ama' for achxevxng the closest
: jpossxble connectxon between mu51c and dramatlc expressxon.,j5ﬂ¢*

"J_QEVery bar of muszc f' justxfled b'ﬁrts contrxbutlon to

\

‘fﬂjfﬁfexplalnzng the act1on of the story, and every bar o£ musxc
f:f\3fhas ats own musxcal loglc 1n the context of the whole.

Early Romant1c mus1c showed the 1n£1uence of other Tertfff'"

hruforms. Composers of the Romant1c per1od trxed to make thezr
"?fmus;c more descr1pt1ve by lxnk1ng 1t ~to ;eﬂ lzterary 1dea,i:1:
‘iexther through the t1tle or _through an actual wr1tten“”

. *eprogramme accompanyxng the work‘ Thls lznkxng 1s seen 1n the
. 'hpoetlc t1t1es used by Franz Schubert for hxs 'L1eder --such

las hxs settzng of Goethe " "Erlkonzg ;-and by § Robert
ifchumann for h1s short pxano p1eces. The musical sounds uere ;i:f

not to be heard-as\absolute Sin themselves. Tn absolute

%



:‘ mus1ca1'

bY LUd“19 SPOhf'?Weber. Beethoven and @therq-before h1m.5§r6;ff fe
o ROy
Le’“‘“"- a descrzptxve programme was an absolute necessxtyg,,y”*

o {'

,nf_:n order to enhance the 1m1tat1ve Qualxty of musxc. 7‘
.u:e ethoven sf”easqoral §Ymphony s often cxted as an earlyf?}fff
| _ example of i'!ld;n'og!-'amme symphony. although there certalhly'fj’;“.""'.‘ "

exxsted types of descrxpt1ve mu31c.before h1m._S1nce 1ts;fil,f

appearance 1n 1808 thxs 51xth symphony of Bee§x/§en bears;{;}f:

the txtle, 'S;nfon1e Pastorgle--oder Er1nnerung an das{ylzj,
Landleben and, 1n add1tion, descrxpt1Ve hegdzngs '.f*5é9i?“*”

R _
,ngofﬁgth fzve movements.-?or examplé, the‘f;rst movemen_;

character1zed'by the usual tempo 1nd1catzon,v"Allegro ma nonfﬁ
{f4f : ttOPPO. _ as -well as bY the‘ phrase,i>”Erwachen heltererfv

7 Gefuhle be1 d" A“k““ft-" BCGthOVen, however,,Was concerned”n’uA:

) ifv;th% the expreeszon of 1nner feelzngs eﬁoked by nature,,not-“'
<] ‘, r,‘aﬂ' B
3 of

he dep1ct1on nature 1tself.” Some dep1ctlon ofgfe?fo

Ji.' Arthur Ware Locke, Musxc and the Romant1c Movement 1n;","
F?ﬁncd (London' Kegan Paul TrencE Trubner & Co., Ltd.,,w‘ R
o Pe 56._‘,,.,~ Tt DR e ,,f%f;f'?"

T.' Ludwxg van Beethoven ;iggnony)po .5e Ed Eulenburg,



ﬂmode in 11terary c:rcles .as wed7;

“de Cromwell'

'1nclud1ng "{ w1th the drama," Cromwell., L

;to enéroach upon the 51ster;ﬁart~ of

fW1th the ngg on1e fantastxque ‘

qurther. He not only dep1cted ﬂthrough a programme rthe}

\

‘Bettlng wh1ch h1s‘ mus1ca1f'sounds are to be heard heﬁ5:fi@

Jattempted to tell a story o@erJthe course of the symphony,igf;@;

-

) siborrowxng from the lzterary art of narratzon.?7'*

f1ntrodﬁctxon, whxle; not absolutely new, was very mueh a laf,fffi

,well known to Berlzoz by the time he came to composeunhzsfjffff

S

iSymphonxe fantastxg the early months of 1830 At the?] .
;beg;nnzng of thzﬁ regace. Hugo stated h;s reason fon;gff{f

4..:1‘ R

prefaces sont quelquefoxs un moyen

'5commode .d augmenter gie,;J

.pozds d’un 11vre 'et d'accroatre,_ en apparence du moxns,;“egf:
fl 1mportance d un trava;i i It was not enough to 1etJ‘theff}ri
:work stand on xts own, Hugo w:shed to take a stand’an rheffélj
1polem1cs that uere waged 1n Parxs between the Romant1cxsts;:gﬁ;

_and the cIassxc1sts. In the Prgface, he brxefly delved 1ntojdff/

u.‘._‘

6 Ibld-, pQ v. ; . . Sl

PR ¥ V:ctor Hugo. Preface de"Cromwell‘“ Vol 3 of Oeuvresfifaf
omgletes.- Par13°‘Le CIuB Brancaxse du L1vre,,1967) oy S

f;dea of presenting an artzstac work w1th a -wrzttenj.f;ff

*Vzctor Hugo s ,Prefaqeiafffﬁ

V,wrltten 1n October of 1827 would have'beenfffflﬁ

Aq.——"

-;;;notes etg}fff




llterary hlstory 1n oader to dquve an or1g1n of drama. From

":'”"thxs bas1s he then vent on to. expound h1s own v1ews for‘}af‘fif

theory of drama,. ' whxch a majof area of empha51s is: a;ffﬁf
B s
d1scuss1on of the grotesque and 1ts ablllty to off set thef'“

°

sublzme.l Hugo also took up the toplcal concern of adherence *"?‘

,;1to the three unztzes, as- well as the ba51c relat1onsh1p 'ft.;,

'.ﬁlan approprlate ch01ce:

art and nature.j In connect on w1th the drama Ln quest1on, L

?e of.Cromwell and justlfled h1m as

S

Hugo 1ntroduced the f1

-

t)

fora'a3 Romantlc drama. Flnally, ‘he’ _'

appealed to the r’gder~tk}3udge works accordlng to - thelr

1nd1v1dual merats krather t an by faults deductedefrom a
EY

prescr1bed set of rules..The concept of the preface .;'ché°1fF‘
programme was mot1vated by the Romantlc urge ﬁo educate the

tH‘lr

pub11c rega;d1ng new artxstlc 1de215 and gulde

apprecxatzon of less tradltlonal forms.

Berl1oz also earned the t1tle of be1ng a propagandist'f

- thrgugh hlS endeavours as- a mus1cal cr1t1c.{ The programme ;

a

for his Symphon:e- fantast1que 'aas» wr1tten in thlS same

'-_,sp;rrta.wof ‘tr 1ng to gulde the 1nterpretatlon of hlS

‘5takes a. theoretrcal stand 'on current 1ssues of Romantlc

;'audienCe; But whereas Hugo, 1n hlS ,Pneface' de»"Cromwell'

.8

'.drama,n‘ﬁerlxoz vmade wlth hlS Symphonle fantast1que an

1ntense1y personal .statement. The autohxographlcal detalls 3;.

’?tvare obv1ous as wltnessed in the correspondence of Berl1oz.:;ﬁ“

~,

d:fOn the 51xteeenth of Aprxl, 1830 he enclosed 1n a letter to

hlS frzend Humbert Ferrand both a mus’cal and *a 11terary,..

@‘ o ‘s e . . K e U bt
,"&'."‘_f"-““"""""’"“"‘" : C R s R a.'“_ ." . Co e

?5.:p,' Evans, Les Romanthues francaxs et la mu51que. p 56'2

~

S



xo

S T e R L e

Vi,;descrlptlon of the events of the Symphonle fantasthue._fThe5f:rf~

{r;;m'ﬂhe:o'_ of the programme %;éf young mu51c1an, admxttedly,};fﬂr

:,'Ber11aiqh1mself “K present mon aml,f;v01c1, comment J‘ i7

uf_tlsse

" pas d1ff1c11e de’ reconnaltre le heros._ The two year perlod“"ﬂ

'?.“prlor to: thé composxt1on of the Symphonle fantasthue Was;afrf

"»_characterlzed by extreme mental anqulsh for Berlloi‘becausefhf7a

f of his h1ghly emot&onal 1nfatuatxon wzth the Ir1sh actress,g”m.

n roman, ou plutot mon hlst01re, dont 11 ne vous est-:”'“

"wHarrxet Sm1thson.. S fzgures in the work as thé\beloved.ffff‘

g;ftranslatedclnto the 1deei’f1xe;.t a. melody that vreoccurS'}.i,

' .throughout he*-symphony pfn varlous transformedr_statest[

f'Overcome wlth b1tterness, Berlioz descr1bed the beloved'”in

~Jth15 letter to Ferrand as une court1sane dlgne de f1gurerf‘

2-vdans une telle orgle."" Once he and Harr1et were marr1ed 1n”h
) ¢ .o
"1833 s ardour cooleﬁ‘ correspond1ngly, A the : overly

tpersonal references to the beloved are also m1551ng 1n later ;f’

vers1ons of the programme.,vﬂeﬁ' g

",

The programme for- the Symphon1e fantasthue begxns w1th

}

:;fan "Avert1ssement" whlch states the 1ntent of er composer

1n thls 1nstrumental drama-z.-
'Le Compos1teur a eu. pour but de developper, dans ce. . -
qu'elles  ont de musical, d1§ferentes situations de = "
- la v1e d'sun. art1ste. Le plan du drame: 1nstrumental L
) - prive. du .secours: de - la parole,:-a besoin d'étre
FRE j._qexpose d'avance. Le programme’ “suivant doit donc étre - -
IR =;'con51dere comme le texte parle d'un Opera, sérvant-a. -
’amener des morceaux de mu51que, dont 11 motlve-_le :

Tl Berlloz, Corres ondance énérale;fe&. Pierre\_pf
Cltron (Par1s~ Flag'rrion, 1972), 1:319. - L

','.‘»'° Ib1d., p. 320,

'



caractere et l expressxon.‘.

”trohe programme 15 needed to supply narratlve detalLs but dis'
'fllntegral to the» mus1cal performance 1n that the character‘

“;5and expre551on of the muszc follow from 1t. At thzs polnt wen=~

that Berlloz 1ntended the programmedto be the l1terarylﬁ

‘T;component of a t

programme

R T

"al creatldh Wolfgang Domllng refers ito’a

Ac1al dlmen51on of the work "Dasr

‘ Programm der S m ho b fantasthue 'ist mkeln ~ Akzldens,;

B

: vsondern e1ne entscheldende Dlmen51on des Werks selber.ﬁ",_f_

'ﬁerugo s goal for hxs Preface de 'Cromwell' dlffers.'he wantedg:

»

~to enhance the value of h1s drama by offerxng backgroundfg,f,

_ mater1al inj connectlon‘ w1th but hlS preface is not~f
"fregarded as: an 1ntegral part of the drama 1tself é
o S

'],fdocument of Romant1c1sm.':fyf additlon 'to autoblographlcalici

detalls,';gh programme w1th 1ts f1ve parts delves freely_'

Berlzoz s programme has been celebrated aSq aftrue‘

':1nto l1terary sources from ‘the Romant1c» per1od. These

| ;sources have been closely analysed by N1cholaB Temperley andf

_fw1ll only be br1ef1y 1nd1cated here. Hls study 'is' 1ncluded

;-asj a forevord to the 1971 Barenrelter edltlon of the score..'

Beyond 1nd1rect reference to the" trad1tlon 4¢f' Jean- Jacques.f'b

-q—-—-——-------——-

oy v+ H, Berlioz, S m honle fantastl'ue, ‘Ed. N. Temperley
*(Barenrelter, 1972), 'p. 3. All.su sequent quotatlons from.
. the’ programme are from this same source. The various .
versions of the programme have been carefully analyzed by
‘Nicholas Temperley and are included at the bacdk of the =

~. Barenreiteredition of the score: I follow his example in -
- .using the first corrected edition of the programme from 1845
. that appears on: pages 3 and 4 of the score. ’ : .

f" W. Doml1ng, Hector Berl1oz D1e $ym honlsch-",
dgamatxschen Werke (Stuttgart. Phl\lpp Reclam 1979) P.




B entltled "Rever1es--Pass1ons.” The settxng of:. 'thef second

.

‘<'Rousseau, Ber11oz _ borrowed 1mages , dzrectly -from*'

"""Chateaubrland' ‘-;work Rene. partlcularly in the flrst Paft'

[
.

' hpart,v 'uﬁ” Bal " was taken by Berlloz from a sceae found 1n:fgdf

.'h:Alfred de Musset s translatxon f]f the Confess1ons o£

~ Op1um Eater by Thomas de Qu1ncey Musset s rather free

'rhg'rendztion of de Qu1ncey s work was called L Anglals Mangeur»:ffg

\h_d'021um. Detaxls from the thzrd part of Berl1oz s programme, h‘-

"Scene aux Champs," agaln suggest a llnk to] Chateaubr1and

,ﬁand the fourth part, "Marche au. Suppl1ce'--w1th 1ts mentlon s

C fof the art;st taklng opzum--re establzshed the connect1on to

“Musset 5',translatxon. The f;nal part, 'Songe d une Nuxt du
S .

‘:’_Sabbat,? takes place in. a5 sett1ng remlnlscent f V1ctor '

»'UHugo s ballad ’"La Ronde du Sabbat.

At the begxnn1ng of the programme for the zmghon1e

fantasthue, h Berlloz : stated ! that' 'the character <and B

/
express1on of the mus1c arecto be determ1ned by the llterary

message.' Concernzng external structure, Berlloz seems to

1

]:have had 3 drama) in- m1nd throug hls' ch01ce. of f1ved';
o ’ : ""'/o' _
'Lmovements 1nstead of the typ1ca1&vour'of sﬂﬂghonxc form. As

T ,O‘ ¢

*early as 1335 Robert Schumann used th1s analogy to ao play,f

hls analy51s of the Symphonle £antast1que- "VLér Satzefw"

51nd 1hm zu wenlg, r;f nimmt, ?wielgzu e1nem Schausp1ele;
ifunf French grand opera 'ﬂas also -bu11t around a
: s » RO

£1ve:a¢t structure. When listed by temp1 and b&ﬁzkey, jﬁhé:,.

- ---qo-—-—-----u\f i ' @
Py

W *“""al Schumanndﬁ*Symphonie von H. Ber11d€‘ Gesammelte .
Schr1ften“dber ‘Musik und Mu51ker (Lexpzxg~ Bre1tkbp ‘

Dy

. N



i, :

f1ve moveé}nts show some s1m11ar1t1es to tradltfonal fo:m. ‘-jl

:;;1._Largo--Allegro ("Rever1es-~Pass1ons )--c C e

-2, valse/Allegro non: troppo  ("Un Bal )--A S

3 Adag1o ("Scéne ‘aux- Champs )==F . Lo T

ke March/Allegretto non" troppo ("Marche au

- -;‘Suppllce")"“g G - L };'_

LR F1na1e/Larghetto--A11egro ("Songe d,une ;Nu;t;,xdp_ﬂj};g
~ Sabbat?)--C T TR T e IR

The 510w introduct1on and the allegro part of the vopenlngif‘fvf
movement'conform to tradztion, as well as the qu1ck tempo offy

the finale.,The 1nterven1ng movements offer a- slow d"f'wellﬁﬁff

Vfﬂ;w as moderately paced templ, wh1ch 1s also expected The order:Vfo

of the mzddle movements 1s unusual in that the Adagao doesfvfi’
1not 1mmed1ately follow as a second movement to the open1ngvng
Allegro, For reasonS' of tempo contrast,_eth Adaglo as;ftff
placed by Berl1oz betueen the waltz and the march.; W
'”5As:'o’l looks more ‘closely at each movement,¢3the;
transformatlon‘ of symphonlc form ;nto an 1nstrumental dramafq[ﬁf
beglns to be more apparent The Largo sectlon of the open1nglefu
l.fmovemeht; 1s much longer than an’ ord1nary 1ntroductlon..lt
| lastst for s1xty three hars 553”* const1tutes Berl1oz PR
depxctxon: of the state of "Rever1es.ﬁ Contrastxng stronglyf 15.
w1th the Allegro to follow, the openlng Largo 15 an mtegral‘{i
, component in fthe express1on of the subject stated in. thefi
programme. the passage from a state of 'melanchollc rever1eigf75
to delxrxous passxon, portrayed 1n the Allegro. .‘_ - o
: The most str1k1ng dev1ce employed bY Berlxoz _e6,5i{ﬁk*t;ra
- the compos1t1on' of hxs mu51c to the, words of the programmefr
'1s the use of the _1dee fxxe.? The 1dee f1xe _is a{ melod1c

’ a,phraseﬂ that occurs- 1n full or in part in. each movement of

TR



'df'of ‘the Allegro- h

7~.':fV.; L

"fh‘ggg"’- . ‘Ce’ reflet mélodig

BT
BN

‘ v?ifthef; Symphonze fantastxque wzrh varxatzons of harmony,fff,;;

;75?}rhythm, metre and tempo,'xn addlt1on"to changes of dynamxcs,{'f:f

| fojregxster and tlmbre-:fib £1rst entry of the 1dee fxze'*;"f“

s

'“fetakes place 1n the V1olxn and flute parts near the beg1nn1ngf-ﬂ

. A\ka” ‘3.,‘.% e ‘Py‘sssoﬁdo l.i'llu :

_5?

Lo
. f =

”" s

U v a&<<p« ' > (\5 n)

” xjperlgoz q;ed.ly 1nd1cated 'ﬁthei programme that th1s Y

”“?fécufff'h.f }lOdlC phrase»represents to the art1st the 1mage-‘;;;

e

mne s1ngu11ere bxzarrerle, l'zmage cher1e ne seﬁ B

-présente jamais ad '1'esprit-de l'artiste que liee ;5‘5,‘_*;'-

j} une pensee mus1cale'

v certain. caractere pasel

comme celu1 gu'il prete'a 1’ objet alme.‘ L o

¢ ‘avec  'son’ modele v le
omme une double 1dee fixe.

poursu1vent sans cesse k

‘dans - laquelle il trouve: un_h{fifir
¢, mais: noble et t1m1de'}{jg‘-

“f3?h 1dee fxxe' rema1ned £or Berlxoz a: concept closely txedfl’"

to hzs compos1t10n of th1s symphony and to the fxxatxon thhéff,

. .a beloved that he wlshed to express. Wagner s }use;:of.'thea

TN
. ¢

"x:"Le1tmot1v g suggested rather : general musxcal techn1que L

'thatvawasr 1llustrated _;'many d1fferent themes and‘_inf_h"
v :dxfferent works~4;1,4 , | TR - - P
'h | Ber11oz S : use of the -idéedfire offers an 1nterest1ngfﬁ.'
‘1 reflectaon :p £ the Romant1c -ob;essxon vw1th dreams and-
‘5Jrvxs1ons-'through a change of medzum, _the,‘zmage of tthe” f

r,;beloved ‘does - not reoccur v1sually but rather aud1bly. Thxs _d

'"; not1on may have been suggested to Berl1oz by h1s readxng of.fp

'-,De Quzncey Ehrough Musset s translatlon gUnder the 1nf1uence;1

¥




"{;.another.;3if7“7‘

,'jqﬁafzgi;)fff

3i;of op;um, De Quincey experlenced mus1ca1 sounds wh1ch'to him'lf*f

”ﬁ]gembodxed events from h;s past Ilfe.:It 1s also a form of the: w

fo;popuIar Romanticiﬂ exper1ence }ﬁb;“ "synesthe51e orf“the;ltf;

- pontaheous assoczat1on caused by ' sensatzon evoklngfigl.

. R
PRI « ..

In the £1na1 movement, the bas1c character of the idée‘nlw

”5?5ff1xe" 15 dzstorted through a jerky Qance rhythm g1ven out by

'3iﬁ;the blatant tones of an E flat clar1net,1 complete wlth

‘“f_dzssonant grace notes and tr1lls.i_,;f;J"§‘

— e
UB:uzo)nnjf

'

”hnThe beloved makes her 'appearance at lth funeral f jthef.-'i

.

'ftartzst 1n' order_f.: ]Oln n'«' daabol;cal orgy, that:

'7ifparod1es the church mus1c of the Dles Irae and parallels the :

:f.fbtechnzque of h Black Mass. There‘ii”} also Ca sllght

'jffeuggestxon of self-parody1ng of the earlxer ser1ous fuse-;of_f?F

n,th 1dee fzxe.:_fl 'ﬁf,f f".fi ;4:ﬁl~* noo

‘s

The last "ser1ous entry of the 1dee fixe" takes place
anear. the 529 of fth fourth movement The clarlnet solo

"zhbeg1ns the{-fdee f1xe,f but 1s 1nterrupted by a, forte chord

’"-:from the whole orchestra' )

..-1‘

S m_ 3

/——~__ ./F}., #’“f- X w

¢

—F ,;;; sr— e
" J.kkttm e uﬂn.uﬁ.m‘fo oo ﬁm' (tb:l\:.) '

| The forte chord\represents the fall of the execut1oner s axe

° S \ ‘.



fhtfas outlzned 1n the progamme.:"A la f1n defpl rﬁaréhi;f¢1§g,;*:”

' 'quatre prem1eres mesures de l'1dee fxxe reparatssent comme;**i”

'“”lune dernlere pensee d amour 1nterrompue par le coup fatal o

Ty

'ﬁ”Such tone-palntxng the most obvrcus means of relat1ngh’7
’l’ﬂ;7sounds ;'6 words.ff"Th clos1ng fofi _the;,oslow thxrdkﬁi
S movement-—certa1nly one Li the most remarkably advanced"h

R

11fpassages 1n ﬁthe score--features rolllng drum sounds_-to;“"

2ﬂ1llustrate 'thunder ,(“Bru1t e101gne de tonnerre. .t.f):*hnd;;::'

(

in the flnale, Berlzoz copled Hugo s 1dea of bells ringing_gf,}

:.torlrepresent the funeral settlng and to s1gnal the playxngil“'

VLoe

"vof the D1es Irae whzch Wlll be pa;9d1ed In a later footnotef‘f75

~'ﬂto the programme,,”
'frsounds from nature as the means to an end but not an end 1n;
:71tself e

o

‘ At the Openxng performance ‘of the Symphonle Fantasthue -

.1830 Berlloztjlnd1cated ,in*;th prOgramme that 1tsfh
'?;dlstrzbutlon was 1ndlspensable to a complete understand{hq“h,
flof the work* "La d1str1but1on de ce programme a 1 aud1tozre,
dans lhs concerts oﬂ flgure -cette symphoﬂte, 3. sgh';,
”“_1nd1spensable ‘a 1'intell1gence complete du plan dramat1que7i

4_'de 1’ ouvrage.f‘The 1n1t1a1 receptlon .of the work carrxed an;”;

'echo ~of the fate met by Hugo' and hzs Preface de 'Cromwell'”"
Y ; -
»of three years earlxer' the Preface turned out to be of more'“

o lastlng s1gn1ficance than the drama 1tself W1th Berl1oz, 1t

{fiwas a case of the publlc mlsunderstandxng hxs 1ntent-'that o

'»F"put hls programme temporar11y 1n the forefront. Berlxoz felt'

fcompelled 1n 1835 to 1ssue a footnote that, accompan1ed hev"

Berlloz éﬁtf@ssed h1s 'use of 1m1tat1ng R



kvt :

“7;'_.5§.f c' est

o e

e B R T T Gl - Coann

of what the rcomposer fwas, trylng
o %
orchestral ~sqpnds It was rather ap

by mus;c s 1nab111ty

dramat1quei par la 1an

du recourlr a la prose ecrxte- pour £a1re cbmbrénére;ﬁ"'“'

Just1f1er_ plan de la symphonle.ﬁ Berlloz outlzned hzs

goal to express 1n mu51c passzons and sent1ments, :butf“noff-'u

| abstractlons ,and moral qual1t1es wh1ch are the domalne of

v —

paznts and of words..f' 

Berl;oz went on . to lxken h1s programme to the choruses

' of ancxent Greek tragedy- ”51 les quelques 1zgnes de

programme eussent:‘t ete de nature a pouv01r etre rec1tees ou

"a chantees entre chacun des morceaux de la symphonle, comme
jles_ choeurs des traged1es ant1ques, sans doute on ‘ne se fut

pas mepr1s de la sorte ‘sur le sens qu elles contiennent.p“”

“

Ma1s au 11eu de les ecouter 11 faut les 11re ,:.- " In any

f event Berl1oz was seeklng to’ conv1nce hzs audxence:”of'vthe;?‘

1ntegral .nature of the programme 1n relat1on*to the mu51cal
sounds. Berlxoz hxmself wavered 1n trust1ng hls lzsteners to

read and apprec1ate the content of the programme. Hav1ng the

programme spoken --as in. a Greek chorus--seems to have been _f'

'7’beh1nd h1s compos1t1on of Lel1o, sequel to the zmghon1e
"-*_fantastxgue.: | '54;' S S

o .

o woo S g S _'»"igﬁiA
. . AR




VR

b *j'concept of spoken words alternatlng wzth musxc. The work wasu;'*

"T'h or1gxnally ent1tled : ; retour & la v1e--Melologue;" Thef o

‘"Lello ; occurs frequently Italxan' comedy, v'andv 'ih;pe.

’;“f1831 (He had

L

f Le11o marks a further development in- the fétéﬁianshiﬁfv"”

between_ words and musxc"here Berlloz trxed to embody theifgp'

AN

term melologue was found by Berllozozn the poems of ThomaslffEl

Mogre.;fThef name,_ Lello,v uas- used later as ‘the t1tle, by

u

'1855- ;th‘ off1c1al t1tle had become Lelzo--Monodrame.ofp;'

o ﬁerl1oz composed {the” spoken monologue whlle 1n Italy 1niﬂdh

‘prov&fed year of mu51cal stud1es in Rome) The name".

partlcular, was used by the playwrlght Carlo Goldonl. Georgepj'

Sand uséd the name for a lead1ng character 1n the story,_ _a_,f~

LS
©at

o ZQ{EEEQEléspg Whlch appeared 1832 and her later novel of.‘lif
'f:1838 was ent1t1ed Lella.ov;ﬁ .._ ' N ST s o
1e' The fi content _'oﬁ:;.,fhé monologue ‘:4' thlegiL,

'V_Tautob1ograph1cal The fxrst spoken passage ‘makes reference?f”'

fto the final scene of the Symphonle fantast1que 1n whlch the:

.s‘art1st has seen h1s beloved take part 1n the funeral orgy

t

: Thus, the tvtle "Le retour a la v1e --the artlst recognzzes

7"all thej~ vents flf the Symphonle« fantasthye - be 'an

'1111uszon.'_l H1§ openlng 'words {are-e‘"Dxeu"v }e i»vis

o "‘b

‘encore. . f?“ (To make allowance 'ior_ the connect1on of;

‘,f Lello -o’gthe Symphon1e fantasthue, Berl1oz altered the

2 ".:p

']programme to read that all movements preceded fro an‘ op1um"'

. ?v151on) These words have 51gn1f1cande fo. Bi l}oz s own o

: —’--——-—---’—‘—-—'—--—

E g,\’fﬂ »,'_mn.'-‘. "

? '

e awarded the coveted “Pr1x de Rome whlchh7~“



'flzfe sxnce- he had Just rece1ved @ 1etter of reject1°n fr°mf3Tt””

e L
E ‘.*""i-r.—.,.

df'his betrothed Camxlle Moke,‘who had deczded to marry somedff“}

| 7tadaptat1on 5ff]ﬂ

E*Taucher ) fhe ne;t artzst to be mentioned 1s Shakespeare-

‘"'ﬁfh future husband and hzmself as well He got as far ‘as’

Q.

”‘3ﬂone else in Berl1oz s absence from Par1s. The enraged Hectorg<1**

“Lr;rushed off frow Rome w1th dramat1c plans 'h klll Camzlle,ﬁf;;h

'N1ce ahere he paused long enough to regaln hlS san1ty and to_*ﬁ@”

begm vork on’ Leho-',‘- R P e e
Thé monologue cont1nues 'on thhea theme':. f thea;;g*

1}fd15111usxoned ar 1st fxgure. Ber11oz ‘had Horatlo sing the'u7“'

‘oethe s ballad “‘"Le Q?Pecheur,fnf'("Der?:o

hl“dfwho was also mlsunderstood by the audxence of h1s day._Lello_

”ffproceeds gﬁ' monologue to the conclu51on that as a mus1c1an*

'~.art1st ngure alone 1n the foreground w1th hel orchestra,

fUt'Ce que pour mo: seul 17 " The parallel ‘to Berlroz“ -

o‘he ‘must take up composztxon--1f only for h1mSelf.1"Ecr1vons/fa'"

fand to hzs own career as a composer 'fs; sel£~ev1dent.szhef-”

rprecedlng mater1al in. the monod?ama 15 staged by hav1ng the_rc.

L a

"h_50101st5':and,'chorus perform1ng from behlnd a curta1n. At:'””

- artzst then performs as ‘the conductor of the orchestra and"'

” 'f*chorusz'ln a. travesty of Berl1oz s own exper1ences in. front

' ;hlnt of Hamlet 'S exper1ences in stag1ng a play Thls motlf

.i et Benedlct, thh the oom1c conductor, Somarone.'g,

......

fjith1s p01nt in the work however, the curtaln r1ses, 'the-’

of 1nd1fferent,‘ medxocre s1ngers and pifyers. There 1s a. ;,

1-was taken up aga;n by Berl1oz 1n hxs opera coquue, Beatr1ce =



. ‘

of the 1dee flxe“ from the ngphonxe fantasthue° ff3nfjﬂ*ﬂ
: iﬁ:f, ——% D —— e e
Berl1oz also worked an 1ncomplete statement ‘ffjthe; "1dee f‘j*
s T — - e L . .\ vt : _“v‘,.‘
—-——-~fe*e~ ’intog;t” v‘nzng plano accompanzment for Horatxo s L

song. But 1n Egl;g, all s1x musxcal mbers were taken from -

:fl | pre composed works, of Berl1ozrd en the‘"1dee flxe does e
. appear, 1t qulte lzterally has the‘\character ' fhi;anr
h‘t‘after thought.h t 15 therefore d1ff1qplt to speak of aqbasxc
”_t 1ntegratxon of words and mu51cal sounds in. thls work The
"Jve;ght _of fthe' expresszon .in 'gg;lg. l1e; w1th the spoken

i ;HmonoIOgue,;ghe;<mns;cf servxng the funct1on of 1nterlude
- materzal. ”i ”hVF' | - '_ | Ry u”_ . o
%he content of the -spoken parts 5u1ted well fellow ”T.

Romantlc ‘artlsts present at the f1r5t comblned performance

in December of 1832 of tﬁ? Symphonxe fantasthye and Lev‘f'

retour a-. la v1e.-'Thee rev1sed programme ﬁf the ’gmghonre

fantast1gue and the new lzbretto for' the \melologue, were

A

halled as aaRomant1c document of the sufferlng art1st. Once

- the novelty had worn off however, 1t was the mu31c hof fthe.tcf

Lo

Symphonle fantastxque that :cont1nued to f1nd a hear1ng 1n

Jcthe, concert hall By 1355,_ Berlzoz .'Jist ca111ng 'f¢g=s
_ | °r,
dzstrzbut1on of the grogramme only the Symphony ‘vas

performed dramatlcally w;th Lel;o. fThe: mu51c gof~ ’theh o

= §gmphon1e fantasthue was descrxpt1ve enough to succeed on v



e swork to be- dealt w1th 1n detaxl La Damnation de Faust,j”:

P

'\/;;1102 s genxus rema1ns on the szde of musxcal expre551on._,..ﬁ'

ninof words and muszcal sounds, 1 e., opera.. Thxs development{?ﬂff
'1fﬁtook place 1n stages, both 1n terms

Qj;own l1brett1st and 1n tefms ef hls

Le'He dzd compose the music for two early‘operas to the text oﬁ”"

'ﬂJother labrettméts-' Les francs juges Ln 1826eand Benvenuto‘.f;-

"athesxs to exam1ne those operatxc works 1n wh1ch Berlxozﬁ

ts own.ac

AR

._ . el
Jﬂr‘

”-'dramatzc balance between narrat1ve and musxcal express1on."“’“

Ju.
o

'1 “After these early 'attempts at comb1n1ng words andj;-f“

"7?;mus1c, Berlioz gradually workea towards an even closer unionjfl_fﬁ

hy vingffth necessaryfiff“

-

"'Ce111n1 1n the m1dﬁth1rt1es. 8ut 1t 1s the concern of thls“o -

]fcreated both 11bretto text and mu51cal score. In the flrst

. : . . C e o . .
L. Co . - R . §
- N i




- ﬁGerard de Nerval s trans“f"
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: A
,Goethe s Faust Part One and the deep 1mpre’ 1on that 1t made*
. : - #- LT L B A . : : : !
"m~fupon h1m°'“ fﬂ[;jtf*z j;q=>

= e ‘dois - encore “signaler” comme “un- des f'r.rxc:u:lent:s"';_"
e remarquables de ma v1e, l'impress1on etrange et o
L -fgprofonde Que:jé regus-en lisant pour - 1a 'premzerei{,“ .

~..fois ' le'. Faust - de . Goethe tradu1t en AT

;vﬂ;Gerard ‘de Nerval. Le merveilleux: livre cmnavde'*»;t AR

f;f.prlme-abord~’ je ‘ne  le- qu1ttai plus; le lisais =~ ..
. .'sans cesse, a table, .au’ theatre,_ dans S SR G
%‘partout. : el S

"gg

,on of Fauht I was publzshed

R

“‘-=Q'November fif 1327-' and by Septembe: of the followlng year

’eABerlloz had wr1tten to Humbert‘?errand, a' French poet and ‘
i'pamphleteer, pf Shakespeare and Goethe bezﬁgjthev conf1ddnts g
”vof h1s gtxef " HlS acquaxntance w1th Goethe s Faust I W d

‘tappear to have taken place late 1n the _1827 Nerval I

I’

| subsequently made m1nor cortec 3

ns 1n the. wordxngi'ofr“hls

.:;translatlon whxch led to ‘ second ed1t1on 1n 1835 'A thlrd

edltzon appeared in- 1840 u1th 11ttle change to the pros ofj
Ber11ozﬁ Mem01res, p 95.--‘ '; }T\ ‘,;;igli;o
ﬂ" Berlloz wrote to Ferrand in.a letter dated ‘the Jde;dﬁd

. s1xteenth of :September,, 1828, ¢alling upon his- friend to
shareihis enthusiasm for Shakespeare and Goethe'v"Nous'W? "
lirons Hamlet et PFaust ensemble._Shakespeare ‘et Goethe! 'les -
“muets confidents de mes tourmentQ} les explicateurs de ‘ma

"”ﬂv1e.,Venez, oh! venez! personneici ne comprend cette’ rage.;

. de genle." Corresgondance Generale, Vol I, 1803 1332 p, L
g-,;"_ ,.;éiii.ﬁ:‘;'\ R :“4.”'1,- _,,z-u R

1
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| ftjthe_ secon%‘ ed1t1on but w1th the addition ofttranSLated~»f'

i’fragments of Faust Part Two. frq?;ty

/"fi Berlxoz s preoccupat1on -wlth Goethe was ‘not. to ‘be- the"f_f

.”f;all consumlng pa551on that had _exper1enced upon‘r*

.'rgfdlscoverlng Shakespeare.d When descrlblng het 1mpact fl

*1nterest1ng for thls thes1s,

'_‘France. Madame de Stael had rende:ad

'f-thlrteen of th;s work was entltle,

-,

,’:Shakespeare on. h1s llfe, Berl1oz 1n hzs Mem01res referred to -
'“fShakespeare' and not just_to one of hlS dramas.{"Shakespeare -

r;%fAlvme foudroya.?’ The dlscovery of the Engllsh playwrlght!f

b

_brought :w1th it the personal commltment of marrylng Harrzetf__;
Smlthson, the Ophelza of the Parls productxon of 1827 e;f,"

'rxnspxtatlon ‘of Shakespearlan sub1ect matter ﬂesulted 1h1

§

*_works such as Romeo et Julxette,_Ber11oz s famous dramatxc

'symphony, ’his opera-oomlque.nr Beatr1ce et Benedict, and

smalﬁsr works such as the overture,-bbé” roi Lear. Most

‘1] the . way Berlloz let matters

'of Shakespearlan form 1nfluence the dramatzc structurlng of !

'hls grand opera,' Les Troyens. 5}fh*:f _ J}_ﬁ o

In the case of the ‘German wr1ter,,'it 'was-freally the? 2

) : 4

rsubject matter of the work Faust that‘faughz his pttentlon'i”.
v:;:and 1nsp1red h1m to wr1te the' "Hu1t Scend@7“de Faust " 'at
B -'collectlon -ofll» songsq, ' choral numbers #g dﬁnces that was ",;

‘“fpubl1shed 1n Apr11 of 1829 Gerard de Nerval s translatlon

4

.QFOf Goethe s Egggg__; 'was‘ not. the f@gst one to: appear 1n_

/ o
rose translat1on <of

v

some,'scenes' 1n her book of. 1810, De 1! Allemagne- chapter_

s ! a PANS

-

,/’Faust" and contalned an
(f' K

——-——--—“—-‘--——----
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analys1s of the dramaiia_; well 'asl translated passages.g;ffﬂi

Spec1flc--references to the wr1t1ngs of Mme de Stael w111 befﬂ;if(

made later 1n thls chapter concern1ng he; characterxzatxon"

of Faust and partlcularly inﬁjthe; chapter to follow onbxuda

Mephlstopheles, tu’whom she attrlbuted the prznclpal role of

the drama.pIt sufflces at thls p01nt to ment1on that Mine - de

- Stael s receptzon of Goethe s drama dﬁé representat1ve 'of'”

"'the” early per;od of French cr1t1c15m of Faust' she appeared‘

to be more_vlmpressed by th presence of soréery and

d1abollsm 1n the work than by 1ts phllosophzcal aspects.;f'f

These characterlstlcs,.along w1th the

| of"thed work contlnued to trouble the adherents of Frenchj‘:}

cla551c1sm~ "La cr1t1que jusqu a 1820 eta1t restee retlcenteﬁf

' ‘51non hostlle en face de l ceuvre de Goethe. But as FrenChd]g(

Romant1c1sm‘ began to assert 1tse1f a new apprec1at1on ofﬁf:'

Goethe s Faust I was ushered in apd w1th ' 7a~ serles of

French translatlons.. in_ 1823 Sa1nte~Aula1re produced 'ajf77

o

smoothly flow1ng translatlon *that,' accordlng to Fernandfj"“

' ':Baldensperger,_,yas;,too» free .ln" espect of the or1g1nal

. whole scenes from Goethe,- ind wh1ch unearthly belngsﬁ

Y

‘ appeared ~were ’e11m1nated,.f Baldensperger con51ders. thef;p=

attemgtuby Albert Stapfer ,ofHVthep’same year " to: be ‘moref;”
successful ;ih ‘that - he‘ stuck more consclentlously to thei

orlglnal,. '“’second dltlon 'off Stapfer s , translat1onhff
R g R T P P ; :;;rn

e Charles Dedeyan, Le Theme de Faust (Parls' Lettres
modernes, 1956) 151, 'm[_ :

g s Fernand Baldensperger, Goethe en: France (Par1s- “,h
L1bra1r1e Hachette, 1920) .127 T L



dk”ﬂappear1ng ¥i 1828 a; accompan1ed by ”he | seventeen,uff

"lethographs of Eugene Delacrozx on the sub]ect of Goethe sdtft

'VfFaust. And f1nally 1n 1828 Gerard de Nerval was br1ng:¢'

"Hjout hls cla551c translatlon of Faust I 1n prose and 1n verse;

H*,’wh1ch became .the Faust of French Romant1c1sm-'

deplt de ses gaucherles et de ses 1nexact1tudes, K
fut  1la 1le ‘veritable Faust. -des 'romantiques, .
'l 1n1tlateur de. Berlioz et Ee T eophlle Gautier--le -

F'Faust des poetes, en un mot, -beaucoup, plus  que la .~ .

traauctxon Stapfer, si probe et si consciencieuse, .

‘qui ~etait plutot le Faust des" redacteurs o du vjv

_;Globe.,-

' Accordlng to Genev1evev81anquls, these two translat1onsy“hyf.= B
;'Stapfer and by Nerval have rema1ned unsurpassed eveh 1nto(5
F;thzs century Generally,. Nerval g1ven credlt 'for;f
{f;produc1ﬁg : translat1on that best serves the express1on 5fff
7f'the orrg1nal poetlc content- "In fazrness to Nerval 1t ~mustjf»;
v""gﬁb sazd that- 1f there are some parts where he falls to do

"hjust1ce to the or191na1 there are many others where “his -

’

imeanlng of Goethe s text and renders 1t wlth all 1ts_ beauty

e

"ﬂ'poet1c1 1ntu1t10n grasps the sense as well as the lateraluﬁf

fi1ntact 'w1th1n the 11m1ts 1nherent 1n any translat1on. .- Byf.

'_*mostly usxng prose 1n hls translatlon, Nervalf rose ‘abovef"

some -_oﬁz‘ these . lxmlts,s ,hfact recognlsed by Goethee

.'”‘hxmself

S ST P TR . L-

"
i

o , ;
L o Genev1eve Bxanquzs, Faust £ travers quatre SMECles
o (Parls°'Ed1t1ons Monta1gne,‘19557 P 228. ,

R ;-.s" Alfred Dubruck Gérard de Nerval and the German:
- erxtage (The Hague°~Mouton & Co., 1§65) p 79

o Mentloned in a letter dated March: 24 1828 from Frau S

'yvon‘Muller to Graf Relnhard Goethes Gesprache, ed

DN
-



_ » x{ _‘ ,3 Al
therary 1n5p1rat1on thus at hand jor Berlloz 1n"ﬁfww

5--'.1

the form of Nerval s translat1on. In the sphire io mus1c,v

th quest1on 'arlses to,'the' exxstence'5i‘ 1828
(J_.._, T .

matters. Zelter decllned the opportunzty, '”:f " theoj

Pollsh- pr1nce and mu51ca1 dllettante, knton Radiiuill’pt'f

produced some mus~
A REE
satxsfy Goethe 8.

[ Lt ‘
e '.'.’_
.

A

Eﬁe' Faust legend } ang’art1cle that pays ‘ partxcular”’"

attent1on vtof those works that dealt w1th the pnoblem of~7

VFaust, composed by Ludwlg Spohr 1n 1813 for performancjﬁ'

compos1tlons that could have 1nfluenced Beflloz.‘ GOthep,ja
h1mself had called for some sort of mu51cal accompanxmentpéy;
for Faust when he addressed a letter of November e19hteenth ;f&;l
1810. to Karl Fr1edr1ch Zelter,_ hi%, advlsor on mu51zal};f;

f}forj scenes from Faust that d1d :not},jv

‘ Jean Plerre rBarrlcellx dlscusses mus1ca1 sett1ngs °f*f‘;

evll of tzmely sxgnzfzcance for Berlxoz .yas the wopera,"if

'7V1enna. In ﬁact, Ehe work was f1rst performed 1n Pragﬁe‘fﬁnf}.;

r:-,‘P 0 ,

"ﬂ1816 and aga1n 1n Frankfurt 1n 1818 In h1s Memo1fes theref

}:15 no ment;on of Berl1oz hav1ng seen Spohr 5 operaﬂ at thxs

e arly stage of h1s career before compos1ng the.”Hu1t Scenes“

'mde Faust" 1n 1828 to 1829 Berlmoz made reference to} see1ngi;f

Spohr s ¢Fgust but at - a t1me in; h:s Mem01res ﬁhen he wasif”

B N e r ) .
. . 5 e ) 1‘ .
..—-'--"—-.--—n---‘."—--’—- ’

7 v (conit'd), Bledermann, tev. ed Wg Herwxg, vol 3 part 2
“.(Zurlch Art§m1s Verlag,.1972) p. 253 ST |

”l'° WOlfgang Doml1ng -"Hector Berlxoz, La Damnatxon de

Faust" (programme notes for the: Deutsche Grammaphon R
.record1ng) P 2. '52,_‘. ‘_-a~ el A
. _.y . : D ! - '5 ’ RO - M S ’

to
e

g, -P Barrzcellz, "Faust and the Mus1c of EVIl?

rJournal of European Studxes, 13 (1983),\99 - 25‘1 R
L S v e
¢ e 3



'.=3;[ﬁ' Spohr s nork was composed accordlng to James S1mon, to.e}fi

'-fhxxl1nger s novel Faustsiﬁebeﬁb Thaten

o Spoken d1aloghe, rather than fith rec1tat1ve. Th1s is 1n theﬂf'“

- .

- descrzblng h1, travels 1n Germany from 1841 ‘to. 1842. q.

’

und Hollenfahrt of

i”!1791 rﬁé form .of h’@ work s' that of a’ angsp1e1, antfh )

Qoperatlc work 1n whxch the s1ng1ng of arxas alternates w;th';

‘;same tradltzon as- the French opera-com1que“ or the l1ghterf}:a§

eoperetta. The Ital1an counterpart, opera buffa,‘ features af;i;f

'1;text that 1s sung throughout. Zelter heard the work 1n 1829':’;
'fr:fbut ound lack1ng;'and today, at most, the overture or'

‘j the ar1a of Kun1gunde may be heard ",A-k

"dv; Par1s 1tself a dramatxc adaptat1on of Goethe s work;J'

'fAunder the txtle,_"Faust,' enjoyed repeaﬁed performance Iinh;f{
7?1820 at the Odeon theatre. Berlloz, howeVer, d1d not arr1veh7¢2
Atxn Paris as a medxcal student unt1l 1822 When' hxs naturali
”predllect1on for mu51ca1--rather than med1cal--stud1e5 camef.’
jhto the fore, flnanc1al back;ng from h1s parents 1n La Cote;ﬁ
JjSaxnt Andre Ewéﬁﬂ wlthdrawn. Berlzoz was forced to seek work:’“h

.i;s a chor1ster at the Theatre des Nouveautes.,here’ 1n 1827':

| - _
’ Goethe s Faust f_being staged as . drama,, w1th thef'
alzpketto by Theaulon and Gondeller, and mu51c by Beaucourt[.'ﬁf

a conductor at thev theatre. Wolfgang Domllng clalms that?h'h
B T ‘

AP Berlxoz, ﬁemoxres, p. 270.

"’

N James Sxmon Faust in- der Mu51k (Berlln"Bard 5"d.“
Marquardt & Co., 1905),_, 13. W . .

E L

';bretto prov1ded by Karl“;rﬂf
o/ do. w1th Goethe s work aﬁdf,,{,

well F M x



e

quallty of the llbretto was?fedf;;fdi*"anferlor and qulte{

dzstant from Goethe s Eext'ﬁifejt“

leretto von Theaulon' an

verschledener Szenen des Or

.‘?F

Beaucourt,,wwot' mucH moref
‘ . . . t

waélﬂ

tﬁ#f;fﬁﬁ
?“dff;{"
-."rh‘eff o

il

wdrds of 51mon "Das;lﬂﬂ

aelie kiﬁﬁitf-ie" Ragout B
Qhﬁlsiitl As for the muszc by;;;ﬁ

,_ould ibe expected 1£ one takeS"t

Berl1oz s op1n1on of the theatre i §b account.,_Hei}waS‘.nOtdL}‘

Bathts::
i

L.

very proud of hJS attachment to that theatfe and tefers lﬂiﬁﬂn

hlS Memo1res to the sheer stupldlty of he musxc ptoduced'

there'~“ ;- E R e

e

dans ces . ‘petits . opéras. semblables a ‘des vaudevxlles[

'7_ ; la stupxdlte de 1a musxque que 3 avals a subxr_f;d”

et dans ces grands vaudev1lles s1ngeant des operas,[,]-f?l-

o . . o o

S : i ’ A " RS

Enthu51asm for the theme of Faust was runnlng hlgh 'and;,i'

.‘

plans vere conce1ved in Parls :or the creatlon of f Faust B

ballet. Berlloz successfully appl1ed for the comm1ss1on tolj:a

'f compose the muszc for thlS ballet.,The plans were cancelled S

however, and Berl1oz went on to compose h1s Own ver51on ofﬂﬂﬁ

e Domllng,a'Hector Berl1oz, La Damnat1on de Faust, “§.>

o The Memo1rs of Hector Berl1oz. Ed DaV1d Calrns (New%f“

York 19 697, P Tl footnote 3.

D ‘,\; N

Slmon, Faust 1n der Musli,‘p}'lé;cv;;Vf"‘d

,@ Berlxoz \!EEQ&EEE: p. 48.;j;15?1535htlﬂllne-



' ‘fthe Judgment of Zelter..The conservatzvef

.'Q{j;h1mself to Goethe as follows'ft“il""d

:Yf;the Faust «materlal--the "Hult’Scenes de Faust,” based upon

fZelter expreSSed

: fGew1sse Leute konnen 1hre Gexstesgegenwart und 1hren-
‘jAntexl ‘pur durch lautes Husten, Schnauben, Krachzen
~und Ausspexen 2u verstehn geben- von . dlesen einer

.- scheint. Herr | Hektor ‘Berlioz Zu. sein.. Der

--_ﬂSchwefel-geruch des Mephlsto zieht ihn an,. nun.’ Muss
" &ér niesen und prusten, ‘dass . sich. allellnstrumente im
- ‘orchester regen und spukén--nur . am - "Faust” - ruhrt
- gich  kein Haar.- ﬂbrlgens habe: Bank fur. d1e Sendung,
'es findet sich wohl: Gelegenheit, bei einem Vortrage
o - Gebrauch - zu’ machen von einem Abse, e1ner Abgeburt,
f.,;welche aus greullchem Inzeste entsteht

hd?hGoethe and Zelter‘ d1d not even acknowledge rece1pt of the

. 37

: 7¥@fthe choral select1ons 1n verse Erom Nerval s translatlon. H,lﬂf

\,“'.‘ i

."dffBerlzoz sent a copy of the work to Goethe, who relled upon G["i

";score. Thxs 51lence along w1th a less than satxsfactoryi

SN

--1829 caused Ber11oz to suppress the composztxon and destroy"

':*;"the orzglnal e1ght scenes 1n hand and transformed them xnto

u’

"”;5the more complete work fL Damnat1on de Faust. In the

.,

Mrumeantxme, the Theatre Ital1en put on an Itallan vers1on of
. Goethe s Faust, as well as the Faust of Spohr and the Fausto

| :_'of Loulse Bert1n 1n 1831 Lesser works followed whlch _aga1n

. e S

u}tended to stray from Goethe s text.
Berlzoz 'S or1g1nal composxtlon on the theme _6f~'Faust;

;iﬁthed“"ﬁuxt Scenes de Faust,af;con51sted of the follow1ng

’
s

‘“h;numbers, five solo and four choral~ L
.. : .
S ," Letter of Karl Frledr1ch“§ﬁter, dated June 21st
.-1829, ‘to Goethe. Der Brxefwéchsel“&wxschen Goethe und
,Zelter, Volu‘IIl {Bern: Herbert Lang, 1 970), pp..169-170.

”fgﬂperformance,:“f the vork 1n Par1s on the f1rst of November,t

lﬂflmost of 1ts cop1es. He waxted seventeen years before he took.



"V:iobv1ously 1ntended to produce a more complete work ‘but 1t,jf

: fhgls doubtful whether he env1saged 1ts productxon as ‘an opera.jf"

= N
e ’ e , 38
SRR ffl@fChants de 1a. fete de’ paquesjff e o
.00 2. Paysang sous-les. &illeuls - . / '
oo ... 3. Concert. de Sylphes . B a‘:f' .
L 4. Beot de-;oyeux compagnons SO
S ... 5. Chanson de Mephzstopheles R
"‘?ff 6. Le roi de Thulé (chanson. gothlque)" S

e 7. Romance de, Marguerite & Choeur des,soldats

’ K -8;w§§renade de Mephxstopheles w'

7]_;When he took up, the theme agaxn in - November 3_ 1&45

s ) “

'”VlfHugh Macdonald mazntalns that 1t was planned as a concert .

puopera. "ﬁe saw the new’ work as a concert opera,! more of an""‘
'ngopera than' Romeo 'et Julzette, but st1ll desxgned for thedfdl

"‘concert hall mis In hlS Memo1res,‘ Berlxoz talked fof,vthe_v[;

.’7w}questlon of 1ts xntended publ1c peff°fma“°°-‘:lﬂ’51°°ki"g.-ia
”“ffback he referred to the: work as "ma. 1egende Qe Faust, "0

’hand the work 1s now off1c1ally termed "legende dramathue.,d‘f'

?hcomp051t1on 'Of the work but d1d enlarge' ub°n-?5°1'7f

Alf-i_In the n1neteenth century, the word "legende ;was. usually>'3'

ihundertood 1n connect1on thh retell1ng the l1ves of sa1ntsh

’f or martyrs. In addztxon, 1t somet1mes retaxned a connotatrontrfg
';from the Mlddle Ages when 1t was a popular 11terary form' forrg

‘ vleembelllsh1ng the explo1ts of famous characters..By employ1ngf'
”ith term "1egende Berlloz stressed the narratlve aspect offﬁT
:: his work and hlS own attempt to tell the storyaof Faust xni:
htwords iand »ih mu51c.v W1th the adjectxvee“dramat1que héif‘“

U;hlnted at the powers of operatlc mus1c to make the narratxon L

__......-,---.'.-.._-...._-.

\" o

3

IV}f" Hugh Macdonald‘,ﬁerl1oz, p 45‘71,;;

e Berl1oz Memo1res,,p. 397



39

'f,llke a drama.ijn fact, Berl1oz succeeded n creatiné'

_'unxque genre, "legende dramathue,f'ln h1s str1V1ng to flnd SR

P he partxcufa?~EUBaca1 form to correspond to hzs 11terary

- °1nsp1rat1on. '5‘¥}":=ff~3"'
' In practlce, Berl1oz could hardly have asp1red fto, anj15
. . ) ‘. A .
‘ .operttlc productlon at thlS tzme, when La Damnatzon de Faust-*”

waas‘/f1rst performed Parls j? the Opera-Comlque inx
':November of 1846 in concert form,‘?itf met' w1th atotalv;~ﬁ
r1ndﬂ&fef%nce on the part of the Par1s;an audlence.‘At leastf
éthe fconcert form of ‘the:. work allowed Berlxoz to- break 1t up ,r‘
'Zfandﬁhnclude var1ous selectlons in concert programmes that her,'z
}.;:per@ormed n Parls and espec1ally abroad ThlS p1ecemeal‘fﬁff
'fﬁappioach prov1ded a part1al hearmng of the work ' R

% Teg was Ton;'anf earlier concert tour from 1345*to 1846w:f"

Tmthat af511°z began the transforhat1on of thel“Hult Scenes de;j'v

e;Faust”"lnt? the dramatlc legend La Damnatzon de Faust. Hej&ﬁt

\ .2

v;had befor#'hlm the score of the elght scenes, based upon thedl
|

Zf;rst ed1tlon of Gerard de Nerval s Faust translatlon, -as

s a port1on of the l1bre*to that Berlloz' has alreadyt’

RE
1ss1oned £rom Almxre Gandonnlere,_an unknown Journa11st.
: 5
:It is not known from what translat1on of Faust Gandonn1ere; o

wdrked 1n compos1ng these .verses f0r ﬁBerl1oz. ~Berlaoz'_d"
referred in hzs Memoxres quoted below,_in “these':sceneS'f'
lsdwrit;en;fjust- prlor tof h1s concert tour in’ 1845 by then,
'iNerwal's thzrd ed1t1on i9§¢;th Faust translatxon".was'

_aravaxiable._f



t"ld}f}ff

Journey1ng fthrough-, Austrza, Hungary, Bohemxa fandi?itf

leesxa, Berlloz found that he coul& not wart 'fer"thele

erv1ces ch hlS Parls1an 11brett1st Thus began hxs career;j; .

9

\>N_ as llbrettlst for hlS own operatzc workS"”

Des qUe Je me fus declde aa entreprendre, Je dus me . ..
v-_resoudre ‘aussi & écrire  moi-méme -presque “tout ‘le -
. livret; - les fragments de la: traductxon franca1se duf .
- ‘Faust.de-Goethe par Gérard .de " Nerval, ‘que  j'avais. -
- deja mis €n musique. vxngt ans: auparavant ‘et que je_zlﬁ
' comptais faire entrer, en'les ‘retouchant, . dans. .ma -
"_nouvelle partltgon,' et ‘'deux ou trois autres. scenes
'~ écrites sur ;mes- indications' par. M. Gandonniére,

" gvant .mon départ de Paris, ne formaient pas dans_ﬁnf:"

vleur ensemble la sxxxeme partle de l oeuvre.rn“-

- Berlloz clalmed to have wrltten almost all of the Ilbretto,'“f

,:thCh would reduce the mater1a1 gf_ the&_"Hu1t Scenes de'*‘

B Faust" and the scenes fof Gandonnzere ‘to.a s1xth of thefiff

1tota1 After a thorough study of the‘ orlglnal manuscr1pts,
Ju11an Rushton. suggests that ‘1t is more 11ke half of theiﬂ
,11bretto that Berlloz hlmself cdmpoSed 'tfe other half?x'

47

Tssuppl1ed by the ear11er work and by Gandonn1ere,

The task before Berlxoz 1n 1845 was to enlarge upon thenﬂ:

'"Hu1t Scenes de Faust“ through the compos1t1on of addxtxonal-f‘

‘ ;solo and choral materlal, as well as sect1ons of rec;tat1ve;,.
. : ’ . ‘.) > . 't
‘ and 'Oi, 1nstrumental passages.‘ These latter sectlons were

'}necessary for transztlon in. order 3ch1eve ‘a. dramatxc

icontlnulty rather: than the d15]01nted effect of 1nd1v1dualf.f

‘ numbers. TQ what extent Berl1oz athreved th1s llnear qualxty_

\\‘ I P X ‘v o
‘ifﬁh%gw1ll ‘be dxscussed in a later chapter and holds the key as to.
DR IR G P : A -
| 21 1bid. o R | |
i 3 . H -’ , . :
gq.> pevo 33 Jullan Rushton, "The Genes1s of Ber11oz S 'La

T Damnatlon de’ Faust'” Mus1c and Letters, Aprzl 1975 . 131,



*L‘ffour parts._gv:;]p7f.f‘;ﬁ,&ffﬁ1f,_!Q‘E'wfiff,“j‘f '

A perusal of the lxst of numbers from thq "Hu1t Scenesilwa

l

’de' Faust' 'revealse;no mentzon of Faust hlmself. And thlS

!& B

”"1argely carr1ed out’ by Berl1oz through three monologues, allpg{fT

"f-om1551on the most 51gnlf1cant factor Berlloz sﬂo_

[y

'f;t"why La Damnatzon de Faust vas less.than.operatlc in style.ﬁ'7”

-;i~fThe dramat1c legend con51sts of twenty scenes, d1v1ded 1ntoi;75&

'“vjjjrework1ng of the .materzal.,‘ he add1t1on' of:the role off’ﬁdt

'aﬁ'Faust.,,fh character1zat1on of he_ flgure,n Faust,; _as”f"'

; touchzng upon the theme of nature. Romaon Rolland has c1ted’:l'

t!h

_ Berlloz s love of nature as the soul of the woﬁ& "E

je -« o

:n 1nszstera1 pas davantage sur cet amour de la_ Nature, uqu1bv,.

o f}”}_ est l ame d'une oeuvre comme la Damnat1on . The_”

| 1_f1rst two monologues were composed to texts 'from ;thei'*”t

'?;l1brettxst, Gandonnxere. The flrst part of La Damnatxon - de.

'f“,gggggn' scene, one, opens' with Faust, s1nging alone on the'_*'h
,Plﬂlﬂs of Hungary. He is enjoylng the feel of. spr1ngt1me and" i

.thé; solztude offered by nature apart from ‘other humaﬁ-ﬁ,4

S

,belngs The second part of Berl;oz s work scene four, agaxn‘

’~features Faust : th1s t1me alone 1n hxs study He 51ngs off;
' 1eav1ng the sm1l1ng country51de°'"Sans regrets' j a1 quatte;¥5?
.lesf rzanteg campagnes.. The contentment that he f1rst5

‘7d':exper1enced in the bosom of nature has not been suff1c1entf*

’to' stem -the t1de of ennux -and melancholy that rushes upon7g

,hzm at n1ghtfall. In thas second monologue Berl1oz’ had

'}vmove the mater:al along rap1dly 1n order to 1nc1ude Faust sffrq

----d—-—-—-- —--—-—,

;.-f‘”f" Romain Rolland; ‘Musiciens. 4 au1ourd hui - (Par1s-¥
'_Lzbraxrxe Hachette et Cze, 7§§§T7 p. 34. ENRETE ,




“‘wr1t1ng tﬁe;

7thrustx t the su1c1da1 cup, arrested only’by the breakxndff{fg

forth of the Easter chorus.;eu,),7f.ﬁ”"

- !

”f.;;g;ﬁ_flfﬁf the thzrd monologue that w;ll form the basls off'%’”

*fnth mu51co-11terary analys;s of thzs chapter.' Ber11oaﬁff“*
jf-composed the words and the mu51c for thxs scene, ng1ng 1tff'”$
“jlthe tltle, 'Invocat1on 8 lagNature'- 1t therefore offers the;”f;e

ffimost relzable“bas:s for comparznguthe relat1onsh1p of Faustffff

-

fﬂjto nature as’1t surfaces in La Damnation de Faust and i?f'

. ; Tr,

f‘Goethe s Faust I. The verbal teit for thxs monologue was the R
. result of Berlxoz s 1n1t1al atiempt at lzbretto wr1t1ng}.i[*

Aiiﬁ~J eSsayaz donc, ‘tout’ mip roulant ‘dans . ma v1311e57:dd';
nde ;. -falre les vers;.'zgfq

.chaise de poste ‘alle L
‘destinés ‘a ma musxque.fJe ebuta1 par 1’ 1nvocatxon e
-'de Faust® 3" la nature,iiné cherchant ni &: tr duxre, ni
“méme a-imiter le. chef~d¢oeuvre, mais & m' 1nsp1rer

. “.seulement et a en ext a&re 1a substance mus1cale qu1_
“vvy est contenue.”' .SP]»_. e - S

Ea

:‘Berlxoz was encouraged enough by the results 1to cont1nueg

u,emalnﬁng 11bretto rparts for La Damnat1on desf

ﬂFaust and he carried on the practzce 1n hxs ogeratzc» works

_;dtof low;%&hamely, es Troyens, ;a grand opera, .ﬂandfjfv

‘,’t{

l

Lok o
'Q.Beatrice,et Bened1ct, an opera-cgpxque.

The text for Faust s ar1a 1n scene sxxteen of Part Fo

:;ls-as follows: .;:r*.'-:;1:41

JNature xmmense,'lmpenetrable et f1ére' ST T e
.- Toi seule donnes tréve: ;a2 mon . ennux sans: “fint o w
. sur ton sein tout puxssant Je ‘sens mozns ma mlsere,

" Je retrouve ma force et je. crois vivre enfin... . =

- .Qui, soufflez ouragans,-criez, forebs profondes,,*'

;Croulez rochers,: torrents: prec1p1tez vos ondes!
- "A vos bruits souverains,:ma voix: ‘aime & s' unir.,~ D
s gForets, rochers, torrents,. Je vous. adore' mondes L
.”"Quz scintillez, vers vous s' "élance_le dési

D'un. coeur trop va e et d'une ame- alggree .

---_--—-)—---q--_--; p

e Berl1oz, Memo1res p. 397

FLE




'l»ff{themes o£ French Romant;c poetry from the early part of the 'y

D un bonheur qu1 la fult‘,,njfgfx'f

N:g;;i content,f Berlxoz has £a11en Vlctlm‘ t° rehashlng °1dg?ftﬁ

W e e

:Vfcenturyol ﬁ;th the synthe51s ofo muszc and words 1n m1nd,7i5{{

 5frrench cr1t1cs do glve h1m cred1t for the' clarzty of - h;sefﬁ“

e

vernhcatzon-v ‘ "Quant augp verrsk 115 Ont de la clarte, C est""' :

' tout’ ce qu o*en peut d1re, et 1ls ne valent guere que par".-_’_.’:f.:(.f

- = Berlxoz, 13 less severe 1n hls cr1t1c1sm~'f"11 arrlve enf:f'~

'}f;la mus;que qu; y gst adaptee{"" P Forta#Byer, who has beenf.

Affﬁél spec1f1c as to the actual rhyme and metre used by;w

B o
‘ . P T ;

'effet que le vers de Berlzoz frole la poesze, et, surtout szn” -

f:ductzons des autres lzbretthtes,~ .

‘~“paraxsse d une essence bxen plus relevee.??’ Berlzoz never ER
:1ntended to cteate an autonomous work w1th hlS llbretto

'fverSes. 'C est que, pour 1eﬂ mu51c1en,~.l texte n estﬁ"

Vralment QU un pre texte ”"fHe only sought to ach1eve :thatj‘”“

. \‘_“

"5ﬁusxon ‘of watds and mus1c'that 1s the true goal of opera.~§f{

&  mTh1s goal vas obv1ously made eas1er, ;;o: instance, La ET”

",.Damnatxon de Faust, when 'wQ#QS ~and musxc we:e flou;ng___e_

W

‘uconcom1tantly from one source°

"v-f(Parxs‘ Société d' edltloﬂs
:_11948), P 48.7 ‘

Une»£o1s lance, 3e fls les Vers qu1 me manqualent au’
fur et a ‘mesure que me vena1ent les 1dees mu51ca1es,,

‘3¢ paul Dukas, Les'Eé}iis"de-Paﬁl'Dﬁkas~éuf‘iéfmuSi
:aq;a;sesne:exnternatlona es,.

ef(;
a0 P ?ottassxer,"nusxque et l1vret dans les operas de o

'f:Berlxoz Gounod Btzet', Cahiers de 17Association

1nternatxonale des etudes ran a;ses, Marc__l‘:s p"44

S R



AR fﬁet ]e composa1 ma partxtlon avec une fac111te que
.0 jrai’ - -bien: rarement eprouvee pour mes autres
@'uc.ouvrages.” .ﬁ;~a_=ari,&' T e R

'"Invocatxon a 1a Nature, scene 51xteen oi part four is suchla;f“

~

;2‘an example of a' creatxon double.“i-gf*:“ L
= It was of course part of Romant1c thlnklng to encburagef
SpE

ﬁ creat1ve act1v1ty 1n more thanj:ofsTfofufthe arts.a Such Cal

pursu:l.t emerged naturally ip an age that Closer

“ffffassoc1at1ons among var1ous arts and artlsts.f Berl1oz 'sfj[”f

' fknown to spend more t1me w1th wr1ters than w1th muszcaans-”:*°

r3;]3 er war in Par1s mxt den ersten 5chr1ftstellern sexner*g

b ieit bekannt und schatzte 1m allgemexnen den Umgang m1t f;j}

"r1hnen mehr als mlt den Komponxsten mae anQ the case of.'*e

'_lxbretto ,wr1t1ng, the quest;on ar1ses as to wh1ch of thea,;'

4 .

74'sxsteo arts, mu51c or lxterature, came fxrst 1nto exzstence.[;um

'"ﬁklchard Wagner 1nsxsted upoh the preSence of a lxbretté textlfﬂr

. before embarkxng upon the comp051t1on of the musxc. ﬁr¢:~f;'

.°_Berlxoz thls prac&zce allowed the posszble danger of makxng.}f}

'}the music subsenv“ent to the words, 7_ fault that he hadr""

’of Italxan opera of 'th elgﬂ%eenth and early n1neteenth f?f

centurxes.l Gluck strove to relntegrate the muszcal 51de ofjaﬁf

"»opera as an equal part of the dramatlc productxon.f Berlloz,tl7j

",;fzrst and foremost a mg; '~\',.wanted to avoxd the extremefﬁ e

"” Berlzoz, Mem01res, p ~§97

e ﬁomlxng, 'Hector Ber11oz La Damnat1on de Faust"ipf""f



of the musxc becom1ng the secondary art.:,
fl:ffé;,r_;ﬂfhe"’Invocatlon a' la Nature follows Margueriteis"f

LV a v. T3 ] : . - . ; - v'v.v..:_‘ :
'*;_sxngzng of 'th *-"Romance 'gin‘ scene fifteen. Marguer1te o

'bemoans the absence of Fadst, and 1t : clear TV tﬁeuifs

‘haudlence that her seduct1on has already taken place. Scene;7[
"1ﬂ_s1xteen features Faust alone 1n the settlng of forests }anaepf’
i;caves, ('Forets;»et//Cavernes ) borrowed by Berlloz fromfj:;
'f?éoethe's -faﬁaus“ scene, 3"Wa1d ghd4 Hohle.,“ pThefn’major;’f

'.fdlfference 1s that in Goethe s Faust L th1s contemplat:ve

'_scene occurs 1n the mldst of Faust s courtlng ]on Gretchen,;fff

- as Mephlstopheles urges h1m on to sexual consummat1on. Thetfi
i two scenes from Ber11oz and from Goethe)thus serve d1fferent

Ry dramatxc purposes. W1th Berl1oz, th}s monologue is the last{{f
”Fpresentatlon of Faust before he 51gns h1s own death warrant*

'f“inV order to save Marguerzte. He is then rushed off to hell?e;

"nby Mephlstopheles 1n “La COurse a'1 Ablme, scene _ezghteenf
; L c_, $ . R '
~of the dramatlc legend.- -

"fTbej 11bretto text f r" Berlloz s "Invocatlon a'ﬁla,~“
~.'Nature relates spec1f1ca11y to the flrst tweq;y three llnes”"

_c'of Goethe s . scene; “Wald und Hohle, ‘wh1ch w1ll tn bep‘

o R ‘ ‘ »,jle,g“ ‘
f'Erhabner Gelst du gabst m1r, gabst mlr alles, -
,3Warum.1ch bat. Du hast mir nicht umsonst - U T
. ..Dein Anges1cht ‘im Feuer zugewendet.afv-. w TR I
 Gabst mir die Herrliche Natur zum KOnlgrelch L
 Kgaft, sie zu fuhlen, zu geniessen. Nicht
- Kalt® staunenden Besuch-erlaubst du nur;.
. Vergonnest mir 1n§:hre tiefe Brust, " :
" .Wie in den Busen eines: Freund's, zu schauen.
"~ Du fuhrst die Reihe der Lebend1gen' ‘ -
~~Vormir ‘vérbei, und lehrst mich meine Bruder o
‘Im stillen Busch, in Luft und Wasser kennen. = = .
:,Und wenn: der Sturm im Walde braust und knarrt,zpy:a~.“”

"‘quoted



'vD1e Rlesenfxchte, sturzend Nachbaraste e

_ 'UndNachbarstamme, . ‘quetschend, nlederstrelft,,.o S
.. Und ihrem Fall dumpf ‘hohl der: Hugel donnert,_
.. Dann. fUhrst ‘du mich zur, 51chern Hohle, zeigst
- Mich dann mir selbst,vund meiner ezgnen Brust

*"Geheime tlefe ‘Wunder - offnen: 51ch.,-

. Und_steigt vor meinem Blick der re1ne Monéf

i-ﬁBesanftlgend hegrubér; schweben mir :

Von_ Felsenwanden, aus. dem feuchten Busch .
. " Der Vorwelt silberne: Gestalten uf, A f.‘
©rUnd llndern der Betrachtung strenge Lust.

;'“As:g,a“g startlng poxnt 'r} cdmparlng these.ftf"*tektsj

(Berlloz s uﬁa quoted above) t_iis_ useful reCall-“
Berlloz s : explanatlon ‘f h1s Mém01res (also Quotedf

-\

above)-~he had no: 1ntentlon of translat1ng or ;o{= 1m1tating;ff

Goethe s masterplece, but was rather seekxng to ext'actf'a‘

musxcal substance from it. Herbert L§edenberger clammsfﬁin"ff

h book -on. opera that“dev1atlon fru_Jan orlg1nal textfcanifi

;

encourage an -aud'e “ea_toV recogn1ze ,the autonomy 'og-.an.f~
- 'operat1c ;work"’ Berl1oz d1d mentlon whether he?had~vw
E Nerval s translatlon on hand at th1s p01nt iand 1f so,- what*

- -edltlon he ‘ was usmg What emerges fro%ms text, however,"

’flS a: very pronounced 1mage Faust S relatlonshlp 'wrth*fh

CLRe
‘.» a o

"'nature,l wh1ch must be v1ewed 1n the 11ght of the phxlosophy*f,
Q.'of nature emerglng from "wald und Hohle._ - )
B '*}A reader of the two texts 15 1mmed1ately struck by theVr‘

'fhdlfference in- address. Berlxoz s Faust dlregts hxmself .toﬁrf

R

gnatu;e',w1th the fam111ar second person form of the Fre{ﬁ
v”f:language,.("T01 seule ;;g*, etc ) 'In Goethe s Faust; theﬂﬁi

A e o ;-‘ ---------- -

S Joh;nn w°lfgang von Goethe, FauSt I VOl. 3 of
. Goethes Werke (Munchen s C H. Beck 1§815 pp 103-104.,

BT ':}”‘Herbert L1ndenberger, Opera. The Extravagant Art
. (Ithaca' Cornell 1984) p. 43 : , . _ i

3y s



o -
u" .

':fam11zar form of address' ( du") 15 used by Faust to call"

"Q'sp1r1t Goethe s Faust glves recogn1t1on for grant1ng h1mﬂ~”

o _ked‘fOr at the beg1nn1ng-of hlS quest.xj{,

'”3fdie”f rrllche Natur zum Konigrelch,v '
[ ‘

i_,ie'zu fuhlen zu g;n;eSSen." AS*w;ll he has gazned‘gf

‘;‘

ﬁ”*;y1th the 1nfluenﬁe thafffé' Past (aDer Vorwelt s1lberneﬂ

\"estalten ). br1ngs to‘pear ln easzng hxs burden and f1na11y'“'

'"T]elatlonsth w1th Mephistopheles as. belonglngf""

w :ecognxze

4

1?€{Ew the realm o ff

'!‘of'oa} unlversaldg'

nemerges from Goethe”s 11he5 15 th@g

*osmos over ’whzch sthe exalted syxrlt re1gns, and 1n whlch.’”

f?d.ﬁwfadjeetzves as 11mmensereiﬂpeﬁp&raéie et flere. , _
'L7ff’f(Th relatzonsth bebueen Berlxoz s’ Faust and nature~¢ﬁ
,/ ’ ,, . 8

. ».jfthus developd along dzfﬁatent 11nes. W1th Ber11oz s ?aust,:"

’“fonly nature ‘ill cagﬁbig Of pt0v1d1ng re11e£ from hls ennu1'f

. e HAEEN li? .
;?'”Lﬁﬁand m;sery, and of¢r%stor1ng hls w1ll llve.:,In other'
"orﬁs,_ 1t é;ature that s omnzpotent ( Sur ton,seln

: 'A P'd)’;";‘.,. . : . ;

.g;out pu1ssanb )";in contrast EO-"the,- weak . suffer1ng:{'

o ) EURE g .
-ikxndiv1dual.m! Goethe s Faust\ 4hasp- act1vely . sought an .

'é?understandlng of 'the secrecs ‘of : creat1on E andﬁ when";

-

_;f‘pw1th the mlght of ‘nature, is able to deal Wlth it
,,-m/ .
becomxng 0verwhelmed ﬁﬁhe mxd-sectlon fot both_J

RN R
- ) I
AT ! R B N o
’ e ? MR
g

. . : o

e ) S ('ad‘ .
[T - ) g AN o
L2 "

ﬁd;:upon the exalted sp1r1t or Erhabner Ge1st‘" To thls exaltedfaﬁu

Af power to apprec1atee -

uperhuman knowledgefgalned. In short whatadl



pas‘ages presents the &lass;e pacture of the L in L its

przmeval astrength. storms growlxng, g1ant p1ne treessiﬂf

g headlong Be§11oz added the mentlon o‘

' 3

torrents.v In Goethe s Faust 1t 15 the Ekalted Sp1r1t thatf .

[4

bears Faust away from thlS menaczqus1de of nature to the'~55

i J

shelter 'of a cave f"d1e Hohlk’) thus glv1ng expressxon toi;;,

the two 51des of nature, threat and salvat1on as symbol1zedhy

».» ‘ LA

by the 1tle’ o th1$ scene, sWald und Hohle. Parallel to.',"'

R

haV1ng seen 1nto the depths of nature (" Ln 1hre tlefe Brugti
v¢,-hrf:;d zu’ schauen )y Fau5t 1s‘now grantedtlnsxght 1nto hrsif'
own. soul, ("1J_r und melner elgnen Brust / Gehelmgr tlefeiié
wUnder_ offnen 51ch ) B Through Faust, Goethe portrays thefih
1nd1v1dual in- harmony wlth nature yet 1ndepgndent of 1t.,jff?rk
“‘3115i'contrast, Tthe Faust' of Berl1oz does not wzthdraufif
from the forces of nature to fznd hzmself but Eathgr »seeks;ff
- there-js lose hlmself Compared to‘%oethe s thlrd personi:f
“\ﬂ:narrat1on of the ‘elements. 1n nature,y erlioz had Faustf;
address them 'd1rectly 'f soufflez, ouragans, / Crlez'ih

!

forets profondes'",:etc._He then expresses hlS «des1re forhi

*f, un1on w1th these elemental forces"”A vos brurts souveraxnsqj

i A

- ma v01x a1me a s’ unlr "‘It 1s the Romantlc del1verance off

"“fself for whlch he StereS, rather than for an- understandlngi;
L : v : S o ‘
_Lof man s place w1th1n the cq@mos.{?”'

After thxs glddy plunge at the mxght and majesty ofﬂf

"nature, Faust falls back the“ awareness h,f hrs -ownfi

O
U

'-:Qinadequacy,‘ Berl1oz concluded hzs 1nvocatlon w1th a hrnt offf

2thefzeluco‘themega'r3 une ame %lteree / D -un. bonheur qu1

‘d . . -’ . * B " v,( “ . B . . .:,.v‘:" :

I i \ ST



”d:#la%*fuitr ' Faust ' here ino ready to apprec1ate 4the73gf

%happznes gfoffered by the natural order of th;ngs. One 1s?f7l

remlnded of _arly Romantzc wr;ters such as Chateaubrland whoggﬁf
! ’ (t ' o .

1aments the fate of the lonely, suffer1ng hero 1n Rene._TheVa";

- d o
L Romantxc 1nd1v1dua1 al1enated from soczety, turns to nature}f,

N

",forj solace,'only to £1nd that the al1enatron re51des w1th1nlff

'-v.rhxmself and cannot be reconcxled. - L
i | W1th1n these eleven lxnes of text, Berl1oz moved fromdf
f’jfg} the extremes of ennu1 to rellg1ous enthus1asm for nature andﬁf
T?;:~ back to hopeless longlng for happlness. Typlcal tra1ts of afif
Byronzc hero come to mlnd'-r:gflr_f;;olu ggggt berl1oz1end,§

7j;Js ecarteo de 11, concept1on goetheenne pour emprunterﬂg7

<

’pluszeurs' tralts.v a Byron'*f ennu1, demesure,‘i 1vresse?,5

1ucz£er1enne. v,;~é§ _ thlS tendency towards excess ambﬁid

AL
towards the 1rrat1onal that sets Ber11oz off 50 markedly asc

Vit

product of Romant1c1sm. Dr. Szmon calls h1s 1nvocat1on toi'f

”Lyﬂnature e1ne schwarmerxsche Hlngabe an d1e Natur'n:¢f!
Most , sxgn1f1cant j [for id understandlng Ber11oz s_f»
. - 3 - ’ V

';l:characterzzat1on of - Faust “is the . goal expressed for theiig
;{"f' 1nd1v1dual : Faust. .tne“ pursﬁit*l f happ1ness. xltgefisf,-

1mmedxately obv;ous why Berlloz_ has been accused ‘of
AN SR
szmpl1fy1ng the role of Faust in’ hzs dramatlc legend What, :

Aqﬁ :tﬁfﬂ metaphyszcal ponder1ng of Goethe s Faust’ Even 1nﬁg‘

thzs br1e£ excerpt from “Wald und Hohle,ﬁ one 1s remlnded 15ﬂ?

. o
-——-b-———-———o—--ﬁ '

o ‘Marcel: Schnexder, ”Hector Berlloz.'La Damnatlon de f;f
Faust,- (programme notes for Deutsche Grammaphon recor31ng). g

"i?‘isimon;ffaust.in{der%uusik;fpr ;gena_ﬁtjtf"




"'f.t asp1te ‘to. jpe fknowl dge o& the supernatural powers{jfh
;fitaerl1oz »concluded w1th the- 1mage..of », alteree asﬂ?ft
'°igcompared to‘ Goethe s '"der Betrachtung strenge Lust;f The*?}f

quhdszerence 1n perspect1ve is clear-‘where Berlzoz pro;ectedff”7

J

:'f;@th: tmage of an 1nsat1ab¢e soul Goethe was. deallng w1th an;77;

'“mﬁ1nsat1able m1nd and soul and body

'"”.”e'ggmnat1on de Faustw_

.

K“

'i]necess1tated by.the need °f any l;bretto ;tés condense th?i;t
«ffor1g1nal materzal ')iwell there 1s a suggestzon o£ the?é?:
J??#fearly receptlon of Goethe s work by' the French : who hadfff
o ;fllttle taste;fgb;i“thé; depths of German symbollsm and{;Q

: metaphys1cs._Paul Lasserre speaks of thls d1fference in. h1$,f>

'ffstudy '£f Faust in France.i"En general le symbol1sme nous

o w a semble etrange,,ga' nous Ftanqals;f" Berl1oz s dec151on to ?:

damn hls hero, as segnseven 1n‘ the ch01ce 7of t1tle, jfiaq’

a‘hv

'1t is not Goethe s Faust 1n all hzs complex;ty that xs bezng;;;

o

‘”_"°damned but rather the flgure as percelved by Berlxoz.f

o 'f The damn1ng of Faust is- a thought process that was 'tift

"‘tif motxon thh the origlnal receptzon of Faugt 1 by Mme de:

'Stael n her book De l Allemagne, she draws at:““?*?““,ﬁb'

the weaknesses of Goethe S Faust-»
gg rassemble dans son. vcaractere ‘toutes  ‘les .. -
blesses de 1" humanité: désir de ,savoir et fatique
o du travazl “besoin du: succes,.-satxete du. plaisir.. .
- C'est. " un. parfaz ‘modéle. "de. . l'étre: changeant et e
‘ v_mob11e, dont le sentxment55 sont plus ephemeres‘jy
‘;," Plerre Lasserre, Faust en France et autres etudes
(Par1s. Calmann Levy, Ed1teurs, 1929),. p. 25

R

ﬁjgthe openxng wordsj?"arhabner Ge1st of Faust s whole quéséf[*.

part Berl1oz s reductlon of thefrdle‘ochaustTisf’

_ﬁis also not such a compllcated matterrgf‘



o encore QUe 1a courte vie dOQP 1L se Plalnt- Faust gjj*"”' B
plus d amb1t1on gue de. for . 5y : L

.4'. . R T

"7fmh1s Judgement also follows%irbﬁ‘%he concentrat1on of the

:’?lﬁFrench on Faust I. In the 1ast 11ne quoted above from Mme de [fﬁ

"V?anStael, iR eT see, that the t1tan1sm of Goethe s Faust zs not

“eiappreczated as an end 1n 1tse1f And 1n Berl1oz s bxbretto
o b

fhtext {fb'ﬁ'"Invocat1on a la Nature.' lt is. the sufferlng °f

k3

."fd“Faust that 1s dep1cted but not hxs sgr1v1ng 'r}‘superhuman

<4

"‘7tknowledge._Thzs 15 as far as the words alone can take us..It.ﬂﬂv

“lfixs now necessary to consult the mu51c composed by Berlloz 1n f

"{v'order to complete our concept1on of hls "substance musxcale

»ffor th1s scene.rffa.;fiif¥55;?!' }._‘aiga;iff?ﬂfé::f”%r"‘“d

- The' mu51c'ifl | Faust s monologue, afInvocatron jafiéﬂif
"l;Nature;" was composed by Berlloz 1n the style " song
" f'through-composed,A _eorlL;ftofff&usejijthe]: German : term,

"Eﬁ"durchkompon1ert.. Thxs type of song structure 1mp11es'gaf;*

~

A'Vf_”contlnually changzng melod1c 11ne that develops accordlng toflf

".;g;the mean1ng of the words be1ng expressed--without theffl

“‘irepet1t1on,jof whole sectxons.gThe early Romantxc composers7f*

.,,,r.. R

*ffpartxcularly favoured thls form of solo vocal mus1c.,dThe?*
“l,;earlxer stroph1c type of song structure offers a melody thath.f

'1s repeated for each verse, whatever the message ‘Of gthe‘ 3

7fowords._ There 7;:! also the posszble repet;t1on of words and

J"'f;;mu31c 1n a*refrazn W1th thxs type of comp031t10n, there canh:‘

"hfﬁfbe 11ttle closeness between the words and the mus;e, and theg;f

beauty of such songs depends largely upon the melod1c llne';i

r

L om + vadame de Stael' e 1'Allemagne, Vol. 2 of Oeuvreg
M“_QEELEEEE (Geneve & Slatk1ne Reprlnts, 1967) 11B% ST
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;ffjand the antlczpated repet1§1on of 1t W1th Romant1c muslc,fgjﬁ

"ﬂ?f;ithe earlzer emphasxs on external form was replaced by theff'f

W!fff;freexng and eﬁtending of forms 1n order allow a 1moref1f
.é'“ﬂfpersonal outpou;1ng f human Sentxment.llnfluenced by thei
wd%movement tb brlng the arts closer together, the ~Romant1c?ibi
f:jcomposers -sa Qf{th'""durchkomponlert" tYP°l76f; soilpﬁgé.é%i;;
» ; "= : : o

‘VQ_channel for 1ncre351ng the expre551ve powers of mu51c.'

Berlloz began thei'”Invocat1on a lJ Nature thh an]ﬁ'

1fe19ht bar orchestral passage that sets the forest scene :or_ff

z}"the whole ar1a to follow. The openlng ton1c chord of C sharpi

g

,;4 ﬁmznor.1s sounded by the flutes Englzshgefrn, trombones ?“df:;
;Qﬂstrlngs._kTh predomlnatlng 1mpresslon, however, 1s of the-f

-'f7outer extremes of pltch establlshed by the flutes play1ng A

hlgh c. sharp and the trombones, cellos and double basses ony_f
a. low C sharp ‘The contrabass sounds an octave lower thanyg;

;f_ wrxtten 'wh1ch emphasxzes the lower extreme.zTh1s dlchotomy‘

of sound portrays a vastneSs that 1s enhanced by h slow.{

majest1c tempo,_ ”Andante maestoso,;? and by “the subdued“f

dynamzcs Of double plano, (pp) ‘ Such sustalned tones _afeﬁ=‘

USually j symbol nOE; the constancy of nature portrayed 1n;g,

”paStorales. "The'~h978_1 metre | {é.; often‘ related jjtb"ﬁ

. ‘_-‘),,

nature-descr;ptzve mus1c,l but here Berlloz trahsfogmed the;5
normally peaceful pastorale 1nto somethlng powerful :and~

threatenlng Th1s-\) character1zatlon fotj_ nature.j:as'

“f'jawe 1nsp1r1ng and somewhat menac1ng contrasts with?t he

ﬁ*: Portrayal of nature 1n the f1rst two arlas of Faust. In thej]

'"*Eopepihg number of La Damnat1on de Faust Faust -s1ngs

#3 )“



‘”j1ntonatxon _154 heard from the t1mpan1 wh1ch helps

iy Frthe rhfthm of the compound tr1p1e,;t1me s1gnature. -(9/8)

f; w1ta11ty
:is

.jfﬂhe.two bars precedlng the vocal entry.r

opt1mlst1callyfof¥the soothzng effect of sprzngéame.. Thegj 3

;h upper strlngs “whi thoughfﬁ""

ofy | qué)&*ioh

‘Trelatlvelyfj‘

.r EI‘J

tThese drum sounds also f1nject iu&ee11ng of pulsatxon or'; '

'ghto the 1mage of nature belng created ThlS effect-if

anced by the change of dynam1c leJEl from pp to mf 1n, '

4

Into th1s mu51cal sett1ng of a vast awe 1nspr1r1ng

.forest, the tenor, Faust, enters w1th the words,” "Nature

‘1mmense,” that acts as a t1t1e for the ar1a to follow-’7

1

el

AWT'(.-!S: \u.;: J"‘h;.s sombrt} P Ry :"/——\",' —_—

o e Y e

rgThere now beg1ns a sectlon of melody whose main funct1on 15" ‘

‘;vthe 111ustratxon of var1ous key words.{'"Nature 1mménse

gecexves emphaszs through the slow tempo of dotted half and

quarter notes, 1n support of the composer s 1nd1cat1on on s

e

Zl,i~

; ed J Rushton ;_}g

(KaSSei Barenrezter, " p. 384. Subsequent’

e quotatxons from the score w;ll be 1nd1cated by page number

only.=



e the score,”“tres large et tres sombre;" Th1s subdued feel1ng}i*7

-iji%f}isf broken, howeVer, by the shorter note values for the wordV |

[

1mpenetrable' whlch conveys a feellng of momentum as voxce?}};

Q

” and lower 1 tr1ngs r1se ﬁ:br _thej}expre551on of the werd S
- ‘"f1ere.? Empha51s is here achxe:ed through the hlgh p1tch of\_g"

Lan’_F natural“ and the accompanylng 1ncrease in volume. The”f-3
' . Y .

‘ l cello and gﬁbble bass parts feature th fxrst' df severalpfﬁ

:.a.

=ascend1ng and descendzng scale passages that symbolxze theg}

ragxng of the elements throughout pthei scene.,”The lower?h

strxngs are also respon51ble for cont1nu1ng the dlchotomy off.

p1tch establ1shed at the openlng of the scene,[ The :cellof"ﬁ

0

and double bass parts seem g@ react aga1nst the h1gh rangegi?
“of the tenor role, Faust, and g1ve Fthe effect of ;the o
Vrumbllng, demon1c forces of -nature, Typlcal for Berl1oz,h'g
)four bassoons are added to the rushlng scale Whlch 1ncreasesf
e .:in' volume from\forte to a sforzando. The sh1ft from C sharpihf
e mlnor to b flat major 1s also s1gn1f1cant 1n a portrayal
‘dt the dynamasm’/o be found 1n nature s1nce ma]or keys convey Afff
more outgo1ng mood nl addltlon,Z'D' flat major s ,"'a“<E

partlcularly r1ch--even majestlc--key._ “'

R

4

}@_‘fi._d Ast Faust -cont1nues to sxng of the comfort he der1vesf.
A from nature, the shape of the- melodlc- lxne per51sts .w1th
?‘; th1s tendency to surge upwards.

W e A"\da.n‘\'c mct"roﬂ o o o ,

EREE SN B . = R «uuj---------------f -g‘ o
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"‘tha Stebl1n, Key Characterlst'cs 1n the 18th and
Early 19th Centur1es (Ann Arbor-'UMI 1:81) ,266

e



'7E»key of ';; Th1s -br1e£ resplte 1n the major key offers a

bfffmomentv of sol1darf§y that ‘is ,m1551ng where the “mu51c pf

ﬁ_f?aust then concludes thls open1ng sect1on of;the ar1a wlth
'h:the statement "et Je crols vivre enf1n.7 The’ﬁords are sung _?V
f:to accented notes, an obv1ous means of lendxng empha51s to,

“jthexr expresszon-‘

.c. n*f;.-ndb 2 n\o.rcafo S S i e

a U ¢‘]’ J" cms Vth en— ‘Fiﬂ .— o(%d.. 3!'7) "

d7fThe: orchestra accompanles thls l1ne of versd'w1th accented
| e;chords 1n the same baszc rhythm as the v01ce part,rThere isffﬁ
[a_ strdng sense of f1na11ty on the word enfln, accombanled

: {fd?by a trad1t1ona1 cadence of domxnant to ton1c 1n chef major

K

'7-t{c0nstantly str1ves upwards wlth unusual key sh1fts. Thxs

. pward movement»d1scourages the development f_ no:mal yf»,

‘§;5progre551ons whxch would _frevolve . bout _clgsé?;ton;c: :

""L-relat1onsh1ps.,-[f f5

‘;fﬂopenxng note fifthe? thase_.J

'}ﬁwhach he addcesses the elements of natare dxrectly“

o fflat,vto a B natural tQ.andCV

Sy

The' musxc inowf-changes somewhat ,&ﬁ character as it

corresponds to the llnes of Faust from- the l1bretto,.gjn*

A“‘ M*& MM‘T.’G

L p b B
1 SR |

ﬂ,%ﬂh =:

RS :-"’-0'-3,,_, 4 Soufﬂez -y .“oq.ﬁ-rc,-_;‘:ng’sf -‘ (.Qa.: 32}:;)

SThxs phrase 1s now repeated sequentzally three tlmes, as the

tural and fahally to avﬁc_u

) o



Q;But also dlfferent relatlonshxp between “voice

forchestra is belng establ1shed 1n thxs Sect1on.' The above

Sr

'i,:jjerkler rhythmlc pattern lend1ng a- more aggresszve edge

'Faust s 's1ng;ng Each phrase 1s accompanxed by upper str1nghf?

H”flower strlngs,t that r1$es t » a' sforzando sound before<""
0 . : SESR O L
IJ q’

-3Q{fffall1ng back

tlioxves ev1dence 'of ‘a. legs smooth melod1c lxne, the[:§¢

Eftremolos and punctuated by the rapld scale passage n_éthe.

to plano.vAs thxs exchange‘ between voxce vandfir

?1nstruments ocdurs four t1mes wzth ever mountxng tens1on, 1tﬂfﬂ

:-suggests Faust strugglzng w1th the elements,' and concludeslff

:”fwzth hrs de51re to un1te h1s vozce wlth the1rs-5?f”v~ﬁ o
: | . . S AL TR an ?-eo n.\\a.rjsndo ', FEREE

ST FIV 0 SRS SORARN S

"i;fG Shif ma;or chord.

"ngdwhere..The use of i? ]or key supports the

......

'.'fgpexpressed Wby Faust and prov1des for.a sense of released '

st p.% & Rk ; #ﬁiyf o _‘4h1. s
v.-,.i,tenszon.fAfso on the 'second' gnfiable of . s u n1r,
”.g“. R :{? =OT )

nf¢311Q597 basses and bangbnsh glve 'outrfa_ rush1ng scaled‘

f

:t g?rtlng on the downheat which as well fcontrlbutes _Mp/thea;
dfsense of stabllity-.;?}fitﬂ}¢jr" o - e S

Faust contznues to address th j elements w1th h"ﬁ

'1nter3ectlons‘ "Forets and rochers but he 1s accompan1ed'[
ohere by a more subdued repeatlng broken chord fxgure 1n the_"

str1ngs~f*y"’




r~1;f the use of a s il

LR

e IS WY

1nsat1ab1e yearn;ng ‘hb accompan1ment remaxns ;ianfﬁﬁéfx

&.» sq 13— |

’ ”'f;5?h¢: mUS1c bu1lds towards Faust s flnal 'expresszon fot‘it

background,v the human vozce stra1ns beyond 1ts 11m1ts.;is

T'"'~E‘aust szngs the words; "Mondes sc1nt111ez,' on the h1gh notetﬁﬁ

' f F na n_l.before concludxng on F sharp The next llne offf;

'”.verse and

a G natural. Hi f4_tﬁﬁ1?;V;}¥:A:

;w o X e = = -
ma . ’1 ﬂ‘?{) g :;' | (a‘ . Bq 2)

‘Ls an 1ncreased cxpresS1veness through;ﬁj

The m?ré 1ndep~ndent cné?acter of the voace part at th1s”f

point in the ar1a seems to conve; the notlon that Faust 'isfi

°:‘more.t n' control hére and aperhaps able t0" ake a moref@

't_ object1ve look at hxmself. Tbe n;re connected and.uforceful .

t’

’Qafmelodzc lxne ' stands out umé;

desperate, fragmentaryébursts of melodg that represented hzsfu

o -Jv‘

efforts to un1te with'the‘elemental forces of nature._Th157f

W »

. ""3"1‘
iy

L B

contrast to hlS earlier'*



”fgf}recalls _ ba51c dualxty of the Romantxc soul that tr1es

| gftendenc1es.;;ff_c” St

"{i;[unsuccessfully to reconc1le ht subyectx@e nd objectave ﬁff

In Faust s f1nal llne of the monologue,‘the tenor moves

hI;from G sharp to the ultlmate p;tch for thxs arxa of a h;ghlff*

Wp-.... conur *"’r we-te «N‘ wd-ﬁ-m- Dubon\wa/iu ufm-.

fﬁit 1s 1n thxs str1v;ng ever upwards'that Berl1oz brought anfh'

1;add1tzona1 d1mens1¢n t° the 1mage created by the l1bretto%;tt
fvwords alone.- Through the med1um of mus1cal sounds he gavgifﬂ
;expre551on to the 1nf1n1te str1V1ng of Goethe s Faust,«af:eej>
H;chollkommenes or °°mplegsness_ :fiédt”iffﬁdf'f L

“""f As Faust s1ngs his f1nal C sharp,.the str1ng sectxon of;:”

'1*Athe orchestra ,takes over. w1th a denouement of seven bars“j

'°.jthat leads to the c1051ng d1m1nuendo. Th1s conclus1on to the;g;

fy.scene 'sj very l1near and melod;c 1n:character- the four“
hstr1ng parts play, 1n unlson, a geqsly rxsxng melody basedf”“
ftupon broken chords, that has the effect of a narratxve??“

o statement. The £1nal cadence w1th a B natural mQV1ng td & ?C

‘fsharp '7 very 1mportant 1n expre551ng a sense of collapse.;f3
the lowered seventh--comxng rlght after the 15 sharp to Ch*’
'sharp movement--ls very strange and has the powerful effect*‘
';of an unanswered quest10n°‘>

CERE i, PE " . Lo



Faust has been left suspendéd somewhere b tween fulfllment

. B
”‘and 1nadequacy--the world of nature llves on. as a framework
fnwfor human exlstence gE T

O hThe[ Wdurchkompon1ert" form of comp051tlon 1n thls ar1a

',11allowed Berl1oz the greatest frEedom ;in,:expre551ng the

' ~j¢hnsat1able longrng of thxs Soul Faust.vSome features, such

e-fllas the 9/8 mecre, would hlnt at a typftal pastoral settlng

'x?&hut7f1ni fact Berlxoz coloq;ed the scene w1th such daE; and
sombre orchestral effects that winature g becomes here
= overpowerxng and even threatenrng The overall movemeﬁ! of
the melodlc lzne conveys an upward str1v1ng that effectlvely;

ft}expresses the Romant1c surg1ng after 1rrat1onal 11m1ts. The

o result 1s anrexceptlonally close unlon of text and mu51c. _

P
5.
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o CHAPTER e | |

3@} "{f{,f ThevExpressxon of Dlabolxcal Humour:pf,'
» ‘; o Ber11oz s fasc1nat1on w1th the £1gure of Meph1stophelesfv”
cﬁrwas ev1dent 1n hzs origlnal work tn‘ﬂ"Hu1t Scenes de Faust”ﬁffl
th% 1828 and 1829 Two of Meph1stopheles major solo numbers:if
:‘ito appear 1n La Damnat1on de Faust date from ;th1s earlzerflf
lhpwork---' Chanson de'. M?_hlstopheles :‘and ~"Serenade_ dethr
heMephxstopheles.. '“;1fi;S[_one 1s 1ncluded in ‘La naa55t105j+ﬁ
;E:5?fde »Paust 19 scene :s1x,‘ Part Two, and the second one; 1n?h'u

e
N

'1’rec1tat1ve passages, a. thlfd ar1a,'"A1r’de Mephzstopheles,

'f{;was added by Berlioz ;f ; omposxng Jscene- Seven ]of 'théfi'

” o

o'fdramatxc legend. Th;s ar1a was part of Berlloz si@cheme tonﬂ:

':enlarge the or191na1 ”Canert-des Sylphes"'  he dev1sed ‘a

scene twelve “1f Part Three.- Along w1th the necessary_”V

- sceneﬁi;oﬁ' enchantment :A wh1ch Faust would f1rst "ej

’vngargUer1te 1n a: dream. As ment1oned 1n the prevxous chapter,f~'

7n not one of the orlg1nal elght scenes dealt dlrectly Wlth the‘-'

'“ co1e of Paust

Thls;; omlssron 1nd1cat1ve f, th@z early French 7

Jf.receptzon of Goethe s Faust, Part One- the1r attentlon yas.

focussed upon the' £1gure ‘of the dev1l Mme de Stael was

a .

~>\1nstrumental 1g sett1ng thzs traxn 'of‘ 1nterpretat1on 1nto'v

- mot;on w1th her analy51s of the work in De 1 Allemagne of’v

1810 She made Mephlstopheles 1nto h hero of Goethe s

-~



”:Mme de. Stael was most struck by the pers1stent expre551on offﬂ,f

"epredomlnate.,,Shef‘referred to h1m as a crv1lxzed'de
f'd1able c1v1115e ) .and’ poznted out the, unusual ws"gulﬁxcanoeifﬁf
ﬂéhthat Goethe -awarded the dlabobucal ' In g

"}ﬂconcept f, cosmlc creatan exng enacbed“

":represents the necessary negat{ve polarxtyw cf"”

3th1nk1ﬁg,, auses ;5th f1gure

B L -

draﬁa

“;;Le dlable est le heros de cette p1ece,' 1 auteur nef
.~ 1'a point congu.comme"un. fantome hideux, tel’ qu® RN
) “;coutume de le representer aux. enfants':il em a. £a1t,ﬁi';7j4i4
.81 1l'on peut ~s'exprimer a1nsx,; e - mechant parfug_ffyg

-vexcellence Goethe.p,',voulu montrer dans ce i
:.spersonnagel, reel ‘et fantastique tout a’la: £o1s, la e
© plus.. amere plazsanterle que .le . dedain: puzsser-gvtLJ

- inspirer, " et néanmoins une: audacegyde ga1ete qui

" ‘amuse. Il °y-a dans. les discours . deygﬁeph1stophelesv;~':-:w
- une ironie 1nfernale ‘qui porte sur 1a création: ‘tout L
Psgentlere,let juge:1'univers comme. un‘ mauvaxs 11vrei.”~' :

{dont le dzable se £a1t le censeur, : St ‘

Fe

1n£ernal 1rony throughout _' play wh1ch to her uay offf;

Vg . : . "\

.~1',

."v.

",‘( Q.‘

in "Fagst,ﬂs”

o :Mephxstophelﬁ&ﬂﬁ 1n f&ct an eﬁmssa:‘y of; the Erd’gexst and. :

, f dlalect1c~7“
. : i e . “'u-‘ e
‘.process & e ?ﬁ if;,Q;’ ” ; ?fi; 2
Max Mll"err’ﬁ hls StUdY z@f deV11 .in °“F£eﬁche$;

'fliterature, speaks f the unbelxevable attractxon for the'“

- dev1l fzgure once 1t 1s separated out from the relxglousl-'

__sphere.,‘"Maxs une fozs anhexee au domalne de 1! 1mag1na1re,fﬁ

f.la representat1on du d1able va exercer une‘_empr1se etffune o

seductlon qu eLle e» pouvalt pas avoxr lorsqu elle eta1t ‘

“fl objet d une _croyance et -dvune cramnte L ver1tab1ement;f

’ "' .
.

"i'

- ¥
: '.‘.' Madame de Stael »Bé 1 Allemagne. f17




"hi.tn:"."'t'fua"j szxteenthf

’“ﬁ' and Hephrstopheleﬁt

" York:‘Oxford, 1977),.p. 7, draws a parallel
' and Delacroxx for:‘the1r 11beratlon of expre551ve O
S colour1n9 - R , : .*‘~”'“‘

atmosphere

*
-

-~

rellg1euses.?’ It was such an attractlon that felt hYéﬁfj
Eugene Delacroar wﬂ!ﬁ he was 1nsp1red 1n 1826 and 1827 tof}fﬁj

create a ser1es of seventeen l1thographs on the subject ijjf

Goethe s Faust,‘ Part 0ne.,Delacroxx emphas;zed the Goth1c[i*~

creat1ng a‘

d1abolxca1 3 Acco

peut dlre qu a part1r de 1828 le type phy51que de Mephzsto‘uhf

est f1xe pour 1 etern:te

of Delacroxx '8 work when he saw some copxes of 1t in’ 1826

Talkrng to Johann Peter Eckermann in 1826 Goethe had SEforei'jf

fasc1nated by Dela F~‘%5

for Mephlsto s horse 1n place og Goethe s descrzptlon~ of

»-

- L1 ra1r1e Jose

Eckermann ::a a Goethe .Vwere

Jnﬁilfrom ‘Gh drama and succeedede___nTJ;h
“sive 5 graph1c portrayal .}of h'iﬂfi
_1ng to MIlner, Delacr01x establ1shed thezswy

,;vclasszc 1mage of’Meph;sto w1th hxs l1thograph of 1828- 50nt'>'
M:G‘f It ‘is’ 1nterest1ng to note that Goethe hlmself approvediggm
/Lrthograph (cf hebgr.enclosedm;,'
- 111u§trat1on), dep;ct nq the nocturnal horse r1de of Faust-"
/cho1ce of a phosphorescent colour}.i»
black fo both steeds. The  notron of phosphorescence@ht

emphas1zes the othervworldllness of the flgure. He commentedf:#

,‘ to Eckermann, “Da myss man doch gestehen,,.,_ dass man es:ff

ST Gary Schmzd all ‘in hxs work L1terature'as”6'era‘(Neéaﬁ

etween Berlloz

s Ibld., p. 458

ﬁ2V

Ll e
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”3f"jw1th h1m,1;th7's small wonder that he was not ready to

Tfﬁfunderstand1ng of Goethe s drama.ri:'”

letzten Jahren seznes Lebe
}Ver'ag, 7 ' v

.4;a,ﬁ~‘ S

Yet, 1n the area of muszc, Goethe proved ’“be muchi“ﬂf

2

Ca

;-ﬁﬂ*on thequture of a. Faust comp051t1on were expressed inf7aﬁ5

"conversataon w1th Eckermann 1n February of 18?9

. 1

~'Das Abstossende, W1derwart1ge, Furchtbare,e was Cgie

. - stellenweise enthalten musste, ist der Zeit: zuw1der.}';d'
. Die. Musik. musste im ‘Charakter ~.des-’ Don- ‘Juan - sein;. :
» - Mozart hatte" den-Faust komponxeren mussen.,Meyerbeerfv,'tﬂ-

';ware v1elle1cht dazu fah1g,~._.,,‘

R

1n the samg‘breath It 1s known that Goethe s mu51cal taste‘@q

‘)

“f7mu51c--who the mosg apt candldate f;ctﬂk expre551ngnf'

'?the, Faust legend These character1st4cs were 1nvolved 1n7

——--q—---. - an an e ar - - - -

s Johann Peter Eckermann. Ges rache mit- Goethe 1n den

l

Franz llszt, wzth hlS pgan1st1c vxrtuoszty and

_a-251ch selbst nzcht o vollkommen gedacht hat.?? And bothjind

“f:nagreed that Delacro;x s 11thographs would a1d Anf?°anﬂf7

;ﬁ;fmﬁre conservatxve.tl have mentloned 1n the prevxous chaptergijq
;h he relled upon the )udgment f Zelter concernxngj*'

*QﬁﬂBerlloz s comp051tlon, "Huxt Scenes de Faust.“ H1s own 1deas”-

fﬁ’W1th thls statement Goethe showed hlS d1stance to matters of}”*

'i‘ mus1cal judgment, 1n that he ment1oned Mozart and MeyerbeetEVT

:,1n hlS f1na1 years d1d not extend beyond llstenﬁng to Haydnftv

}:and Moﬁart When even Beethoven d1d ﬁaﬁ; flnd f audxencewq

f'apprec1ate gth style vof : Berlloz., Moreov r,‘;gitj;'wasa'

aBer11oz--the great orchestral 1nnovator oJ.F ench romantit,f

.y

ffmus1cally the repellent the offen51ve and the frmghtful of-"

(Munchen. Deutscjer Tasc enbuch:f

* Ibld., pe 313 Rt
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“';'Meph1stopheles

"fthree chromat1cally descendzng major trlads shown above,*xf*

humour.;ke,ff

In La Damnatxon ae Faust}

a%ﬂb

.13! ,& Aﬁ
bassa: o

w5

: s'f‘*a_h”__ , e
IR | » B — IR

(2a loq)

- The sound of the trombone,.WIth SUCh unusual harmony as the

'-betomes closely assocrateﬂ i;th the flgure of‘MephxstOphelesff’

\t 1n La Damnat1on de Faust And 1t was at Berl1oz s‘1n51stence}":f
,that the part was scored for one bass trombone, and not Justit=

i for three tenor._ Berlxoz d1scussed the rar1ty‘o£ the bass_f

“;trombone among Parxs1an players in'j hlS Treatzse :ongﬂ‘

Orchestrat1on- itSf s;ze caused more fatlgue 1n executlng ﬂ:

| 'sounds than w1th the smaller trombones. But hxs \comment
—'J

1ts tone 3ust1£1es 1ts 1nclusxon 1n thzs work*j'Le SOn du;-f

: Trombone mf Basse,ﬁ feet;y ma)estueux,~ form1dable f»fetif'

: = L
X : S T . D 3 ST : s
. . . . . . " - “ . . . ot o -

'”’(cont d) xadz'vl harmony, was also successful in ‘
f1nd1ng a means of m sxcal expre551on for these dlabolxcal

- qualities.

‘:: ' ) .. ‘4, ‘:'



"~t;terr1ble. g, L These were the .very qual1t1es Mozart whsifﬁf

' l -+

_.;fseeklng to convey when he used trombones ;n the £1nal scenef”dl
N ' -'::_
gof Don Gxovann1. the trombone sound 1s assoc1ated w1th the'?,'

;statue of heJ Commendatore' comxngﬂ;go 11fe and wzth Donﬁ:_ﬁ

.]lnglovann1 meetzng h1s doom.

7 After ;the startl1ng,l dlsqu1et1ng signél *%rom thé-;f“
lf . L
'r;}trombones, Mephzstopheles_ comments ;f rec1tat1ve oh’gthe e

freawakenrng of Faust s relxgzous fervour durlng the Easterf5*“

R L o pute emotzon' Enfant du salnt parv1s| o AN
... -~Je*ttadmire, docteur! Les pieuses volees T T ORI

. “Deiges §loches a argent T ml ST |
7w -Ont,¢charmé grandement - 515.ffﬁ :”,~.f’ g ;f.gﬂ‘;&;
ST ;Tes orellles troublees' SRR L

'“7;The acccmpan1ment ""{Sf‘ supplled ~ jby?-l'thé; :f P;eruﬂV

strxngs-—double~stopped tremolo, pont1cello, strettlss1mo"
’5fand punctuated by trombones' The message 15 strongly 1ron1c-‘

éém ,fand Meph1stogheles qu1ck1y }establzshes h1mself .ﬂ7£5° o

9
"urole cf h dev1l v“a, sardonlc cr1t1c,.

o t'ré’di tgiroz;.’r;;i ‘
. posseSSing'superhuman knowledge though not i league _withi}‘-
o

e )_rGod and the angels. From thls vantage p01nt he 1s able t

_f_Judge the e§p1ratlons of a mortal such as Faust and 1s qu1ck‘

77y‘fft offer «h1m more temgtlng alternat1ves for llVlng Th1s o
- , #‘ . " :&.
”rrole ot crltxc and temptoi? .car?1ed over from Goethe s .
I i —--..-—--.-,...-_--b_-.:. ; . 5
: s Hector Berlxoz, ‘“Praité d'1nstrumentat1on et e
. ,fd of!hestrat1on,,new ed..'Par1s, Hemry Lem01ne & C1e, 1925),
_‘::., s Such symbol1c use of the trombpne had shown up S
ij»r_preV1ously in-its. assoc;au1on ‘with church-music. It was only_,'
. »in the nineteenth century that the trombone was 1ncorporated'1
: ‘-c1nto the symphony. i S TRt UM B SRR ,




Faust What

Sl . AT ?3 o
'-hdllferent n}th Ber11oz is the

ail. metaphyszcai dlscusdzon bhat takes $lace//’3
]
1n Goethe !F _ma.‘Accordzng to Sc%mldgall . a kllbrettlst J‘,

compresszo

ufﬂ&_fflgg* w111; naturally grav1t9te away from passages of

dxscurszve complex1ty nd‘”toward those that 1ssue‘f_inwj'¢

psychologxcal :§ phy51ca1 act1on;"" Wlth Mephzstophele

s E J

second passage of rec;tat:ve, whxch consrsts of‘four' 11nes,f7§1

he makes hxs offer to Faust of happlness and pleasurei7Fausttsf;

vety qu1ckly consents"'J“y consens." And they !eefEJf

L

Auerbech's cellat for the ehorus of drﬂnkers in’ scene 51x.,
: A,d . \'-, .
th1s¢,way,;.‘h ; clever wlttlness , o ébethe s

Mephxstopheles does ;not f1nd express1on 1n Berlloz s work kdl
| 7 b4 The br1ef¢éassages of tec1tat1ve communicateZJ;ls saraast;c
dspf stance./But the metaphys1cal wagerzng,andrbatlng that Goethefi'

staged between Faust and the dev1lr sﬁ too prolonged forf'

opetatxc performance. The verbal w1t of hlgh comedy does not
play a central role 1n ,L Damnat1on e Faust, 3“and“{

=

coraespondxngly, Berlxoz s?7dev1l f1gure loses some of the

.:"- eppeal that ‘\_v_la}s,‘~ featured m Goethe s wor@ 'I‘he com1c

; _v" relat1v1sm, l1nked to God and to sat1r121ng Meph1stipheles
own Satan1e connect{ons, -missxng 1n* Berlxoz s mnsxcal ?.
translatlon. ';ﬂ4°/QnT. e T | g

Vo : - . : - e X .-l.

_o In. the sree ‘of. low comedy,lGoethe presented thelascene
the w1tches kltchen w1th 1ts vulgar 1nnuendos,'1h order-
o to create a perody on- shch dabbl1ng »int ‘the ?black arts.'"

Musxcallz, thxs low 1eVel of comedy is rendefed by the style v

R I ) ) o y .

A jfff*f; Schmxdgall ﬁitefature-as'Opera;:p,QIS.*\

LA




:tesett1ng 1s typlx;_ Qorpmuslcal,comedy° he i one off“the}f_f

'.}tdr1nkers ‘~ -hﬁsf cellar and 1s obv1ously sufferzng‘gfu

’f:f; 1n heat ( 1 amour aU' corps )"_f‘

'”#_—-from love and from sxtt1ng on a stove'--thus affordlng theuﬁp&

-~fipr1mal com;c appeal to baseness._Thls type of humour lendsfrff

alcohol He 51ngs of a’ rat by makxng::fa

*iltself to mu51cal express1on. Brander s song features three e

;5verses, each one endzng Hlth the phrase,f“l amour au corps'”7

f{don thé h1gh bass note D Th;s phrase 1s then repeated by the]f7

uufmale chorus( 1end1ng 'a .mock serlous choral back1ng
”Brander S . exaggerated--but :: unsuccessful--attempt .3t¢ o
7i'enunc1ate and s1ng 1n tune the ‘tale, of the rat.glfﬁ

9*‘_-

de Stael speaks f'[thel'scene “in the wltches

':f;kltchen as a parody on. the scene in’ Macbe?h-“; peutr
"con51derer cette scene, a quelgues egards, cpmme la parodze:ﬁt

"W',desf Sorczeres de Macbeth AEER Th1s 'scene uis m1ssxng fn

lBerlloz S transformat1on of the Faust mater1al" but' we do7'"

f1nd '1 sp1g1t .o£ parody fin'ft famous fugue that he*
composed for th1s dr1nk1ng scene, thus creatlng a- parallelgg
‘aparody f: form ,though aot subject matter. Berlloz s

S manlpulat1on of the fugue form wxll be analysed later vxnf;

'f_thlsr thes1s 1n connect:on wzth the toplc of Romantlc 1rony;

din_-the? opera~com1que, Beatrlce t' Benedlct., Pr1mar1ly,”

:Berl1oz felt 'he: fugue had been abused and exhausted as’ a
| The more usual French colloqu1al expressxon 1s "le
,Hd1able au corps., : _ , : s

”{" Madame de Stael De I’ Allemaqne p-;l19éfi*'



”'f{ﬁs1ng1ng of the fugue 1n scene s1x, Mephlstopheles

'zfi,wh fugue,“ sung by a male
| :isarcast1ca1ky remarks on 1ts p1

' 3rpresents his" song.about the

d'Tfrom general mentor to ectual musxcal cr1t1c. Be“re theffrV

R

‘ffFaust and 31ngs 1n a low vozce'ésgf

Ecoute bzen cecz-ynous'.llons vo1r, docteur .
;“a La best1al1te dans tout. 'sa; candeur L /'
e , , B B (p. 144)

= the 1dent1ty of thxs mock1n- cr1t1c. and very 'spec1fxcallyhr”-

}po1nts iob h1s red ha:r..

,fdevxl w1th red hazr, 1s founo, =

‘:"‘“.“"Q:?Tt.l'“g _to note that Berlxoz h1mse1£ apparently had an. -

”'?.uig“'bwﬁ co1ffurelaas%‘f;;i; -; une foret de longs cheveux
droux ")“‘ Thus, Berl1oz H1nted ,a' connectlon between'
'.(erhxmself and the dev;l Mephastopheles.“}they both seek-.\;
'*f,make fun of a. very establ1shed mus1cal form, the fugue..,f?“'”
By allow;ng Meph1stopheles to act fas° h1s mouthp1ece,el;
'L°.l;Berllozi gave added dxmenszon to the role of the dev1l
'EThls connectlon also 1mparts a certaun' wor1d11ness<‘;oifthej;n

‘ﬁff;gure ofuethe_ dev1l at thzs po1nt° hzs commentary on the 2

-faguesfan/“issue -pertxnent Berlxoz s =own' muszcal

.

: ,?:-f--e--‘.-'.‘...‘..'..‘.'.:-‘_;“_-2-" = R A PR SRR \- "

. .. ' The theme of rev1ta1121ng the fugue form through
vparody and irony is taken -up by Thomas: Mann 1n his story of
Adr1an Leverkuhn, Doktor Faustus.f" _

p. 107,

. '”;musxcal form v Of specxal 1mportance 1n a d1scu551on of'fg]H

2 fg.Mephxstopheles 1s the way Berlloz elevated hxs role heref”ﬁff

”horus, follows Meph1stopheles:l;f
'us quallty . answer, ﬁhen'ﬁd

A"ea.,The chorus fxrst quest1ons;15"

is thSzcal detall llnking the??

jolklore. But‘3 1t *i alsoﬁnl'

nrnlyjmob.of,reddishgnairQ (In hzs Memo1res, ‘he referred to7i

.‘3 .



career—-embodles the sp1r1t of topzcal alluszons that
present ;injf,‘Goethe.s dlalogueif betweenv Faust 1an§§;3f

Mephlstopheles.ﬁuMa M11ner cred1ts Berlxoz ‘%1th ng1ngf:if

Mephlstopheles an 1nward d1menl1on-?f Jt;#fﬂ;.;le Jeune* v

2

compos1teur donne ‘au personnage de Mephlstopheles iﬁhéf?ﬁ;
| d1menS1on ,1nter1eure,; Que fses contemporalns sont loxn de}{tf
- soupqonner.-,r°fdyil"” AtAth1s stage, Berlloz succeeded xnfhi

deplctlng the dev11 as an 1ndependent character w1th humanfps-
| "31‘55 °f PefSODahtY- |
: After the present;tionaudgdmﬁﬁal fﬁgue lﬁp Auerbach sfig

g
»

cellar,\ Mephlstopheles and 'Faust move off to the banks offf#
the r1ver Elbe, where Faust beholds Marguerlte 1n dream;;;?
The ch;ef character1st1c of Meph;stopheles role becomes 1t§ff“
seductlve quallty Mu51c;lly,’this quallty 1s portrayed by ax;f
' Ivery sllght man1pu1at1on of the ant1c1pated mus1ca1 formr_ﬁ;
Mephlstopheles s;ngs an ar1a at the beglnn1ng of scene sevene,“

‘ 4 n order. to. 1ull Faust asleep he 1s accompanled however,_ff
; k2

vfijfby trombones. In add1tlon, hxs ar1a féatures some* unusuali ,

v'gjumps ’of a f1fth and also of an octave whlch convey*a‘fessf:

‘*‘ffthan soothlng effect To be‘ sure,'fitdfjs fno‘:.a %typlcal e

4.4

"::lullaby Faust }xs rather the v1ct1m of enchantment, as theyff

;’rhgnomes and sylphs take over and conjure up for h1m a magzcalgf

“7a>;01slon of Marguerlte..ln scene twelve, the w1ll 0= the w1sps,iy‘

'waho have Just been commandeered by Meph1stophe1es, perform a.
' fmlnuet. v Berl1oz'f agaln employed mu51cal parody as ne’

: .1ntroduced very unexpected and exagg!ated crescendos : 1ntoﬁ,j

—d‘—---——----------

""vuxlner, Le: D1ab1e dans la l1tterature francalse,j

T 457 T Q R



the style of theuum_nuet—-which would normally feature féint

graceful and “v_ry smoothly flow1ngfmeiody It 1s obV1ouslyf;f]

the wxll o-the*vxsps, portrayed by the pzccolos,. who areiffJ

LE i o :f. )

£l1tt1ng about, 1n parody of h baroque ladxes :and

gentlemen wzth thezr ponderous costumes and powdered w1gs.ye¢}fu

The w1‘1-o-the*w1sps- accompany Mephlstopheles as he

a'éah'sxngs hxs fam:;b 'Serenade.§>1nstead of a sentimentadi'

;ﬁ;;6£ melodY': ded1cated to the 1dea1 of love Mephlstopheles

A

dlsplays a tauntzng, Jerky style of 51nglng that erupts ;]

frequently'f1nto the outburst of ”Ha'" He refe;s to a g1r1

named Louzson butJhJ xs'really alludxng Marguerxte ‘d'"f

pendzng d1saste as_ she succombs to Faus@‘s avowal of

. 1

love.uhH reducesb the‘ 1deal f love tobj'_ physzcal

LR

d;mensxons, and the Serenade becomes a bawdy ballad.wﬂifj;.‘jﬂi
”Qf;fed“ Ber11oz, bovever, was prepar1ng the f1nal outcome dfffﬂ
o .: ’dramat:c legend through the 1ntervent10n i:f these‘ |
magxcal touches. The apotheosxs of Marguerxt;, vhlch occurs
'f-ﬁiﬁﬁfgh flnal scene. ‘s based upon her blamelessness in’ the
face ?b the, ev11 poweie of Mephlstopheles :_and-b h1s,ff

"v:f, supernatural adherents. Thxs 1nterpretat1on agalnereflects fl

»

B the‘garly French recept1on of Goethe s work*’"Il faut bxen

1 avouer,_? 1 ep1sode i d Gretchenv plus “encore.
fantastxque de Faust et que l 1ron1e absozue:_duf 1f 5oﬁn;g¢g;;
de Meph1stophe1es,va contr1bue a cacher au‘gros du publlc %r
£ranca;s ;nia:efs1gnif1cationv' profonde 'dufr' drama Tﬁdeff,
Goethe.'}..' e Pollouxng in the footsteps of Mme de Stael

L ----Q-‘-----‘-‘----

e Fe\jrnd Beldensperger, Goethe en France,~pf~]38.,?

N
SN



: x;fﬁof her lowly andfs;mple cond1tzon;

'wieeflegend Musxcally, he left a more completep

“&fffrepeated use of the drug to make her mother sleeP m°feoihl

"*’?represents Faust s challengxng of Mephlstopheles 1n the formfzt

/ff;hera publlc forngeness. at the conclus1on of the dramatlc}

hﬂia departure from .Goethe, Berlioz referred to Marguerﬁte g;fhé

"}Marguerlte.v Accordlng to Goethe,‘ the pact w1th the aev11*<

' _5-{Berlloz felt the .greater, compassmn for Marguer'xte becauseﬂ'f,‘_"_'_j'?"ff'

K-

thuS, he clearly allowed;:jt

;;ortrayal of heri

mfﬁ551tuatlon toi Charles Gounod Berlxoz hxmself uas\drawn toft'f
”*fthe musxcal poss1b111€§es of presentlng Faust s damnatlon.;gs”
"}‘:sééz’scene seventeen opens, Mephxstopheles 1nforms FaUSt efﬁﬂ7

5&fMaréﬁer1te s 11carcerat1on for the murder of her mother. -lnﬁifﬂ

1f"soundly.i Mephlstopheles extorts from Faust h1s 51gnature'ﬂlfi

"f;“follow., Hxs act of.mercy'towards Marguer1tetdoes not redeem}f
;Lp;hlm. The whole concept of the pact d1£fers thh Berlloz. H1sﬁfﬂ
?fFaust 51gnsf h1s 11£e away because of the guzIt and thefﬂf

Tg;ensu1ng respons1b111ty he feels *;inwf connect1on ,y;thsfp

,._of;_a wager-' that even “the dev&l wlll not br1ng h;m-to alv’

*fstatac enjoyment of llfe.__”f.ifﬁqf[,jfff;}l,;f/‘¥”5:7

The famous r1de :to the abyss,h'La Course a l ab1me,

‘;fconstltutes scene exghteen of Damnat1on de Faust andfhf
'tgptranslatesomus1cally the fore-mentxoned 11thograph of Eugenefﬁh
Delacrozx.; Bexlxofg followed Goethe d; 'no_ Delacroixﬂf7
riﬁhowever, ; wzth };thfﬂf llbretto ' 1nd1iatzon;xhqfﬁﬁnstfamhtfié
R SO S SRRy e .
L NI "v'. f;f“ ; .



-

Liinephxstopheles galopant sun deux chevaux noxrs (p 401)”‘ﬁ

.- { _:v.,' . -
“ﬁ;The.mus1c for scene elghtegn beglns w1th a stlrrxng rhythmlcf U

’f”i;’f1gure in: the vxollns, whlch représents the gallbplng hogveg}f;_
3 Ene itwo iplack worsens T L e 3
) s P . s - [ R RIS t -t Cod E '

'1.
py

Qj T e > = J’ "_f.-... I TR -0- DA SR FUTE A
B e T S (Fe w)

 3fTh1s~v¢.%}1n accompan1ment f s ma1nta1ned almost constantly»
e 1 o .':: :
.-f;thrOhé%out the: number. and 1n the second half fort1£1ed D

* .

' ten;ers with a hauntlng pelody, marked appa551onato assal-

‘:14“ ‘ <ol A'v A“‘a'. o e . L , e : e . {

/ fadle s ,@'-f?lfss‘-o,.nit,, assai, - —
o L ,' - ‘ V".t',-'."ﬂ . s h; ' . . v

'A'b by' the cther upper stxlng sectxons. Agalnsb thls,.the oboe '7',_ﬁ

’.W wﬁ -v".‘»'_ . E— : Sl = .l ‘.',»V" . , i " ‘.,._.‘ ., N _ T < —— /

R TR DU e T (Raivor
Th1s' qboe solo,’ recallzngtMarguerlte and—her £ate, dr1ves

L] A\

.
L e 7. v

pa Paust on to free her from prlson..As he and Mephlstopheles

'yﬁ;>74rush .along, they pass é gliup Of pea%ants,_kneellng ln‘

s -.’,'

~\prayer at a wayslde cross. Berlloz works 1d§the1r s1nglng of

the thany."Sancta Mirla,-.ln contrapuntal fashlonpwith the AN
:, frantlc 1nter3ectzons of Faust and MephlStOpheles.ff'7¢ AT =
¥ l q A“l.jre ‘ s ) . -\ . v, RN ;

1" =T — :
o —

e  'A“ Lt = e == =
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4‘ jFaust cautlons Meph1stopheles to‘be careful of the women andfﬂﬁ*if”

é  i%;ch1ldren.; W1th utter coldness and total lack pf human1ty hef“'
.‘rt;?replles’ "3h' qU 1mp°fte' en avant'" Meph1stopheles here hasf]f~*m”
f;;E“xl°5t all Pretense oG a human: personallty.;_' becomes’z

ﬁflncrea51ngly the 1nhuman. SYmbol1c leu:e Of jgfil 't0t311Y »5 ; ‘

: ;xgconsequentlal 1n h1s treatme&t Of Faust.

- ;f?ﬂv The react1on of thef pray1ng women ana ch1ldren-jtof“
e,

fijephlstopheles and Fausc galOppln‘; past 'iéf a scream of

;1{§£nterror-vyf5 S _.,“, : jg\ﬁ_ .ihf;',?‘i ﬁ~; 'j.g_gv R -
. ‘."" o ]’,.. . ) L . oL B u." B
l.!

UL

. . o

l

"fLTh SOUndv'of thlS "Ah" wh1ch 1nterruﬂki their 5109109 °f':;ff'

,'"Sancta fnd 1s\supported by a doubﬂe fofte G flat n1qnhf*f5 f

‘ 1]chord from the strlngs,_staftles and chxlls the l15tener.;”*,"
e - B DL

RO ;The peasants scatter 1n terrog, and the naghtmat1sh qualzty}ﬁ

,f»"i.of qth §cene 1s 1ntens1fled Berl:oz#,1ntroduced Q‘  wT;

D T

“iextremely lou and threatenlng sounds of the ophxclexde ané”};}-

Ce

“jlfthe /}pba, tn a tone;paantzng of bhe mo?sters thab,Faust hpw;Ql
Y ) > < ) el '-r‘ ; '»—':_","‘:' L

P

L";:i*‘perce1ves 1n halluc1natory fash1ona. :».lf

R L ndhd' N
oy ?M lo ] qu mhkadie.’ﬂm&*o;,
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‘Meph1stophe1es tells Faust that .he dreamlng. Berlloz.ﬁ';‘fkg
cont1nued the portrayal of Faust s 1nner consc:ousnessfhyfhf”fe

: .?‘ 3 I

havmgé,}ym s_;ng_of huge, swaruung,. shnekmg "1ght blrds-.‘-.;'_"

:Jn-"
’

- € Gul cs-uum de. Srudsoc-sma, ml-ﬂl )

g (9.. ¥a7t m)

.‘uzilk;;takésé b1rds a:e depacted by the p1erc1hg'sounds

afingfchdfdaIV'dtops ‘such; as shown Cin {th', above ';Q;fi
: ' LT "'I“fa‘.;;w \ T RS

\i the* p1ccolo part. . n“’thls atmosphere of thefiu'.-

Tl '\."v . ﬁ

- fantastxc, one sees the Romantzc.strlvlng gto' reveal human

- ®

ﬁffpsychology throwgh the fee11ngs ',v ressed »ahnornagg‘:;f;

~f/ff]!i,
f_ngw_ e cqmpany oﬁ
f.i N’ b:'.;,k‘.. .’&-..'__‘ ;-‘ - . ;'_...v'- . .'\ f . .
. X el 1,-1 i > I.‘

‘1rst teases'Faust w1th the p0551q\ifty fj

fa *satanlc‘

:%"{f‘dnmn@tzon. >

'ff:;ﬂ:l Meph:stopheles

T
{

}:i;}ot ﬁurninq;iﬁck The whole mu51cal veh1cle of the galopp;ng ;fgfa

v

‘7fQ;hythm the str1ngs gradually effects a r1ta;dando and a
‘?adxmuendo over a £1ve bar passage. The lzbretto Lndlcatlon,hgnf'l

:x"Ils 5" arretent,iwmatks the cessat1on of thexr rxde ?t that

'fixnstance, a §1stant bell sounds whxc rem1nds‘ Faust 'of;

-Q;Marguerxte é empr1sonment.v He g1ves the sxgnal to resume_.felh

N | _ _ e



B ”jthe1r rlde, and the rhythmlcal accompanlment recommences but
L ﬂat an 1ncreased tempo '"I° tempo un poco p1u anzmatoQ

'”fgfretardlng of the tempo, the ensuxng break 1n momentum and

,;Thls

:gl.then,‘the even more st1rr1ng resumpt1on of the ﬁrlde 1mpart

R T

‘Eg3tremendous tens;on for< the audlence. The °effect*ls L

a7

"fffbr1111ant. It was through such man1pulft1on of the orchestra
'f;O' the *ends of dramatlc exp e5517n, as well as through h1s

expanded and 1maginat1ve use of t e varxous 1nstruments that
B ’ - 3

'-v'Berlxoz establxshed hlS reputazlon as'an"orchestral genxus. f?'

. \ '— o g, i M r'al' -.", : g
R - — ,-1"'.J»‘ - et mifie f£F , -
Lo T IR 'v K 0 ) WD u o S - 1 AR Lo
U SIS LA FD ‘“. &mc' “r.r‘ “-ﬁ ﬂ“ n qﬂ-(d-ﬁs e ,4
b . Ry l : &nm‘t"" e
. 'p;j, NSNS w . PEi J . - PR ‘:"'-:
- s T SRt S *yg}-;‘8¢} ili'A“:
N - ‘ : ‘.'. T ) REREA ' 4 = ; . k v.;. ‘ -j‘(- - .. : ) Coe ‘. ! ."-A.' \‘, ,"-
'fFrom thiS c, Ehe melody-l;ne riseh gradually to an E flat-i>i.és
d ’ ' ¢ EEL ) . i '-é -

'?.“%o tonally 111ust:;te has ;%untxng rerrpr.f Mephxstopheles’v x
“\role in th1s second.half con51sts largely or contrlbugiﬁg to
“the %eadlong rush to heI& w1th hxs 1nuer3ectory "Hop' hop!.‘{’”
u"vHez nox~ only urges rthe' horé@s on." he hxmself becomes'%__
synonymous'w1th the transport1ng of Faust to hell Berlxoz sf?iﬂif
‘portrayal ‘of' Mephxstopheles 15 totally huﬂpurless at thxsf;gd_d
po1nt, He\nas lost all human traxts f perSonalxty andfdl‘;;

represents Only the black nvznc1ble ‘conqueror of thel..fw



MR o

‘." »\" S

FOf Faust, the Hoffmannesque qualzty of 'rhe- r1de th5*f;

1 . ’.

A

ﬁlyipresent a Meph1st9pheles that symbol1zes hell and damnat1on.;ifﬂff7

‘?fﬂ1ncludes the effect on the two horses. Faust not1ces thelr;ﬁf
'3ff?shudder1ng whzch rem1nds one of folklore where anzmals seemf.‘~
’~,eto recezve a premonxtlon f the demon1c,' somet1mes ;nwrf

‘{'°advance of humans..As the ultlmate horror, Faust 51ngs offf“

h4underugrld.‘; Berlxoz forfelted héﬂf zmage\ of Tfﬁhe¢fff B

’frfself 1ron121ng,, ympathet1o "c1v1llzed dev11" 1n order _ﬁoi_;?;“?

g T{ﬂblood < ra1n1ng down ( Tl pleut du sang'") symhol of llfelhﬁ i

‘ay’

'Virebbing away. He then tumbles 1ntq the chasm of hell in hxsiflf

'f--'f&?.v":regd1ng of E.‘ T. A Hoffmann

St

‘ wffBaldensperger s, descr1gt1on of thehlate 1820 s Frence,hf

‘khe g

SRR

ﬁ,freference '15 made

A

I

.o

f llure of Hoffmann s Tales was one of the major

Ja

l

v[,1nfluences 1n the punsu1t of the fantast1gue that was’vvery

¥ L
Mego1res, Berlzoz d1d not make anygépeo1f1c reference to h1s :
” *Q although passmngif“‘7

the character, Crespel But, fromh

EIEPE T S ~

: hmuch 1n fashaon.l?'aerlloz ﬁE known to have 'frequented'»the

'?:literary ,cxrdleeJ,of that r1me. And, from the general level

._,;.-

,a
4:.

.

-

,”;g}gebmgngke”.vrt',Alood, and they were cast upon the.earth

-betn ﬁamaliar'aa*gh the ggggg oi prfwann and l&ke dhhers;

. J . v e
. [ [
S S (A
) :. -
. . e
- @

(Authorized V n)ys ". "and’ there- followed hail and .

- e . A B ‘

V'f;~of hzs l;terary 1nterest,_we can éksnme tha(’he ‘would havefff;‘"

; ' RN mhxs lxne of, Verse carrzes ‘a- b1hlrca1 alhp51on to B
“the exghth chapter ol the Book of .Revelatipn; verse' seven

N .

' wou‘ld .‘ave beren mfluen,ced by".; his Tpopula ﬁrfatlon of .rh*e .A

.c': .
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- f mﬁsxb is capabledpf transmxttﬂ‘xur,

YN

A s

'ti;géh whole portrayal of f

scene e1ghteen a deadly serlo"

-«
much mbf

: l

/ -

AN

as- w1tnessed vzth hep drin‘

v“\ugt'xt-heax:t.ed parodyxng of the' mlnuet 15 sucdessful Butft”.'-'

;”fdlabollcal humour 1tself '1mpl1es the presentat1on of

R )

A

s well as 2 '51mu1taneous cons1deratxon }of a'3n n-com1cf_]§f'

! "f'framework f 1dea$ ok Mus;o affects the genses directl;x\

'Meph1stophe1es has taken byfgf-fifﬂ
» turn, and one wonders howfyf°'1”i
fthéi dlabolxcal humour from Goethe has §Urv1ved 1nf!~5'f7:

'”erlloz s muszcal product1on. The recxtat1ve passages have*f‘g:rff

| ed above,kxn wh1ch Meph1stophe185”f§ﬂtcfst1c outlook‘i**f'5
. ‘ = RPN
napparent H1§ more "1ntenslve ohallenglng of e" ‘

4urlesque o£ low comedy?ﬁj‘fs;

chqrusu , Also,f vthe;:j;*ff

,message on two levels- theé&gm;é treatment oﬁ sdbjept matterf,'~;~

Subsequ 1 thetfeelzngs, but='1eaves ﬁo ttmeﬁ for hulﬁaf%}
pei Y . -

~

i 'a L IR TR

1n hzs work The Essence of opel-a._‘.’_-;-_-,g._~ =

e T

As Eaust and Meph:stopheles ;plunge ,1nto hell, scene~ff??-

#legend / opens’ thh < theﬁ

. W -l .‘;

He

’ | 1nferna1 language.
Mephastqphelesr 13“}joih?d by a chorus offdemons who dance?

sxll#bles ;1nvented by Berlzoz for,an earlxer work Lelxo.}. 

B From here to the end mus1cal effect predomzn;tes totallyhﬁ -

. --:,--{.——d--—--o-———‘-
v» Ulrich Weisstein,” ed., The Essence of 0 era_(Neu
York W W Norton & Co. Inc., 1v64_ﬁ' e AR

g thes ﬁ)?EQT
| around h1m to a chaot1c, :syn;opated ‘melody w1th nonsenSe”f”'

A‘ r

jéﬁﬁy 1ntgoventlon of reason, as Ulrx&h We1sste1n has 1llustratedff':"

"

. s B
overv storyl1ne '1n the dramatzc legend The chxef oompgnentg;,ieg



Q

“{}of Berlzoz s genxus.?The character1st1c accompanzmént

th1s mu51ca1 effe@t 1s the d:amatlc orchestrat1on,-fount“;;;r

{Tthe demon1c fzgure. of Meph1st0phelq§ 1s supplxed by the;ﬂ:':

'ﬁf”ftrombone.»And 1n scene 'e1ghteen and nlneteen the whole}tf”

eiorchestra contrxbutes to the»overwhelmlng exgre551on of thef:""

"}dxabol1c. _ Another : majer factor n qharacter1zlngn

':anephxstopheles, 1s the style of 51ng1ng. The bass role has a.‘

>y

ﬂfecommandeer1ng qualxty 1n such scenes as 1n Auerbach s cellaflfg

R 'f}"hﬁfe he supervxses ihe parody of the fugue..To thls 1s

-atiadded the mockxng tane of hlS serenade wh1ch renders

i
"'certaxn strength to the £1gure 1n contrast tp the waver1ng,;
| ;}quest1on1ng tones.of the Faust, atzas.}*t7 .' o
v )t R e .
.?,' "> ‘ . ' : : + "



'=fﬂ;seventee

'”-;fc art Q one naturally asks}

‘fox these features wzrl be v1ewed agaxnst any possxble parallf

;ffAs Berlro"

‘T{fFaust came to bexng 1ncludedf1n the realm of opera. A close
A:fanalys1s of the form 'of Berlloz s swork ijll yzeld aii

Z“zfcompaglson fof  th operat1c and the non-PPeratlc features;

eo f form from Goethe s drama,_ Faust | I}"f1n 1ts origln“l

"}'German.aylzﬁc-“ f*fﬁﬁ'

:fMarguerxte s Romance followed by.a cho:us for soldzers.llnfff

i» < f.1 B ‘."_
E AR L
:.}5, 3 -
"b ‘v. PR
LA
| =
- cmp'rza 5 Ry
e v Transxtxon fromlOtatorxo to Opera j?f:?sl'“'"“
.‘:f i‘\; '

'The vuork ?Ea Damnat1on de Faust, always arouses.some

:on£u51on qg»to the quest1on of genre. The composer hlmselt

y

'thlted “wath the subtxtle,;t"Opera de concert,e{ before

_ ttl1ng uppn the novel desxgnat1on, ‘"legende dramathue.,,fﬂf

took up 1n 1845 the "Huxt Scenes de Faust" f?{ﬁi

yyears eanlxet, he clearlx 1ntended o] prodUce

v

i complete dramat1c work"' on the subject of Goethe s Eggé&;

?ﬁiiosely La' Damnatlon de

e

o,

-

SN _"z".'h,'-"

plus :the compos1te nuMberA \seven,¥[f




aréé extent -1nstrumental ff;;”

\ SR
e1ghteen,}ﬁ;

Sf._ ’”h”_f?: ff?. added ': order ftoﬂ?

, convey a necessary unt
_fMepthtopheles as théy proceed through the dlfferent stages

:‘iff_ f Faust s damnatlon. ‘Signi" ;ahff;int thxs 11st of added

"numbers is . the m1n1mal amount o hsembiefanork.f;Th whole ifT

‘:;)Score fos La Damnat1on de Faustfﬂ

the duet between Faust and Marguerxte of scene thxrteen ,ihfifh

'Part.;Three, and the tr1o and chorus that” ows 1n scene

"£ourteen;ﬂ'”g",r{» L Lo

”aasj;;n‘ opematlc term, | ensemble ‘to a vocal

| Q'number 1n wh1ch from two to elght of the Se" s1ng parts
harmony.. 1n the hands‘ of a composerﬂ uch as R0551n1,

ensembles were 1ntroduced 1nto an Opetatlc work ffo thelr

decoratxve ‘effecta;:The1r functlon ~was largely lxmlted to

addzng mus1ca1 variety, the result .Qagaja' bu1ld1ng up oi

'-.. "counter sense por of" elements that dxstracted from the.f°
: Jel
storyllne._However, Mozart had already ref1ned the roleh of
f B

Y,th ensemhle by» us:ng express act1on as well as '

_ to
u."vreﬁlect1on. Adcord1ng to Jos'fL Kerman,f kzart accomplzshed

v' ot
> ] D
7y ‘-’

, - trad1txonally 1n ‘eCItatlve' he r&ther QSVegfggdd_SICal d’“”

thxs by restrxctxng the amount of n to be expressed

dramatzc 'validzty by work;ng 1t 1nto ensembles and mus;cal

*¢3°1°°t1°ﬂso,"y ‘ ;fgf ‘-ﬁ:h*f.f:v'"l ““0“'¢¢--_:u?3*‘“;
L b ." Joseph Kerman, era as Drama (London- Q;ford B
‘ *,‘Unaversaty PteSs, 4957 - P., 134. ; e AR
N oY

15 an example of-f:ﬂf



B 'ﬁftfﬁfﬂ:" T

‘lThed ensemble thus represents anécdmiﬁg together ofsfai

d1fferent 'elements f the story,; 1mpersonated by Hefjf

‘ dxfferent characters s1ng1ng }t offers the characters t
. rsa“ RN
’ : chance to 1nteract The resultlng artxat1c whole, ; e.!#athe,fd
-t A ,’_”_ L 2%
ensemble number,‘stands as a, mus1cal statement of a stage 1n;€4

i

et

development of the operatic p10t. Ulr1ch Wezsstexn,‘ husfﬁf
‘Hd‘artzcle,_] "The leretto sf L1terature, .. speakshjofj;thejfi
" phenomenon _of crystall1zatlon"-’f th1s erm suggests thefif
teffect of the ensemhle 1n achxev1ng a composxt{l plcture ‘o;pf'
the current state of emotlogal tenskon belng buxlt up 1n the‘°“
opera. These moments of crystalllzat1on and of 1nteractxoni§'

among characters largely absent 1n Berl1oz s wo_}c Laf

”i Damnatlon de Faust. Instead one f1nd§ a serzes of 1solated :

A o
muslcal tableaux whzch do not promote a sense of operatlc»-

,~,--.
. RN . :
Y R

contznu1ty. f;e‘

ujjﬁ?fﬁy ﬁoth Goethe_s Eaust and Berlaoz s La Damnaﬂzon=de Faust?
”&ﬁf{'>have been 'lndependently characterxzed*aas haV1ng loose[fg

structures.;,ln, dzscu551ng Faust,.Ronald Peacock makes theff
follouxng statement degardlng Goethe's'dramat1c style., ﬁﬂe e
4_s of plot,,tak1ng 1nstead the loosest#.

ahd characters. who do .hﬁ need5f

‘\‘t'--'

ﬁffevelopment, the1r unxty conszstlng 1n whatf?

j And Jullan Rushton,ﬁ_appryxng h t“mfa

'structure to Berlloz s dramat1c legend
R Ulr1ch Wexsstezn, "The leretto as theratute,:.§.§£§1“
Abroad 35 (1961), p: 18. SRR e ;-rg,'-r-

Press,?t959) 199. ; BESEETRE




it»ffsays '"Nor' does Berlloz“

°}plays and operas normally do.f' The result“1nhboth woTk:

A
-

experlences to wh1ch Faust,1s be1ng spbjected ﬁ1th1n th1sf'7

yfand that alternate abruptly between the real st1c and theqf
.,visurrealxstzc spheres of actron. fn ‘Gvéﬁhg\s FaUSt,_thxsgiﬁ

"1nclusxon of symbollc and allegor1cal matter, aﬂong w1th thegf

/?§a11st1c,, is meant to convey the depth and va ness of the}ff

' p1c framework, however,v each scene presents a. moment of*x

1dramat1c essence whlch fisd omplete 1tse1f and not;*'

*necessar1ly dramat1cally contzguous w1th the scene thatﬁfh

'{'Efollows. George Lukacs,g 1n' dzscu551ng ef; dxst1nctxona7f

':*1between the epzc and the dramatrc 1n Goethe s ausg speaks,'

.

dwfof the "senszbl&spresence of each phase° "It is 1n completel;;
n:accordance w1th Goethe s style that ,inﬁ Faust there aref”'

hhscarcely any scenes of whxch fth funct1on would be } ﬁég<~

e -

creqt;on f tran51txons or foundat1bns ﬁor what ~1s~to¢;g

Vf:come Thrs momentary round1ng off hoif' each Y scene&f?

'“usiforeshadows thgsuegel1an dramat1c prxnc1ple whlch calls for'

‘5hp'f

'iﬁithe plast@é;autonomy of each character and sxtuatxon., Theif;

a

“';"Valpurq1snacht'lxs ‘a class1d§example of a scene that exxstsik

'falmost lﬁ ;’Zlatlon as. a dramatnc un1t,: though serv1ng’”

,‘ P ]

symbolzc functron ﬁor the drama as a whole.‘ g':;;;~;_i;ff§'1;

7'?‘ Jul1an Rushton, 'Hector Berlioz. La Damnatlon de :
Faust.' Programme notes for Deutsche Grammaphon recordrng,_u.‘

. - E B L - I\_ .

s Geor e Lukacs, Goethe and H1s Age (London~ Merlxn
‘s. 1968 235 SN

*ser1es of scenes that lack tran51tzon from' necto thev ext



:'?h s1de11ne. Part Two opens wzth scene four 1n wh1ch the chorus

o .‘ R S PR S T U 0
o rlsen L 3 o S A R /

‘ despa1r.“ H@}

d1£ferent choral numbers present exposxt1onal materzal wh1ch
results 1n a ser1es of separate,‘enclosed tableaux.;In scene

two’%%f Part One, th enters w1th the "Ronde des

chorus

Paysans Faust merely poses 'a

fe“ QUestzons f]’th?gaa

-

H

corntrast

del1versﬁth“wsaster hymn as 1mmedlate to FaUSt s

=,

]ust

-
ks

P

sopranos enter ;}th the crescend01ng Easter call Chrxst has

lzftrng the cup to h1s 11ps when the-a

Eduyoso MO&‘H.L*O . | )% .':.". ¢

o ' . "\f- crcu'g..'

‘ A M TR : -
.: 3 N ™ f - 'a' e - 'l‘. iR

S / S ICI\n‘bf \ruﬂ' dg,
-J_T'Qf1:°éafv'?l? crtsc

L ) § Y PR YR o " DR .
) I "XT AV A W . ) B
e ¥ 1‘.(,‘[ { : -1
D R - .
O e T
'}hvgnz'cene s1x the chorus contrzbutes to the settépg

Auerbac”fs cellar dr1nkers who act as an:i

as 'a{.group of

audx nce’ for the perfo?mance of he

"Chanson, de Brander.

vulgar song

v

about the rat "gn heat" provzdes a theme

upon whlch the chorus carr1es out t e. 1ron1c fugue tof’

f:hleﬂ 4" :
slngle uord "Amen;ﬁ Berlzoz extended the role of the ch “‘:ﬁ
here beyond merely prov;dzng a’ settlng

to actually taklng

part in the actxon. The chorus 1nteracts thh Mephlstopheles

as 1t poxnts out ithe;_ suggesteF ’.connect1on.t between f
Mephlstopheles ahd Berlx;z hzmkelf.,; ~ '#ﬁ



~ _,;'_-'«.--'Ah ca! mal 7.\ :
v‘jf;iQuel.est cet ﬂomme"vf-x ' la,igﬂ -
e S OhY qu il est’ péle. et comme ggr:a- -
4 'son, poilk: est roux!: : I R ' ‘
‘ ”ﬁpN'xmporte!‘Volontiers' Antre chanson A vous"

? After these'ao‘ds,. Meph1stopheles executes h1s sarcast1C17Q

ew;;

moment apart that £1nds

T

Just1£1catxonfon musxca} grounds. ;_f“{ ;fﬁ'y;;.g,f

3cene seven of Part Tvo, the chorus part1¢1pates 1nf¥

the shape of gnomes and sYlpﬂg 1n the lbeguzlzngJyoﬁ Faust.?*
They lull h1m to sleep on the banks of the r1ver Elbe and;i
cause h1m to see Marguerzte 1n a dream. The ffhal scene offo
Part Two 1s excluszvely choral w1th the "Choeur de Soldats h
and the ”Chanson d Etudzantst? Th1s sett1ng corresponds 5»
materxal from Goethe that was presented xn the drama alongt:
w1th the Easter festxvxtles\ Aithough dcsplaced, 1t 1s st111:7

part of Berlzoz s ser1es of expos1t10nal scenes.,m:' 3]<‘*1v9.

Thxs L seraes pf changing settangs--part1cularly";

pronounced rn La Damnatxon dei FauSt as wutnessed by the

's, Varlety and number of the choruses 1ncluded In the fxrrt twoiﬁ

parts~-1eaves ‘Faust the background as a spectatonv_aﬁ

ER Quotatxons from the Barenre1ter ed1t1on of the score

T are'gzven subsequently by page numher, (Vol 8a pp..-

152-153 Y. DT RIS SR o ;':TIf ff.

; \‘.,




'Vcharacteristic that has also been a&trlbuted by Peacock to

'1 TR

L' Goethe s. Faust flgure";:ff f]f;ﬁfff7;'7ff“;ﬁ'

f;ui;'f-f-Ana in’ the way Goethe presents hzm now he 1s as much*; -

o spectator as an actor’ in fhe. drame; ‘usual,

LT wrtosay that Faust ‘does th1ngs, but it wouldg'w' H

. . - be also true to: say that.he is ghown things, -He "is - -

R i;not sxmply -man.. 11v1ng and experxen¢1ngr he: 15 man(ﬁ‘,;ﬁ
~fk,c;--look1ng ‘at th1ngs, Jor rather,- - bein put a e
L ,;pos1tion from whzch he can observe thex ; P :

T Peacock goes on to 1nc1ude ggggt thh Goethe s hxstor1calhf.
W and class1cal dramas by vxrtue o£ the mafn f1gure bexngf:'
presented 55‘” portralt"k There ,iSQ an element fyﬁ
portralture 1nothe style>o£ Berlxoz as well Parts One- ;aaésj

Two of La Damﬁitxon de Faust open w1th %aust s1ng1ng 1nQ'

*, [,Asolo..He then steps back as the pageantry bf the varxousrf

-3 'Glzfe tableaux unrolls before hxm. ThESe tableaum are*?
i ‘

ze.*by’ scene according the change'ifn' settxng}f

, : 7. :
bv d1fferent choral numbers. the chorus 1rst,‘

. 23
-9

chozr/ the
"ffthe supernatural gnomes and'sylphs, and ﬁlnally“,

oldlers and students. The preponderance of choral wo:khn

/\_

the flrst half of the score affxrms the oratorro, ratherff

than the operat1c, nature of the work ' '
'/3“;{hfﬁiﬂfTh‘“ styllst1c_ dev1ce‘ of actors oni stage becom1ngf
spectators occurs 1n an 1nterest1ng form 1n€§uch a Romant1c:3
: wfg”’ . L o
drfha Procper Mer1mee s es Esg§gnolﬁ en Danemarck off.
1825 from h1s collectlon of dramas Theatre de Clara Gazul.ﬁ
;;th1s_,play,i the characters der1ve a runnlng source of"
| ;h:yf' Peacock, Goethe s Manor Plaxs,-pL 170.1;,. f?
..gp;ngﬂnl Ibld., p. 193. -'jjhi' ,l':WV_Wf”ff”j “ .
‘ ' . . 1 A v
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h

o daughter'observe the a:r1valvof :he‘emugqlers‘below; in. the

u o V‘ .:"" _:_; L " 5 . . vl:'i . ‘ v _‘ - . - : ’ L '. w

1n£ormat10n about,the events of the story as’ they comment on

A

whgt they see from the wlndow of thelr lodg1nq§ In scene"J

three of -!he .second day, Madame de>;TourvI}§e .an&.her

‘u‘. )

| ‘. - .-

harbour‘:j*‘-z* ! .' o | , : ,

A R MADAME DE TOURVILLE

»

L s
Nog, . Je» ne vois rien encore..; . Ah' chux'
v01s quelgue chose de noir qui- vient sur 1'eau;
c'est une, barque ou une baleine. - Fermons le volet
m1eux que ca PR Elxsa' :
_ . o

MADAME DE. COULANGESv
 Ce,$ont';’. . les contreband1ers’

R MADAME DE TOURVILLB'*

’ Vo1c1 mon' homme au manteau . plutét le

‘tien ,ﬁ‘.“. 11 serre la main a.un autre, il saute a
., terre . . . Entrera- t il ici?. .-. Bonsoir, Elisa.
R ‘ Lo ,_‘f “Elle sort.'*.

A prolonged use of such w1ndow cemméntary would Jhdt “reeult

in - a very dramatlc performance. but much df/early Romantlc

\

drama took the form of closet drama" that was 1ngenaeg\:;re

for reatdin than for stagin N a
| d% g ging. Ll s
Berlloz; in h1s work, La Damnatxon de Faust al§b' gave '

4

much - play to the power of the 1mag1nat10n, or, 1n the words'

_./&\\Te Listener, LXKII f
B . -c( PR

)

of the mu51c critlc <§ohn Weizack to the ”theatre‘.of the -

mlnd mevIE isgifor' th1s eason' that the real dramatzc

essence in La Damnat1on de Faust “still rests. wlth‘.purely”

musical erpre351on rather than w1th ‘the dramatlc 1nteract1on

o R -~ . v

Prosper Méfimééﬁ Les Espagndls en'Danemardk'in’Théétre‘de
Clara Gazul (Parfsw'éd1tzons Fernand Roches, 1929), p.. 77.
L - L

veog. Warraek -JBe:l1oz andvthe 'Theatre of the M1nd'"

L ‘v"



¢

among the characters, Other examples are found 1n Berlloz sv'

< t

r<dramat1c symphony, ﬂomeo et Julzette, the verse 11bretto for‘

' fthxs vark was suppl1ed by Em1le Deschamps. The,. mxnor rolesa

'fare treated in a semi- operatxc way, but h most dramatch}

" came' tO : compos

f'the 1850 s. SN

fmoments - are presented orchestrally tThlS C1rcumvent1ng of

true opera§1c form would lie behxnd Ber11oz by the t1me he

¢ T

-

o

Faust then, is. an~ observer of much expositional’

'materlal in the first half of La Damnat1on de Fau5t. Berlloz

' X
::took the role of spectator even further, though when he

o

left Faust at. the s1de11ne bf events that have nothzng‘to do“‘

L

vw1th the storyllne.,We havé alreadg noted the example of the'

"fugUe 1n scene szx on a: theme from the "Chanson de Brander.,

-~

An even more famous example occurs. in the openxng scene of

'the dramatic legend ’ . whlch 'Berloz 1ntroduced Faust,

- sxnglng alone on the Plaxns of Hungary This unusual sett1ng;

s'was necessary in order to prepare for the performance of thef

- 'ﬁarche; Hongr01se- ;that followsl,in scene three. 5uch'

3mnipulation'.of the Faust settlng recelved much eariy'

L

‘]n*Criticism;' especially by German audiences.. In his Mémoires

Berlxoz made the follow1ng 3ust1f1cat1on- S e
L effet extraordlnazre qu "elle’ [Marche Hongr01se]

) _produ151t a Pesth, m’'engagea a l'introduire dans ma_
partition. de’ Faustn en prenant la liberte de placeh,a
mon .heros en Hongrxe au début de l'action, et en le.
faisant assister au passage d'une armee hongr01se a

‘travers la plaine ou il promene ses réveries. Un
cr;t1que 'a}lemand .a  trouve fort étrange Que. jtaie -
- fait ‘voyager- Faust en pare1l liey. Je ne ' vois pas
_ pourqu01 je m'en serais- abstenu, et  je n'eusse pas.
 hésité le mpins ~du monde_ a4 le conduire partout

‘the score and llbretto for Les Troyens 1n,,
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-

- : S o . R

d'ailleurs, s'il enh-fﬁt._résulté.fquelque [auantag‘ f}:
~.pour ma ‘patitjon.tt . e i
. It is clear that Berl1oz held the dramat1c 1ntensity of the 4

music ‘as”van end in 1tself rather than as a- means to the

o N

expre551on of the Faust legend

_;_, 4$f 'Berl1:;» took further lxbertles w1th the storylxne‘and
left 51gn1£1cant portlons of the plot totally unrepresented
vThe' most ,obv1ous gap occurs ‘at - the openlng of Part Four a55
vMarguer1te sings the "Romance." The llstener, hearlng a song.

. —of dzsappolnted‘ love,:_must pxece together that the accord:.‘
; reached by Faust and ﬁarguerlte in thelfznal two 'scenes -of:h
‘i“Part Three. has already peaked and is on the wane..Suth'gaps;

are also found in Goethe s drama if one examlnes closely the;.
phandllng f the Gretchen epxsode;‘ Faust frrst beholds\”
Margarete in the street ( Strasse” ), and thislencounter”sets
~in motion the most real1st1c section of the dramfé The'
‘events of this sectlon have ‘been llkened to the narretlon of
a folk-ballad-‘ young lad,confronts ma1den~ ruse insures a
- successful woolng, her mother is removed through a sleeping.
potion, pand | ma1den' suffers downfall The balladgsque

' character of the eplsode cons1sts of the setting up of a

events of the story, but the omission of others. 'Ths death
of Margarete s mother is not dlrectly related nor the birth

~'and murder of her Chlld J.W. Smeed calqs this episodé "

.dramatlzed folk ballad" and» lxkens the’various scenes to

stanzas. "Scene does not lead into scene as in a stage play

- - — . - ;- - -

2 Hector Berlioz, Mémoires, p. 398. . —‘;5,‘

certa1n narrat1ve rhythm whlch calls for. the tell1ng of some-‘



of orthodox construct1on--rather ﬂo thej 1nd1v1dual scenes
- resemble'-_hee stanzas of a’ ballad :w1th the stages 1n the

| \story bezng ‘separated often by quxte long gaps."f’ The

.-

tellxng gap between the scenes "Marthens Garten" ‘and Am'
"'Brunnen -fis: reflected in the Jump that Berlloz 1nserted

between Part Three and Part Four of La Damnatzon de Faust.

Pagt Three of Ber11oz S La Damnat1on de Faust 1s

consxdered to. ressemble most closely operatxc structure. ’Itﬂ

~opens with' Faust s1ngxng a very expectant a1r, scene n1ne,

) as he stationsv hi elf ‘in Marguer1te S room. Scene :ten—-

br:ngs Mephlstopheles .rushlng in vtor'warn Faust in brzef

' d1alogue that Marguerzte is comlnj. In scene eleven, it Qis,’

,Marguerxte uho s1ngs a solo th famous "Gothac"'song, "Leﬂ

Roi de Thule.' The scene is now set for Faust and Marguer1te :
to Joxn 'in"scene thlrteen for the sxngxng of ‘the duet. In;

_..scene fourteen Meph1stopheles adds a third part 'fof."the .

performance of *the trxo and ‘chorus whzch concludes Part
Three. Such a serxes of scenes, called by w°lfgang Doml1ng
, e1ne operngerecht geschlossene Szenenfolge,f" prov1des for
ongoxng dramat1c 1nterest and the advancement of a l1near
'plot. ’The trio ensemble numbers are responplble for makzng
Part Three more operatxc-<_the duet allows 1the comzng

together of Faust and'Marguer1te in an avowal of the1r love.

,And the trio and chorus. put their _1ove in perspect1ve as

© "3 J.W. Smeed, Faust ‘in LftE?iture (Londori: Oxford u.
'Press, 1975), p.- 65. o \~1\\\ 4 ¢

v Wolfga‘!‘ﬁomllng, Hector Berl1ozi Die symphonxsch- B
rdramat1schen Werke, p. H16. | _

o

-

PN
L



- “\l“

-~ L avis n'est pas hors de salson-f'

: Mephxstopheles remznds the lzsteher of the demonxc role hef';'
"}plays in ali of thls. The chorus as well has a more engag1ngﬁ»,’

,role to play Rather than stra;ght expos1t1onal matter--thef'

t

‘nsettzng» up of all the varlous scenes that occurred 1n Parts.h.'
.‘One and Two--the chorus offers a very 1nterest1ng commentaryf7

to- the trzo 51ngxng ' ".z o .'."i--r':f”Véi P

Hola, mere Oppenhe1m'
Vois ce que fa1t ta f1lle,'

-
e e 8~

Un galant est dans ta ma1son =
. } ';‘

T e . e : . T . e . - ) .,'.' \

'-»et tu verras dans peu s' accro1tre ta famxl&e.
. (pp 347*349)

- In th;s way, it fu1£1ls the role of the chorus as 1n anczent7

Greek' theatre and ‘acts as’ a: m1rror of publ1c o 1nron. Its

’

‘Iines, contrzbute }an 'added 1ayer fof meanlng ,to;l the

.'}Zinterattlonv-of the three characths and foreThadow the“

' fotherw1se abrupt state of .Marouerite s fall

that T is

\»t

'présented’ at the: open1ng of Part Four. ‘Such a convergtng o£»
,Q,contrastxng emot1ons 1s the true’ work of the ensemb&e- while

.br1ng1ng ex1st1ng threads of plot together, it also bUIIdS

1nterest§as to what wzll evolve hereafter.
‘But' even in ‘Part Three--the most operat1c section7of,

La Damnatlon de Faust--there are 1nstances .of nOnelinearf

development. vThex.most »str1king example occurs w1th scene -

sitwelve, follow1ng 1mmedxately after’ Marguerzte s sxng1ng of
: "Le Ro1 de Thule ;in”lscene eleven. Marguer1te has been

_“s1ngxng the'”Goth1c chanson 1n her bedroom ‘as  she bra1d8»-'



"n7curta1ns in her»room. As her song reaches

v - ! ) - .. e e L

-

SR 92

ﬁer'hsar;} Unknown to her,_.Faust'lfs hxdden kbehmd thefﬂﬁ,”?

.
‘\ S

«conclu51on, the

i

’

'r-accompanyxng v?ola solo sounﬂs pthef note C ‘3favthe;'ton1c}_ﬁf¢

Z:Xchord.- After a long pausé the louer strxngs follow wzth a. .

“7;?1ow P played double p1ano and plzz1cato.' Th lxstener fisv',:

L}

"Uﬂ}h1ghl¥ expectant that thxs 1s the moment when Faust w1ll; V

. step out from behznd the ourtazns and 301n her in ;a love‘“

‘”;:duet. 'The” scene suddenly srxtches outs1de to the streetp; =

f:h~where Mephxstopheles 1nvokes thejﬂ w111 "0 -the-w1sps \)to,t;._

hcollaborate j7w1th, hxm..;.The woodwznds, 1nc1ud1ng four |
(. '

vbassoons, ‘enter in unxson 'thh forte notes‘g ‘v'heraid'e:-'

!Meph?;topheles who summons hxs mag1c accompllces 'Q

A “ modu-a.‘h
| ;.m

f £ f- «p .p-f.,-..p. ‘a e

E.s-yn'fs Jcs Fi (3«. J'-,

into the:Q:

_‘Thxs evocatxon lea‘

‘.danced by the flx L S}rthe-wlsps in the Kgy of. D,f
:major. Mephxstopheless‘-then‘ 51ngs = ah_ most - seduct1vea§’
iserenade—-1n hxs vordsh-'Pour la perdre plus surement." Her
ends the scene by d15pers1ng the tricky creatures ‘Wwithe the
;words,‘ "Allons .vour roucouler nos tourtereaux." And scene

lthlrteen resumes 1n Marguerlte s room as Faust appearsv-to'

her. ‘In this way, the spat1a1 shxft of scéne twelve from the

'~i1room to the street and then back agaln foreshadows the space"

\

_montage of the cxnema Berlxoz trxed to convey a sense of

"_szmultanelty. that " the ' two scenes .’are,-' happen1ng"”

concomzttantly




S
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B

,1n~¢Goethe3;?'Faust 1 there .is an” 1ntere8t1ng
}srmultane1ty arxsxng out of the/scene, ."Garten 'bh
J:o pa1rs are ualk1ng back and forth Fzrst\ Faust v“'ﬂ
rete are heard 1n conversat1on betore they pass Sﬁi"f

e B e

"oruber'ﬂgis the text 1nd1cat1on. Meph;stophele:-and

: :
%&ﬁ%gtheﬁ,move to centre stage as” they banifr about Jﬂn

Hygﬁatter.7 Thxs lternatlng back and fOrth between> ,f5

.rﬁa?;?“i ,‘g’

the ,end of the“fﬁ?

The dlalogue of the pa1rs 1s relat1ve1y br1e£, and°

ST rv%yrarl effect suggests the flu1d1ty f, a 510" dance
S eﬁgﬁ’t m/(& e)Qj;:h‘_e touple ‘moves mt‘b the foreground g\e
%g} vdes to make room for the other couple. It was Goethg s

a—

'r nto portray1ng bog snatches of conversat1on ateone&>

The scehe seems to turn about a Spat1al axis. rather

e

tgdﬁgge along a*temporal one. ") B b “qﬁEL,J

In early Romant1c drama there were other~‘examples of

N v'ﬁ.
5 _ try1ng to establxsh a. mult1ple v1ewpo' ong s1mu1taneous S
| story e}gments.‘ Ludw1g Tzeck 'i_ his ,rama, Kaiser &

‘JOctavianusrv gﬁf, 1828 trxed t - bresent. his characters‘

Synchronicaliy. ith‘g style that would have_ been  very

appropr1ate Qforf cxnematography but not . for stag1ng in. the

e‘i

”n1neteenth century Thej‘most ~striking 1n$tance of‘ t!Bpn .
h] techn1que occurs intvthe, first part (" Erster Theil");as_
’Fellcxtas, wrongly accused of. 1nf1del1ty to the Kaiser,~‘fs"'
banlshed ‘to ’theh woods w1th her tuo' sons.h_fhe sets of"‘n
characters that take pétt in. thls scene in the woods 'haue

‘alreadyl been-alntroduced into the drama and the storyline

o : IR ' o ' ()
: e : .
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v

how moves back and forth among them.}The narratlon breaks{f;if

‘ _s.—-

v N

czrcumstances of her two abducted SOns. The drama coﬂt1nues g

L

: vzth Txeck keepxng these dlfferent threads lof 'the}‘story"

e S
alxve .unt1l they converge

th1s flashlng back and forth between s1mu1taneous moments 1s :

poss1ble because of the rap1d1ty Vlth whzch changes can be”

made. For drama and for opera, these changes of scene areg

2.

B cumbersome,_ and dszxcult for an audlence to perﬁexve as

el

| ﬁ°

simultaneous It was in fact Shakespeare that the Romantxcs'L

thought to tollow from the example of- scene changes 1n 5uch

iglays as A Mzdgpmmer nght s Dream or K1ng Lear.

back to a, style of . '1nd1v1dual1zed moments. Scene £1fteen

presents Harguer1te ua1t1ng in va1n for Faust as. she s1ngs

_In' ParqAFour of La Qamnat1on de FaUSt Ber11oz reverted

the "Romance.' Thxs solo 1s(sung in, the key of F malor to a_'

remarkable Engl1sh horn' accompanxment With his llhgerlng

predxlectxon for 1nstrumental expre351on, ﬁetlzoz was as apt :

ng together a solo1st and an 1nstrument in'a duet as.
/. )

two 36101sts The chorus of soldxers and students 1\§ heard

- in ‘the dxstance. The pxece ends wlth the s1ngle 'G.sharp note

_ of the vxola act1ng as trans1tzon to. the ton1c key S@ C

sharp minor tor Faust 8 'Invocatlon a la/Nature” of"cene -

A
sxxteen :
—d, Aa‘m'\'t l

M . 'H PEETN [ T ) e 0
. ‘ N B 2 e 2 : .

v ; 2 ] -
R ﬁfﬁdﬁitzgtit:$::3j it -

N

:°£f' fr°m ‘Felicltas ”-?ﬁd s“ltches toV“'the : separatefgﬁ

at the end. In C1nematography,";‘q

R



"-Sounds of the soldier and student chorus- com1ng in_ fromt

.depths of forests and caves j("Forets ~e' Cavernes"). fhe_:

‘”(1ncrea51ngly 1nyolved§1n creatlng the bas1c contraSt of helll_
 “versus heaven. Th1s polar1zat1on of ‘the. theme seems to have=‘

".preoccupxed Berl@@z ‘as‘ he converted Mephzstopheles 1nto alnfhf

aT e T o i . N L . —

”?”fpresumabiy, Mbrguerxte ’yaS. sxngxng from her room thh the-f

0

. 8

*out51de Faust offe;s up hxs 1nvocat1on to nature from the,

.

&

’;settxng changes agaln as Faust and Mephzstopheles take up 1n}l‘

fabyss.‘ ' a.ﬁ‘.‘ fﬁz j‘\ 7,

From thls po1nt onwards, the .dramatlc legend becomesf‘

symhol1c f1gure - of. hell devoxd :

7chorus‘fof3 the damned - and  of demons : dance | around.f

personal1ty._. Th€

- scene seventeen and exghteen'”the fantastxc ,rmde"to' the.;

"~'"Pandaemon1um of SCene n1neteen presen s hell 1tself, as" a"w_-

B Mephistopheles The effect of the w1ld, chaotlc rhythm of"-r

B an 1nf9rnal 1anguage, ,concocted by - Berl1oz for th1s .

gscene." “The effect of these nonsense syllables Ts‘ a harsh

- sound, featur1ng a frequent use of monosyllables that allow

- accompan;mentQ The’ resu1t1ng 1magery is one of d1scord and

of blackness. Only the male voices of the chorus _take‘_part

—n e e s oo -----

'S Berlioz's use of this 1nferna1 language followed the

. ‘tradition of Emmanuel Swedenborg who as a theosophist of the

elghteenth century stressed the proximity of supernatural |

forces and, more spec1f1cally, invisible demons that work

~upon the human spirit. The prototype of an ipfernal: language’

for such demons, ‘employing non- sensxcal syl¥ibles and words,
vas establxshed by Dante and used aga1n by SHedenborg.;r

‘the;r s1nglng is strengthened by the nonsense syllables of ;-“

»,
N,

?vfree play to the syncopated beat in t,they; muszcal o



hxs cene, and the orchestral accompanzment -;isu-"

{x h19h119hted bY thﬁ lower reglster 1nstruments such as the' )3;
i double bass and the loverovoodulnds 1nclud1ng the oph1c1e1def‘vJ‘
:Aand.tuba.i‘f "."f}. o ,v.“l ,_Qa' 'ff o - |
ﬁv‘?[:ﬁ At the conclus1on of th:s pandemon1um, an’ epiloguev?on}c*.
ﬂearth fis” dellvered by the basses to‘draw an: end’ to thlsfh
‘,d1scourse' in hell _ Scene twenty break5< open ‘w1th | ah;;-ﬂ
orchestral accompanxment of hétps and a female chorus poszng.d“
as the' celest1a1 ‘sp1r1ts. Thzs fxnal scene represents‘fff‘
iMarguer1te s apotheosxs hnd takes place~-ent1re1y 1n-the}"
'_uppor regxsters of sound vocally and _1nstrumentally. What
' Berlxoz. created here‘ was a complete musxcal ant1thesls ofv;.,
fwhat preceded 1n scene nxneteen. The contrast 1s absolute 1nirt*‘
terms-faf._mu51cal regzster, }tone colour &vnd style.;'rn.
addition toa the harps,\. he_faccompanament\ features the -
r.'?' dovetaxlxng kof solp-v1ol1n A arpeggios : ratherldthanh'a

\
-pronounced forward movement 1n melod1c 11ne° -

_— . e |
Bl T P
R o e e e e S S e e —

B o G m)

'in fact the apotheoszs scene does not occur to the lxstener
‘as com1ng after the pandemonxum as much as on top of 5itg
W1th such a str:kxng use of contrast Ber11oz has caused the
fxnal part of his work to movevabout -a vertrcai rather than ;
fa horzzontal axzs._ The oppos1tzon of hell andr@eaven,‘of
:damnatxon and salvat1on, stands out in plastxc relxef and'

.

.creates- for the lzstener a spat1a1 rather than a temporal @



| e

_.framework - The spat;al qualxty of these £1nal scenea g1vesﬁ}':

': Berlloz s composxt1on a’ very modern character1strc that'wxllh,lff

":‘°°1y come to 11ght in twehtxeth~century musxc, descrzbed as 5

”:*‘f; . reachxng across ‘wide reg1stra1 expanses 'rather» thgn-fﬂwf

‘ unfoldxng in adjaoent 11near steps.""

Jullan. Rushtont has also taken notf of the non lznearff-3

aspect f Berlxoz ‘s 'Laﬁ"Damnati" o de Faust~ "Mostﬁ'}

;characterxstxc,' however,,v';sﬂ"th_ 'contlnually ranewedv

hhchallenge of composer to lxstener,. whxch overrtdes mone

. tradionally linear  habits of Tistening; the ’hlf“"gf '

AN

perspect1ves and; mod1f1cat1ons jfofn. thefj3 space time =

. Lt
~

relatzonsh1p ‘are. “as remote ftom the 19th-century ogera asc

from symphony . } L"ﬁ’ Ber11pz, ,as a Romantxc zcomposer,r

':'clearly set out to 1llustrate the story of Faust But thet??;l

”effect of such plaetlcxty, i.e., the_ concreteness :ofréthei'

-.\\--.4 .,

‘1mages, 1s that the musxc atta;ns -an autonomous qua11ty that"

’separates 1t from character. The result 1s a further break

w1th the l1near development of the plot.
’ =\

The chorus has’ been called the hero of Berlio;is'ita;_

.\

Damnat1on de Faust._Certaxnly it has a” large role to piay,i[

:ﬂ,?g?rtxcularly thh the scarclty of ensemblesi that would;""
eature - . . more 1nteract1on 'among the- characters It is

g’htereSting -to"note that Berlzozll'did entertaxn w'thg

pbssibilityv of éf stage productxon of hzs vork. In 1847 an;i

' - '¢ Cogan & Escot Son1c=Desx n (Englewood C11£ﬁs, N. .
"~ J.: Prentice-~Hall, Inc., ’ p. 51, o

R Rushton,-'Hector Berlxoz. La Damnatxon de Pauat' P

o s
:

‘s,



5 5year after completzng the draﬁ%txc legend he cbrrespondeda.jg
'f‘; vzth zugeﬂe 5cr1be,; the leadxng \Parzs playwr1ght d-efj

:lxbrettlst,_ concernxng scenarxo fetaxls for a pro:ected.ife

;Btagxng azeﬁtury Lane an London.» The _needed support in}

"London,_ h6v ‘ r, vas not forthcomxng. It was not untxl 1893uf

- that the dtamatlc leggna vas adapted il stage by Raoul S

"”Gunsbourg and performed at the Monte Carlo Opera.vq

W1th Les Troyens,_thxs questxon of: genre would not need

aito‘-be'fra1sed' because Berl;oz clearly set out from the "
:begxnn1ng to cbmpose the lxbretto and sccre 'fbr fa"”y'u .,

}opera.fv By then, he had decxded hov much of the dta“  ;'ff

-».weaght'b must - test w1b§~ theifvznteractzon ”’;05‘

‘ characters--thexr solos and ensemble numbers--and how m_
lﬂethh the 1nstruments .alone. ?urthetmore, hxs work would __?
'ie}‘xllustrate : the]_ transfer :fofl llterary techn1ques from';

| Shakespeare and the resultihg ¥ 1ncrease ih'; dramat1c i

. . continuity. - . . e ~;'-;;" T
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: Both the l;bretto and the mu51ca1 score o£_Les Tro:

v:"nwere composed by Berlzoz 1n the perxod f:om 1856? ;ﬂ1§§§;?f

'~TfPrance had wztnessed. a general rev1va1 of 1ntetest

’»;c13551cal llteratuﬁe durxng the 1840 s and 50 sfp%erlxwf

ef‘*work based upon books~1, II' and Iv of V1rg11‘s nexé

- Stands ‘~esv an’ __example o £ truly grand opera* from |

' n1neteenth-century France and es  well _represents‘ rne

"culm1nat1on of’ Berlzoz s leelong a tractxon for t e Latxn:{.

= poet V1rg;k Hls preoccupet1on ’w1th classxcal verse wasj;;f

,nurtured at an early age as he was requ1red to rec1te versesf‘
‘daily - hiSj féthez(;eD:,n Louxs : Ber11oz°A- moreover,n,“
4quotatxons from the enei contxnued to surface f;equently'

Dln hls own wr1t1ngs over the course,\¥ hls career a% musxcfﬂjﬁx\
_’cr1t1c.AIt 1é‘assumed thet he worked from the Latxn or1gxnal.f<

“in comp081ng the 11bretto for Les. Troyens. ’ug*

Berl1oz _ wrote- in e-hise Memo1res of

e:~1nsp1ratlon and encouragement played by

- thtgenstezn at the onset of composztxon~

Me ttouvant & Weimar quatre ans. auparavant chez.. la,
-princesse de W1ttgen§te1n (amqp devouee de L;szt,-
femme de.coeur et 4' esprxt, qui m'a soutenu bxenqr
-souvent  dans mes plus tristes heures), je fus adoae(
a parler de:mon admiration.pour Virgzle et de 1'idee
‘que: je me faisais d'un’ grand opéra traj te dans lQe .
systeme shakéspearlen,. dont le deuxze et 10,»/ B



"L thls affected the fashlonlng of Berlloz s llbretto for ‘Lesc_ ,‘}v

e 00

quatr1eme llvre de 1 Ene1oe sera;ent le su3et.

—

e TN

’:Also szgn1f1cant 1n thxs passage is “ the reference to "le

systeme shakespearxen and the resultlng question as. to how

-Troyens. It is bv1ous that the’ example of Shakespeare 1nf,

-explo1t1ng contrasts of settlng, scene; character and even

k3

-l‘nre would fmd a’ ready and welcome counte-rpart in mus1cal

. «_&v

_Ureceaves very brlef mentlon~

\

‘drama; the~ genius ;of Berlloz,. however, lles in  his

0

'snperimposingh this‘ Shakespearlan system onto the legendary

.
subj"t matter’ of . V1rg1l s eplc. Each the flve thes1s,

chapters on Les Troyens deals w1tq"ne aspect of Berlioz't

' "5ysteme shakespearlen.

The.f most | outstandlng ' dramatlc _“feature;j-to be

;1ncorporated by Berlloe-lnto the comp051t1on of . hisf'opera,v‘

o Les Troyens, his the l1terary techn1que of dramat1c irony.

r,-» -

Berlloz s use of dramatlc 1rony is bound up W1th hls_

e‘labOratlon of the character of Cassandra, 51ster of Hector’

and prophetess bf the Trogan people In the Aeneld Cassandra

3

Tunc et1am fatzs aper1t Cassandra futur1s.,l

ora de1 1ussu non umquam credlta Teucris: -+ - o

o o (Liber = Secundus,
. 246 247)= -

Berl1oz expanded thls br1ef reference into a her01ne s role

whzch domlnates th flrst two acts of hlS opera. Jeffrey

/

. Langford explaxns 7the=hexpan31on of‘gCassandre,s ‘role ,byjf

'----,-ﬁ---_-_---—-

"ft»‘; Hector“Berl1oz, Mem01res, p 459

wl

‘P, Verg111 Maronxs, Aeneldos (Le1pz1g Teubner,'

1894) p. 287.. ... , | Ehte I

O

L
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'Cztlng Berlloz s attract1pn for the txg_.of hero1ne he found

he?' a character capable of 1ntense emotlon, pass1on and

self sacr1flce.? More " 1mportant Berlloz -needed a. her01ne. ‘_’

.
. for the first tVOsaEts of ‘his opera- and through Cassandre s

Id

. Py
role as prophetess sh” adds perspective. to | the events
R . AT A .

- presented in Troy and' foreshadows‘the SeCond‘part;QJ'thee.al_‘,

. O Iy : e .
- opera to follow. s
~. In presenting a* (hu51cal account of the sack of - Troy,

| Berlioz. was faced wlth the problem of finding an- equxvalent

for V1r911 s use. of the techn1que of flashback Bookaone of i

. the Aeneld tells f Aeneas' landlng 'on’ the Carthag1n1an

\anst, -then in‘ Book Two Aenea ; guest at D1do S coqrt

relates the Tro;an dzsaster. For v rg11 such a means ~of
kdnarrat1on ffered varlety ag compaﬁed to a staxght forwardn

7chronolog1cal account: and also created ‘a new perspectzve “ofh-

tlme an dlstance for con51der1ng the monumentallty of the

: fall of Troy As well, it 1m1tates_ the: Odzssez as the‘

o .

: sgcond part of ‘the" Aeneid ressembles the structure and

'sp1r1t of the Illad Queen D1do s react1on - to thev’Trojan~c

drama = as told by Aeneas is part of"fhis narrative

o Perspectivef over the course of the narratlon D1do fallsf‘in"

loVe ‘with‘ Aeneas,. his. phys1cal presence~enhanced by the -

-narrated gaoty of his explozts. The recounted details of the

A

E .sack of Troy form a backdrop to the events of Book Four‘anddl‘

-jthrow the ensulng love -affarr of D1do 'and» Aeneas ;nto".

g, Langford "Berlloz, Cassandra, and/the French
Operatlc Trad1t1on ‘Music and Letters, LXI
-»Oct., 1981), 311,

, Nos, 3-4 (July



'5dramatiC'immediacy,

.'bThe immediate "phere"of: aCtion ‘isv the"onlfl'one
ravaxlable ‘to ’mufzc 1 drama s1nci the words - sung * aret
'-t.appreczated for their contrlbut1on to creatlng an effect of
the moment. For one .9;nger dto relate jthe‘.sack of Troy -
parallel‘ to Aeneas roler1n the Aeneld which requ1res¥§ver_

'élght thdred lznes--the ent!&ety of Book Two--would requ1re°

so - muchw$lengthy -aria-‘or recztatxv% that the opera would'”

lapse 1nto absolute tedlum and 1nert monotony.‘ Berlloz s
-solutron was' to portray dlrectly on stage the collapse of
' the’Trojan“city;.xnztiated by 'the ‘entrance. of the great

wooden horse.

'rvf . The sett1ng of Troy ln acts ‘one and two of Les Troyens~,
.is balanced by ;the‘ Carthaglnlan 'locat1on found in acts‘7
\ﬁhree, fou; and f1ve. The resultlng blpartlte d1v151on lent,f
”1tself to separate stagzngs to Vhlch Berlxoz h1mself had tor

- agree, when it became apparent that 'the‘ szrls _Opera 'was
f1gnor1ng ‘the_ work ,in"lits entlrety In'fact, it waslthe

. Theatre Lyr1que,that staged the 1n1t1al performance of\‘theA

',second part of the opera on. thé fourth of November,'1863
3.under the txtle "Les Troyens a Carthage. &erlloz never dadj_

‘wltness a performance_ of ‘the‘ f1rst part,- and "a totalg

performance of Les Troyens was not accomplxshed unt11 1890

aStructurally, the dualxty f locatlon. led 'to 'thef

‘.creation of‘ two dxfferent herotnev‘roles°- Cassandre,.'a

7

~_.‘soprano, holds' sway 1naacts one and two to be replaced by;.'

D:do, a mezzo soprano and. chlef female vozce in - actS' three
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" to five. Both heroxnes commxt suiCide e'n:;the opera- as

victims of the greater destlny of establzshxng a new Tro;an

settlement in Italys The1r personal fate flnds.resonance in

L

h fate‘ of the1r respect1ve peoples, the Tro:ans and the'

Carthagzn1ans, as only gge cry of ”Ital1e'"' surfaces ‘above_

the ruans of Troy and Carthgge

The creat1ng of resonance between d1fferent -characters7

f and dlfferent events 1s a very V1rg1l1an charatterxst:c as ..

seen in the way” all elements in :the‘:story_ of the Aeneld

contr;bpte . to _rea1121ng‘the founding of a new Italy and of

Rome. Fromnthe Standpoint of Carthage;' Virgil. had 'Aeneas;

. look backivand expose the"Trojan. disaster: this:‘jinds

fresonance 1n the dem1se_'of Didols " own 'city' after_ her
Ldownfall Where V1rgll establ1shed unxty by lookxng back 10'

'tlme, Berlloz chose the - perspectxve of lookxng ahead’ through

>the role of the seer, Cassandre. ’ o _ o

@

Dramatlc 1rony is. understood as the expre551on ofgzords

that have a hldden meanlng for the characters 1nvolv

usually belng the audlence that grasps the full 1mp0rt of

what has been said. The characters on stage only come to a

"full recogn1t1on of the truth later at the po1nt of down£a11‘~

or1 denouement. Af s1tuat1on of 1gnorance is 1mp11ed on the

"‘ E f one group in - contrast knowledge ‘or;,fores;ght.

'enjoyed by others. Where,‘xn drama the’ author eipects?thef-

9

_audlence to be knowledgeable of a situation of - dramatxc

irony and to reflect ud‘n 1t 1n opera or mus1cal ama a-

selfécontained ent1ty_must be- presented which xaffects

-«

it

2
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. . .
audxence emotlonally but- in- no way offers ¢ n"lntellectual_
exerczse. Typxcal for Romant1c th1nk1ng, Franz Grlllparzer-
rspeaks of the nature of music to affect ,tneiasensesv‘.and
3therefore: feel1ngs, vput not the faculty of the 1n€ellect-
~,'So sind. d1e Tone in ihrer ersten ursprunglxchena Bedeutung
' Unmlttelbar durch - 51ch : selbst, 1 ohnef notwendige_i
_'Dazw1schenkun£t des Verstandes gefallende, oder'mlssfallende
.annenezndrucke " The consequence of thxs ‘for Berlloz was
the necesgaty[ to present s1multaneously on the operatlc
",stage the two- d1£fer1ng planes of _ayareness,f_i:e., ﬁthe

‘.dramatzc‘xrony of the Trojan scene. | _l: m
It ‘is Cassandre who, from the very f1rst ‘moment of herf
}entry on stage 1n act one, establxshes an a:r of dzscrepéncy
:w1tn all those around her, as the followlng\stage dxrectlons .
J1nd1cate. | | ‘
Pendant la f1n de la scéne preceédente elle a- paru au -
milieu .des groupes parcourant la pla1ne avec
ag1tatlon. Son regard est . 1nqu1et et egare.
Her anx1ous and. d1stracted appearance creates an 1mmedlate
_contrast w1th the mood—of rejo1c1ng that has been conveyed
'by the Tro;an peop%é s1ng1ng the openzng chorus of the_
opera. This choral" number pro:eeds at a l1vely Allegro tempo
in 6/8 r1me,‘ the -fznal part belng in 3/4. Cassandre

' ) X o . ) \\ [ - . .
entrance 1is announced by a rapid rising scale . of

- * Franz Grtllparzer, Samtl1che Werke, III (Munchen'
Carl Hanser, 1964), p. 886. . ' :

'° Hector Berlxoz, Les Troyens, New Edition of the.
Complete Works, Ila, by Barenreiter (London, 196%9), p. 35.
Subsequent excerpts from the score w1ll be 1nd1cated by
volume and page number only.
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s1xty fourth notes from the strxng sect1on, fee}.f'

VD‘I- [t/

e
FF

T (2.. 35)
whlch contrasts sharply thh the 11lt1ng trlplet movement of _

the openzng chorus.\Thxs scale passage heoomes -synonymous -

. with ‘the character “of Cassandre and~ is repeated at'the’

.conclu51on of her open1ng rec1tat1ve before she beglns “her

) f1rst a1r.v i"
From the f1rst llnes of this rec1tat1ve it is made

(UY

oiear~y§hat Cassandre 1s plagued by an oppressxve sense of
impending'ooom:, ‘ |

Les Grecs on d1sparu! . . mais quel dessein.tatal
Cache de ce départ l'etrange prompt;tude?

i Tout v1ent Justﬁ;xer ma sombre inquiétude! -

‘ _ r _ (2a : 36-37)

She then goes on to 51ng of a vision she has’ experzenced of
the dead Hector: e T ) L .f‘
J'ai vu 1'ombre ”d'Heotor"parcourlr.'nos remparts
Comme un veilleur de-guit, j'ai vu ses noirs regards

Interroger .au loin -e detro1t de Sigee . .
. . : (2a : 37- 38),

éinally,e she stands',back and,'takeSf.a soﬂ?r look at the .
"Trojah people’ with_ the-'conoluding .twb 'ljhes‘ - of ; theL h
rec1tat1ve-' " A

Malheur’ dans la fol1e et 1'ivresse élongee
e ‘La fou}e sort des murs, - et Prlam‘la oggd?xgé)

: with th1s openxng rec1tat1ve, then, Cassandre has been: very s
clea;ly characterxzed ‘as the -geer of Troy s dem1se through

her acute" powers of perceptxon and vxslonary fore31ght as :



_'u;117fa jther gxfts of wxsdom and judgment concern1ng thehff,
.~present- she recogn1zes the true nature of the TroJan peoplev |
hfn.their b11nd\acceptance of a faulty state of affalrs.- )
In the opera,- Cassandre as prophetess £u1£1ls the
dramat1c functxon of. foreshadow1ng themes and,events. Thus,e’f
:Berlioz gave a double edge to the narrat1Ve role- fthei fall
hof' Troy ,1s f1rst h1nted at through the om1nous forebodlngs.-
v'of Cassandre, then is. actually exper1enced beg1nn1ng with
Aeneas's. account of*Lgocoom s monstrous death This double
.hperspect1ve is also featured 1n the uay Chorebe, beloved of

i Cassandre, reacts-~to' her warnzngs of d1saster;‘H1svb;1nd

.reje"t1on of her pleas for eScape are ec d by:tthe ‘Tréojan

-populace,q vho d1sregard her vzs1ons and wh .in‘the'Trojanvd
hbrse, Inlgthxs way Cassandre represents 9 p051tlon ‘of
knowledge Wand' fore51ght ni oppos1tzon to Chorebe and the
'TrOJans, who :gnore her untzl 1t is too late.

Duo number three, sung by Cassandre and Chorebe in the
firstvact offers the f1rst 1llustratlon of Berlloz s use of‘
: dramat1c 1rony ' the‘ operat1c stage This occurs after
Cassandre has descrlbed in gory detail to Chorebe, (himself“
' dylng thh a Greek spear in hls szde ) the v151on §he has'
- had of the Tro:ans being slaughtered and left to drown inﬂ
rivers of blood Her descrzpt1on of her v1slon is presented
in ‘recitative w1th the 1nd1cat1on, "Rec1t.» mesure to
‘suggestf,the',regtrafnedo or guarded mode of del1very that-'
enhances the.vdrpmatic. effect. JTh: Allegro~ tempo is

maintained _throughout, after the 1n1t1al 1nd1catxon of "un

[}
o



poco p1u :anlmato . to allow ‘for the emotxonal nuances of e."

Very d1straught prophetess. ;Atf*the“ conclus1on of iher-

———

recztat1ve Cassandre falls half fa1nt1ng 1nto Chorebe swi,'

\A'

arms,_unable to support szngle handedlyethe we1ght fof*fthe

'qTrOJan fate.

* »
«

Chorebe answvers Cassandre in -the soothxng tones of a

lullaby as 1f to cap1ta11ze on her semi- conscxous state.
Reviens a to1, vzerge adoree Lo
‘Cesse de craindre en cessant de’ prevolr#
o - Léve vers la voute azuree R
s . L'oeil de ton ame rassurée. ' :
’ " Laisse entrer en ton coeur un doux rayon d espo1r.v
, ' (2a : 63-65)

These words are sung‘ to -a Larghetto ‘introduced by the

_ pastoral sounds of- thxrds from the: qute-'

: 9 " stht_ﬂ’o __._f'_‘, N b' .
. o - " e A -
LR — 1 i —=
~. ::?? I (24 : LB)
\. : .

The_ melodzc line vof thls Larghetto ,moves largelyg\oby
51ngle note steps ~with _a few 1nstances of skxps 'in dotted
rhythm to end a mus!cal phrase. Slurs contr1bute to the

overall effect of a gently flow1ng lxne of melody'

":?‘_‘ ‘Vi@i.‘; "\k Fh \M.r-’d. ‘ a-do- r‘. - a.( _

AT

N

As seentin-the7abQVe‘eiample for . the 'vio%@ne, the string



- -
LA .

accompaniment w1th 1ts pizzicato notes supports thlS mood of
gentleness by keepxng the -background sounds light ande

[- 2

munsustained The result is_ lessening of th dramatic.
tensaon built up during Cassandre' s rec1tat1ve. ThlS stiing.
accompaniment continues_as Chorebe 51ngs,'"Cesse de crai dre

en. ’ssant de prevoxr, | ynth the addition of a triplet

[ .
v

figufi in the oboe part.

v v N L '- '. | . “ .' + . - »
CN%; — e h— | ' ) 1’ .
. . - - " " S | N . L]

. Q’ -ta da ci"ir\d'c. on ‘C‘—_SQJ\T—‘ da Fi_vb"; (la cs)"

'jThe use of such a oroken tripletf tigureilconyefs, a
playfulness to correspond to Chorebe s: optimism; But’.th
words convey an underlying mean1ng of which he himself is
not‘ayare:'to ask a "seer"” of the future not to see implies
an irony to which Chorébe is oblivious.'He‘is afman of the
present,. nwxlling to peer into the future and into the
unknown.. His unpretentious style -ofl_musicf suggests a

| contentment w1th the present. - .

In contrast Cassandre 1nterjects'into-thisetaréhetto

f'; E . " L
%t with meaning and with fvil

1ngle phrases that are pteg

o foreboding for their future and for the future of.Tron-She'

i

sings the follouing three llneSw outlining her vision a:;J‘,

v

death which will be reiterated later in- thlS same duet: -

La mort”deja plane dans l“air.f{3a; . o

- F
. o
R TN &

FI
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Et ] 'ai'vu le sinistre eclalr‘
. De son froxd regard hom1c1de'
‘ . (2a 64)

As_.chorebefgsihgs the,last syliable,s’fvolr, =1n~the_ehove
'excefpt from the sco:e,f'Cassandre enters with the first

L4

phrase just quoted

Lmvbk‘_ﬂb v', "l . ’ .. P v ._i' |
—Xx—F "
. ” D : 3 . i 13
, Cl“ ‘;‘, - L. s - - ( —

Q) L ek S plame dane Toe ..

 efE T F ,
o ‘V.;')' ) o . . » L‘é -‘-‘_

B — = ‘ ¥ —

' Th;s phrase is entoned on ‘the sxngle note of A zn;;the “most
bare. rec1tat1ve style p0551ble. ‘the rhythm pattern is

) ’ -
dlctated by the word stress, with mort -Ja? and,'l air"

rece1v1ng the longer note values. The tesul the»monotone-’

is to leave all emphaszs on the. ven@%ﬁfpl’y'e331on Vofi‘the
5 o0 \ﬁ i !

words, ;thei mus1cal med1um of tﬁﬁ

:L_teaucedsalmost tovthe zero point., The“{ %gted rhythm, .
_ | : = — g
- w Ym0 o

« -

R . , : . . N . 3 ) " " .
is suff1c1ent f r creating' a statement vibratxng, with
'1dramat1c tensxon and 1ntended by Berlxoz to p1erce the air»

An® startl;ng; oppos1t1on o; the- 1u111ng tones of Cho:ebe.

SR Rhythmioal,-tohal»ehdﬂverbal oppos1t1on 1s~conf1tmedg

- e
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Thzs phrase of Cassandre 1s accompan1ed 'iﬁ:¢£h lowerp
"_string seotzon by a r1sxng and descendxng Scale. passage of'
A'thxrty-second notes 1nd1cated by theﬁ double bass entry in | gi
. above"excerpt. Th1s rap1d 'scale passage rem1nds the‘

ener d1rectly fi the ‘string passage__that PD"°U“¢S¢“

Cassandre's” flrst entry:“onto' the stageﬂof the opera;‘ﬁesﬁ»

"Trozens.,A muszcal link is thus prov1ded to sustaln her’ partfv o
_‘¢1n the dramatlc 1rony.1=7‘ . ) ,."Tf.-°.ﬂﬂ 5l‘»

'_&f' As Chorebe s1ngs of gazfng 1nto the cloudless sky, (la-
'vdﬁte azuree), Cassandre counters w1th her second lzne, "Bt .V
jrai vu le sxn1stre:-ecla1r, { agaln offer1ng , play of

: 1magery on the‘ concept of see1ng or look1ng §h1s second.'

Q.

line 1s sung by Cassandre gne note hxgher on the monotone of
‘“qB, ga1n accdﬁpan1ed by the. rapld scale passages 1n the?f

lower- stﬂxn s: . w
. . svs g‘ L

lfﬁ (v.’ .v]

' é-tddr
' £
r -
= _
Leail
: ) R
- g :
nf—-=="“'tf\=-r © (i ew)

Along with . the 'rxsxng. sequential nature ofvthese three;;;pt

4

1nterjectxons, extra tens1on accumulates in this second l1ne

through }a. regular ]erky rhxﬁhm resembl1ng a 111tary drum ;f

gall:
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The f1nal lzne, "De son £roxd regard homxcxde' " ”lnh answer

to Chorebe s sxngang of a soul be1ng reassured beglns on

'4»,th note D and then falﬁsbf%o _ F sharp ,Yn' concludxng ;\.f\
Cassandre s person 1edzy1sxon of Death.m : ‘9;?"“ U %
: Lurahehh , _ o R T U
R = i : i;-fx. e T I L
..cé_.i-g.,.i"_q?\r o s Y S— S S——
o + S+ 1 =
SR Y Desent re-gard - ho —mi - el - del A
. g 1 g P_I — -
.c»%f“ v R S S S——"
6 . . : ,  —
B R S T C Lady e ..
1~ . 5

- —
| —p (J.. cw)
_Each of these three phrases is 1gnored by Chorebe as seen. by

"the way he beglns his next line on. ‘the. fxrst beat of the bar
_before Cassandre has flnlshed s;ngzng H1s last line in ftheo'
Larghetto,‘"La1sse, laxsse entrer en ton: coeur un doux’ rayon.

. dfespoir,"-eojtomizes the absolute dzscrepanoy 'of' outlook - -
*that'.exists between~the.tuo singers'she, singlng'of,a,sweetf,-

ray of ‘hope, and she, of Death S cold murderous .eyel 'As' a .

N last resort Cassandre pleads w1th Chorebe to surmount his

‘ blind love for- her and to. fulf1l?hzs £1l1al oblxgat1on . to

his father ;in the face of d1saster; Chorebe takes another.,l

:[.step in the opbosxte dxrect1on_and-answers‘w;th a ;pastoral-

ditty in which he sings of thé gentle swell of the sea,” the
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cheerful shepherd w1th hxs contented flocks and Joyful b1rds

procla1m1ng a hymn of peace.

i

The blzndness of h;s love for Cassandre pre£1gures the »;*J

5 [
madness of the Trogan people as they recklessly dec1de"to

lead w1th1n their Clty valls the monstrous horse left by the e

g

Gteek forces. Berlzoz staged thls sﬂene as number eleven in.'

——

';he; score,i flnale to act one with the subtztle "Marche

Troyenne." The march £1rst sounds far off _the dlstanCe,

from fa offstage chorus and a band, con51st1ng of three

!

dzvxsxons that are placed at yaryxng d1stances' behznd 'the“

curtaxns. As 'the,‘sound becomes loudehv/énd the processzon

accompanying the horse moves closer, so does the RrOJan doom
J/ :
approach opposztxon to the throngs of people offstage

and 1n the dxstance, Cassandre stands alonef.on't

core

>

physlcal conf1guratxon symbolxzes ~the. deeper meanihg'olf-

thezr outlook toward fate. The chorus’ comes on. stage-_f‘n

verse three of the marcH whereuponv ogether Wlth Cassandre

they apprehend ‘the noise of arms from 1ns;de the ‘horse: this

‘marks the one moment 1n the gcene when the Tro;an people and

ee thexr seer achxeve a: temporary unxt,ghefore they again part

L..... E
R: .

ways in- the1r d1verse 1nterpretatzons of the - -omen.

It 1s 1nterest1ng ,note that in Berl1oz'5'-finalf

versxon of the score the vooden horse 1tself was to be 1eft
offstage Perhaps the actual presence of such a contrapt1on

produces an undes:rable amount of sensat1on to the detrlment

ﬁof: _thel essentzal operatxc »effect.- Apparently, v Berl1oz

subscrxbed to the pr1nc1ple that such -an xmage ‘can be more

P
-

=
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e“dramaticd'if left to the powers of the 1ma§1natxon 1nsp1red’“h':‘
B hfby the music. It also represented h1s reluctance to. dravl o$h
:sharp lxnes of dxstznctxon between 1magxnatzon and réhlxtf'rpd{
"fh'and thus between art and 11fe. Because _ot.”the- obvxous'
“techn1ca1 d1ff1cul and expense, the .need"to boy tof
‘f1nanc1al restra1nts m1ght have been another factor.ﬁ '\-é

The mu51c ‘for' the. ‘Marche Troyenne is vtypldallyv

. mart1al '_in5 presentxng ‘n arrestzng meiodxc“ lxne"

fcharaoterzzed by chordal leaps and catchy rhythmxc fxqure5°
k“‘ﬂ" m“-r""' T ,‘i“\) P :
’ b\.: Jo Juu.s--, Q—Fu‘ M-—ru.— e, B

" As seen }n the above soprano line, the 'open;ng phrase is

buxlt upon the notes ‘of the tonzc chord of B flat, rxs1ng to-”;‘

-

a proclamat1on on the hzgh D of the word '"D1eux. Thls jis"
2 foflowed by a descendzng lxne of trlplets and two sets of a -
dotted exghth-nqte f1gure to end the phrase. At th1s po1nt

Lo

_it-7iv';on1y the flrst d1v151on of the offstage band, i. e‘, o

-~

”.nzne brass, that presents the basic theme. The result 1sJ\GMQ
s"aggress1ve sound in def1ance of- a prophesxzed doom.
| Cassandre now ehters wath her' statement of d1sbe11e£‘
hUponf hear1ng ‘fhe= )ub11ant tones expressed by this
process1ona1 march 1n the d1stance-'.‘De, mes sens }eperdns:
R est-ce une 1llusxon7' {t"is uthelorchestrévthat
' supports Cassandre muslcally as she stands"alienated7'from.-_,f?
the band sounds offstage, an A flat chord /is heard from all_m

orchestral sectzons as szgnal for Cassandre to beg1n.'

o “
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the opening phr se

deceptzve resolu 1on of the prev1ous G seventh chord (v, /V'

‘ the accompany1ng dynammcs of; loud then’ 1nstantly soft

Rhythmlcally, Cassandre s vocal llne follows the stress or'.“

-4
the words without any use of set flgures. Also s1gn1f1cant

¢ f

the use by Cassandre of a 51ngle hote A flat r151ng to a c

for_»the Iast syllable,_ as 1if 1n questlon. Th1s style of -

.

questlon1ng dzsbellef contlnues in sequence ﬂas Cassandre s

syllable, and a thlrd phrase on.a D fxnlshlng EOn;VE' flat,

M

i malntalned through a choice cf note values 1n weebing with

the rhythm of ‘the words. | - f N

The process1onal music contirnués with:the chorus‘moVing

“into an ep1sode that mu51cally features . a hlgh note mot1f on

«

4

treatment: - o - Y

N

RRRRERT'S

of the march in B flat ‘ang offerlng ‘a.

' The ear is struck by t is chord occurrlng dlrectly aftec"

]

and 1n contrast to the Jauné& movement oi the march theme is:

’next~ lxne - is -entoned on B flat, rls1ng to D on the last

‘arr1ved Tat . via B: flat. The recztat1ve character ‘is

E ﬁlat,jand a‘-much - more stralght forward rhythmzcal .

‘a51s is. derzved from the grace note G and"
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' This same musical phrase is repeated to the words, "Rends'_
.Ilion inébranlable.- Cassandre.s explodlng' ’exclamation,.
"Quol'" punctuates thls smoother choral llne, in'additiqn,

lt is: she who now counters wlth the use of a*trlplet

whlch throws all emphaSls on the word cortege K
. “\l¢3’° f\'f\ 4"??. t

rhythm‘

W5 e s o
o ‘:J _ Gu‘qi\!',.‘, Jc. "J‘ |g Cor -ft 90. . (2‘3 ”3)
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‘The chorus is sllent as the stralns of";the:

hea?%"frbml'the band closer. at ‘hand.

Cassandre is here

fulfllllng the. role of narrator‘ asv_she interjeéts with

' observatlons ‘on ;the'

\

progress of the proceSSlon ‘and on the
xpandlng state of danger for the Clty, Her three succeSSlve

phraSes, reflectlng ‘the

, reallty’ of dlsaster, are now

| expressed musically by a fall on the last. syllable.
| A\\GSn nen: 4".??' ‘
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Disbelief has passed to reSlgnatlon, and- Cassandre Slngs of

)
4

the Trojans as "Ce peuple fou qui se rue a sa perte.J

T‘ mu51c

as the second lelSlon of the conSlstlng of”

®

band, elght

march are.

for number eleven galns tremendous momentum

#



'”movement 1s added as the th1rd d1v151on o

Lo~

saxhgrns, ;‘with Cymbals,_jozn in’ wzth the’ fxrst d1v151on of

- ——

;brass and chorus to present ‘the second versf of . the'.march.

‘As. the mu51c ‘moves 1nto'“an eepi
| the hand-éeight
'oboe% 'ﬁand six io 'ezght harps-—comply -in‘_a phrenetic
‘rendering & theVm.rtlal.theme; A mood of " agitation?is also
'hconueyedv Sf ‘ ~pizzicato strlng accompanlment “which

.accentuates thh mary beats of the bar through dynamlcs

"'and through a repeated broken octave flgur&z

Mlgjo. nen 'hv‘no . o T . : e .
= — — - —
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The't%nor voices contribute to this_hypnotic,impression with

~a line of unsustained eighth notes. The'result_is‘a mood of

_reckless abandon which exaggerates the dichotomy  of

jubilance- and doom As the chorus 51ngs 1dy111ca11y of the'

flutes of D1qdyma, the Phrygian trumpet and the Tro;an lyre,

Cassandre. is barely heard as she observes that the great»

equine structure is.' approach1ng. '"L enorme . machlne

~roulante/S'avance' . . la voici'“ In mu51ca1"sound her~:“

2

sxngle note ‘melodic 11ne does not prevail agalnst the chorus

¢ The saxhorn vas one of the unusual instruments .used

by Berlioz. He justified its inclusion in the orchestra .
because of its pure, full sound in hlS treatise on S

ction, even more

’

instrumentation, p. 285. _ _ o . IS i

o

e
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'band against the. three divisionS’of the bang, . i partlcular _

'the third one, just as in the plot of the opera she does not

Lo

~impress them w;th her warnxngs.

PR

' Cassandre, is’ not heard from again hin' th’""Marche

‘~Troyenne untxl the point where a drum roll s1gn1fles 'the

.Q

sound of clash1ng arms emittlng from the great wooden horse. °

:°. The . crowd breaks of £ momentarlly from their 51ng;ng of

_spr1ngt1me 1111es—of-the-valley; ("des muguets ’ duo

pr1ntempsr) in ordér to questlon the-source of Athe ‘noise.

The' mood of tenseness for thlS ten- bar passage 1s suggested

\

by[the tempo 1nd1catlon, "Tou;ours mesuré et un peu ‘animeé,"

- (Za : 193*194) It is the one instance in the march when’the

dlfferent components of the vocal scene appear to ‘move in]'
'one. unified d1rect1on both in- meanlng and in musical’ sound
The baep voices fltSt then Cassandre and flnally the other
three choral parts use a rec1tat1ve style of vocal lln% that
. allows one partzto 1nterweave- with the next. Rubato '1s--
;hprominent»'to express, the drama'of guestioning.‘CaSSandre is

'aroused to. utter one - last queSEAOnlng word "Si. . . ":din

¥
e

9 b
the desperate hope that the people will at least take cover.[‘

-

/
'rou)-uf'l mcsuu 'r wn P-.u, m\mc.

L n__JX Iy — . A 2
) . : y P ’ ’ p ) s
B e e e e ey — °
(Y o ® Diaww! St ... o |
P ” ' ’ n" <= » :4*.,
e ==t
. R S - y— r= - A V
S N ‘V«-*-:"‘“"“‘ (20:194)

£,

- ' #
# Her last ray of hope is extzngu1shed however,'as the basﬁes

wh
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.break in_with their lnterpretationtof_~they menacang sound
”Presage -heureux"-‘And the_-chorUS' resumesvg1ts hymn of
‘_ Jubxlat1on, until. the process1on moVes off agaln '1nto -the
dlstance, repeatlng fout t1mes--1n ever 1ncrea51ng tragzc

”irany-?the phrase, rayonnez tr1omphants.

Cdssandre 4is left on stage 1n her extreme 1solat1on, o

razlxng agaznst the recedlng strains of the march theme. As—

- these dlstant sounds suddenly cease, the str1ng orchestra

rushes ‘in w1th a spasmod1c' flurry of chromatlc sxxteenth-

fnotes. Th:s bridges the gap between the surrealxstlc sounds

of the march and the reallty of Cassandre s predlctlon.’ Her]

role . as prophetess fulfilled, she now announces her - ownd

death o o
Y wn. ru- n'f X oy A N -
Q . : - /\
- 4 : ST S hYWo =~ - N
G ; - g ro_ O
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This,‘repeated'“broken_ triad }establishes the.key of G flat
'major and builds tenslon'touard the final_climatic .word of
*Troiel" This name is shrieked out‘byvCassandre?—not on an
expected G flat--but. rather on a G natural, part- of a-
v d1m1nzshed seventh chord played double forte, creatxng a
'dlsqu1et1ng effect of total dxsharmony éumber eleven ‘then
concludes with a - general descend1ng movement of semltonal

slides”from the”orchestra in toto which allovs-an absorbing

of this alarming G natural and a concludgng chord in the key -

of B flat minor. An 1nd1v1dual can be aware of fate and -the_

rfelementali-powers_ but 1is no match for halting the force of



: -g“,destiny:: Herein lies  the epic‘ quality“ﬂas fpetceiyed‘by

Berlioab’the.individuai-standing 7;n lieu of--h?s “nations

N

e;Chorebe s blindnessi4is_ relterated in ~the folly of the e

Tro;ans, perhaps Cassandre represents the suacxdal fate :ofﬁ*
- «?}." .
. th whole Trojan people. But, as well as a Tro;an, she is a

fs er and this has added a second layer of; meanxng to the

) i :.~‘¥?~' L *
figst “twWo acts of - the opera. Through dramat1c 1rony ‘the

'trag1c rellef

'.ﬁk o Mu51cally, Berlloz supported the- image‘h,f' dramatic

. 1rony through t e 51multaneous presentat1on of contrast1ng

W

styles, temp1 and hvrmonlc effects. Cassandre must f1rst

rall agaznst the other soloxst, Chorebe, who tr1es to subdue
;” ' ,'her WIth the soothlng tones of a lullaby She answers h1m 1n

_ a jerky rhythm1c monotone, devoxd o£ melody and of mus1calf
L : S L

tragedy of the Tronans is 1ntens1f1ed and is- thrown '1ntovfh .

style. The chagacterxstxc ) accompany1ng : flgure ‘,for'_,f‘

Cassandre's singing: is a rrush1ng scale paSSage,'whrchlh
contrasts with'thev5urroundingfstyie‘ot the othersv singinq
Finaily} 'CaSSandre confronts the. whole chorus of Trojan‘
people:’ herfcfrantic"interjections stand apart from the’
‘ihjubilant mélée  of martial sounds. Throughout- Berljozwt
employed.nstrange , hatmonic'g'resolutions- Asionalino.»:the

unexpected' of which only Cassandre . is aware. His uUse of

dramatic 1rony prov1ded for * a simultaneous 'musical

Presentat1on of two threads of storYIine:' Cassandre's

S dzsturblngvforeknouledge and Choréb%'sﬁbliss£UI igndrance.

- . N . . .
Y . . . [
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' ytechnlque of a play-w1th1n a~ play. :»

» Knopf, 1970) p. 43.

CHBPTER 7.
Pantomzmes' A Play-thh1n a-play

R

'BerlioaTsf*!use"'of _ operatio:lnumbers,*‘bearing the
-indication ‘pantomime,_-1s 1nd1cat1ve ef the predllect1on in
nineteenthtcentury French opera ,tor spectacle.‘ The word
, spectacle refers to those scenes of d1vertassement"whi¢h
called for spectacular sett1ngs andrcostumes- these appealed"

to the French operat1c taste for pomp and grandeur. ‘Theh*

‘result for the operatxc stage was an empha51s on the Visual
’content, with ballet dance numbers and pantomlme formlng an

'1ntegral part . o£ the d1vers1on. “In terms ‘of dramatlc

structure, these scenes of dxver51on suggest the fdlstancxng,'

L

The French, with the1r early 'févé of ballet and

fspedtacle, had called for thezr 1nclus1on in opera from its

.begznnxngs in the seventeenth century -“As -1t " developed,

\

Frencﬁ opera absorbed all of these earlier dramatlc modes,

most partlcularly.the ballet and the spectacle' (known vin
-France as 'le mervexlleux'), and also that attent1on to word

which ~came $o0 typify the performance_‘- of  the

Comedle“Francaxse.“f Moving into the n1neteenth century, the

~x

Erench - opera. audlences reta1ned thexr love of spectacle

' patrick J. Smlth The Tenth Muse (New York: Alfred A.

‘120



';,thei Itallan -school of 'opera whlch 5ncouraged -.musrcal

despite thedvreformist' aesthetic ~o£' Chrzstoph W1111bald
Gluck, © Who soughtd” h- restra1n operatxc vmusic "o,'the

expre551on of,va story lxne.‘ Gluck struggled--not just

- agaxnst th- French love of spectacle--but ch1efly agaxnst.,f

embellishment 'forfits-ovn sakeﬂ_the ong%amounting'to‘visual_'

diversion from” the dramatlc concepE}dvthe _other, ~aural’

&

diversion.. w;th hns pantomlmes Berlloz made conce551on to

- the French taste for operat$c var1at1on, as well a55£9r,”the

s

?requ1rements of -;he ;g»%%? Opera. k'He;f'maintained : his

1ntegr1ty a composer, however, by usxng muslc in these

numbers as a very effect1ve dramat1c vehlcle.

The_ first pantom1me ~in‘ Les Troyens, Number S1x, is
1nstrumental except for a few muted lxnes froﬁ the chorus.
As . Andromaque 'leads 1n her son, Astyanax, to plad‘ flowers
at the altar in mourning for Hector,' and to recexve the .
bless1ngs of Klng Priam, their movements aap 0ut11ned by a_i
clarinet solo. This is"one of several examplés from

Berlioz's work where the 1nstruments are made to carry the'

‘weight of dramat1c expre551on rather than the ‘voice parts.'

TR
The most-,tellxng 'example ise;from his dramatic. choral

"SymphOnvg Roméo et Juliette vwhere"the-hhmost ‘climatic

LY

momentsf*such as> the love confrontat1on between Romeo and

-Jullette, or the death scene in the Capulets -tpmbf-are: not

C

expressed vocally vezl;oz explalned hrs outlook on this

- - - - - - - -

* For a quite a whlle, dance scenes were obligatory for
an opera to be performed in Paris, and even great foreign

compogers (like Wagner and Verdi) had to prepare a

"Parxs ver51on.

- — -
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"._ maitres, il était prudent aut

. {';'; T'es duos de cette 'naturo ayant été ,traités
- mille fois vocalement §€ les: plus grands

jUe ‘curieux de .
tenter un autre mode da' expresszo@e"g est -Hussi parce;
que la sublxmlte méme de cet. ﬂ;g. Y rendalt 1
_ peinture si. dangereuse pour 1& E L qen, -qu'il a.dd
donner a sa fantaisie -une l&tjtﬁ,f;‘que le. sens
~ positif des paroles chaqtees ne Wrtetb pas. lai'seée, -
‘et recourir a la langue 1n§trumental&ﬁ. “lamgue - plus
riche, plus variée, moins arretee,'et,,par son.vague
méme, incomparablement plus pulssante en parell
- cas.!_ - : ) » .
: ‘ . N o ! F : .
Berlioz - remained first- and " foremost -a -composer'_of

PR

1nstrumental musxc. His offerlngs for the . operatic. stage'

%'were,, to a con51derable extent, mot1vated by. hls des1re to‘

be flnally recognzzed by the Par1s1an aud1ences, who only
took notice of works performed on the Paris opera stage.

Pantomime Number Six is preceded by bthe‘ b01sterous
al € s : |

'atmOSphere ofj the danceék and \publioi gameé'presented in

~ Number Five, "Combat de Ceste--Pas ‘de Lutteurs.” As the

lower strings enter, "con sdrdino[”Jwithﬁa chromatic run

that 1ntroduces the minor key of Number 'Six, an immediate'

.contrast_ is establlshed to the forte endlng of the previous

'York: Kalmus), p. vii.

number' ’ ‘ - &

Adante nen 'h-ePPo lonfa

. Cony Wd , ——— ‘ }
AT —— — -
] o — = S s - ' v
- pore o —— Sempre P : (Za: llS)

The only transxt1on is offered by the openxng -sforzando note

wh;ch then falls in p1tch and in volume to . a plano sound

-whicht isl to“ be ma1ntalned The ‘melagy qu tones of the

3 Hector Berl1oz, Preface for Romeo et Julzette (New
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'slaln Hector, stand 1n opp051t10n to the publxc rejo1c1ng of

%

45wander1ngs, salls t

A e g
;

123

- ¢ . at
3 D A

: clar1net $olo, express1ng the grxef of Andromaque for the‘

‘sNumber F1ve._Th15 oppos;t1on conveys the traglc 1rony o£ an

'1nd1v1dual s sufferlng, lost 1nlwthe‘ serv1ce of ﬁa _larger

"deStl . - .' - S | T

The v1sual content for thlS pantom1me was gleaned by
, * o
'Berlloz~ from two sources ;n the Aeneld In Book Two;‘Aeneas
zelates to D1do how he sought Qyt a p01nt of advantage ﬁor
attack1ng the. Greek forces-'in Troy In so ‘doing he came
!cross a passageway thai\hgg\‘been 'u3ed by Andromache to
br1ng her son to v1s1t hlS gra parents~ | |
. #Limen erat caecaeque £ores et pervxus usus
/. tectorum inter se Priami .postesque relicti
* . a tergo, infelix qua se, -dum’ ‘regna manebant, ,
saepius Andromache ferre incomitata: solebat . : |

. ad soceros et avo puerum AStyanacta trahebat.
, - » ‘ (II, 453 457)

' The other contr1but1ng reference for Berl1oz s 1mage. comes

from Boqk Three (:ii V1rg11 ] work ' where Aeneas; in. h1sﬂ;“
he coast of the ..island, Ep1rus,,:and_ '

encounters Andromache as she performs the thes of the Dead
E a ) L X :..A“'

at Hector s cenotaph° e
»ahte'uroem in luco falsi Simoentis ad undam
. libabat cineri Andromache. Manisque vocabat

Hectoreum ad tumulum, viridi quem caespite inanem _
. et ‘geminas, causam lacr1m1s, sacraverat -aras.. : e
‘ : éj, 302- 305)
' remarriage as

.f

Andromache by th1s t1me has not only su fef

a _slave to.PYrrhus,'the Greek war hero, bé%yhas been passed.

back to become the wife of the Trojan, Helenus. Berl1oz
comBined these referenoest,into .an inage_of the sgé%%rxn.4

individual caught Sug i




n symbolic s1gn1f1cance.v' L o o

lento tempoﬁ under the -addltlonal ‘mood  indication  of

’-'doloroso assax'-

.‘use of pantom1me and the accompanyzng ihstrumental tsolo,

The .clarlnet 'salo- enters at the Andante non troppo

A.\Jud‘c. nen '*»no\\fcnfo : T : @ SN
_ _selo . TR SR . _
{ 5 & DR E— —i : - ‘
. cl. \ em— 3—o— 5t ——r 5 . ﬁ'
o o - cresc - SP(eins)

Thjevobenihg‘phrase'showsf the voice- llke qoality of the

. melodie¢  line - fer ’clar1net. "the slurred 'notes, “the

2
_ dotted-e1ghth note pattern and the crescendo decrescendo on

the f1nal two notes ang all remlnzscent of the. mus;cale

expression of words.  The" w rds' mxsszng are more. -than
'compensated for by the pen51v ' reed tzmbre of the clarlnet.

The. clarxnet solo conv ys the mood of- Andromaque s

”

suffer1ng as it accompan1es her movements across’ the stage.

| An additional element in th

K]

comments ’of the chotus-i.

A
fulfxllzng here the role off a specta%or as in Greek tragedy

| It f1rst ‘tells who has, ente:ed on stage--

'...‘ ‘_{ Av\éuﬁc m*nwg lctd’.

_ . S '
S iy — i:i ‘# i:i

Andnq_v\tiul-‘ o ten § Gl ..

" (la: us)

f-ana,thentlets fall the ﬂkey word for the whole_ SCene;

’_"cfestin'! " €0 A

v » N 0t

scehe is provxded-by the ,muted;

recitative style. The'chorUS‘is

Andromaque s rites ;ofv mourn1ng Are dlstanced and thereby'f
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The 'subdued . tone and’ monotonous ~'register":eof thef_ e

: unaccompanled choral Iines tand quzte ~apart from thev~

express1ve 11ne of the clarlnet. Thus, a new perspect1ve is
created for the events\ on: stage. w1th Andromaque s, role"
confzned to pantomuﬁz and tﬁE chorus act1ng as spectator;-”

one is rem1nded of the s1tuatxon of a,play-thhln a-play._ =
N—

'_AsA the chorus s1ngs, “Ces muettes douleurs'"--whxch 1n
LY ' -
partvrefers to Andromaque,but also to the 'whole pantom1me
techn1que-~of‘ thlS _opera number--an Appassionato~seotion-

7

Thegins.. Addztlonal movement is: expressed through trxplet

flgures \inf’the clarlnet part ang through the upper strlngh.
£

accompaniment of slirred e1ghth notes on the of f- beat.

o Arrgaaomf"o . S - : L o
e % ey
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During 'thxs Appas:xonato, Andromaque proceeds to the throne

.

of Kzng Przam and Queen Hécube to have her son,_ Astyanax,f

K
blessed 'ThE' sectxon 'cllmaxes with the clarxnet playlng a

whxgh o folloued-by theﬁchorus szng;ng of vives and,mothers::. -



'Lca"P‘QJ“,-'_‘ l"‘ M.‘C- ~ res (h:ll?)

The clxmactlc poxnt in the muszc br1ngs out ther 1mage- that

¢

va°Andromaque represents for the opera* .she bears trlbute to

.{womanhood, that rears the heroes for war and dest1ny, 'but -

;then‘ loses them. Number vSIX does' not end on th1s note,

. 'however. With the-‘introduction of.vharps and a ‘trombone; 3

-

.who rxses‘to bless the ch;ld; and Cassandre 1s seen'to pasg

at the back% the stage. . R

‘ Cassandreﬁ;asts a vhole ‘new lxght 1on  the grlev1ng:
"..figure of ‘Andromaque. As has been establxshed =in\‘the
‘_foregoing chapter on dramat1c 1rony, the appearance _of. the
. -anxzous prophetess always 1mparts an. a1r of foreboqsng and‘
:adds a. second layer of meanlng to the ;perat1c scene.“ Here.”
:i-Cassandre s 1nter3ectory statements are announced by 2 fluter~
passage thh an exghth-note flgure,_‘lnterrupted by rests,

'whxch for the moment sgeercedes the clarxnet lxne.

Auau‘n non e lenhs , it e
e~ — o, pire, . R
4 Cal RN of 3 1 1 :
i ' ! st
. L. K . . . o '_uj?.
e _' o Re-las!t ,.,d.,‘h., gm,v...,..nct tor

U.;ut°~|u) '

;1nter1ude;~ Berlioz depicted‘musically'the majesty ot'Priam T



";Andromaqﬁe ‘about].her~ teers- and

"'d1sasters ’ttO" come._ W1th. thls 8

-

| taSsandre~ienters; -as. seen. in the above example, to caution-._“'

- G
fto warn‘ her o: - worse

;'F5§5 trag1c irony‘ of

. N o
- Andromaque s 51tuatlon 1s 1ncreased _Not only does she stand.-v

- ; LGS . .
g'enemy hands ha, an- enslaved w1fe 4?hd later returQ:d To -

‘ of the Tro;an destzn

. asd the' sufferxng 'w1fe and’ mother' she wxll undergo the"

.ultlmate degradatlon as a_woman when “She. is passed 1nto)."

CasSandre, thls unplxes a passxve role' whzch she ‘ would

never have submtted. At the end oE Act Two 1n Les Troyens,§’
.

' CaSSandre and her lowers actxvely choose suxczde vwhen

threatened with . anm{xlatmn fr_om ) the | G_reek_s and the_ g

enSlaVement“ofvwomen that would 'follow. With"her~'1ine,'.

s

. garde 't -~ pleurs," Cassandre seems to hxnt at a type of

.self dlsc1pl1ne needﬁd-by the 1nd1v1dua1 Thxs 8?11 f1nd

resonance ‘later 1na the opera ' _'_ - ust put.as;de'hls

. ‘ .
personal feellngs for D' on. in order to resume -his  pursuit =

It is therefore slgnzfxcant that Andromaque is depicted--

Kt

-from a d1stance, in pantomlme whereas Cassandre 13 always
"presented more act1vely in vocal roles. Eventually, -the;'
ff1gure of Andromaque w1ll only be of ;nterest to- Dxdon, in

_the fourthwact she wxll ask after Rndromaque _in' order h.o

gnstxfy .her- own.  undoing fof'ut1es to a deceased husband

"Sychaeus;‘and reharriage;toua foreigner. }For*»boch .women,f-
'oEEession with  self, his-clouded'their(oonoept'of destxny;,,'
; Berlxoz went to some length in. the lxbretto text to ‘depict

the exce551ve emotlon of Andromaque- concern1ng her feelxngs‘”

/-



. for \Astyanai-éféile;vattire' Astyanax contre somR sein et

'~l'embiusse avec une~;tendresse ’convu}s1ve,_~ (2a T 118)

-

’vuater, after'vPriam; has"blessed the boy, Berlloa notes?

"L emot1on douloureuse a’ Andromaque augmente, ,(Za : 120)

“

~And frnally, §he' leaves the stage, "Les armes la gagnent"

n..

(2a : 121). Her exit is accompanled by the clar1net playing

from the openlng theme of Number Six in F sharp minor:
a.z ﬁqd.;\‘h non "v-op?o \CA"‘" . ‘ o
|‘i’.$ T "r\g\f’kw { — : , S

e s s e e

[}

(1.;111)

.

~This p&qsage offers mu51cal recap1tulat1on fdr the llsteners .
and also +in terminating . thlS play w1th1n a- play, allows:

- mother and'son tovvithdrau. uumber S1x stands as a . musical
{.wjﬁterludet”hetween_ the 11vely dances of Number Flve andv

»Enée's_frenzied' report ‘of JLaocoon' s death by monstrous

serpentS‘ in Number. Seven. Dramatlcally, it offers a moment

’irof reflection,'on theu-fate_ of 'the yxnd1v1dua1 ;who must

prog;ess .beyond ;a private concept of dejtlny ;o a publ1c

o,

one._?This reflection ‘on the pMt oﬁ)-the‘ audlence is

encouraged through the stag1ng technﬁéué“of pantomlme whlchf

restrlcts the eMbt1onal 1mpact of theﬁ{;eﬁts presented ;The~

5

v

normal operat1c. tradxtlon of d1rect actaons and 51nglng is -

a

broken, and ﬁhe. audlence sees 1ﬁ§elf mlrrored onf,stage

v
nd_of-Cassandre.'

throughathe comments of the . oru

the t1tle, 'Chasse Royale pﬂ»Orage." Ba51cally, thzs number

,nlque is even more obvious

ﬂf mber Twenty-nlne which bears
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'recreates the scene from the Aene1d of the’ hunt -and the

estorm sanctroned‘ bycthe goddesses,.JUnQVand Venus: as Dido

and Aeneas take shelter in a cave, theirvlove is consUmmated

unde: the,_pretense of marrzage. V1r911 succ1nct1y gave a

settiné for the “hunt in. the molntains 'where wild: llfe
abounds. i ,'_ ' : | B ~ ‘ . .

Postguam altos ventum in montls atgque invia lustra,

ecce ferae saxi deiectae vertice caprae-

decurrere iugis; alia de parte patentis -

stransmittunt cursu campos atgue agmina cervi.

pulverulenta fuga glomerant montesque rellnguont.
o (Iv, 151-155)

~

The Virgilian "in'montis became in Ber11oz s stage sett1ng

for Number Twenty nine "Une foret d’ Afr1que, au matln.  He

[

.then proceeded_ to_p01nt out the hlgh crag,from ergzl, the.

 cave that surfaces later, as well as a .small stream that
 flows into'a'pobl:

Au fond, un rocher. trés glevé. Au bas et

a gauche du rocher, l'ouverture d'une grotte.

Un. petit ruisseau coule le long du rocher

et va se perdre dans un b3551n naturel borde
- ~de joncs et de roseaux.

3

(2b s 443)

For the"operatic slta'ge the setting mug‘exist spat"i‘ally and‘_"'

 cannot come }nte being gradually as in the epic. Also out of
. bounds for the opefa are the wild- goats anﬂ the herd. of
'stags, thet _ are descrlbed ?bove' by V1rg11 for .the

aiarecratlon of the mlnd ] eye. Any suggestlon o£ movement

T at the openlng of th1s scene,,ls taken up by Berlloz 1n h1s

‘deplct1on of mythologlcal creatures, who are seen | bathe

inV the pool "Deux nalades se laxssent entrev01r un 1nstant
* Hector Berlioz, Les Trovyens,- New 8er11oz Edltlon,
(Kassel Barenrelter, 1969) 2b : 443,

-
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et 'diSparaissént;7-puis on les vo1t nager dans le ‘bassin.”

9

<

" pavid  cCairns _ has mgde' note ofd"the~ nepcla551qa;
characteristics'vof this -sett;ng in thenway that_herlinz T
" .3hes peépled his scene “with the‘ woodland satyrs,,
bathing. naiads and glinting streams gnd waterfellsdyhich

',helpfto‘makecrit the fneoclassical: masterpiece ite 1is, a
movement that has beenldcdmpared"to“some gteét Claude or

_Poussin, and that cdmbines attributes of bbth 'paintets,
Pousein’s grandeur, unlversalxty and dynamlc form, Claude’ s

: numxnous clarltyv and sense of the golden moment.” ¥ The
presence of these d1v1n1t1es from Greek .mytholo&y' and the

7allegory of Didon 1mpersonat1ng the goddess, Diana, retaxn
Berl1oz s concept of nature in a cla551ca1 vein rather than

‘ g1ve any hint of a Romantlc' return to nature.

. wi'th: this enclosed Afrlcan forest scene, .Berlioz

AN
, “distanced the bunt'ispatially;, and w1th the references to

»

Greekﬁmythqlogy'he extended'the time -fre?e as well. The
'manipulation oﬁ#,time ‘'and space was a favourite topic of
Romantic yritefs'such es!Noualis and,Bleke.,,In this vein,
Tieck used .'undetermined_ settings - {ﬁ nis play, "Der
.' qeetiefeite Ketetft .. . Tleck ‘played even with the
vfundamental tationaiist categorxes of 'time; and 'space';
vnie[Settingsvalienate because. they depend on nq actdal
locale .or fixed,histofical moment. . .;‘ Beritoz 1ncrea$ed

‘ s Dav1d Calrns, Responses, Mu51cal essays and reviews, f”‘
S p. 102, _ ‘ i

3
g J

e Gerald Gillesp1e, Introductlon to "Der gestlefelte
Kater by Ludwig Tieck, p. 16. . ’
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v o . B o . : ’
o . T !

the sense«'of' alienation in ‘ this, number by having the
. . ) : r.
characters transcend the1r operat1c roleg as Dldon and Enee

~and assume a part in the! allegor1cal hunt. The portrayal of
Dido a8 Diana, theahunt1ng goddess, 1s an 1mage that Berllozx
had .taken from Book One' of the Aeneld where Dldo fzrst

‘appears to the wanderlng TrOJans.'
exercet Dlana choros, ‘quam mllle secutae .
hinc atque hinc glomerantur -Oreades; illa pharetram
fert umero gradlensque deas superem1net omnis .
‘ . - (1, 499 501)

’

In the 11bretto 1ntroductxon to Number Twenty nine, : D1don is -
cbearly dep1cted as. representlng the goddess "en- dernler
11eu “on *vo1tﬂ para1tre Dldon vetue en Dxane chasseresse,

1’ arc a la ma1n, le carquéls sur l epaule. . .f(Zb T 443),-”

. . ',':' ’
rEnee S, appearance 1n semi- m111tary dress, {"en costume

dem1 guerrier ) symbol1zes hlS lapse from mllltary duty in

X B
B LI "\.

the pursu1t of pleasure. o , e T 4"'£§z'
v . . . BN N X ‘,ﬁ%‘: ‘ . )
The .consummat1on bt love between‘ the - pdlr is  a

» S

o S "’u ¢
Virgil#an concept that, ~in the Aenehd as - well, is
. . ——T— - .

e

represented by the symbol1sm of "the, ‘hunt and the storm.

'-Ber11oz chose"to represent this moment theatr1cally rather

than dramatlcally '51nce - there -are no s;ngmng‘ roles;
Macdonald refers to. 1t as_"the most theatricai moment.in the
whole opera,f’ because of - tﬁe comblnatqon fv--ballet} ‘

spectacle and very descrlptzve mu51c to picture the ravages
of the hunt and storm The muszc 1tself is sbf dynamzc 'and

. complete ‘that ,it can be performed on 1ts own as a concert i .
R o PR "
s Tk ‘ '

p

’ Hugh Macdonald Berl1oz,‘p. f66;. ; ,Q B

e &
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To open the "Chasse Royale et Orage," Berl1ozv'compdéed~

Larghetto sect1on ;ué the-;ey of C major._Thxs LLrghetto

aptly 1llustrates the peacef&lﬁforest settlng whlch comes to
i L >

view :as_ the curtains r1se for Act Four. The violins enter

o

with th‘f.high notes ©of a melody that gracefully ‘and

‘gradually descendS“

9 Lsralm.'ﬂo Aon, hw lcn‘k : . ;

1 ﬁ ' ' - 1 ’I l:‘g 1 ] ]: F r a’-\ =
Neefiv {3 - L — 1T {
: ’ : - 1 .l =
J o S e S (2bew3)

-Th1s melod1c lxne 1s flrst supported by the flutes, then the

‘oboe and f1nally “the bassoon.‘ The general falllng ‘tone

vexpressed by the melodic line and by thea-reglster of the

wind instruments chosen, 1nd1cates the direction.qf'the.

Qholg simphonicbpoem; the light, ;aitiness of the opehing

~ bars, ‘icf.‘ the frequent . trills from the flute and oboe),

willhgraddally.deVelop into.‘the heavy, aggre551ve sounds

' needed to 1llustrate the rhythm of"tbe hunt and the

explosxve clamour of the storm to follow. The direttion of -

fallxng.,also symbol1zes the moral lapse of Dldon that will

L ‘ o
take place when sbe enters the cave w1th Enée. -

e O .

- v - - . -

"The ‘term symphon1c poem" was f1rst used by Franz
Liszt in the midgnineteent century to describe a type of

. program music for orchestfa. It explored the concept in‘a

one-movement -work that extolled the descriptive qualities of‘

‘music and appealed to the Romantic yearning for

- subjectivity, Freer in form than the concert overture, 1t

was used to develop a literary or pictorial idea through the
use of contrasting sectxons, shaped by the moed or scene
be\@g depxcted . '
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P The cek}o and double bass take up the openzng melodxc
:élﬂ l1ne .of ‘the

v1ol1ns- the lower notes br1ng a more serlous
LAt

. tone whxch is offset in tlmbre and pltch by notes from f:hea

,Tpiccolo and(flute, characterlzxng the\two nalads that appear

l and then dasappear. Thxs leads tol 2 drum roll and the

1ntroductlon of . the flrst 1ns£rumental solo. The flute and

) _clar1net entone ‘an ‘expre351ve melody whlch

.‘&"

conveys ﬁhe
emotion _of

yearnlng ‘rather than~ just

contribUting to’atmosﬁﬁefe:'.li’%- St
Largbath ned Vo lenbel e *

o zze £ 35 WIS

.- 7_*; - et ¥

=== ‘ '

' (z.b 44;)
This is immediately answered in a duet l1ke style by the

-oboe and‘ bassoon‘ solo whichv establlshes a' duality of

1nstrumental response, symbolic for the theme of love be1ng

enacted in th1s pantom1me.

~

naiads are now peacefully bathlng in the pool

L
this scene is palntod kiﬁ,.tone

The “and
by the -,broken chord.
accompaniment of s1xteenth notes from the violins. The.

instrumental selection moves then.into a second part

which
,features a 2saxophone solo at an Allegfetto-tempo in 6/8
time? | A
» wﬁ tole - .
\ \ 2 : -
g“. .\{uf T P = | . .{,vrIETI 1
' e T SO
U fv ""T_#""‘.." f\_,'\‘," \/.J ~ -
a _ - e

_ oo : . | les“WQ
- This marks the'beginning of the royal hunt; the solo phrase

o.
|
)
\
\

.



is - 1mmed1ate1y echoed by a saxophone off in the dlstance to

represent the various stages of the huntxng party. - The

fanfareg causes-_the nalads to take fll@ht. As the superlor

”divini‘ty' Lo Bq-ipresented in’thlsj scene-, they szgn1fy a

' stra1ght forward reference to' thel.1dy111c setting of

" double bass, the horns and the timpani:

fountaxns and rzvers over thch they pre51de. The:r alarm at"'

‘the sound of the hunt 1nd1cates an end to the 1nnocence of

-the,open1ng-forest scene.

"The hunt now- proceeds in earnest as the violins and

v1olas establ1sh a rls1ng scale flgure of sixteenth notes,.

the fxrst ‘ beat of the bar. "being reinforced "by. the

Aot o RIS

[ 5AY ‘f 1 . ;H*l

Vet ‘ o | T > ' .
RSN R e e e
Lo \—/ o \__'/ "'/ Cabr 448)

B S S  —— .o : :$I om——
1 t g - - +

‘The re1nforced 'first beat and the"repetition- of thisv-

ascendlng run five txmes clearly dep1ct the regularlty of a
gallopzng movement- it is tone palnt1ng for the Tyrian
hunters who now gallop across the stage accompanxed by dogs.

.

The mus1cal portrayal of the hunt gains 1n momentum as

the strings lose prominence to the ‘wind v1nstruments» in a

chord‘passage:

f T | T )

This use’ of the wind section results in a very aggressive
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sound in keeping_yithwfthe overall .imagery"off the hunt:
. - . s ‘ . T '4 . . l‘ - i B

_ Didon, the.huntfeés;,is bﬁt‘to ensnare Enée and’distraét}him

|

. from the high call of his aestiny. ! -
| A trombone solo,»': i N e,
 Mlearsth N | | |
1‘3" ] — - . : __ )
k‘t_&- —1 F I—T—+ -l?_r T T ﬁq_—_
: : l LA = +—t
: - mf ! . , — — —a—
B ) . . (b as3)
\/ . .

marks the tran§iticn to the musical painting of the - storm
.itself. The menace of the elgmen£s44rqin, hail, lightning.
. and thunder--is rendered by rushing sixteenth-note _passages .

on the strings,

~ Allegrethe : | " ' — f\nw .

0 gj * E § ﬁtg'g -
Vas +— o | = 4 = =
U uf T (25 45"\)

and by frequent bboms from the tigpani. Theborig§nal.hunting
call ffom the saxophone cohtihues»tp weave its way in and
out of the'éabhering storm even as hunters are seen to take
shelter on stage;f' S ' l | D ' J‘\}

Enée's son, Ascaéné, now tfaverses“'ﬁhe stage on
horéeback;_ thi§ action is aécompanied by ,the r{sing;figure,

used near the . beginning of the Ailegretto,'_tb"SUggest‘

galloping: S . -
| | Allegrete  (”_;;_;;__;ﬂ;;~
> ‘ | =
V“ . 1 ] . 1
- -
- | Czbewar):
»

The key is now that of G minor rather than the opening C
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-major. The appearance of Ascagne at this point would. appear”
‘to be related ‘to h1s role as catalyst in the love affalr-
‘hetween.bidon and Enee. Both in the Aeneld and in ggg'
~“Trozens he:is fondled by Dido as she-absent-mindedly‘dreams |

- of Aeneas. The.Vlggilian suggéstidﬁafs that the ‘goddesses

oo . . -»

5 hag;'endowed him with properties of Cupid.

Didon and Enee arr1ve on the scene; but, acCording 'to’

!

i E .
the Barenrexter edltlon of the score, after seven measures

;‘of' music they ‘d1sappear into the cave. ~Their  brief

appearance is in agreement with the pantomime‘aspect of the

? numbepzuhzch presents the events in capsular form. As 'in a

o
play~ uvthln a-play th1s brev1ty reduces the 1mmed1acy of the

ggtzons presented. The momentum of the tone pa1nt1ng for the
‘stormﬁ;reachesa a cl1mat1c E flat major chord from: the whole
orchestra; ooublehforte,ﬁto coincide ﬁith theiryentering_theh;
c":'a/'ve.’v , | | o .

o

7, 'As in Vvirgil, the storm -symbolizes the passion of their
love affalr. In their absence the-'stage is peopled by nymphs_
of the forest° "Les Nymphes des bois ppralssent les ‘cheveux.
epars~§ur le haut du rocher, et vont et v1ennent en courant,

en poussant des cris et falsant des, gestes desordonnes (2b

'é’ 467) The nymphs are somewhat 1nfer1or to the nalads on

the echelon Qf Greek d1v1n1t1es. Moreover, the1r dlshevelled

x~ha1r “and d1sorderlyv behaviour bear reference to what is

cording to Vzrg1l, the nymphs

haipehing within 'the ca
1cr3ed’out in_pleasnre at the onsumﬂstion of love: "conubiis
su&moQue ulularunt vertice nymphae," (1IV, 168). Thus, ‘the
Eg-w.' . : : . .

v
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ngmphs carry some hint of a connection to sexual imagery

R 2T

which "was missing ryith‘thg naiads at'the,bgginning_of the .

number. o e )

With this progression of divinities,'Berlioz offered

comment upon the happenings of the jhunt ~and storm, Thg.
1nnocent na1ads are frlghtened by the idea of ﬁhe hunt, thev

nymphs, an 1nfer10r d1V1n1ty, are not alarmed but stay to

bear w1tness to  the mmoral proceedlngs. The chorus of

sopranos and altos--the one instance of vocallzatzon in th1s_'

number~-enter to express the norfsense crles of the nymphs.

s‘f ) &~
. v - A-~o «a-90 @&a-e ‘a-=-o a - o_(lb ‘75
\ T T

They then continue in jeering tones to sing the word,

"Italie!" with a double'forté toné, the only real word to be

distinguished in the whole selection. The other syllahﬁ%ﬂ‘

_they' then sing is "Ha!"™ hhich continues the spirit of

mocking. Desplte stag1ng d1£f1cu1t1es, Berlloz 1nd1cated »in
the ,score .that the stream should'swell into a torrent at

this point, and 'othgr watenfa%ls spring forth.  This

\ v

is intended to contribute to the sexual imagery of the .cave

stene. Berlioz, “however, avoided any hint of melodrama by

hlS use of the nympggcommentary The nymphs. throw the events -.

of the cave into rel1ef and reduce their 51gn1f1cance to

part of an overall happening greater than the lives of Didon

4
and Enee.’ This relat)4/ﬂm-1s the end result’ of using the

. . : et ‘. RO . - . S
overflowing results from an intensification of the storm and
.o X - . P . s .



technzque of a play-w1th1n a play. f“f @ -

"~

Thzs d1stanc1ng effect 1s 1ncreased w;th“the arrlval ofz
'}the satyrs and sylvans who dance grotesqugly w1th the fauns-_

o t‘Les Satyres et les Sylvalns executent avec les Faunes des S

danses grotesques dans 1! obscur1te," (2b : 469). The satyrs,

with the1r poxnted ‘ears and horns,' are Charactetizedf»by

thelf assoc1at1on with Bacchuso God of Wine and of the1 '

»appet1te and pleasure thzs 1mpl1es. The grotesque quallty of

" their danczng iS' 1nd1cate6 musxcally by ‘the’ dzscordant

rhythm produced by the upper v01ces 51ng1ng a syntopatedv

"Ha'" and the bass vo1ces counteractlng w1th 'Italze'"-

o &H 1‘ — e ‘L-; - a2
. e ' s

< 1] . 1

)
He ! - v Halll

. . N
* - ."e : A,“‘ B -* . --’ - ‘ » \ -
] —t T

T - oL IoRoE- o0 (1p, 8y

‘Such a Juxtap051tzon offers an effective commeat on 'tﬁe
state - of affa1rs."Ital1e'"--a remxnder of Enee s m1ss1on,
'"Ha'"--the mocklng of 1t. . | |

Berlioz ~_now 1ntroduced v the symbolxc element

-

lxghtnxng whzch was g1ven in the Aeneid as the signal -fré@’

L

~ Juno tor‘ consummatxon~ "fulsere 1gnes ‘(IV, 167). Tﬁé‘

lxghtnzng is rndzcated tonally by a, double forte chord fréﬁ"

the'.whole .orchestra and most :eSpecxally from the kettle

. drums. The'tree'thgt is to be struck by_thxs llghtn1ng falls

tofthe stage and supplies flaming bpenches'for'the fauns and

/

138
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_'sylvans to dance around w1th Th1s act1v1ty reaffxrms thetr

.comp11c1ty w1th the scene of storm andsthe pass1on 1mpl1ed

2.

_The- grotesgueness o of theSe secondary d1v1n1t1es

- suggests dlstort1on or a break w1th what would be conﬁgdered

4

natura115 This” dxstortlon approaches the comxc when, taken
) .

.together“with"the 'nonsen e syllables, "0- 'and-_ the;"

‘exclamatlon, '7 A" thatals be1ng sung by the chorus. In any

event, 1t provxde n 1ltermed1ary step for the audlence s
perceptlon" f thez da e scene,g‘one gf the marks- of a.
.playewithin a- play’ ?he normal theatrlcal--or 1n thzs case,

operatic-mimesis-

, as been broken by plac1ng the event of

the.hunt%and StQhﬁ in spatral orvplastlc rellef through.ythe
'.use‘:dfhxpantomi‘e ‘with no 1nglng.. As well theeroleiof

spectagor has be moved. up onto the stage 1tself -through:
f

“the mrﬁterventlon of the mythologxcal creatures. The result

‘for the audlence is a gu1d1ng hand towards object1fy1ng :the

events gon .stage. W1th such ‘an’ autonomous work there is

.lzttle 1nterest left in- the actual l1near development of the

story l1ne. " The lzbretto text outllnes ‘the. program for the
;entlre pantom1me, and the events presented conclude wlth the
ﬂ;clos1ng bars. . of the symphonlc poem. Therefore, one . 1s lead
to apprec1ate the epxsode for the totalzty of xts spectacle-
N the consummatlon\" of. love, ) the myt%holog‘xcgl backdrop,

'<ballet, and most of all the mu51c.
l

Th1s pantom1me prepares for the rema1nder of Act Four

1wh1ch w1ll feature the love duet between Dldon and Bnee. But

',it also looks ahead to Act F1ve when thezr love a££a1r will

. <
y ] o W
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-be put as1de i»#“order'for'the_Trojan destiny'torproceedrygu

Thls is another feéiure of - the play*w1th1n a- play' tor .

presentggh _certain episode that is connected to the whole
uork-in such',a way as ﬁto be symbolxc ;o£' 1t.. Berlloz

! -concluded the - scene by hav1ng the mythologzcal creatures

T

d1sappear:;as.‘the/ orchestral -tone £alls in volume and'
| _momentum. ‘The sense of denouement is effected by a 'un poco’_
.‘w.‘ritenUto passage 1n whlch ‘the French horn plays the hunt1ng
ljffenfare"one ,last t1me. The tempo 1s.obv1ously slower than

»

“. before, the sownds of the French horn'-more d1stant  The
‘meIodic' linev'of the ‘fanfare’ concludes by fall;ng only,

1eav1ng off ‘the rxs1ng half of the open1ng theme-'

="
(,:Jn 4‘1:.}
Thzs mu81c forms a. qu;et endlng to a very stormy passage. as

'--th1s storm comes to end, so also wrll the1r love affalr,

r though not so qu1eély. o : N

L .

W1th this number, Berl1oz created a selectlon' that_~is

autonomous both in a dramat1c and in' a muszcal sense.
"

Musxcally, the royal hunt and storm can stand as a symphonlc

pgem,‘ '1 e.,' a': complete musxcal form Wlthln 1tself
Drametxcally, Berlioz separated thls number from the rest ot
the opera through Sett1ng, through the allegorical nature of

the pantom1me and through the commentary of the. supernatural
he;ngs-—-all -of whzch contrxbutes f'to the. unfoldmg‘of,a',
play-yithinea-play, "'VV" T vé R |
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The danger of such autonomxty,'1n an operatxc number,

"’Jffs that .1t can be so ea51ly cut -and- th1s 1s the fate that-;'ﬂ

Number Twenty—nzne has often suffered Iron1cally,' 1t ﬁas T

s

'\V'Qgrlxoz hlmself who called for its om1ssxon at the 1n1t1al

performance 1n 1863 when he saw how: abysmally 1t .uas. helng

N rehearsed ‘.'}l T _,_;-wﬁ;lﬂ'w;{-ff L T
hL 1ntermede de la chasse fut pltoyablement mis en’
_scene. ‘On me donna un torrent en peinture au lieu de

R lus:eurs chutes d'eau réelle; les satyres : dansants

. ‘etaient. representes par un groupe de petztes fxlles

" de douze ans; ces enfants ne tenaient point- : la

}maln' des. branches d'arbre enflammees,.les pomp1ers a1.ﬁ o
s'y. opposa1ent dans la crainte-du. feu; ‘les -nymphes o

. 'ne couraient pas échevelées i travers la. forét en ;
griant: Italie! les femmes choristes ,avalent ete’
;,jplacees dans la: coulisse, et ‘leurs cris n arr1va1ent
‘pas-dans la salle; la foudre en tombant - s'entendait .

.az pelne, bien  que, l'orchestre flt maigre et ‘sans .

',energle N'ailleurs le machiniste exigeait tou30urs'"
~.4u motns quarante minutes  pour changer son decors
R uapres c,tte mesquxne 'parodxe.- demandax donc
' "la suppress1on de 1 1ntermede. ' .

K?,;b,‘. I3 ﬁ .

rs unreallst1c in his: expectatlons,,but ﬁé had

\'Trozens, in half in: orderqto get anythlng at all staged (In}'

- Ia

{red fhe blow of hav1ng to cut hlS oper§% Les'

1863 it was. only the second part of the opera, Les Troyens a

o arthage, that was performed at the Theatre Lyrique) ,His
whole perform1ng careel !'n Pafls was a success1on of . such

compromxses:vhe tr1ed . pursue hlS ‘1deals- of .mu31cal

expression, but was restr1cted by publlc demand and taste.

Yet 1t was the strength oi/fhe wmusic in such ‘a compos1t1on..

~that. allowed for 1ts separate ex1stence as a symphonlc poem.

,Both 1n number six, where the clar1net acts as ;af,solozst,'

- - - = - - -

and in number twenty*nzne, where the whole orchestra pazntS“

* Hector Berlioz, Memoxres, p. 476.
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,a; plcture in tones, the dramatlc expre551on l1es w1th the

1nstruments alone; The’ chang1ng moods of - he' forest scene

_aEe conveyed through changes of tempo and ‘through var1atlonsl“o

of momentum and volume achleved by dlfferent types of

f1nstruments. The grotesque quallty 1ntroduced by the satyrs

is rendered mu51cally through syncopatxon and dlscord Thls

element of dls%prd foreshadows the tragic outcome of the

actual love affalr between Dldon and Enee.-

. . , .
. : -
5 ) » \
o
)
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CHAPTER 8.

-

ﬂ‘Berliozfs,Use of the,Supernaturalv
e R , o ;

e S ST
. y__ After ‘Cassandre's predlctlon of suicide at.the end ‘of

Act Qne, Berlinz opened the fxrst tableau of Aot Two with

a_the appearan e of Hector' s-shade, (" l ombre d'Hector"” ) in

*the twelfth sceuo, "Scene et Recntatlf. In thepstudy, of - a

,7Gesamtkunstwerk such’ as the’"opera,‘ Les Troyens, ittis

natural  to - ask - what : 1nfernces--11ter'ryﬁ9

*r

,ugg"" ~and .

L'hi‘sgorical“-—sq:fa'ce 1n . BerllOZéé pOftfaYal B O‘f‘ " this -

apparition.
.

Because of Berlloz s self*avowed proposal to treat hlS

' operatlc materlal accord1ng to a Shakespearlan system "one

would f1rst look for a Renalssance gloss to the. appearance

... of the spectre. Boes Hector 'S shade, for . 1nstance bear any‘

.,) .

'resemblance to- ‘the .ghost of Hamlet €‘father, 51nce 1t 1s'

5
-

.well known hov struck Berlioz was by th1s drama at 1ts flrst\\v;

performance ‘in 'Parls 1n 18277 Moreover, he had a constant

' \ N

remlnder of the Danlsh tragedy in the person : P*.h15' Wlfe,

'-Harrlet Smlthsonf-"the fair- Qphel;a." “The other p0551

source of imspiration ‘was Romanticism itself " w;th;ﬁ

'Predirgctibn:,for the subjective side of.~nature and_Lts
' fascination with the ‘ irrational tendencies -of the”‘human

R o a o /
" mind. Berlioz as a young composer was very much a part of

El

" the Romantic circles in Paris as wltnessed by the; group of
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i art1$ts that were }in: attendance for_ that first‘nighgﬂof

_Hamlet} the eleventh of September, 1827: _Alexandre Dumas,‘f

<Victor Hugo, Alfred de vVigny, Sainte-Beuve, Delacroix,

Gerard de Nerval Theophlle Gautler,"and ~of ;‘¢¢ufse,

Berlzoz;'ﬁ;TheOphxle Gaut1er, ,the most prominent French

& wrzter ,of,'su _rnatural tales along wzth Charles‘

Nodler, vas a great adm1 er of Berl1ozﬂs mu51c, and in turn,
K . » ,
Berlxoz composea““aise of 51x songs,,"Les Nu1ts d'ete,. in

‘1840 1841 te words

Gautler.' The channel “for Romantic
e r . Romant!

37:1nf1uence was certalnly open to. Berlloz.' .

' o : 0 C, ] , .‘ .
. "Th&\ftifi{Of Hector as it presents itself - Enée in
"_Lesa Troyens em1nds one . of the Shakespearlan treatment of

the supernatural and accords Hlth the popular superst1t1on~

surroundxng ghogts. It tm marked' contrast to ‘the -
neo cla551cal'pract1ce as. exeggllfled, for instance, 1in

Voltalre s : traged1es.~, Cumberland Clark in’ hls work,

-

Shakespeare and the Sugprﬁgﬁura g1ves the f1rst criterion
‘as 'the ghost.s appearf;’j{;g TS W in strange and creepy '

c1rcumstanpes, at dead ef nlght when it is cold and stlll“
’«'P' .

’, and lonely f Thefpurta;ns rlse for Act Two of Les Troyens‘

.,,,c/., g Z) .
') . s . W .
“".?"V . g . . _ o . R > -

on the dlmly lltgﬂogturnal settlng of a palace room where

Enee is:‘sl%§p1ng.. The orchestra conveys a mood of mystery

[

'( and apprehen51on through a tremolo- str1ng accompanxment in B.

"_p,flat manggf (concludlng key of the prev1ous act) played by’

-

o Peter Raby[ 'Fa1r Ophella (Cambridge; C&mbridge'U.
1/982) ’ p 58 B : \ ) ’ ’

’~i £ Cumberland Clark Sha%espeare and the Supernatural
jnqndon' W1111ams‘& Norgate Lta., 1931) p. 65.

D/.‘
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h:;'upper str1ngs and a serles'of ascendrng runs perfordbd

Zi} the cello and double bass. It 1s agaln the trxngs that}ff”

,back corner of the stage towards Enee s bedsxde-'i"d un pan"

v

lent et, solennel‘mesure sur lé ﬁhythme de 1 orchestre (2a i

u

: 211) At an Andante tempo, the p1zzlcato oi ;the str1d§s-“ﬂ

contrlbutes to the suspense of hector 33 approach

i

Anéu\‘\'e wn p-c. ﬂll.ci'foso ‘e _‘ REE , P
;e . - >, s v ) o
. o 4 7y p— y T ~ [ .
“Vas \ o )’ F- T —7 | Y S W ‘
e e .
U . ¢ e . " a - . : : o F ke g gﬁ‘ ‘
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. . ) . (‘r 3 . ' - ( “ . L
. . H—y — g od . S - _4__?__;41.1 F : =
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R - v . . B ) ‘- 130 ) - — ::;
b (e A

’The‘actnsl phy51ca1 descrzptxon of: ﬁector{s 'ghaag['

't

ontlined'byléerl1oz in the~11bretto complles closely to the”,
concept from €he‘Aeneid In keeplng :dth tradltxon . a ghost;?
 1oecomes fvisible Ain.}a gu1se recogn1zable from its i;fe onf'
earth V1rg1l dep1cted Hector s body as 1: suﬁfered death af'..

the hands of Achllles, who also commanded the body to be

i N .
dragged behlnd a char1ot°-'f; e
' »
_»1n somnis ecce ante oculos maestissimus Hector
visus adesse mihi.largosgue effundere fletus,.
 raptatus bigis ut ‘guondam aterque cruento - -
pulvere perqueupedes %ralectus lora tumentis. . SR
_f,"~ (1r, 270~ 273)~

)

/.

'operatrc. stage, _were reduced by Berlloz 1nto a pervadlng?

image-oflbloodlness: "le spectre sanglant a Hector. The

Y4 ¢

' ,d§E511§ concerning“the ﬁbeard and ha1r,,( Sa barbe et sa

o .
‘

These battle wounds, wh1ch would be 1ndlscern1ble ‘on-;tne'7

“,ccompanx tHe sloﬁ'walk of the spectre as he proceeds from a" o
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‘ﬁichevalure‘ feont soullléesvxetf‘en; deeordre ) " are taken
| straight from V;rg1l.~_ squalentem: barbam et_ concretos'c
| angu1ne cr1n1s (11, 277). . | o
Important 1n Ellzabethan folklore was the be11ef that a
_~ghost‘rwould not’ speak unless flrst spoken to.thrthermore,.“
"the serv1ces of .an educated person were- thought ‘to bev
‘requ1red order to ent1ce 1t 1nto conversatlon. Thus, 1n*
k"the openlng scene of Hamlet, the, n:ghtwatchman, Marcellus,.\
';calls‘ upon Horatlo to address"the ghost-v "Thou ,Qrt a
'scholar' speak to it,. Horat1o.f’ Whether 1ntentlonal or not,
‘Berl1gz adhered to this pr1nc1ple by having Enee fzrst sxng
vfbefore the apparztxon del1ve/s h1s message. S .h '

}The _appeg£1ng of ://ghost is® motxvated by the need to

‘remznd earthly be1ngs that somethlng is amzss ‘and ,that

'actlon must' bei undertaken to ward off an omlnous\future.
hxs funct1onal aspect became embro1led dur1ng Eliz bethan’-‘
t

mes with the read1b111ty of ‘the character to rece'ye.av

vl

.ghost,‘1n other words, the relat1onsh1p between thev gh'at

andf'the v1srted‘-becomes a subject1ve‘ one. The ghost

f%Hamlet's fathernconfirms suspjcions that have already been"”
-germ1nat1ng bin Hamlet s -own mind In turn; the ghost'
Adlsplays a certain aloofness and 51ngular1ty of approach it
must be»catered to,and only comes of 1ts.own b1dd1ng.,It,has

"notef0und.thevrest‘due'a Christian soul.

3 W1111am Shakespeare“ Hamlet, e George Rylandé ' ,
(Oxford: At the Clarendon Press, 1959), act 1, scene i, linéa
42, - . ‘ . '
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Once ajhressed the apparxtlon could be 1nterpreted by

':an educated El1zab1ahan s a. stralght forward source of
1nform§t10n or as an omen of ‘ev1l Accord1ngly,‘ upon' its
.entry, ,Hamlet. 1mmedlately quest1ons the ghoSt as to its.

’1ntent.

“-:Be thou a sp1r1t of health ‘or goblxn damn d
Bring with thee a1rs from heaven or blasts from
 Be thy 1ntents wlcked or charltable, _ : '
' (t. 4. 40- 42)

What for the Ellzabethans represented a p0551b111ty of ev1l

- became  for the Romantics an_1rresrst1ble_llnk;thh-the world

of the demonic;there-ghosts.and other phantoms were'Seen'asrb

emanations. of the character's own sub-conscious.' The focus

rests upon the character and thelmurky depths of his. mind
that can be lured 1nto the 1rratlona1 As Marcel Schnelder

'_has p01nted outy: kp;hls study of French fantast1c l1terature,

R -

Vborders between the natural andn the supernatural become(u

J,dbermeable-‘_ the ghost ‘does not stand as a separate entity

vbut is seen through the prlsm ‘of 'the character s mind.

1ﬁ$?. One 1ook at Hector s shade as it appears 1n Les. Troyens

R syff1ces , in_. determlnxng. ' that th1s . psychologlcal ,

1nterpretatlon lhinted at by'Renaissance and Romantic_drama

‘38 missing. By drawlng heav1ly upon“thed text ofd V1rgzl

‘Begiloz succeeded ing conjur1ng up ‘a shade that behaves in

accordance w1th the"v1ews ‘of  the supernatural from

. . antiquity. In the pre- Chr1st1an era there exlsted the belxef

'

that the sp1r1ts of the departed ones 11ved on in the tomb.

- o > - - - - -

‘. Marcel Schne1der, La. L1tterature fantast1que en

, hFrance (Paris: Fayard, 1964) 115 N

S .
o '1
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w1th the body,,later ﬁwith the practice .of‘gcremation;-fthej
" souls were assxgned an abode in the centre of the earth. In
any event, death did not establlsh an, ;mpassable boundary
between the dead and the 11v1ng There was 1ntercou§se with

the dead in anc1ent Greece and Italy, -in the sense that they

were 1nv1ted back in sp1r1t to y151t their mortal abode on

4

‘.several spec1f1c occa51ons durzng the year. And the generalf,“

il

belief was- shared that the souls of the dead hovered over

the activities ‘of the l1v1ng since they had no afterllfe of”f

the1r own to “look forward ‘to.* , This .exgh’xned ' thelr:»_f’

_1nterventzon .in the'ways of'the living' from-their vantage
poxnt of observatlon they sought out opportunltles to share
their w1sdom w1th mortals 'in"the form -of advice: or of
“warn1ng by becom1ng vy51ble in 'a vv151on.gvThe"mortals
accepted tnls rorm of 1ntervent1on in the1r 11ves as a very
‘natural -occurrence: V1t911 of course, adhered to the

Homer1c_ convention' dep1ct1ng the: 'gods and goddesses in

-

- 1nteract1on with earthly belngs.

.

Enee s react1on to Hector s shade 1n Les Troyens is not.

"~ one of terror. He is descrlbed by Berlloz as exper1enc1ng a

' moment of 1rresolut10n ("uhv.1nstant‘ dﬂindec1sron ), but

:w1thoutlfurther ado- he"addresses the Spectre.' His_ later
response to the ‘message of the. ghost shows more 1nvolVement.

Berlxoz outllned 1n the llbretto the way’ Hector w1thdraws-

from front stage and how Enee vatches him ‘awestrucks ",».hi
: L Such bellefs surround1ng the toplc of ghosts in
ancient Greece and Rome is discussed by Collison-Morley in:
.his book, Greek and Roman Ghost Stories (Oxford B. :
Blackwell 191 ZT' pp 1-6.
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Enée le su?t d'un regard ef{are. ;(2a 218)
Enee_mazntalns 1n thls operatlc scene an. objectlve',and .
respectfol distance to the appearance of Hector~s host, Theu
- immortallappéfition does not make any aubjectlve « lpeai gcf—-
‘the"inner wonkings of Enee s own m1nd He 1s.presented wlth‘

(=]

1nformat1on as to the d1s1ntegratlon of. Troy and wrth -a

| prophecy _of hls role in establlshlng a new: Trai -across the

seas.iThere is no suggest1on.of evil: the shade _ accepted

“ ¢ 5

as representlng good -will and a, ommon'.interestfin the
Troyan destlny. , _'I‘he _whole-‘, e‘ncoi;pnt@z' is -prese_n.ted:’_ 1n - a
classical ‘light, and énée shows no'signs'of-heing obsessed
w1th the 1rrat1ona1 Rather than terror for hlmself ‘he feels
p1ty for -the. shade as he questlons the nature of h1s‘
‘ 1mmortal abode and th@ cause ‘of the sorrow upon his face.

| W1th regards to V1rg1l it is 1mportant to establzsh the
nature of Hector' s appearance as a vision: the empha51s 'is'
7on:'its functxonal ~role for the fate of Troy rather than p
"offerxng any explanatlon of the relat1onsh1p between Aeneas
~and the former Hector. The passage in the Aeneid beglns "in
| somnls.ecce ante oculos maestissimus Hector" .(II,O 270). B
is assumed‘that1Aeneasnremains\asleep and'in'flashbacj,telis
x’of Hectoris.appearance'as if it were a dream, using verbs of
apparent'-perception ~with‘"there_seemed;todstand’ anddlater“
‘in thisvsame'passage, "1 mySelf'seemed then ‘to weep;”'etc;:

.'. . ultro flens ipse videbar

compellare virum et maestas expromere voces.
. , (II 279 80)

o~ B
[ireRS

fe
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Drama in
ltharacter ] m1nd in the form of a dream or v1s1on. This is

I

.borne .out‘ by, the 11terary output.of those" wr1ters 1n the~
early twentleth century who pursued ‘the concept : af
stream-of-consc1ousness- ‘the results wige almost exclus1ve1y
‘:narratlve. The one attempt by Eugene O' Nelll to produce fa

stage play in thlS«Veln (cf. The Strange Interlude) is not

"con51dered to be. very successful. ‘A vision stimulates a
deeper level : f' consc1ousness than that -représenteddby
’verballzatlon.vErw1n R. Ste1nberg refers to. reach1ng beneath
the speech level with the stream-of COnscxousness technlque,‘
in order to attaln a. pre speech non-verbal1zed stratum '
'where 1deas surface spontaneously w1thout the 1nterventlon#
dof the logic that charactérlzes verbal expre551on.,7 Berlloz
'chose to depxct the v151on dramatlcally whereby the shade of:;
" Hector recexves concrete,.phy51cal expre551on on the staée,'
Just ;as the whole operatic and theatrical trad;t1on“heroree
him has done. Hector, as he becomes visible"to‘ the “mingd’ s’
eye‘df Aeneas, takes the form of a shade or spectre, v151hle-
Vito the aud1ence as well. ' |
‘The tran51tlon from the narratlve mode to the dramatlc
is first - shown in thev~way\ Berlioz -had to include a
,description of .physicai' setting in the libretto.;Aeneasf

¢ Erwin R. Ste1nberg, The Stream of Consciousness and
Be o?d in Ulysses (New York: Un1vers1ty of P1ttsburgh Press,-
73 p. 6. . , .
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mind  1is no longer the framework w1th1n whlch the detalls of

<

EY .
the - v1910n w1ll be unrav:lled. ‘In Les .Troyens~-3nee s

e sleeplng quarters ‘are presented with distant noises of

battle f%%mlng ‘an. audltory backdrop ,From"tbe ”very wfirat
bars " of 'music ,Berlxoz created 'an' atmosphere\of.tension_
jthrough'the confrOntaﬁion of two‘contrasting-husioal ideas.
The woodwind sectioo eatablishes :he, slow heavy beat in

‘keeping with the tempo indication,. "Andante un - poco

BV

maestoso™: L %@ a - ; -
1 Ardente un prce maestoso ;
- . N : e .c - L i L
WA J 1 L L 1 %r — .r 1
H.%gyjizztg—*+——§: - & —y —
: . 7] [~4 ! A = - } -
T mh _ . po o o (2a 103)

To this is added the running-note passages from the lower,

strings which gradually build to the ‘general outburst from

_ the whole orchestra of the & major chord, played in

descending inversions before modulating to B minor. This

°:contributes to the duality thaﬁ"Berlioz tried to promoﬁe

from the ‘beginning of the opera inh terms of tbematic

presentation and in musical ~setting (cf. chapter‘fsix on -

‘dramatlc 1rony and Cassandre)

/

A third idea to be 1ntroduced 1nto thlS openlpg ,ndmber

is the military-like battle call played by the trumpeté{

W { &&&u&e wn peco maestess _, | ‘
L ) [l L { ] | S 1 i { '# - i . =
I“‘r 114D W — ¢ ¢ ¢ —o 0o 0 i - ‘
£ . i - © (2a:.208)

This symbolizes, of course, the fighting going on in‘:the



: Troﬁan_city as Enée lies«sieepingkj

L oas2

A

The jerky rhyéhm of he, trumpet ecali‘ leads to a -°

| sequeaf&al repetxtlon of the_ open1ng theme, //tartlng.pa

‘sem1tone 'hxgher.u Such repet1tlon Creates necessary tens;on

- and suspense for the. audlence, and itf as,.only after 'thei

'second . render1ng of 'the trumpet flgure and a third"

resoundlng cl1mat1c chord that the curtazns . are ravsed on -
the nocturnal setting.

‘The first instance of action  in  'this 'second . act

presents  Ascagng, son o 'Enée{ who_ comes on..stage,

hesxtantly ‘approaches hlS sleepzng father, then slzps out."‘

A

Th1s was an 1nventxon of Berlloz that. does not form any part

of the appearance of Hector in the Aene1d It wouhﬂ seem -to

serve a dual purpose in the opera. In a verytfunct1onal way

Ascagneﬁassures the‘aud;ence of Enee s sleep1ng state, 51nce

.Enée sh0ws absolutely no - cogn1zance of his son s brxef

v131t. This ob11v1on to the reallty of hzs own yguthful son

throws the awaken1ng of _Enee to the’shade of Hect: r'lnto

‘eveh'sharper relief. As well itnhints~at whati iould "appear

to' ‘be the second reason why Beeroz 1ntroduced

thls scene-'ln order to support the »cyclzc 'theme

_generatzons whlch comes outh so vstrongly .i:\ihe.Aeneid.
fa

Virgil allowed the vife of Aeneas, Creusa,_to ’ 1 by 'éhe

_—

way51de, but the sack of Troy in the AeneIE 1s cllmaxed by

the=1mage of 'Aeneas, carryzng h1s father Ascan1us, on‘.hxs

backv and leadxng hxs young. son by the hand as they escape.

Ideas that are unVelled gradually in ep1c form must often be



i,

.‘”capac1ty of lxnear development.

‘ﬁ.,hy~51ng1evsteps:

5

.presented in opera; more d1r§%tly .‘ithe :outset}viunliie; L

"ewords, musxcal sounds do not have the same’ narrative’

AN o e

S

’Thef openxng Andante of . NUmber'TwelVe~switohes to”an”

'_Allegro ;n 2/4 t1me 1n order to dharacterxze Ascagne's hasty

1

'appearance on: stage. The melody lzne, carrxed at the qu1cker

~

: tempo by the flutes and supported by the clarlnets, features

l

-a slurred note rlslng pattern of sxxteenth notes that movei

&
3

e e O £a Kk ‘rﬂr AefEE :
Sn R T e e -

T h lzghtness OE the muszcal mood is suggestxve of the

his® ﬁather. - This momen»@

.notes broken by a. rest--:

a

4')y6uthful Ascagne ﬁpo enters to tread g;ngerly towar& hxs

5/

father's. bed fﬁ%ﬁe tied eighth note. tonveys h1s hes1tat1on.*

’Thoﬁgh alarmed by the flghtlngmhe does not dare to-. awaken;l

rresolutlon is’ rendered by the'f

a* P

’.ofghestra,'repeatzng“a’waver1ﬂg phrase three tlmes'.

Miejrv »
Vas| : 4:; = ~ =1 1 “}‘ r —] —

The whole' string 'Section then accompanzes Ascagne s ex1t‘ﬂtr
from the stage w1th a. rhythm1c pattern of repeated ezghth?

“

| | J‘lﬂ g J‘l ‘—J 12 ﬂ

'etc., whlch suggests movement alternatxng w1th he51tatxon.¢‘;
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tran§1tzon f from th SCene wlth Ascagﬂg to.. the more n

forebod1ng key of B flat minor and the entrance of Hector svf

Ky

A tremolo on’ thabnote F from the double basses marks ”a-;"

shade. ”&is: slov, progre351on across the stage to Enee’sj L

bgds1de corresponds to a th1rteen-bar Andante passage w1th;A?]

e

7fthe 1nd1cat1on, v poco maestoso.. 1A slow beat is ;&

maznta1ned by the dxstant melody of muted horns play1ng half

g .

\;nnotes w1th the cell ~and double bass f1111ng in p1zz1cat%

- notes that buzld ten51on and suggest slow movement-

Jo

‘As ’%h ;w!ncctre arrxves at Ehéé*sv bedside*the orchaétraf

. dt’
' conblydes this passage &}th lsolated notes set’ off by rests

r$

to, suggest sth halt1ng of mot1on. In the llbretto Berlloz”’

ind1cated that the bloodstaxned shade o szghs : deeply,

i ( soupxre profondement ) wh1ch is 1nterpreted mu51cally by"

the bassoon entry--,_« -‘v"“ﬁﬁ&'_
‘ _ --: : \'. ﬁe‘.ﬂ{‘

ErF

--a typical instande of tone painting.
' ) E EN . S0 : . ', ’ 0 ‘. o . x
o IR : : S E

PRI S
C . NE ey X -



'After"an extended pause the whole orchestra entones ah?

*dramatxc crashzng chord of E flat m1nor meant to s1gn1£y an¢~.*v

-;extra loud 1ntruszon of battle sounds- thh the B flat (the;f

ffxfth of the chord) 1n the bass,vthe chord lacks stab111ty;

V‘chh1s 1s what awakens Enee. H;s react1on to see1ng the ghost :

Tzvetan Todorov characterlzes the fantastic as ". o

is rendered by a descendlng and a5cendxng strzng passage. 6f"
’schromatlc s1xteenth notes."It is 'curzous . that Berlzoz.
‘deprcted Enee at thisg’ po1nt ,as, exper1enc1ng 'a' moment _o;
-1rresolut1on ("Un _1nstant d'indec151on ). There-ls no hlntf

-of any waver1ng in Vﬁioxl s depz;t1on of the vxszon. Perhapsf.f

'7“he51tat1on would have. been a better ch01ce of word-’ there’

'15 really no ch01ce to be made by the class1cal hero.- His‘_nv

'fate has been declded for hzm and w111 now be revealed to

:h1m by the: 1mmortal apparit1on. o N

N Enée is thus depxcted ﬂc the opera, Les Troyens,_as

‘being fuliy awake “to _rece1ve lthef message from Hector s:ff{

shade. Berl1oz followed the- texb of V1rg1l rather closely in
- 3 o . e
uthe way Aeneas addresses Hector- . b
o) lux Dardaniae, spes o fldxsszma Teucrum, . ' “vv°
~Quae tantae tenuere morae? quibus Hector ab. orls
expectate veris?.ut te post multa tuorum
funera post varios hominumque .urbisque labores
defess! asp1c1mus'-quae causa indigna serenos . ‘
"foedav1t voltus’ aut ‘cur. haec volnera cerno?’ -
v - v A - (11, 281+ 86)

& s

From these four questzons in the Latxn text, Berl1oz derxved

a French text that Jposes three questxons concernlng the- :

T

[

;that hesitation experienced by a person who knows only the

laws of nature, confronting an apparently supernatural .

© - event" in his work, The Fantastic (Cleveland: The Press of
._’Case Western Reserve Unxvers1ty, 1973) p. 25,
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1mmortal habltat ka-the spectre} and the nature of the .
e sorrows that show upon hls face.\

O lumiére de Troie! . . 0 gloire des Troyens!
~ Aprés tant de’ labeurs de tes concitoyens, _ ,
‘De quels bords. inconnus reviens-tu? Quer nuage

Semble voiler tes yeux sereins? <f

- Hector, quelles douleurs'ont fletrl\ton vasage?. :
. SRR | (23 @ 213-214).

:.Tbls rec1tat1¢e passage is preceded by a trombone entry thatf
‘ifeatures';the' same. rhythm1c pattern that accompanled
. — :

: Ascagne's- EXLt from ‘the stage. Thls‘tlme, however, w1th the
bbchange to 51xteenth notes and to ‘the more declamatory tlmbref
of the trombbnes 1nstead of the strzngs, a certaln menac*ng

-tone and a sense of urgency 1s expressed

.
L\ —

 Bnée's " first two pbrases are preceded"by<a-'
~diminished seventh chdrd played by.the'string sectio

.~ then draws ,swzftly back’ to repeat the chord at-a dou le‘jf

v

p1ano soundf' The ef%ect 1s startllng in th1s settlng and;:

offers rmmed1ate contrast to the subdued voice of Enee, a
- tenor, .as he begins his .recitative: _ o ,f

. I

.'-‘w'_ °

_ This is the same chord from Act One on whlch
Cassandre shrieks "Proie" such a mu51cal -echo continues the
thread of dramat1c 1rony runnlng throughout the opera.

A
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The falllng l1ne of these openlng phrases portrays“the

(?.: m)’ -'

sumeSS1ve attltude' of ® wonderment and respect w1th whlch

1..

Enee addresses the fallen hero of the Tro;an people. He goes

’on" to express= deep human sympathy for h1% suffermg 1n a

A

['mu51cal phrase where warmth 1s expressed througho chromatlc

"movement‘

| ,,°'.: L Da. q‘u-li “"“ ;in- ‘annus re“."vien"s tu 7 (1‘_ ;"2“_.)

| - .
, : o - DS T
Flnally, he s1ngs a llne of recltatxve that centres around"

" the ~word ?douleurf“-‘n< a hlgh F whlch 1s then echoed an’

octave lower: i c s -~,'f‘ o ?f'oa
. 3 N PN 5 1 N FEEE

4 : — = rﬁf rw s

E, ' 4 T T 1 ¥ & 1e Somsii .
—i&‘—l—b—#  ————r =71 . -
J - sl (1 N

1““" Jou.- (eu:s ot 'Fl-.-‘fn +~\ V“'» ‘5""(1;:1!4}'

.The'idrop of a fourth from C ta G on the second syllable of"k
.,ﬁv&-sage' serves as a cadence and leaves the stress con“ the'

sympathy be1ng expressed rather than on questlons that'

expect to be answered,. S - .
S v
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Qés For, 1n fact, the shade of Hectoigv'_gnotanswer these’

/ \

- : ]
questlons addressed to h1m regardlng 'theﬂ‘or1gln of hls

o 1mmorta1 wander1ngs or the nature of hls personal suffer1ng

‘ hxs a1t' er1pe flamm1s

.Trozens,- a

. .Enee from the words of the spectre who enters, sotto voce,

Thls' is ‘in’ keeplng ~ with tradltlonal folklore wh1ch often

eallows no talk .of life beyond the gpave. V1rg11 adhered to .

this as ‘yell thh.the Yine: "11T¥e n;hll. nec me quaerentem
vana moratur” (II, 187) | !

For the_ speech of. Hector S shade, Berlloz again, stucb

closely to the Vzrgxllan text. Hector S flrst ‘line accordlng

toe.. V1rg1l ‘is ﬁollows- "'Heu fuge, nate dea, teque

(II, '189) vIn 'the opera,_,Les

'deparates the questlonlng recitative of

K ,on‘-a B flat w1th the exclamatlon "Ah!™ and the command to

flee:
— % ' o R - I — T e '
‘ o *" {uls ;l’ Je Vt- M;l ltf\-n;.ym ht '\" rurs
S | 2a: z.zs)

Berlioz-*fiiled‘out‘the.Latin’text by»speéifying the'goddeSS

- as Venus and completed the first 11ne with a declarat1on f:
-‘the‘ state of affalrs w1th1n fvh fall1ng Tro;an' c;ty ;-
e ennem1 t1ent nos murs'“ Th1s ;s conta1ned 1n t,ed secondh?
‘line .oﬁi‘the Latxn text""Host1s hahet muros, ;.;'.‘ %he;y .

':1mage of flames from the flrst 11ne of Vﬁrg1l S text is used,x.,j

J

'by Ber}loz 4n the th1rd and fourth llnes of the llbretto:“7

l

text.-"Un ouragan de ﬁlammes roule / Des temples aux palazsif"

ses tourbxllons 1mpurs %"" As in the ene}d Berllqz thenfw
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-

_ continned rnith nthi otlon that the rulers of Troy, such as
"h Hector and Enee, have done all that Qa§d po§§nple dto?”save"'
Pergamus, ‘c1tadel tog Troy- and:symool for theVVhole,éityf
‘Hector, accotd1ng to V1rg1l then'lays the~truet of’Tnyf on.

"Aeneas _shoulders to convey the holy thzngs and household

'gods _ across the seas where a new Tro;an settlement is to“*;

w

founded. Berl1oz mentioned th gods as well but first"

-~

,brought jin‘Q;hé'ﬂchildren;:ofA Troy ias‘£ 1nstrumental “in

: S A IR |
transferrlng ‘the Trojan kzngdom. e e
. . . Pergame te confie ST ;i;,é” IR
Ses enfants = et ‘ses Dieux‘_‘Va,:“;;_ therohe .
1'rtélie. . . I :
o : ' (ia 217),

This' is theesecond instéhce' Mhefe Befiloz» re:nforced He
P ’ . ! s . ﬂ . N

".1dea of - the youn&er genet&tlong fthe? fxrst _bexng the
‘appearance of Ascagne in. Ene% S sleeplng chamber. Berllozv

”was' seeklng to establgsh the theme of poster1ty whlch is

Zallowed to develop gradually over thef coutse oﬁ ergll s
eplc, rel?qng'Spon narratlve means - of exp051tlon,-var1atlon

and 1nténs1f1ca;1on. Accord1ng to David Calrns, PR
,x:/ 2 :

Aeneas herolc role and his: consc1ousness of hlS destlny as

;a hero haVe to. be spelled out'“the po1nt must be establzshed

-

qulcklyj-lt cannot'be-left“to ‘the cumulatlve effect of epic
.¥verse."’ '-‘i | vh o f"’v Jh o o T »

‘For this reason Berlio; inolnded in Hector's recjtatiie'
‘the naming of ‘Italy as the destinat}onfof»tnée>in founding a h
new 'eﬁpife\ for Kthe‘ Trojans._In the heneid, it is Aeneas'

—h—--ﬁ——-—-—-—-—---

wzfe, Creusa,. who fzrsm pronounces the néme. of the new

¥ : A

o Davad Cazrns \Reﬁgonses, p. 100.



surface ﬁh :

Hector's spg;f

‘Hector sing’ oﬁ Snee; i
"'Aeneas ‘iar ly d%at‘h-gzz

It flrst takegvg

fls more dlrectly stated by Anch1ses, father of Aeneas,

: fescorts Aeneas through the, pageantry of Roman hlstory,'

160

S
Al
— .

.homeland she an"unces to Aeneas in a wvision,. after-

N o
becom;ng lost as they escaped "Bt’terram Hesperiam venies,
.. (II,»781) But Creuga is-a character who does: not

% s

‘hTro_ens.’ By plac1ng th1s 1nformat10n in

,';;1oz establlshed a connect1on 'w1th the“

theme _f descany whlch he was then able_'to,‘use as a’

'?1e1tmotif throughout the opera. ‘At'.the' endl of Act Two,

onclu51on’ to the TrOJan scenes, Cassandre and her female

» .
. -

adherents utter “Italle'“'as they fall in: sulcide ‘victlms -

'-to the - folly of the Tro;an c1t12ens who ﬁave let in"the

wooden horse and. ‘the Gteek forces, causing their

ann1h1lat1on.

Furthermore, Berlloz went farther than Vzrgxl in haV1ng

P

in Itaﬁy The prophecy of

“JK 1n the Aeneld by gradual Vstages. f

7of a curse from Dido's lips as she

form

‘~,.-‘,.i,_( A Yt

struggles wlth Aeneas abandonmentvof her: sed cadat ante
’ ’ /

v

d1em medzaque ‘xnhumatus harena (IV 620) -In Book S1x, iﬁ

S =3
and future,'xn the Underworld-and-warns hlm, of “his

[N

;fatei""Heu mxserande puer, si qua fata aspera rumpas (VI

'882). Such. ep1c progressxon towards the ultlmate dlscloéure g

EN

6: tragedy mué: be handled dlfferently in opera. A grand .

opera" l;ke Les Troyeps 1s built upon a. more conf;ned sense

"oﬁ the tra91C° 1t proceeds from an estab11shed 51tuatxon of

tragedy that rnspxres,the musacal ;1deas to follow,.*Thu‘.

-

. . ) . .4 - - . . . . ‘v . N . L B
— B B . - P H
W . . Ty . o . . . .
..‘i—cﬁ'v A . . A N R o »o
' - . . o

0 . L.



Berlroz stated the necessary thematxc oomponentS"earl “in
‘the opera: they then are part of tggacrystallxzed/stiieof
fr

emotlon 'which acts Aas 'a base which ‘the musical
: development of - sounds takes off.. . d!/// Lo :
Co 1 N : g S 3

Berlzoz-found'a. very effect1Ve muSioal' vehlcle”ffor

':_ portraying the appearance of - Hector [ shade on the operat1c

vstage. The bass voice enters, as shown above, wlth -a soft,‘

5 %’a -
but”exp1051ve "Ah'"' on- a h1gh B flat the tonic note. The

__recltatlve select1on ‘then proceeds to desqend phrase by

phrase at a restrained tempo through;the‘chromatiC_s;ale_tQ'

the'lower‘B flat" Each line ,of yerse is .entoned on»7the

. szngle note before dropp1ng to the semltone below by the end

-

of the lzne., Rhythmlcal 1nterest hs ach1eved by usrng

‘t;various }1gures Ato 1m1tate the natural flow of the words.~

o -

A _ . - .
trlplet,

- *

: - . . [ LRI .

R C N T ‘ PN B

dotted elghth note, o 9‘. o
’ or a comblnatlon of va€y1ng note values, such as

o I

", .in true reeltatlve3 Style. Because the bass voxce szngs

“largely unaccompanzed-—except for muted pp chords. from; the_‘lr

cello and double bass; ﬁarked_ cen §ord1no‘--the effecé is!-:

-~ R “u

'-that of,an other-worldly sOund .coming from out of che

-'depths. The "horns ar‘; also ‘very effectlvely used The

"/I“

1nter3ectlons from the hxgher str1ng struments ~are  .more .
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pronounced than the lower str1ng entr{es; buﬂ ‘because Of '.

'vthe1r h1gher regxs;er and change of pace they ao nothsé musn ’v"
a o

accompany the shade s v01ce -as, offer ‘a refgpqtaqp .of. gheﬁy "

nr < . ol
'eery unease that Enee 15 exper1enc1ng' _ ;' 5& FON aar” ?
L-:.‘I'us. ‘hm:‘- S e Y AR N ck # zg
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An 1nter3ectxon from the trombones seems to lea& to,.the;

ot A
S v
e,
PR
PIRY]
- . R
t e
]

‘4“_9""-? l = —f ™ ‘;' — —— B SR - 'l’ - ;r' la—-
o : ' o ¢ . m.vor 1 - <
T R e b
,and contr1butes a few bars later to a sllght accumulablon of
tenslon in thlS downward mov1ng melody as . Hector proclalms

Enee’ s role for the future of Troy: o

A:\Jm-h- wn P'oq‘o '@{hso L R '

oo 5 " " T - - - - - | - 4\; .;. s
u% — — e S—

Lo B -.
3.“, __"%llrl'r‘ — _l.-'lLLli' 1  — 1
' ‘»‘;P.’,.s’.,.m., te an-ﬁ - e Scs en- *fu\h ¢t ses Diews .

e . | | . (z.. 21)

The actual pron0unce8§nt of Italy a§'>the new. Trojan

: dest1nat1on is emphasxzed by a rest follow1ng the word “Va"° .
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f*As Hector reaches the lower B flat he prophes1zgg the death”

3‘,

V:of Enee° -

ox la. m..—f des hé-ros ... © O vatotend.
| s o L NI.‘: 1!!)

‘Thls desébnt in pltch ;s marked by a decrease 1n volume and -
o parallels 'the w1thdrawal of ‘the spectre from the stage, so-
that the f1nal words, "t attend . are‘ barely audlbief The»
‘orchestra now reverts back to the px221cato accompanlment
whlch escoxted the shade across the stage to Enee s bed51de.
Thls adds both arelsual and audltory symmetry to the scene,
| Berlioz a;:1n‘* rntroduced the 'concept '-of' “the
vsupernatural 1nto ._h"‘final act of the opera where it} 1
flused dramat1cally to brzdge the gap ‘from the emotxonal ;ZZK

N ~l."

;ot.the Bove duo in Act Four to- the tragxc endlng requ1red 1n

A

"Act F1ve. Act Four has concluded

1th the 1nterventlon ofﬁ

ithg‘ god Mercury, suﬁg1ng vﬁvf i l* three times as he

’

“ dlsturhs the ecstasy of- Dldo an En e@'Mercurylalso reminds“
"Aeneas r hlS destlny to move oﬂ from Carthage in the
"{Aenexd But 1n Act F1ve Berl1oz extended thzs 1nterventlonl
of the god to a reappearance of ghost l;ke flgures. Fzrst 1n’
.f:scene number thxrty,nxne, sung b Panthee v and the

gg.ch1efta1ns, reteréncefiis' made to . Hector and;a chorus of

I S .
e
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R been. observed by others--not ju t. Enee.‘

shades iho_,have been. seen and heard to cry out three_ t1mes7

_'Italle": Thzs o¢currence Aw0uld serve‘ to quallfy 3 the’

object1ve nature vof' Berlioz

apparltlons s;nce they have"

J,'.v "
. But when the; chorus o_‘shade% make an appearance 1n‘ X

scene number forty-two w1th Enee, there is; a“ subjectlve

qual1ty to the encounter that betrays the Romant1c fu51on of

the . natural and,supernatural this scene 1s ‘not from V1rg1l“

T
REa

"but was "flgment of Berlloz S own 1mag1natxon. First of

all, the shades speak out un1nv1ted as they" entone Enée's
name, "ﬁhee!" Enee s response,_'Encor ces vo1x'" ‘stabllshes

a note of '1rr;tatlon that bel1es hlS foreknowlédge and‘

. exxstzng awareness"of them'v They do not bring ‘freshd

1nformatlon to him but only a, %emznder to get on. with ‘what
he has already been told When he quest1ons thelr mot1ve,d
the ghost of Prxam rem;nds h1m of his present lapse in duty
and the path of glory that 11es ahead of h1§a "Taafalblesse_

et ta gloire. .. ;.ﬁ Enee answers _wlth '"Ah's jel voudrals

”'mourir!"l which' reflects the personal state of his Eeellngs

5

of gquilt, but ls _uanirglllan ’in"character. Berlloz was
‘using the ¥ supernatural here £i11" the puzzl;ng gap 1nvp

Virgil ~1efé by the manner in wh1ch Aeneas 'so hastlly

departs from Carthage thhout takzng proper leave of D1do.
Th1s operatzc scene thh the shades offers -tran51t1on over

the awkward 1nterval 1mposed by the need on Enee s part to

sudee all personal commxtments 'in_ order to serve as *a

,publ1c instrument  in fbund1ng of aj new Trojan

\

o .
<

v R
e
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settlement.’

The with" wondetful dramatic

"effectiveness; both vxsually and musically. The iour ghosts_

that make up the chorus of shadesvaa:e placed a?f var1ous

pos1t10ns on the. stage to become v151ble at varying points:

-Pr1am on the left, Chorebe on the r1ght, and Cassandre 'ana{

Hector at the back All s1ngxng by the spectres 1s ‘on the}

‘monotone of D wh1ch g1ves ‘a surreallstlc quality ' tg

(-4

performance. Berlloz bu1lt upon the prlnclple of repet1tlon

and 1nten51f1cat10n as seen in the follow1ng example'

Ft}l‘!’p % W“ AnJMTQ WA roc- 'In‘t- .b — ) : | L v /
. T ——— e — |
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1 5 v Pas wn jw! .
de A ‘. — -
7 : - } - I I
Plu Jc. re -hnh. vee , . ( 2b: I-FAI-.lB'

thexr,

Priam then commands Enee to live and depart' "i1 faut vivre -

et part1r," before he . dleappears. Chorébe continues the

-

progression by -adding the image of.conquerdng° "II faut"
partir et va1ncre" These entries are accompan1ed by a lqy D:T“

o

from the double basses and by occas1ona1 str1ng arpeggxos on* 3

the diminished seventh -chord.--When Cassandre and. %Fctor -

-~ 0 . .
L. - i



o .

:conclude thxs sequence w1th hef command to

-settlement ("11. faut. va1ncre et fonder'")

'resolutzon to the G major chord takes placé
"fonder"'l' R - ,y' ' |
L:. wophe  Rich sl veea

'» L. ‘; . - - r._. n
Gase.| Sama S S S . —t—1—
% e

T fact vains cre o —der )

B o
v

y

N

S S — e (2b:w3)

'In contrast to the sotto voce = voices of the' shades,

v Enee s1ngs in hlgh pltched forte outbursts:

| 7 f‘*mecm s ‘v
R s s
‘v‘._g? ~ EEE#:E#E%;E_ v g =
s Ah ¢ J'.. wu.-dm's'f_m-u.'- vie (2b1 cuo)

Thxs Jump from A flat to: B. features _Ehe 'interval of‘;theg>

d1m1nzshed seventh A somewhat phrenet1c nature 1s conveyed

-

by’the tendency towards dlssonance° -?_' .

ﬁ. Lt ' H".tf ! “"u, dc v "E‘._—. f\‘a- b‘.l c&ﬁﬁm- d"‘ I'
‘ - S (1b .z.qz'uu)

A

n

:Thxs passage would 1mp1y a d1sturbed state of m1nd that was

.‘not evxdent Enee s initial reactlon to the appearance of

Hector. Enee s feel1ngs of ‘1nner conf11ct ;have ‘been

B rxntenszf1ed and compllcated because of D1do and th ir love.

H

erl:oz «on- hxs own. came up thh a more subject ve--1 e.

Toa Lo

i . -



Romant1c-—use 6f the sOpernatural ‘than isvevident'in the -

fzrst tableau of Act Two where he rema1ned more closely t1ed_"

to ‘the - Vlrglllan text and “to, the V1rgxllan spxrxt. This

. development is reflected in h1s use of. ombre for Hector in ‘

/f,ACt-~Two, but the t1tle spectre for the appar1t1ons of.Acth
F1ve. ,‘ both instaﬁces-'the : orchestral accompan1ment'
portrays the supernatural in® tradltlonal fashzon w1th dark
somorép tones .and t1mbres. aIn- addltlon, a monotonous,

E recitative style is used for ‘the spectres to emphasxze their
<colourless ex1stence beyond the grave. The1r 'appearance--xs
'effective"xn a theatrlcal sense, but they are also strongly

indicative of further plot development



CHAPTER 9

The Pr1nczple of Contxnuzty

“In: _order fto_ 'understand’f Berlzoz s princ{pleaxof'
contznu1ty in; Les Troyens--1 e., the way he chose;-to, join_ E
c -Q o .
. one . operatlc moment ‘to the next--we must agaln examxne ‘his

expressed 1ntent10n to create ".'...vun grand opera tra1te~,'
dans gIelfsysteme.’shakespear1en,. dont Cle deuxleme ‘et.ler
quatrxeme livre def-l’Enexde seraientffle,,sujet." This
statement makes ag!clear d15t1nct1on betweenrthe subiect;,
.bmatter of the opera, and " the form in ,vh}ch'vit wzll be~:‘
presen%d ‘Such reference 1 to “_th 'd’r.:ama{t’ic method fl".,. ‘
,Shakespeare;, (ﬁief‘systeﬁé ‘shakespearzen ), suggests',ian
’ underatandfng‘ of the Englxsh playwr1ght that,ﬁtems from ‘the

1820 s 1n France. C. M Halnes dxscusses th1s per1od in- hlSn,

"'_book Shakespeare 1n France,‘and Augustus Rall1 touches upon‘Q;“

"it:jin his - general work A Hlstory -of~—~5hakesgear1anfﬁiﬁ

=" S

Cr1t1c1sm. f,»_t ‘ e Iff‘, 1y
_Previous to th1s, the French had been slow;-to.“detectg"
any system behxnd the Shakespear1an banquet:-ofnﬂimersefv
“.characters and colourful language. What struck ~the 'French o
most vas\gyLkespeare 8 d1srespect for the three unxtzes, the
o backbone of French c1a531cal tragedy Also upgermost fp

thexr minds vas the obv:ous breach ‘in decorum result1ng from .

. ----—----- -------- ¥

e Hector Berlxoz, Memoires, P 469 ﬁbE ' ' |
o T 68 N o

B
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-®

‘thedpresehtatlon of“dubious types, 45'9.,' the gravedxggersi

7 3
in Hamlet) of horrlfzc act1ons, such as Othello smotherxng

a\

Desdomona, and of unorthodox language 1magery There is the
hc?ass1c example x'fﬂ~cr1t1c1sm expressed by Voltalre in a
letter from 1776 to the "Academ1e Francalse.F Voltaxr%, thhf;}

1gre£erence - to Letourneur s recent prose, mranslataon ofj

'Shakespearlan works,

. referencej to th"‘f’ - :{;reply‘in Haplet of "Not a mouse'

o

st1rr1ng (I 1) > '“'Urp';uh soldat peut repondre

ainsi’ dans un corp A?.ygﬁrde mals non pas sur le theatre,

‘devant les premleres personnes. d une natxon,’qu1 s expr1ment

lnoblement, et devant qu1 il faut ‘s expr1mer de -meme."""
Voltazre s,'reject1on of this melange of class and of genre:f

. was typ1cal of the receptxon'vof' Shakespeare s drdmas find

;&,j‘ _
- France 1n the late elghteenth century

In 1800 Madame de Stael wrote a bdok entltled !De 1la

Littérature in whlch she 1nc1uded her dlstlnctxod betweenﬂ

fthe lltera*ure of the north and that of the south eas; wellij

work ushered in’ a hew per1od of Shakespearlan crltxclsm- ih-

Y

as  a separate chapter on the traged1es of Shakespeare Her

Coan

yxvres'delShahespeare,’ made spec1f1cl '

France°‘ she obvxously apprecxated the genlus of Shakespeare_ '

although she felt his appeal was' 11m1ted ‘by its Englxsh.

’~pecul1ar1t1es. Where Voltalre had -dwelt. upon the faults of‘7

A

3Shakespeare as a: playwr1ght, Mme de Stael was' w1lllng to .

d1scuss hxs beaut1es._ Shem consrdered h1m a master _oti-.

«

.portray1ng pity and terror, . the two great esséhf1als of _

................. g

o3 Voltalre Oeuvres Completes, Vol 30 (Parxs' Garn1er
Freres, 1880) T363. : B . v

-
..

Vo
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'5tf%?eay;"iCompared f tor‘ithe_; éncient_"Greek‘ traged1esv__u“w

. fshakeépeare s ;wdrks "areh extolled '_ superlor in' thelr L

) expre551on of human pass1on. "Ses - pzeces sont superzeures‘

2 >

aux7 tragedles grecques, pour la ph1losoph1e des pass;ons et ,; »
| ﬂ ) L] Q‘x‘%

la connals§ance..des hommes, ;,'.v-. But - Mme de Stael

[
H .

contlnued wlth her clazm that«Shakespeare is 1nferlor to the

‘Greek trageﬁxaﬁSv in the area‘ o‘ dramatlc art.i'“The.' ’

O

fcombxnatzon -of comzc aﬁd trag1c scenes to her an: absurd

0way to ‘cl’heve contrast and* an undesx-rab & | mar-k " of th_e,

' vxnflulnce of popular Englzsh tf
: Chateaubrland h?f follo~ -ér;frwgoteifan'.essay,
‘"Shakspere ou Shakspeare in- whzch “he. flrst dellneated

4 ‘e » R .
crxtacal approach }Hej~consrdered T

ol .

”wf’ dlfferﬁnﬁﬂareas Of h'

s

//Shakespeare f1rst 1n the'context of. the Rena1ssance, second _5]fl:’
. om the p01nt of v1ew of hisg" poet1c genrbs, and flnally,..

R undé? the headlng of his dra&atlc art. In this, last sectlon

,L-% Chateaubriand character1zed the style of Shagespeare' as‘.a 1r >

! dramat1st through the d1sorde£ior confus;on that he causesa

to relgn upon the stage--1n other words, \\he lack -of 'a B y

-

dramatxc system from the poxnt of v1ew of French cla551cal R
‘q 'u Y, “: ’ ,,‘r<
r*’ theatrea He d1d admlththe possxblllty of m1x1ng comhc and -
} .
“:;{: trag1c tones, ‘an jdea  that .wa then slowly accepted by -

e

Frenth cr1t1cs. . ~f B Jh S T

Inhva {}éﬁghd book, De 1! Allemagne of} 810}‘§hiéh was

-

he&vxly 1ndebted to the brothers SChlegeI Mme de Staél:

perszsted 1n her attack on the system' of Erenchg* ragedyf?-‘ >
» 1h 1808 August; W1lhelm Schlegel jave a series of
lectures 1n V1enna on . dramatxc llterat 'e- with- whlch Mme de

Vo ..
: ’ Coe 3

L “y
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o

T

"fSheh” now - called a °rejectiOn bf .thef'neOfclasSical

“_systeme

1
e e

t: neo cla551sm would contlnue to crumble._",- i

"expose -on the dramatlc art of Shakespeare and %as attached

. ¥
‘Gulzot had” produced, 1n co&laboratlon w;th de Barante and

)

>ifd'imptession,_,cef~“

'Shakespeare s tlay rn'the place

4un1t1es,_ Guizot ;drew attentlon to;

’ iSaussure,

: prlnC1ples.' And< She; acknowledéed 't poss1b111ty of :a ,

. IR T
R oo . - Qe LA oy
Celt . : 171 o
. . \
- ) . I
| N . ) - :

¥

prlnc1ple of the three un1t1es, (except fotflthe. onity‘ of

act1on) . theatrlcal 1llu51on }must be based upOn otherl

. '5-".'

dlfferent lzterature '(i<e£;”'the Englxshﬁi produc1ng

d1£ tent dramat1c system. A sp1r1t of refdﬁ awas gradually

.’

taklng‘ root that -would -Eecognlze the exhausted state of

need to beneflt_»f:om

1

French c1a551ca1 ‘tragedy” and:'the'

fote1gn 1nf1uences. It was anoth critic,3N ‘L., Lemercier;

el ] . S
who 1n ‘an artlcle of 1817’ "Cours Analythue de Littératufe“
$bherale, | C1ted "the . advantages of relax1ng Ehe unlty of

E R

t;me as wztnessed 1n Macbeth The var1ouz tenets"}of'

-

T T I S R
sinhe _ost zmportant event _ﬁo; thef discovery of ’";esf

shakeSpearlen was' Franqo1s Gu1zotk§ essay of 18?1

"Shakespeare et son temps." Thls essay offered a- brllflant -

L 3

to .he rev1sed ed1txon o£ Letourneur ‘s translat1on -whxch »
Py ,r El '

‘\" e P‘ - ” \ Y
Améd/e Plchot, W1th thds essay Gufzot became ;th gy £1rst-

-
‘E,J

he dramatzc system beh1nd .

-

French cr1t1c_ to truly perceiwe

rgspect' fo('{the threef\\\

v

xon_

that_;binds.,a‘ Shakespear' drama': togethér-"”'Llnnité\

*(cont'g |
Anslated the lectures into French.under the =
_de lltterature dramatzque, dhd ~had 1t publzshed‘v

TEN

agl was Fam111ar- her cou31n, Mme. Necker deif”

- L



*\1 ame des grandes ’concept1ons- de Shakspeare et l ob)e;'g .

ﬁ1nst1nct1£ de son travazl ass1du, comme elle est le but de

.toutes
d'. : .
’unzty of 1mpre391qﬁ is ach1eved through 2 gfogre551o O

ﬁ}es regles 1nventees par’ tous les sﬂ%temes.

dramat1c moments.that brlng very d1vers1f1ed materlal to thef;
'rfstage yet stlll contr1bute to,_thé~ overall theme bEIUQi

'enacted._On thxs po1nt Gulzot compared the dramat1st to rthe

.o

'paxnter, who need only evqke an. xn1t1al, last179 1mpresslon-

1l a suffz au pe1ntre d établir, entre le: ersonnage S

et 'le spectateur, - un, premler}nhpport qui ne varie- - . '
plus. I1 faut que le poete dramatique ' renoue -sans. S
cesse cette relat1on, qu'il la maintienne a travers

les v1c1581tudes de s1tuatlons d;verses.,¢ . . »

Hm}h thls' G‘-‘l“t °Pened up- the area of the! relatmonshlp /
'““between Jthe dramat1c work and &ts aud1Ence. The:strength of

s . : !

‘e551on would be Judged by how' unequ1vocally

o

récters. The 'onus fﬂ f#

f"dramatu; presentggxon swztches 0 charactenzatwn, and tdr

cthe‘ensu1ng need to portray more -Ltai rearvstlc types. Mme .

'{iﬁffldeg Sthl had ahrea@y ggven/ ha'espearp'creo}t*twenty years

L e earl‘ret for. hxs po?’trayil ofk gfreat ‘;ne'p throhgh t:he.i.r, \pureiy Q
' ﬂ;natural sentzments; 'Vi.; ;¢ ce o est pas au grand homme,jk*.p;,;

¢! est a l'héﬂme que 1 on s’ 1nteresse,)1 on n' est poznt alors ‘fﬁ‘_';

},_ 'eemu par des sentaments qu1 sont quelquef01s qe convent1oh
S 7 %

" tragique, ma1s par une 1mpress1on tellement rapprodhee des
. . v ‘ " “_'.

1mpresazons - de la“- vre, que 1 1llu51on en . es& plus AR

' Voo

e Pvanqo;s Gu1zot, Shakespeare et Son temps (Parls.
-bid1er,,1858) p. 152, T T, o

o’ Ibld., po‘_ 14{1‘0
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d‘
o

”‘these‘ brief moments Cof illusi

v pleasure in tragedy' S S e ,'v‘%r

ij‘ioccur more frequsntly

,grande.fﬂ e

'fFor"Stendhaf"

Shakespeare 1n 1823 the questlon of un1ty of - 1mpress1on

"

-became a matter of creatzng moments of complete 1llu51op. In

~hls f1rst chapter,'"Pour falre des tragedles qu1' pu1ssent

1nteresser,fle publlc en 1823, faut 11 su1vre les errements

-de Racfnelou'ceux-de Shakespeare;

. e , i

sﬁg
a7 de la frequenge de. 'ces .petlts

léeurs int

_ e#valles, ' 1ls
‘,jspectateur. : _

Shakespeare s dramas than

,Racxne s. ';V' {]‘ﬁ‘ oL R »

»
1

- .

'>typ1f1es,the quarrel that iﬁas thep ragzﬁg h§§w°°“

que l on. %rouve au spectacle5

Pusion, et de l etat d'émotion ou, dans
laussent - l ame- ' du ..

EY

Stendhal brought forward

h651s of flndlng

- Stendhal suggested that these moments "f‘?perfett illu51on

Te Tpé tztle. quote% above EOr Stendhal s’ %§3§”;°hhptEE’

; lass;czsts and the romant1c1sts 1n France. Unfortunately,

the fzrst‘attempt by a troupe of Rnglzsh actors to sfage

l', 1,
some plays of~$hakespeare fn 182a was caught in. the m1dst of

vy

r;

M%hls battle of aesthetxcs. To make matter; worse thei,troupe .

were 1ntroduced r';;\s servants of hls §r1tann1c majesty whxch

stzrred up* the ever smolderlng pol1t1cal rlvalry betweew

.".’

France and Brita 5;

o Madameade Stael De la thterature. éﬂb PauI van
Tzeghem.v(Geneve- Libra1r1e Droz, 1§5§) $196.
i R
Stendhal Racxne et Shakes eare (Par1s~**,ﬁ*

?:nnch aud1ence reatted so vxolentlyi
i . :

wri'ting a pamphlet entltled "Racme etﬂ

: 173
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'French aud1ence was 1n a muchﬁ

- to the premlere of Othelloi » hen considered .thei

most Rt

barbar1c of ShakeSpeare S plays, that the performers had to

_vegetables, coxns and last but not least, verbal

w | LR
R
.\‘v
1

.QABy"1827 the. struggle‘ between the ClaSSICIStS

~ '\V.

t

-

:‘w1thdraw from the stage under the onslaught of £1y1ng eggs,

abuse.

\

“i

e
'Shikespeare andlthe dramat;c methods he represented

'Shakespeare as to extetnal assoc1at1ons ‘clznglng to\ h1s

fe.

romant1cxsts had subsided 1nto a far reach1ng acceptance of

an&

o

" This - react1on das ”not‘ due ‘s much to the actual art. of L

.

The

l’re receptzve frame of m1nd

%é% 'the' famous 'Englxsh troupe _of 1827 thh Harr1et

m1thson1 1n thelr mxdst, petformed Hamlet Romeo and Jullet

@'and Othello Zh the successzve anhts of 5eptember~»eleventh

*"fxfteenth a d elghteenth These actors were 1nstrumental 1n

e g‘ & , . ..'

'\7fdepend on Détburneur s traNSiatlon°7"'

; conveyan the naturalness trat was 1nherent 1n Shakespeare '8

emotlonlﬂshe \was able to transmzt desplte the fact that the
: ,r 4y

I - ""”"tl’

actual‘meaning of tﬁe wo&ds u%s lost;’

pv_. }

audlence» Berlzoi hlmself bemoaned the "

Y “‘

P}

ﬁfl £aut agouter QUe Je ne Savals*pas alors un seul'

v o Il')

e

mot d!anglais, que je n entrevoyaxs Shakespeare qu'a = .

' travers les brouxllards de la traduct1on‘

Letourneur,_ et .Que - je  n’ apercevals - peint,.

---—----—---—-—--— M

¥ The pe;formances of these v1s1t1ng Engllsh troup
5 _are described in detail in Peter. Raby s b1ography of Ha
“JSmxthson, Fair phelxa.

,'.4. . ;'-.

de &

en |
'consequencef la trame poethue qu4 enveloppe comme _

es
rr1et\

-

"style._ Harr1et Sm1thson,_as Oahelxa, Jul;et and Desdemona,"

.3chame rﬁol;zed B;‘the Parmsaan publxc for xhe 1ntens1ty 'of~'
v . .. , -

o most of the ’

‘act of hav1ng to
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un reseau d or ses mervef}leuses creat1ons..$n LT
',in; any event, 1”le ‘systeme-'shakespear1eh" had Come to
- ‘ . . ;'\7’7\‘\
3o) egent a more flex1b1e approach toward the compos;t1on of R
ati;%worké»buﬁ,'\as well phe means of achlev1ng ',_fﬁz

»terr realism ahd-'intens1ty Qof 1mpressxon.l Alfred~def

1n “his ,“Lettre la. Lord.nﬁst’ whlch prefaced hlS‘

Nt nslatlon rof Othelf& S, remlnded of" the Greek
orzg;n of the word ,systeme_;;;;]}steme;'

‘

SR

T P ,»(Z,‘Gonua,v de _QU\?":QHUL) :

\ o e
.f,- s1gn1f%e par sa racine '; enchaznement de pr1nc1pes et deg

& o E
, copsequences compoSant jﬁ~ doctr1ne,r un dogme._"f, ngny o

s 0

hoped “”5h°" .the necess1ty for Frenc dramat;c ;eiorm tolf.f

pursue an_ 1deal E“ organrc growth rather than bl&nd;ff,
B @ g, s " - :
e adher&ngﬁ,@a any'ri 1d s stem.-- e '
. f{‘; ‘ Y 9.. Y’ . S S R
;iﬂﬁf*,' ? Flexlbllrty is f also the key boward hunderstanding

”Berl1oz s qonceptlon L‘f Shakespeare s dramat1c method Byﬂ’--"é#»
) .\ S \ 5 -
. nhzs own avowal 1t was the power of act1ng,tha; made the &ost'x

§L;“ff drastxc 1mpressxon on b;m 1827-\ ;1(\fﬂh;»gﬁ_‘gJL1;,:-;;5¥'gf"
a A.:b TN 3«. paeh oo Jac B r"-'"' .

K3

Mals 1e Jeu aeskacteurs, oeIU1 dé 1! actn1ce 5urtout,“ ‘
a. success1on .des ‘scéhes, -1a" pantomxme ‘et*l'accent . ¢
des* voix*® sxgnifxaxent Jpour =~ moi davantage et N

2m 1mpragna1ent . des . idées et~ "dés’ passxonsf"

‘ .“shakespeariennes mille foxs plus que les mots de ma.

o pale et ;nf1dele traduct1ona$' L o s

——'—'—?-——-—------——

T r‘,H, Berlloz Memo1res, p. 67 ' j” *"fgj'lpiz'kg],w

e Vlgny, Oguvres Completes. Ed Férnand. Baldensperger._‘_;?“
.(Par15° Lou1s Conard, . 1§26), P. xix. This letter bore the - -/ -

“'u.sub-head;ng sur 1la. Solree du 24 Oc;obre 1829 ‘et.sur un e
systeme dramatxque.fjgr' S R IR R
- H: Berl1oz Mgmozres, p 67 { a”:v' o h.“{_e‘ﬁ:i',q_;ffffj

[N




o

-Jto have found ‘an_écho 1n his- own pr1nc1p1es of operat1c |
‘ﬂdthzs 1mpress1on dxctatrng the ch01ce of mater1al rather than;f,_

-inj dxsregard ‘of 'the' un1t1es oﬁf trme and place, can ‘be

N

e

_".: ; ,. 4-;

2;3—-reatly estéem for Gluck S'p:ldlples o£ o‘

“ 'y . K

b

From this preclpltous react1on to Shakespeare s 7.plays

L.

Ber11oz -would evolve his own understand1ng of "le&systeme ) )
shakespearxen whxch could be super1mposed onto hlS operat1c.

mater1a1 Of relevance to“the form of his lrbretto and scoreﬂ

was his awareness of "la succe551on des scenes whrch seems

e ————

contxnuity Berlioz apprec1ated the flow -oil scenes from‘

Shakespeare that contrlbuted toward a unrfied 1mpre551on,e

dherence t any art1f1c1a1 unztres. ThaE Berlloz ‘s opera,

1

Les Troyens, eﬁjoys the dual sett1ng of Troy and Carthage,f\j

- 3

]ustlfled by h;s Vrrgrlzan source. More sign1f1cant ‘the'

s

A -8 S
way Ber11oz r1ed to 'free ’n1neteenth—century opera fromi;

art1£1c1al restrrctlons ‘on composrtron, whlch paralleied theff'

'0.' - -,

Aromant1c1st s, str1v1ng to evolve a freer, more dynamxc form "

Q‘.',\~ .
o e

of French tragedy.ﬁ_pr

:': As well Berlxoi‘s 1deas on contxnuzty stemmed from hrs ]p

Lt e

11fe and works of Gluck have been treated_

ln eanly v.olume of 1863 followed in. -thlS century byj ~the

Y.
works of J. —G. Prod‘homme and Ernest Newman. Patr1c1a Howard

]

deals more specrfzcally wlth Gluck s 1deas of reform1ng

opera aza notes hzs stress on contrnurty' "H1s maln musxcal

contr1butlon to opera is the contxnuxty whrch enables 'the_'

Pace of the sung drama to approach more closely that of thevl'“““

N
* - . e et

ey

rat1c reform. The v

? AuB Marx ln ." ,l

f ."-. . .




L.
P

dI(Londqn~ Barrxe & RociIifZ 1§637} p._104 ' T

spoken scrlpt."" Gluck held the true funct1on of Operatxc

muszc to be the accompanlment of' a' storyl1ne.‘ And he*

strongly cr1t1c1zed the abuses 1n rearly n1neteeath centuryh”

_.;,opera dfit~wh1ch - featured | exaggerated i '»'mus;cal-“57.

embelllshment--lncluded to'-satisfy thee'vanxty -§f'  sonefL

y

'f~j;1r1ng soprano or tenor--to the absolute detr1ment of the,f‘

systeme de Gluck“ in his - work, A travers chants,‘whzch'~5

features varzous essays and cr1t1c1sms about the operas ot’

.Gluck From wthe preface ‘his opera, Alceste, Gluck is .-,

quoted as say1ng

£

-

Lors ve 3" trepr1s Q"; de .mettre en mu31que

ﬁ;} I A opera d Alleste, Je me proposa1 dreviter tous lesfu

*abus’ gue- 1a vanité mal entendue.des. chanteurs et
- 1l'excessive compla1sance des. comp051teurs avaxent
~introduits” dans 1’ opéra vxtallen, S qui du plus

‘pompeux et du plus beau*de tous. -les- spectacles en
‘avaient faxt le plus ‘@ANUYyeux et 'le. plus ridicule;
.je'.cherchai a‘réduire ' la musique ;, ‘da” véritable
'_fogct1on, celle.de seconder la poeSLe pour:fort1f1qr
S 1 express1on -des ‘sent1mmnts‘ et ‘. l"intérét = des
" situations sans interrompre 1' act1on et la. refroxd;r

gpar des ornements superflus, o« o'n '3 . =000

s ey

Th1s Systeme of Gluck dzctated var1ous prlnc1plag f°f‘tﬂeg*¢

I

’ [

compos:t1on of the 11bretto- the appropr1ate pos1t1on1ng jof'
“« e 4. )

rztornellos sp' .as not to xnterrupt the dramatzc outpour1ng“

pf a 51nger, the\suppre551on of mel1sma whlch refers to 'the

o draw1ng out of one wOrd syllable to a melodlc phrase, and in -

: general %he attempt to ach1eve'-a':gmore, d1rect ~and

- e e - - o .y Y - - -

1ap, Howard Gluck- and the Blrth of Modern Opera

“H, BerL1oz, A travers chants, ed Leon16u1chard

(Par1s Grund 1971) + P 173 T
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: ramat1c 1mpre551on belng created Berlloz dlscussed '“le“t



Wy

‘-éviter de laisSer danS’ le

'9'3; lmportant poxnt.*for ﬂetlxoz was Gluck s proposal to R

Tixalogue vune dlsparate ‘trop

tranohante' entre l»alr._et . rec1tat1f -r..‘"“ Though

avare, of'.th’ dzscrepancy be\

/'practxce’i BerliOz took up thxs challenge to pass smoothly

from a1r to" rec1tat1ve in the fourth act of Les Troyens wlth
« V

"A

respon51ble relatxonshlp between the words and the mu51c. ‘An

love"scene;.oﬁ ~Shakespeare s The Merchant of Venlce, Act
,7: R . O v,. " .- ...""“ . ] ]

F1ve. | ﬁﬁ_'

w;th these tﬁreeﬁhumbers Berlloz created 1n Les Troyens4

W

"

Gluck»s theory dana.?

,"-numbersu th;rtyffxve,' th1rtyh51x and} thi'b ~sevi Number .
,V thirty—ffue isaentitled VRecxtatxff‘ — ; tte number

kth1rty 51x,i'Recxtat1f et Septuor, and‘fi ‘ fthe 'buo;‘of;;
number th;rty-seven wh1ch features an'ﬂ“ i",,‘f 'from' the

.a smoothlyrflowlng‘progre551on of ensemble work Jo;ned by fa"u

R m1nimum of rec1tat1ve. The theme of the whole progre351on 1s"

love° and w1th Lhe sequence -of qu1ntet, septét and duet f

Berllqz ?was\ able "to . _preseﬁf véry1ng aspects Qf the love

¢omplex. The two recxtatmves* precedlng numbers thxrty-fxve o

M

\L 4

‘ \ Y

T _ 4

-and thxrty s1x,' serve"~the funct1on ~of 1ntroducrn9 th dﬁ

Lo ensemble to’ follow,,through explanatory materfﬁl ha sets -

the;;‘acehe . for reflectlon- on crystalxzed bate of

’

emotion--the work of ensemble music.u

-The ;theme“of 1ove has been aptly prepared by the

"Chasse Royale et Orage" whnch forms the openmg tableau .of

‘M*°ﬁ>.F°3rt?,I" fact, the’ whole of Act. Four can be said to be

'¢-1bid., p. 174. "e S ';f'*‘ .'{ |
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,~".devoted»‘t ,.ghé' 1nterven1ng 1ove afﬂplr of Dxdon andiﬁnee._:;,

1 [

The royal hunt . and stonn,; as}enn orchestral 1n¢erlude f'ﬁ'

accompanxed by pantomrm&, Presents the mater1a1 4n capsu{e

form, as a play-w1th1n-a-play- Didon,tand Enee consummate"-“

thexr love relatlons -1n an other worldly sett1ng that is s

frowned upon by the powers that be._After the,/removed hunt
o settlng 'of Afrlcan forest, the rem§1n1ng part of Act*”
Four,vwh1ch compr1ses the seqond tableau»' takes place inf‘
Dxdon s gardens by the sea as even1ng approaches. Nar al ,C

mlnlster at Dldon s 'court,f and Anna,:_her' sister, flrstg’
N s

discuss Didon s lapse from Carth$g1n1an ‘dutff' thls' 1s

;fb'foiiowed by a scene of entertalnmeht for the Queen' proV1ded

Totae
Ry

by tgree separate ballet humbers. Didon: f1nds th1s wear1some'

.and asks Iopas, a. Tyrxan poet, to sxng.

\a

. iiThe recxﬂatzve of number thxrty fxve begxns as Dxdon~

» - -’

1nterrupts the pastoral sonq of Iopas,' wgo; isl extollzng’ffp

'J" ,' . - ‘.,‘Aul.-.‘

- .
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fhei tempo d1rect1on anlmez,. :snpportsk4thejﬂaction‘»ofh
1nterruptdng, thus br1ng1ng an brupt closure"tof.ropas’

'szngxng and a spontaneous begznn1ngf'of ‘the - recitatiVet
jpassage. The change of metre to 4/4 from the 6/8 'of'~:opa§f‘
song and the ;new key of C major'ms easzly reallzed by the
recxtatzve l1ne. The break1ng -off of these ,w'~ d1fferent

ogforms of d1ver51on clearly establlsh D1don S restlessness to

f wh;ch ‘ske herself alludes_ in the passage above-: "mon

.inooiétude eXtréme. “Her agitated ;state_of mind is. flrst

'acted upon.by the presence. of Enee.'who ‘dnterfects wx;h
"Chere Dzdon!ksas he S1ts at her feets_Th1s posture of love j;_
_and affectxon 1s suf£1c1ent 1nst1gatxon _f D1don to ask |
&nee for more detaxls of the sack of Troy.QThe orchestra now_

lﬁ :

*ranterposes 1ts most tell1ng statement forr the whole.

- rec1tat1ve, the broken dom1nant nlnth chord on F r151ng to a

sforzando. fv - hq_ ';'.,-' f>, e -f" P
. ' o, ; | |
. ‘! o .. S — o= . :
. . . . VQ‘_-' L —— ,‘ " " A :
fCJ?' .o i
R .‘f-> : &(;bxsss)

S , L . i )
< 1In need of resolutzon, th1s chord is answered by the upper
N ‘]—4 -
w;nds entonxng the tonic chord o£ B flat :ma;or“-as Dldon

pronounces the name, Andromaque- ', '; L . 4 =

-,
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; . _ (zb 53%
‘Thds, her 1gﬁarest in Troy follows a very’ speczfzc, personal

' herself "The frécitativa”,is‘ usedﬂﬁto clearly outl;ne therg

*r; threads of emo 10na1 ten51on ac ﬂgatxn ;he operat1cf
$ chgmlating

work.‘ Ingcont*ast to the vzrgln fields of green,.subjnci ofl

Iopas"'song, D1don wants to hear ,-of’i w1dowhood 'and

- . ‘ ‘;'.-,

™ fasc1natxon--f§5 the fate of Andromaque, a w1dow l1ke

-

remarr1age. Thls ten51on Lis malntalned 1n Enee s ansier,.__”

; whlch moves from death to love, Jrom marrlage to wldqwhood‘

-

_ _.‘_ e

- slayer. D1don s qulamatron-*cf:w; e ﬁd;fﬁ,'f-?ﬁf"rrﬁ"
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R -rexpreésés‘“her' cont1nu1Pg obe§s1on 'with w;dowhood.,

f‘%inf telllng of Andromaque s ;emarrrage=;to-dheﬁ huébandzsz‘

- subject1ve nature~of her'lnterpretatron of Enee s narratlon ‘:“‘

I
P . LR

- 'is- coﬁveyed by a tremolo strxng accompan1ment on the motes B

A .

of the B fla; domxnant»seventh chord Wh;ch crescendos

%5re§9;pt§bn pn the E flab.major chord Enée contxnues to tell

O

‘*df!ﬂadrbﬁaQUe ascendlng the thrOne ot prrus. A dxmxnxshed

T

<

-seventh' chord "soundéd'fby the - qrchestra, but Dahon has

g@%

”b

f

heard all she needs to know. Thxs news of *Andromaque yill

oy ’ >, L,

4:' .
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.she sxngs 'O pnd ur"' uh1ch forms the"trans1txon from

'e'tecitatiye'to.t:’lQﬁintet of number th1rtY~fyve°'

= \nmocnihu n&—m 43 o -f\m Wu’fu.b- sous ! N
. B o (z.b 5‘%“")

“The d1m1nisheo seventh chord from the recitat1ve moves ‘tok_[“
;'another one lfor, the syllable "-deur!" but - astﬁidon begzns 
. her aside, expressxng the. 1nner state of her feel1ngs, the"’
:,quxntet takes eff in tne key of D flat major. . - |
The openxng statement ‘sung by D1dont,as 3an 'aside;
Feannounces the‘unew stage of development in her feelxngs )
_.'Tout conspzre/A' vaincre mes remords _et"mon coeur 'est o

' -absous'"‘ The cla:xnets and bassoons ﬁoa enter wzth an

'=arrest1ng 1nstrumental fxgute that lends a trxumphant a1r to

N T2,
' the open1ng of the quzntet° ' L
S 03' PF%??*@ N | R O
v \tt (a1 A ALY — S P Y i~ s ' —ﬁ—sﬁ-—— i - —
& - s> — el P
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lact as catalyst to her buryxng all feilxngs of remorse forl R

;betray1ng the memory of. her dead husband Slchee. Publ1cly,_;f7



: Feeldngé-'of‘ guilt have been subdued'-hg

' affa1rs.,vThe _other three members, Anna, Iopa

~for Dzdon an alluring, though somewhat negat1ve, force.

"‘ SO ey

SR

1nc1dent 1nvolv1ng ‘the boy, Ascagne. Ascagne draws

sm for Dldon s consc;ence 13, clear,' the 1nc1dent

Havxng exposed the new stage of Dldon" rgillngs, xhe

qu1ntet now, offers further reflectlon upon thA state of

and Narbr
comment upon the symbolxc nature of her loqghg,her r1ng,‘ In

<

. the " style of an eplsode,,they compare Ascaghe to Cupzd-~an

‘he' removes the r1ng “"la main legere/De cet enfant,

’

semblable a Cup1don (p 559) AS'weII as’ to Cupmd however,

Ascagne 1s more concretely 11nked‘to h1s father, tnee- .and

thlS second tableau, the fagxly of Enee begzns to represent .

l . A

¥ 14 Davi@ Cairns, R -'*’h‘sés,"p. q03 SERI
N o - X —2&— /.1 R . }

B N S S T T

h exchteithe~firsh »sectaon -of tﬁ% qulntet hinﬁ.delibering ‘

I'repetxtzon offgrs a musxcal conc}uszon to. the f1rst part of .

”Ansprred by a paxnt1ng of JP1e:re-Narcxsse Guecxn

-lzmage from V1"g11--and take note of the lxght f1ngered fway ;'

AN

Didon and Bige .

ox morons that descr1be Andromaque s example'"rjcj.‘epouse:'gb"

':'tfl assa551n de son pere, /" Le flls du meurtrxer de ,gbn,f,f';
.11Lustre epoux. Dxdon thendrepeats her openxng statement,“‘"”

'y”.51qglng over and over aga1n that her heart is absolved Th1s¢w

gthe qu1ntet and also t1me ﬂor Berlxoz t-’,1nsert ‘g l1tt1e"'-

n later--but forgets to repldce it on her hand The 7“43

t

’what w1th the1r comb1ned powers of entxcement throughout ]



The full vocal affect of,the qu1ntet is Summonede for
the last par as all fxve un1te to S1ng a fxnal ver51on df

Dldon s melody,_"Teut gshspxre/A valncre mes remords, et mon\

coeur* estvabsbus;“ WhatAstarted out at the begxnn1ng of.the'

[ 4

qulntet as an a51de now réCeiQes public; acknowledgement
~Didon is ready/to forget heg.past and the quxntet ends in

~soothing harmony'on the D flat major chord wlth the peaceful
Sy @ Tk . n ..
sounds of/ "ab-sous.” - . - . AR

After a fermata,‘Enéejtnkes.upbthefvoqal line on a high
F for the interyening recitative:

E e Rgar .
! % i SN L & 1

; R R g | - . " T
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. These hlgh notes bear some resemblance to a clarlon call in

o

‘ contrast to the sedate endlng of the qu1ntets The rec1ta5}ye

11ne gpntlnues the 4/4 metre of the qulntet and proceeds 'in'“
\‘,

c major. Thls whole rec1tat1ve passage of number thlrty Six
v By

is wrxt.en for the:ﬁenor role which clearly establlshes Enee

as leader 1n thls b1d to forget the past and give themselves

] «
over to the sensuousness of the even1ng ir. All of Enee's

o

notes in thlS rec1tat1ve are sung "in a alrIy hlgh reglster :

and are accompanled by the hlgher 1nstruments such as the

duos of flrst and second v1ollns that ‘play con sordino. The -

a R

effect is a striving upwards as Enee calls them ;ntp-lthe
n1ght The 'feel1ng of lure isl there as uelI' when”he

COncludes the . rec:tatlve by 51ng1vg of the caress1ng nature

 of the.bre&ie: E f&i g
o o S S



.depict ng the word,_ .-
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The §lurred“sixteenth_ notesf lend an air of gentleness in

ca res san- te. Wwith the flnal two

- -

B rl1oz effected the: transzt1on from'f

syllables, ’4sah te,e

the note C via the B flat to) the A of the,F ma]or chord and'

—_—

the e key of the septet. These quarter notes in the slow

T em—

tempo of the recxtat1ve, '"un poco lento, , allow " the |

'addut1onal§ ,movement- ”o£5 compound.'dqple vtlme (6/8) 'to

c\establlsh 1tself.

vaves upon the shé&e, rendered by the low horns and low

The septet of number thirty- six has been called an.
) \

r;nvocatlon to the sea and the sky. ¢ It is ob01ous from. the
Fwords offthe l1bretto that a mood of peace and calm is belng

.conveyed

ieg'Tout n'est que paix et charme autour de nod§: o
~La nuit étend son. voite et la mer endormie :
Murmure en sommelllant les accords les plus doux. :
- : (2b : 567- 568) e
These words are set to.an Andantino melody 12'F major (6/8)
that bears character1st1cs of a pastorale or a berceuse. An
uppcly pegal on  the note ,C '15 malntalned throughout the

septet by the plccolo,:flute and clarlnet° th1s, ‘along wlth

the_ sh1mmer1ng effect of an occas1onal tremolo on hlgh C by

violin. palrs, is suggest1ve of stars thnkllng 1n-'the,“sky.

The ‘tone palntlng is completed by the 1rregular breaklng of

o
.................

' Hugh Macdonald Berl1oz,.p.,169._



exists a h1nt of the Romant1c call tor- transcendence' to

e the natural elements, the sea and the sky., The - seven vocal L

hparts oue,.together=“in. harmony,( the overall effect is a

~ G o

_str1ngs, on the F major chord and the base drum.a,ln”5this'

s

*way, the orcheStral accompan1ment provldes a framework 1nto -

which the sznglng is fltted The tendency 1s for th human

'v01ces to blend themselves 1n w1th the mus1cal depzctxon of

[S3

choral one w1th no. one voige stand1ng out. from the others 1n

'the' flrst sectlon of the septet. As the.seven pursue Enee's
'1nv1tat1on tq forget the past and escape 1nto night,h the'v

: - S
predomznant mood .is  one of w1thdraw1ng There de£1n1tely

& -

pass beyond the conflnes of thzs“earthly ex1stence into the

sensuous rapture of\nlght and of death. For Didon, this

.total y1e1d1ng to her love for Enee.w111heventually-result.

in her death. When he abandons her for his missgion.in Rome,
she does ‘not survive but commits suicide.: It is 1nterest1ng

to note'the'Change of ordering that was ,necessltated by

' Berlioz's: staging ‘of the »epic;‘In Virgil, the royal hunt

. represents the climatic consummation of their love and

*passion.. inv the opera,v.Les uTroyens; it can 'only"beég
1nterpreted as a somewhat pre mature physical philandering

_51nce this great act, featurlng the various stages of the

~

vﬁdcrystallzatlon of love, follows. Mu81cally, thea royal hunt .

prov1des the var1ety of an orchestral 1nterlude ?fter the

m111tant choral closure'to_Act Three‘where Eneezsgorns the.
Carthaginian ‘forces to fight against the African enemy. It.

"also marks a narrawing of ‘the story perspective to the
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- relat1ons of Dxdon and Enée that will geatured 1n Act

Four. In terms of dramatlc structure, Berlxoz was seeklng an‘!m

operat1c alternat1ve to the techn1ques of flashback used by.;

erg1l 1n the Aene1d. Aeneas narrat1on of the sack of Troy,h».

prov1des t1me,and opportunlty for D1do to: fall 1n love Hlth‘1:
h1m The hunt and storm organxzed by Juno only completes theﬂle
process. Opera doed'not have the powers of nartatxonsfto-

present flaskbach~fhn_ does ”;tf allow. for¢_ gradual;""

e
3

development of emot;ons in an character. Berl1oz s hunt and
storm represents Dzdon and En becom1ng lovers and sets the
stage for . the .ensemble e numbers of Act Four--whxch~ will .
culm1nate in. the famous love duet._ | “ o
o As the’ septet proceeds, Didon's. vocal:)iine graduallyl

gains 'a more 1nd1v1dua1 character as shefsings graceful

\slurred s1xteenth notes which are heard apart from the cother

VOICQS H

o - ' e — : .- o ,
SRR R
V) ‘ ‘ -:; ..u;.f?‘-fu\di}'knf."vo'r---‘---- l"(l.b': 510}

These s1xteenth notes develop 1nto a waverlng fiéure ‘as
-D;don\ imitates the' gentle, rocklng mot1on of Ehe slﬁeplng:'

. - L ‘._ . K ) ! . ) !
sea: . ‘ o . : o S
: . . L -

.lb g . [ l
S = . ——————
g lo. mer en - do(- mm "

The fluctuating nature of this vocal 11ne 1s suggestf?e of



Fi§§ th1s very decept1ve state of human blxss and harmony.“
éil}-be squelched .the ‘march towﬁrd the great‘ ep1c>.5
puipose. Act”_Eout; stends &v‘ anm overvhelmxng

he;\egpressxon; f human rove 'and-Va

{Q' .;f~To complete,the'act, Berlioz aff1xed the famous love”

L "guééf pf{ Humber. )

\ hallenge of'cont1nuzty s1nce,he had composed thi duet
”:.afolatlon before ghe precedlng numbe; of Act Four. Berlzoziﬁ

had been 1nsp1red by the famous catalogue of tragft lovers,'L

jlisted hy Lorenzo and Jessxca 1n Act F;ve of The Merchant of
SR : .
yq}veg¥ce' accordlngly,‘he composed an Andantrno 1n 6/8 t1me in

the key of G fiat ';{ because G ﬁ;at vag the 1nescapable;

2 \“’ _
ﬁey for love duets in. mld—nxneteépth century opeta ouxng to

~ h

ts. \ symbolqc; profund;ty and;

; mot1onal ‘warmtha")" Thé

modulatzon from the F,major k€y of -t 9 septet to the S flat

L‘ﬂwJﬁijot ﬁpff the duet uas prepared well By advance by Betl1oz."'f
e A — N &

‘Ri ht ﬁ om the ﬂe 1nn1ng of the septet one flnds the upper
9 9 y Q??

: pedar on C alternat}pé occaszonally w1th a D flat as seen An
Ve [ the szxth measure" ‘*ﬁ'fﬁa - L@ -f*;‘ - Rg~‘ -
L .‘0 L - A ! +”“ _:~ g @ — B J? IR
o Lo ‘-,,._.‘__ s reet . : &—-\ o a -0 R
oo .. " .' : '. L J . q :/,‘—s‘. ! ..‘:" t pn -—# f-—b fhe “
o R - o e L — T T
h;';'_ Then,‘ when the s1ng1ng df the sepbet 13 f1n1sh§d and the j
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,,,,

o thxs same alternat1ng flgure to establzsh the new key ot the 4ft
"'duet, a semztone hzgher- : h ' ¥ .
v : i

UQP--# Q-T;”\‘P. o
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»The double bass complzes by a ton1c move from F to G flatt.
- Supportxng thls modulatxon 1s the tempo ;ndxcat1on a Tempo"
1s4ﬁ follow1ng the ritenuto: - th1s s1gnals'a closure to the septet.
| fand offers momentum for movxng ahead 1nto the duet. As far o

 as metre is concerned, there 1s no trans1tlon needed 51ncef'e
w 4 L
both the septet and the duet are in. 6/8 t1me and both at an
: ’ ) .
N Andantxno tempo. Nonetheless, the duet bears the add1t1onal
_ e g

1nd1cat1on, tl~nod', troppo lento, " and as the v1ol1ns

-1mmed1ate1y enter ‘with the followxng accompan1ment~- o
Andastin n.n*hqfo lartto ¢ o

g "’ ? P—-Ff} Hi—t—— ;
s B T ST
U ’ P(m soc-chno)

o

~=the repeated 6/8 note pattern conveys the gentle lull1ng
v movement of a Venetxan boat song Dxdon and " ﬁnee now 'enter
lto make thexr‘most assertive declaratxon of love° any needt
““for e catalyst is ever, egy restralnt 1mposed by th? past. or;
"3the' present- is no longer felt They conf1dently compare"
themselves to- fam0us lovers from hxstory.

In subject matter Berlxoz borrowed the b351c concept of

th1s lover s scene £rom The Merchant of Venrce—-in his own

a
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forenzo and Jess1ca presént

lovets. Tr01lus'ﬁnd Cressxda;f.

A /

;and Aeson, and flnal;y themselves.

bészc ?1dea f 27 llst but made somelttf
‘bh'ﬁthei orxglnal roster. In

d% oE a refra;n, sung by Dldon and Enee'

nw

xndiv1dually. ffbéfft

S !,‘ et%d xtaseéxnfxnxe" ‘ L
v;}Elonaeﬁ.“e il ndw .astres de sa cour . .
*iﬁ?“’Verqﬁ\;”fﬂwﬁﬁﬁs%g%hﬁb Tgeur bénie; . - .

. ‘«t}Fle S de g1eux, sourlez a 1 1mmortel amour' =

-w1th that‘

verses-

fek) aéﬁ ‘ th

A

3‘19;':T'”" agge§ample of a £amous lover.YShakespeare s"'

if‘ymulatgon for 1ntroduc1ng each new lover was j*f‘

~ >

such a
'~nlght as’ thxs,fvwhlch 1s tepeated e1ght t1mes 1n the , ssaqev

'from The Merchant of Venlce. Berl1oz t:anslated thls as "Par

.
.Y

'dne.'telle nuxt" wh1ch.@

~rs~fin; the fxrst four verses,

number £1ve beg1nn1ng v:th 'Etfﬁans la meme«nmtu

There :13 a slxght varxatf?n between Shakespeare s and
eBerlloz s ver51on as to which of the lovers takes the 'lead .
in brxng1ng the discussion to rest upon themselves. In The -

: Merchant of Ven1ce 1t is Lorenzo who 1ntroduces the name Qf

e, .

'oz, letter to Toussatpt Bennet, father of the

inted in the Revue de Parxs, Vol XXI, No._4r




"-;1n1t1at1ve ‘and. 'refers to the 1nd4fference shown’ by the son

¥
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D . . e . . B R R .. ST o . .

Je831ca,3In Les #thens, D1don szngs 1n verse one_ of VenUSf'

Al

and Anch1se S s;fthe f1rst paxr &E lovers but as well theh'

“f‘perents of Bnee._'Ihﬂ verse £our'-§h dxrectly -takes _the

ol

S 7
{ofLCytheree, i. e., Enee, toward the’53551onate love of Queen

“xDldon./ This would not 'appear Tto' be co1nc1dental sxnce_}

Berlroz succeeded over the: course of Act Four iin deplctlng

"h&the more subjectxve nature ‘of Dldon s 1nvolvement. In asking -

‘7gtEnee for deta1ls of Troy, she. really only wanted to hear of

5

—— -

'\\conversetnon tc themseltes, would suggest the greater depth
qfﬁof hervylnvolvement Ain their /love affalr, and p0551bly a

'{}greeter symﬁxthy on the ?ert of Ber11oz for her character, :

Muszcally, however, Enee takes the more aggre551veprole

‘“dj as they enter thh the opening refraln of the dyet:

- e _Ar\d,e.n“mo Aon 'bvwo ‘c:\"\- _ E X _ : v
e : . P : J . . L ) s . -
- -~ - Va7 h‘[ il } 1 - —
.D" ) A f‘ - h‘w—‘—‘i. - Ikr - .
! : : [ 3
? Nut d°0 - vresse e d'ex-ta - Se A £ - N — al
r o L’—A o1 ‘L ):. Pa - — - T Y — T )
= et e e, G B A
J N ’ ~ —~— =

~ His sxng1ng of the'higher note of the hermony is a feature
of the refrain and pro;ects h1m as the leader. In .addition,

“his sxng1ng role galns more prom1nence through the dotted

rhythm1c verletxon used for the next l1ne.

>

(2b:575)

K ;Andrbmaque. And her initiative in th1s duet, ;n steerxng the'”‘

S
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At the cbncluSiOn of tbe‘refrain, the clartnet 1s heard 1n a

.iqurbar passage— whlch br1dges the way to the begznnxng of

the first verse. . o s 3,,'jf*“ " . . =

- .

&

After belngﬁclosely assoc1ated for thé refraxn, the'tyd7iﬂ

".

‘voices. separate £or .the verses whxch 1ntroduce' epxsodlc'

m051c-'6f more varlety Dldon beglns fhe flrst verse on the
dom1nant note of D flat whi&e 51g§1ng of Venus and. Anchlses.
The aCCompanlmgnt featu;es the woodwznds in syncopat1on w1th
the steady beat of the Stflﬂq&v Enee imitates her ‘entrg ,as

hre beg1ns verse two one tohe hlgher on E flat.

u-a ’.(o P-u ‘nom..*b

-~

e e

v S P - ome fels e ndf (g4, s1)

’Thié tising;,sequential‘treatment, plus the d1rect1gn for a
. more ahimatea atyle oﬁ‘ singiag, ("un poco piu animato"),
{nereases " the 'sense: of urgedty-_in tEhée's impassibned
delivery._'He cbbies;frem Shakespeare in citihg_the»example

i

. of -Troilus ahd'CreSSida,frising.to a high B flat as he sings

""la belle Cressxda"-_ o . v : , ,{v"
Y'*'\d‘-ﬂ“\'\o Aon ‘*‘rono \&f\‘\a '
e g R
4 Ry 4 ﬁ Z - X J
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.fPer 2 repeat of the refra1n Berl1oz used the technzque‘1

‘v of a £a13e return. The duo beg;n the . words of the refraxn atayv

In spe fourth measure of th1s passa_e

__renderxng of the refrain. Such false

‘-'fllih.~ r.a _@-——, —

o - Q’-') yrz‘ : — s .‘ ., :
”"'T d'i- Vrewe “F drex -4 - - -- 'S-,‘_": Q- R :
L h 'V‘ § : ,‘Iq‘ '
+———-—‘—¥— - } Il .
. ‘ (15} 5‘80}

the music -modulates'

-

beck to the ;or1g1nal key, of G ’_lat major for a proper'd:

eturns vere part of

L}

' Berlzoz s system of contxnu1ty that promotes a natural flow

ffrom sectxon to ‘'section without too d15t1nct1ve breaks&£J/

Verse three  is sung by 'Ene‘, telllng of D1ane and' h

Endymlon, the shepherd she loved The openlng lxne, "Par une

telle nuxti" has in common w1th the prev1ous verses the .

rhythmic treatment'of the word "une": i.e., a doqﬁed quarter

note movxng to 5 “eighth. Otherwise, this verse can be
1Giewed as a second episode, since -}t presehts the new

: ymaterlal of .5, falling pattern . sequence, ‘most. obv1ous in.

Enee ] vocal lxne and 1n the vxoloncello ‘scale ssage:
£ pnd. sle passoger

Ane danTine nen

T — F:"'F—'t#' = YEC

v i - . . S . - “ )4 -
. . . N - } N

Pu‘ W A bel-la aws . " P“‘_d;.“_ ' —-1“"' .D‘- o
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“$née‘5ffyerse retards slxghtly as- he;‘SYngéf.the,ﬁeﬁgmc,f-

A

;'*Ehdymion; But Dldon then rushes 1n{5"a-Tem§o,* yith,the':l

fourth verSe 1n which’ She d1rectly accuses‘ Enee of not

matchingi the depth of her emotlon. He defenszvely answers:.'

e

. with the same melody, begun a fourth hxgher and wzth more .

'volume, (r poco plu f ).

<

- U_ - P"‘f’a'fg- dans "I.." me-me A {2.’0 533\
wnth such- means of repet1tlon as well as var1ation, Berlxoz

y very aptly conveyed he sense of dxalogue he wxshed to -
L transfer from Shakespeare. uﬁut 'after thlsfhconversatlonal
. i ~
xnterchange' and the lxnear development that it represents,,:

the need 1s felt to: retutn to ‘the horxzontal aspect of

iensemble work Dldon and Enee take up the solxdarlty of the”

refraln, sung in harmony one last t1me..Aga1n Berlxoz opened

decept1vely, thls time in. the key of the domlnant D flats

Aan.ntn.o nen. +"‘Pf° ‘“‘*’

e T N o 5 s
T 1T T . W . T
i B it divresse ol dex-tu- e in-fi- W - e .
o R B I .o v S
4/ S #’/ »:.u 1' . . oo -~ E E . : , .
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Thls exurberant outburst :atv a forte volume decrescendos

«after three measures 1n order to echo the open1ng line 1n B

“flat m1nor at - -very reduced volume of double;~p1ano.¢

.
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F1nally, Che class;c veeron of- the refra1n returns ?"Zche,f*

home key of G flat major v1th the open1ng accompan1ment ‘of
;/:v muted v:élrns agazn in place.lA c11mact1c hlgher C is heard
| from Enee .as ‘he ,s1ngs the word astres;\\\hd the duet'
c concludes as the lovers\s}ng repeatedly "Sourzez a- 1 amour
f:and wzthdraz 1nto ‘the W1ngs. Desp1te the luilxng 6/8 metre
. and the calm tohes of the G flat major key, the: duet
;;'characterxzed by 4a harmonxc restlessness. The unexpected
starts and changes reflect the obse331ve,gual1ty of Didon' svi
love ~and h1nt at the dlstractlon tha; wzll arxse in E ée's
feelings.,-, _1 T t N h- C h .

‘ Berlloz now had pefore hxm the task oflbrxdglng the gap
| between the hzghly personal level of human“passi6hs deprcted s
v1n Act Four and the w111 of the gods to preva11.4n Act F1ve..
'; ‘.He d1d th1s by havzng the god Mercury, appear on the -stagewfe
N the conclu31on »of' the' duet. He 51ngs only one word
'Italxe!'w;ut 1t serves to remzndﬂthe audlence of the tragxc
':1ron§ -that contlnues to rule over the entlre opera,,act1ng o
as a bxnd1ng force. As D1don and Enee f1n1sh szng1ng, "the

- wogdvxnds ‘are heard ‘ina br1e£ melody that centre@ around
the G flat major chord Tﬁen, an ausp1cxous drop of B flat
f.to«gA natural marks “an end to the bllSSfUl tones of the G

A

‘ ;.flﬁﬁ‘miaﬁr love duet: -

. AN e,
'?e "_\‘4&, N
L )
| (Zb: s‘ss)

Wxth thet, the str1ngs rush 1n v1th the ascendxng scﬁle of D
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| dlstant battle.'.;.' S .f‘;;f B A

" detafls':of a legend

Y
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majod,‘ the'l Cc flat’belng asszmllated as F sharp. Along thhy

the new key, the txme s:gnature changes to 4/4 The dongc is"

) _ i A

~ 7

struck thce'*to slgnxfy Mercufy S 'symbolxc strxkznglof
Enee s neglected shleld And al further change in- timpre 1s

produced by the metalllc and somewhat %1nister tones of the
por Y

trombone and horns whlch further afflrm. Mercury s 'call tofj

-

With these three' numbers, then, Ber11oz \w1shed oL

3

"present a dynam1c portra1t of the love he 1mag1ned to ex1st _s

between D1don and Enee. The essence of th1s 1mage‘ was not!"’H

A
based upon act1ons--the.only p1ece of actxon in these three

°

D1don s f1nger--but upon the psycholog1cal forces act1ng

upon the pa1r, and przmarlly upon Dadon-i.?Th;sm is ’because

| Les;‘Troyens. seeks -to“‘xmpart ‘ne1ther metaphysicsfnor the

ut .

emotional substance. .

'"" By mov1ng effortlessly, and'

A

numbers 15 the ‘way_ the boy, Ascagne, removes “the 'r1ng fromc....=

one number to the next, Berlloz created a unzf1e xmpresSiOn:

N S
that emerges gradually from the var1ous planes ~cf 'emotion

'..

\

with llttle break between rec1tat1ve and ensemble and from.‘

&1

only 7§ts' psychologzcal and."

present. There is the passage of D1don from the 1nt1macy of

prxvate regret’ at. the begxnnlng of 'number thxrty—fzve to-f‘

public acceptance in the qu1ntet -in which she ylelds to :

outside*xnfluences. Then, in the septet, all in attendance

- seek yan"escape from the confines of the present in an

’

S

..... e ————————— _ e a

'* Jacques Barzun, Berlioz andﬁHis’tentury,'p.‘340;

: other-worldly_strzvxng for transcendence, The duet of ,Dxdon.-
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and Enee in number thlrty seven represents thz. palr"coming
>” full c1rc1e, ;they seek a place in hlstory along wlth_
' otherﬂlovere, to be part of" that very past"they wlshed  £3
léorgett Symbollcally, 3they themseives‘ place a:cadence on
their, love affair. - - _n ’ﬁ),' o _ o b,b |

_ erl1oz ach1eved ’anf overwhelmlng mus1cal unlty by a~
predomlnatlng use. qﬁ'the 6/8 metre in ‘both the septet ah&
the duet whzch creates a pervadlng feeling of the berceuse3
“‘” g Or. of pastoral ¢alm. The tr1plet rhythm of‘the accompanlment'
“\15 an 1ntegral'part of thlS effect Also contrlbutlng ‘to the
serenlty of this scene'is th_e empha51s ‘x flat keys :
throughout .the ‘whole 'section: the qu1ntet in D Ylat,.thei
septet 1n“F and the ° love .dﬁet “in G. flat malor. , The;
cont;nd1ty of th1s _succe551on, of ;numbers-;is largelyva

'mpsical matterdsince-very little happens dramatically.

Sy

e

e e e e \d - . - A L
LI i* R. K. Stebl1n d1scusses the qua11t1es attached to
varxoué -keys in her thesis, Key~Character1st1cs in the - 18th
and Ear11,19th Centurles. :
o e R - '




'\.achieving a unity of impression through'contiguous elements.

\

~
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.Vh . S Contrast of Genre' o S b

)

S -'the‘ preceding chapter, we have seen Berlioz

The ~Romantics had also come 'tov'appreciate “the way
Shakespeare fostered an overall dramat1c un1ty through 'the
balancﬁﬁg of dlfferent k1nds of scenes that--though dlverse
in contenti;reflected or ant1c1pated mot1fs ntergral to the
final 'outcome.; In 1800. Madame de Staeéfha spoken out in
Teo- cla551ca1 fashlon agaznst thls Shakespearlah comb1natlon'
of traglc andlcomlc scenes- ”La surpr1s! est certalnement un'
grand moyen a’ ajout:ifé 1’ effet- mais il ser01t ridicule -

d'en conclure que_,l‘on doive faire préceéder une sceéne

: [ . . Co g -
‘tragique d"une scene comigue, pour augmenter l'etonnement

par le contraste."' Chateaubr1arﬂ "however, was begxnnlng to -’

Just1fy'Shakespeare;s;use of contrast in his essay of 1801.

. PR .
And® by the "time of. wr1t1ng De 1’ Allemagne in 19Y0 Mme de

Stael mentloned the un1versal appeal of Shakespeare s plays‘
because of the mlxture .of tones and scenes portrayed V1ctor

Hugo, 1n hlS preface of 1827 for: the drama, "Cromuell " gave

the crowning acceptance to Shakespeare s use of contrast In

._thls preface,lHJgo developed hlS theory of the grotesque and

-_---—-———--————-—

. its ablllty through comparlson to’ throw 11ght on the(?3b11me

' Madame de Stael, De la L1tterature, 1:191,

198



~and the beautiful.,Shakespeare is revered as the outstanding

creator of a drama of contrast: ,

e Shakespeare, ¢ e;iv e drame- et le grame, .qui
- fond sous un. méme uffle le grotesfue et le
sublime, le- terrible et le bouffon, la tragedie ‘et

la comedie. . .? , -

This poéer of contrast was exploited‘by Berlioz-in numbers
P

3 thlrty elght and forty of his opera, Les Troyens

. =

The 1dea behlnd these two numbers was of Berlloz own

invention, whleh'ig

introduceu'Shakespearian elements into the"libretto. In

hows _the ‘strength of' bls desire to

'composing number thirtyfefght, "Chanson d'Hylas;" Berlioz

vas: reminded of his son, Louis, an officer in the.FrenCh
: ?

' merchant serv1ce. He, wrote to Lou1s in a letter dated Paris,

.

the ninth of February, 1858 'of the way he modlfxed Act: Five
“in order to. 1nclude the sailor's song- |

J’ y ai fait une large coupure et j'y ai a)oute un
-morceau de ca%ae%ere, destzne a contraster avec le
_style eépique. ‘et pass1onne du reste, C'est une

chanson de matelot; je pensais a toi, cher Lou1s, en

1'écrivant et je t'en envoie les paroles - Y

Berlloz then went on to descr1be for Louis the nlght sett1ng
of_tEe)%ong and to quote the words'of the first verse. 3 -«

Hylas song thus serves the functlon of an- interlude

‘between the intense love relatlons expressed in Acw Four by

Didonwand'Enee, and - the tragic denqpement of ‘Act Five when

E 1y

Enee abandons Didon. With regards'to the overall structure

of the opera this open1ng tableau of Act Five Lbearsvumany |
3 V1ctor Hugo, Preface de."Cromwell". Voi 3 of OQeuvres-
: omglete (Par15° Le Club Franqa1s du Livre, 1967), p. 57.

. 3 Hector Berlxoz, Correspondance 1ned1te, ed. Uan1el
iBernard (Paris:. Calmann Levy, 1879), pp 259 260
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similarities‘to‘the first scene of Act Five in Hamlet. The
£inal;sscene of Act Four in Shakespeane s tragedy dlscloses,
tne _lntrigue ‘of . King iC.laudlus and Laertes to“ procure
.‘Hamletks death -in a fencing- bout: if not by Laertes_
'superiorrskill_than by a ooisoned'sword tip: Falllng that,
theb"king is to stand by with a.,lethal drink. As ‘an
vadditlonal_catalyst to Laertes' motive for avenging ‘his .
'father's:death the queen brings news.of-Ophelia‘s'drounlng;;
. The king concludes the act w1th the fdllowlng words: | |
| Let s follow, Gertrude.

How much I had to do to calm hjs rage!

Now fear I this will give it start again;

Therefore let's. follow._
The audlence, with foreknowlege of the plot to kill Hamlet
',isdleft'ln an expectant'mood Act Five opens in a churchyard
where two"clowns are d1gg1ng a grave. This first scene is
Lunexpectedbin termsl of 'setting: and of‘ character .type.
Moreover, these twoi clowns carryfoon a conversation that
brings a new level of language to the 'play. With their/}
seemingly naive-cyet' more _truthful--means of"expressing/
themselves, they‘point up the double standardv ex1st1ng Tin
Ellzabethan society on the quest1qn of Ophella receiving'a r'
. Christian burlal. Thelr uneguivocal and-—for. arlstocrat1c<
| tastesQ insensitive--use of’wordsdleads to passages of black
hum6ur,in‘wnich they joke about deatn and expose vskuﬂls as.
they dig. SO |

AsAthe scene proceeds they bantegp én the subfect; o%

departed souls w1th Hamlet, who has(ntered the'c'hurchyard.

- - - ---——-_-._—

* Hamlet, act 4, sc. 7, lines 186-189.
| 3 _—
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.. -This exchange .offers an 1nterest1ng reflection' en’ the

general theme of language in the play, sznce the clowns now -

Aanswer Hamlet “in " kind: they play on the amb1gu1ty of wordtf'

v

_meanlnégfzh the same manner used by Hamlet durlng hlS perlod
of " fe;gned madness. When Hamlet asks whose grave it ls, the~
‘follow}ng exchange w1th the first clown takes place:
Fl’l’St Cl°o Mlne' 51:. . . . : .’ ) ) . '. i
Ham. I think.it be thine, indeed; for thou liest. in
't..‘- N .- , ‘ . .
First Clo. You lie out on 't, sir, and therefore
it is not -yours: for my part, I. do not
lie in. 't, and yet it is mine. . _
 Ham. Thou dost lie in 't, to be in. it and say . .
- it is thine: 'tis for the dead, not for
the quick; therefore thou 11est, ' ‘
First Clo. 'Tis a qu1ck l1e, sirs . . . ,
(5. t. 128-129)
Their mirroring of ’Hamlet on philOlogicalﬁlgrounds‘ is
o paralleled by the image -of death proiected' death as the’
great equallzer, levell1ng all be1ngs regardless of class or
ambltlon. And- what flrst appeared as 'a-'contrast of‘
g characterlzatlon, i.e., the staging of clown or- low types,
direct opposites to the nobility of the"Danish'court,“
evolves as a second side to the same coin, . Gradually, this.
_graveyard scene takes<‘1ts pléce as an_;ntegral element of -
 the dramatlc entlty belng ‘enacted This very» concrete
| reference to death—-xn terms of the graJ%yard settlng and of(
the. clowns casual acceptance of it--acts as an’ antxthes1s
to the exxstentzal ponderlng of Hamlet as witnessed in the
'earller solzloquy, ‘"To be or not to be. ™ In addltlon,“ this
very. overt: preSentat1on of the theme of death foreshadows

the tragedy to strlke'Hamlet at the end of the play.
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—

grapples Wlth Laertes as they leap into Ophelxa s grave- in,'

the f1nal scene they confront each other in a fatal fenclng o

match.» The ‘true graveyard of scene .-one,- Act?( F1ve,f”
:degenerates into the false graveyard of scene two where the

‘renaining»naxn oharacters meet a-premature death, ThUSy the_'
:scene "with the clovns offers comlc rellef but 1n fact 1s"

, 1nstrumental in the creatlon of the pervadlng trag1c v1sxon

! cm—

Szmzlarly,n_ the »sallor Hylas  sings: 'isxmply of
homesickness, but in reflection his situation points toi'the
N ’ ® . o . g 1‘ -
whole Vifdilian ‘theme' of fate and destlny Hylas 'song;,

number thirty- elght of Les Troyens,_ Hylas s \song,‘ number

th1rty eight of Les Troyens,y1ntroduces the first tableau of -

Act F1ve in wh1ch the Tro;ans take leave of Carthage.' The

second tableau . takes place in D1don ] palace as she reacts’
’to‘their.departure; .and the ‘f1nal tableau features :the
f\iunereal endiné‘ of = the. opera._Act Four has ended w1th the
ominous entry of the god Mercury, who gravely entones theu
word, ’"Ital1e' " three times. This recall to duty forms a

sober1ng conclu51on to the clrmactfa\love duet of Act Four.
After Mercury's pronouncement the = whole orchestra

)
emphat1cally sounds the, chord of E minor at a double forte

volume and’ repeats it The lower strrngs then produce a
f1ve note ascendlng and descend1ng ruf vhxch has a ,rumbling

effectf



AR R | v _ s
W“c m.éue se s'f'-n-.:’m e mugs*ﬂéo \ .

> SR : : v 12

‘4 : M ™

| , (2b: sao)
The music ~for Hylas song opens thh an alternatzng,

-

falllng note pattern played by ‘the second cellos

A T
Al\ean'ﬂ'o_ ‘ , S : . &
: o : T 41 I
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IHT} 1= E F 1 t 'l : ".\L"i .
» el ;‘S . , > ('7-\” 5=‘\>‘ B

The 'regularity of this falling- note figure, 'plus, tﬁe :
~ monotony of the.D alternat1ng w1th the ‘played by tne :
first cellos dep1ct in’ mus1cal tones the hypnotlc effect of
the sea's motion. Hylas is stat1oned on nxght duty at the
N mastheadvof a ship, part of.the Tro;an}fleet still-moored in ;
the narbour of Carthage}'cast as a tenor, he sings a simple’, .
.strophic arle in the key of B flet major that<contrésts'

' mgrkedly with the hlghly dramat1c pronouncement of Mercnry
--at tne_ end ot Act Four. This theatr1cal moment -of 1mmortal
1ﬁterventlon, call1ng Enee back to the reality of the Trojan -
m1ssxon, 1s replaced by the*character of a folk- song and its

expected stress on repetxtxon. Hylas openlng words are sung

to a melod1c line that dzsplays a certa1n l1ghtness and. a-
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_waywérdness; attalned by suspendlng main melody notes over

the prlmaty‘beat. ThlS esfect is enhanced by syncopatzon Cin

' %he clar1net accompanxment

o
5 ) .
<

<
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The muszcal phrase is repeated as Hylas sings his'.secdndv
line- of ﬁverse, "Ou dés 1' aurore." The melisma involved ih

B aL;oQing thepéylleb;esw"fno- and "-ro"" !
the upper poftioﬁ ;of this melodxc, phrase th four bars

,’places all empha51s on the music at this- p01nt and l1tt1e on

;he actual =mganing of the words. ‘The song contxnues wlth A
 new melod;c l1ne~ wh1ch is followed by the
C*hélastt:

A.“_?:

exc}amat1on,

N

(1b5 S93)

em

This exclamatlon w111 be. repeated at thxs po1nt in all three
. strophes. The f1nal melod1c phrase of the song also shows

the 51mp1e, repet1t1ve character of the p1ece°

e

to be extended over;f'
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‘As a closing sigh, to be repeated  in all Strophes, Hylas;

VAN

gives nfu;l vent to.éhg nostalgia felt for his lost homeland‘

ysngins @
R "}J.L? ' — —
¢ - La Pﬁ* - Ve .Hj -las - 7 ... (Lb% sa;)‘

~ After a s1gna11ng bar from the bass and cello, Hylas sings a
AN

refraln based upongthe musxcal 1dea presented 1n the lower

string 1ntrodﬁctlon:

’ | B A\\cyiﬂb -
H. %
X

——— —
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The text for the refrain depicts the rocking.motion of the
sea,, febdy to receive~ all sailors in her ‘grasp; The
' decept1v? calm of the waters is conveyed Ain the second line

of the refrain when Hylas 51ngs out 70. g@issante mer'":

P (\‘ > »e ’ .
. : - A ° {, f. d : » z
W . ST 1 'P o = E; E{ i
U ‘ 6 ’u.‘nlly-:isn-fc'.z m‘r".-—; 3 :u.' l'u\r{M‘E - .‘( dﬁ- .D"“'(‘J‘j .m=—-- ot
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This reference to thev powerful 'Sea_-is)'given added

51gan1cance by the way .in wh1ch Berlioz has,.switched the
‘time s1gnature to a. 6/8 metre. The effect is really only

‘felt for the s1ngle phrase of - the above two bars since the

dotted quarter notes that preva1l thereafter make easy

: absorptlon of the compound duple t1me back to the simpie

duple tlme of the rest of‘the song.

Thus, for Hylas the sea 1is: the prlmeval force that

. carried him away from his homeland and contlnues to buffet
~ him about on the waves of fortune. He * really,'only looks

* backward, for he has ‘little understanding;for the great

quest of foundlng a new Troy. Hylas is representative of the

lrttle man in h1story, pawn to_ the great ‘events taking
. \ )

place. Just as Queen Didon's suffering is dep1cted in‘ a

‘grand'_and .heroic’.style,. S0 also Berlioz 1ncluded in thiqg

sailor's songtan example of intimate and very perso 1.

el

auffering .In this way, the 1mage of sufferlng is preigﬁted

as in a novel from more than one perspective.?®

"of the'-sea s strength 1s given additional ng:

second strophe when the strxng sectxon enters wx “rush of

sixteenth notes that crescendo and decrescenddum “suggest

‘the sea getting rougher.

In the third strophe Hylas recalls .the humble cottage

in Troy where he bade farewell to his mother. At this foint

2 ant

the two sentries, on guard at the back of the stage, break’

-
- o - ——-—m wm WY wm e en wp = - v

‘s peter Conrad d1scusses the analogy of opera. with the
literary genre of the novel in his book, Romantic Oggra and
therary Form (Berkeley: University of Ca 1fornia, 1 .

e
A

y
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';lxkely to see hxs homeland agaln. Both are‘.Cast as

207

in w1th comments on the nostalglc saxlor Hylas, who is not

bass"

roles and ~both s1ng ‘their 11nes on the monotone A, The1r

interjectiong funct1on as a br1dge w1th real1ty in the

of-ﬁthe dr ' lost world conjured up by Hylas-'he has-‘

'used ‘the th1rd person, (" 11' and "le _pauvre Hylas ),

(‘V’4‘1n91ng about hxmself Thzs vocal entry of the sentr1es .

\- antzcxpates their duet to follow: as number forty of‘

opera.

To complete the. final strophe, Hylas begins

~ refrain. - But after s1ng1ng, "0 "puissante mer," .he

- face' .

~the

only

succeeds in sound1ng the word, "1'enfant," before falling

- asleep In contrast to the earlier strophes where he rises

%
reaches the slmxtone form D to E flat

A \lcs-c‘”b

from a D to a G on this word "1 enfant " Hylas here

onlya

: i > PP -5- — o)
A [ -f s e -
¥ =y l'ef\-.‘Fo.nT.'.__ eae o (2b: 500,)

>

This step leaves a'much'more'opsﬁ-ended sound. By leavin&

off the ending phrase, ‘de'bindee!" he .leaves the.harmonic:

resolution to.the clarinets, vwhich conclude the song in

I

! .
[

|

the
’ [

related minor 'key of G Hylas falls asleep, Vlctlm of the A

_ %
sea's rocking motzon,;‘Bd symbol of the 1nd1v1dual who

-

y1e1d to the greater force of destxny

must'

This song of Hylas creates a moment of - relief 'throuoh

the presentatxon. of a nonjheroxc character ‘and through'the

circular folksong style of melody. The feeling of relief

o

@



1

recelves more concrete or plastxc form as. 1t ‘is perce1ved 1n

LS
s

' contrast to the mater1al of Act Four°‘and 1t w1ll act as a

backdrop agaxnst whxch the rest o£ Act F1ve w1ll unfold A.

'P. 'Rossiter has »compared .the creat1on‘ of a rellef 1n

: CT,\'
5

literature to its use in'sculpture; .. .. fxgures brought'v

ut - by ,being laid against somethingmkfbr Lan,absence of

,something}'so that th_ effkcts %nteract, “to 'produce'.a

unlfxed but complex reaction of the. mind "¢ This feéling of

C

nostalgxa and of a certal
: prepares for the ultxmate

higher social sphere falls v1ct1m to the Trojan fate.

hopelessness,.ekpressed by Hylas,{

rsonal grlef of Didon, who in a'

Such characters as Hylas and the sentrles convey a.

._sense of tragic '1rony tO'.the audience by the1r very

unawareness of- the overall destxny of Vhlch they are a part

\Hylas has been captured at, a moment of lookxng backward
<
his youth in . Troy. Number th1rty’n1ne presents,'the

recitatiue and Chorus_oﬁ a Trojan_priest and chieftains 'whoil

“expreSS the urgent need to quit Carthage and move on to ‘the |

new homeland.- The two sentries in number forty create

another 1lull in the ongoing .-action of the'opera as they~

_ pause . to grumble'about the'discomfort of constantlyechanging

abodes; The scene was intended}by'Berlioz to offer comic

rellef and., also to create an effectxve contrast ‘with . Enee s
"

tormented monolo ue 1ch follows in number forty- one.
g

e B e

¢ A, P, Rossiter, Horns & Othgr'Shakespeare Lectures,
‘ed. Graham Storey (New York: Theatre Arts Books, 1361}, p.
- 281, . : ' ’ ‘ '

5.
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f~‘;;;. The " eerthy level of talk heard from the sentrres throwsvr

jfﬁ'all emphasxs on the phys1cal present. Unconcerned thh
:more ph1losoph1cal outlook on lrfe, they sxmply react to the*;-:'

,1mmedrate s;tuatlon in. front of them,: br1ng1ng“com1c' rellef'

-

from the ;we1ght1ness Aof'-the Tro;an destlny felt by such.

characters as Cassandre and Enee Susan . ghyder,.xn her book,
Com1c Mhtr;x of Shakespeare s Tragedzes, refers to the -

’ ‘la”k of control ,over events exerted by com1c characters-

.-Most characters in comedy are man1pulators and do
little to .control events. Their sole is to- respond

‘to events, welcoming the good fortune: (or - bad. : . ) ~

~and meet1ng adverse turns either by some evasive

‘ action’ or by adapting to them.’ . , _ \V//

-To compensate for the ragours of: the saxlor s lee at."sea;

' these two _sentrzes ‘have taken advantage of the comforts of

- e

.”Qﬂfthage whzch ‘they now dlSCUSS in. the1r duet.v It is th@\\\\
nt

’rﬂramzllar 'hearkenrng after the flesh " that standard fou
of comxc -material. Accordrng to Hugh Macdonald Berlloz

K cited Macbeth and Kxng Lear as his smodels for SettJ/g p

u‘i:lus type of scene;’ Perhaps the best example occurs in Act

,e*hxgpfa scene three, of Macbeth when the Porter is querled by

“

RPTERE .
Macd. Was it so late, fr1end ere you- went to
& ‘bed, That you do lie so late? :

F%rt,w'Fa1th .sir, we were carousing till the

‘ 'second cock.‘and drink, sir, 1s a great {

provoker of three. thxngs. * '
Mac. What three th1ng .does drink espec1ally
’ Susan - Snyder, The Comic Matrix of Shakespeare s

Tragedies. (Princeton, N, J.. Prrnceton Un1vers1ty Press,
1 ' P 24

-_rbid., p. 32.

* Macdonald, Berlioz, p. 171.
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provoke’ . . ' s T
Port Marry, szr, nose- pazntlng, sleep, “and urzne.,'
-Lechery, sir, it provokes, and unprovokes;’

7 it provokes the desire, but it takes avay
the performance: therefore, much drink may
. be said to be an equxvocator e .
w1th lechery. e Wt T B NS

-

:_Such unadorned talk of dr1nk and its dlrect phys1cal effects.

upon the body presents ‘an audlénc@, who has jUSt heard of

"1puncan s murder dn ~ scene two-—not only .with comic

e,

—but also w1th breath;ng space to absorb the reaiity<
. of Macbeth s foul deed Thus, these comlc scenes not’ onlyu
'produce an’ effect through contra;t'of cﬁ%racter and Style of
-Alanguage- “but also, open. up.new'ways,of perceptzon for'the'
h audiehce. AT well, there is a sdégestion v'of 5 comic
' reiaﬁigism-"the obsessxon with dr1nk and sex is ascribed to .
htthe lower classes pnt 1n fact the ma1n character,v Macbeth
is‘ capable *of murderlng another earthly belng, whrch shows
much greater dlsrespect for the huﬁan body and :for h;gher'

M e c ’ - ®
values. - '

hThe nooévfor“the sentr{es' duet'is readiiy establisheaff
by the lower str1ngs, play1ng pzzzlcato, as they enter vxth
octave leaps on the ton1c note ‘of B flat The monotony of
~ the 4/4 metre Qs soon rexnforced by the bassoons who enter
h two ‘bars later w1th the same broken octaves. "The - bassoon-<
1nstrum§nt is trad1tlonally used for com1c effect because of_
1ts.t1mbre_and 1ts.low regxster; Together .w1thn the cellos_
'~andg-ba§s,-wit eatablishes a very'lively tembo: this Fgmpb r:’

) 1e W1111am Shakespeare., Mscbéth ed. John Dover Wilson .
- (Cambridge:.At the Unzversxty Press,'1968),-act 2, sc. 3,
llnes 25- 35 : ‘ S

'S .
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. cannot coincide -uith. the’fpace ofk;the“sentries onﬂguardi
whether taken at half tlme or full tzme. Therefore, al~§éhse_
- of dlscrepancy is establlshed “one. of the prlmary sources of

'com1c effect.»The bass VOlCES of t%e two sentrles take part
in the duet in’ an 1nter3ectory, fragmented style somehow
dragglng behznd the rma;n framework f the plece. Thié

lugubr1ous, o reluctant manner aptly prov1des a musical”

*J

.equ1valent for the grumbllng t re d01ng

v Just prior to the f1r t‘sentry s 51ng1ng, the clarlnet;

w

part begins a llvelx, mel‘dy that conveys - a "certa1n

jauntiness_ to offset 1n styﬂe and 1n p1tch the s1nglng of

- i~
. { . N -

.the sentries: = ' ,g; Cw <

“Allenro Waderks o AR

v e L v > T :
el 2 _4F_f::r:j S 0 e Y { %.}‘
I R e A s

(2b srle l§>

The' clarinet‘ llne is announced as a melody but. 1n fact the
sentr1es only 51ng ‘the ent1re llne once, later 1n the . duet.
.W1th its forward motlon thls melody seems to ‘bear theuonlyfv
suggestlon in the dueg of the on901ng progect to break campg

- for Italy o e ' . | -
The initial phrase sung by ‘ first? sentry.'clearly.ﬂ

zh1nts gt the type- of piece to. follow:

) A\kqn modoruiu . ) . . : : ! -
1 T —
5-}4—; o 7 o P = o ———
. R &‘ ,:_m! s saal feus a-vee lewr T ta- i - a!
n | o - (2b:  6l5)

Indeed,, the sentries are ‘staging a mutual grumbling session

L . B PR . R o s
R S . . e

PR ‘ ) 5
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in protest of : hav1ng to take leave agaln of what has become

.‘,

famxllar surroundlngs. In true com1c fash1on they extol the

good llfe (" la belle vye“) they have enjoyed on Carthaglnlan
: / "
"shores., The, style in wh;ch Queen Dldon wvelcomed Enée seems

to have flltered'donn to the lower. classes, as the 'sentries

descrige"the.xgobd :wine:and‘ricthenison.theyfhage enjoyed.

: Ny . . : .
“("bon. vin et grasse venaison"): W
Al\eﬂro mdu-n‘k . )
ey 1y f—%¥» e . e o o
™ — ¥ 1 3 T 7 ) e — T

Neus frouvons el ban via ﬁf . tr qras-se ve- "Q“?‘R(L&,; le)

Such a vecal' linef'ia somewhat choppy since each.syllabie“
'c01nc1des with a wéeparate note- offer}ng llttle variante‘
through rhythm or ‘melodic leaps- it is sometlmes referred to
:Nas a parlando style and is very typ1cal of bass voice ’in
Itallan_ comic, opera. The effect 1s rather noh-melodxc,'the
eppoaite of parts of Hylas song where all stress was plaCed'
on. the melody with the words forgotten.. | | y'
When 1t‘cames‘to talk of women, Berlloz has 1ncluded an
'interesting"detail :which _shows:hlsvawareness of languages'
anéjcommunicationﬁ The first sentry;mentions his ability to-

, COnverse:in the.Phoenician'tOngue: | -

'. L\lc.jr;o o dercthe

- . O a
L. —— 1 T p—1—Pp—P—
: T 7 0 { :
LA - | I . M : ~ =
L

Ja P“"". ‘.’-jz P.}- \a Pk‘. - a0 —-er - MtL"blb—w_Lr*)

Not to be outdone, the second entry counters with his glrl S

fac111ty to speak the‘.ro;an language’ and generally to be -
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very cooperative: _ A
l'\&j‘ﬁ*ﬂ — ’_i?r}'q-  a—— — "‘LP%
" La mign- nc.aus-?nd \c'ﬁ-jm M'--bg-‘f tans me’ durdw' nei- 53
(2b: 617

o : : . N
This exchange amouﬁts to a 11ttyfzcontestv1n oneupmanshlp as
'the'-twé sentrles tt‘ to outgdo ‘éach other. The first sentry

questrons the other' s glrl .'eaklng Trojan by repeatlng  the

same melodic line:

k\\cSro mederate ' e T s ?

“" - . 3 , : I 1 )| 1.1 |
A B rd NG L ! L 1 ! !
P Ld C : | RN .
T w " " L

5 S )\}1 .
. ' L""hcn—n-. un\—Prc;\A le T"v-j"‘ ?"“.4(2.52’51';7)'
‘The echoing of the first "la mienne”  with thei.qUQStioﬁing

PN . . Lo oy
" . s

: “la:tiehne;“'illpstrates the‘b:aggiﬁg going on. - -~ -
The-»t;o sentriés uhow uhite' in  £heir ‘Eriise‘ of.

Carﬁhaginiaﬁ women 'as their most dyhamic melodiv statement

of the whole duet is 1ntroduced The melody is flrst sung by

the second sentry in the key G flat major-

2 e e LT =
e e === W S B — E— — i
Lo ‘cu-uau‘frufm& e powr. le-—‘hmﬁ - 3«‘
T v 5 - (abrertws)

Afté: an'exclématory; "Non!" from the first sentry on B flat
‘and  seconded 'by.the other- sentry as he repeats the "Non!",
~ they together 'sing this melodic :line ‘a fifth «gjéhgr}

‘momentarily in the key of D flat major:
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This musical phrase contalns the most melodic varlatxon yet:

ﬁlk)heard.ln the-p1ece with Enterval skips, slunred notes and
/' more. rhythnic var1ety ‘PrOQiding‘ thevhigh point of their
duet thls mutual outhurst from the sentries carries.a mock,
heroic tone because of the subject matter.

- N .
"The clarlnet melody from the beg1nn1ng of number forty

is now.. heard .The sentrles try to imitate that 11ne~

7 A\\qn MM

o —1T — — Tt
o —7 re——g—— ‘
‘ . . .‘ . . . ’ . ’ ﬂ’ A ) ‘
Vo ; . A
Saft): =y S ——
| ' :4vu.~us«mi4u -re chan-ger
g (zb.ut-&l'l)

AR,
‘ ~

The clar1net line aga1n br1ngs a remxnder of the' impendind
voyage. And at thlS point the sentrles move into .the second
half of. the duet' they grumble about leav;ng Carthagev and
,ebout the homekess and hard life that'awaitsvthem.'They
arcast1cally slng of the caresses of a storm at. Sea ﬁ@» the'
‘ tune .ﬁﬁ" the clar1nqﬁ melody, ,tollowedKj EyA.fcom1c

5.
‘} ‘ t\ e

. qterject19n5°“” | e R
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Complaining of hunger and thlrst _isf”in, keeping w1th the
ovefall theme of their duet Their approach to the image of
~ the sea’ dlffers from ‘that of Hylas; He is ‘deplcted as
somewhat overwhelmed by the power that the sea ‘holds on his
life. .The sentrxes only begrudge the 1nconven1ence that- llfe
‘at .sea causes, a momentary helpleSsness |

Another comlc effect ta be cited from the duet is ‘the |
Qay key words are featured mus1cally The two sentrles lead
up to cursing . the whole project  of estab1lsh1ng. new

homeland in two ansvering phrases: -

‘ . - %-r - "o - »
== ~ r—u ‘) At E | "‘ — -
S |——L — - -
. M—J;-t' ﬁ‘. ll._- ‘-l -
. -,- ..‘.‘.‘pv- > .
e
S , :

Fhu-amzt - - e
(2b: c1a- u.zﬂ
The accented A natural resolvxng‘to a B flat from the first
© gentry becomes an accented A flat mov1ng to G from the
second sentry. Thie playing with; the word "Italie" -rflrst

done in the 'opening ‘line of the duet-dcreates,an ironig
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. quitting Carthage.

-

. ‘reoccurring
__ founding a new

~_voyage

echoing' of the way the
1n the opera. In Part On

AN

{ 4 R
~?

word has been used up to th1s po1nt'

e ofathe opera, staged 1n Troy, it

216

c

is. Cassandre and'her-female followers who announce this:word'

‘as the1r dy1ng gasp The

ﬁ"}) =

s

_ s1ngs "Ital'e in order
duty in Ca thagé*“and
'F1ve4togmot1vate

of_

was always sung

péfézrn‘ 'two

b ~"vl

syllables ( I- ta—") and

"ltalie”
%

rhythmlc

]("-1; -e' ).

the 'sentries

% Here
them--appears to be a gre
the word, "Ttalie!",

call is n

Trojan .

that lies

‘ the deplctlon of the Tow

Seelng what is dlrectly

comprehenszon of the ove

'But even - in h1s

exlstence there 1s ‘a sixght reflectlon

¥
which Enée 1s caught. Hi

a,lapse rnto theuphysxca

hospitality , proffered.

"On .

To

K

word "Italle crowns their act of

"~, su1C1de, comm1tted to escape their Greek conquerors. Mercury

to call Enee back from h1s lapse

the spectres use 1t at the beglnnlng

‘the Trojans into - the action

these previous occasions,
ominously on a monotone to the same

‘si enth

notes for the flrst two
quarger notes ‘for’.the last
are .poking fun  at--what

eat deal of melodrama connectéd with

meedlately in front of them Typical in

of

arduous'

ofj

‘the word

two

to-

of -

them, the s1gn1£1cance of this
ot ‘the ‘grand, hero1c. destiny
hbmeland but rather the

er class,‘they are presented as only;

in front of them and showxng little

rall ‘scheme of events.
'"a )

attention to - the earthy side of

dg the dilenma in

] delay1ng in Carthage has: also ‘been

1 present as he partakes of the

by - the enamoured D1don. In a
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'Shahespearian' wey‘;this‘.comlclnsCeneV'withdl he 'sentriesd
;prov1des contrast yet suggests a 11nk that would brlng the
llowly sentrxes and the herozc Enee closer together ghrough’
:comic,~characters Berl1oz drew a parallel«. to,' Enee s 1
l‘weaknesses as a ‘buman _being in order ‘to reflect on'the’“
quest1on as to whether he was cowardly to abandon Didon inl

'the way ‘he d1d The ‘sentrles add a touch of rea11sm to

complement the agonlzxng that Eneée- goes through as he’

struggles with the decree of the gods. The 1mage of his love -

4
relat1ons w1th D1dop has been featured in Act: Four in terms

of subject matter and in styile of;'mus1c presented By
retouching. on man-woman relations 'here fon .a totally
dlfferent plane, Berlioe created‘the'neceSSarytdistance for

the leave tak1ng of Enee that follows.. The duet -ends with”

the second sentry callzng,for 51lence.as helcatChes wind of

" the approach of Enée: S
A“‘ﬁ"’ medarate B ' : LT,

C— T -1 T —X —
: £ o S | I - 1 © 5
g:thEE;# £ = e e
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Hisrrfinal ;mumhllngs ‘are on:rthe monotone_ oftcdwjth tﬁg:'x
clarinet egain' bearing' the welght of’ the _mein melodic
1nterest. | | } | | S
Thus, Berlioz went beyond the obvious means of ‘musical
| contrast wh;ch 1nvolves‘ change of dynamics, of pltch,.of
’ timbre and of‘tempo. In plotting out the. structure of his
libretto he introduced the scenes of relief with-Hylas and

with the sentries that diffuse the dramatic teénsion built up



by the.reiations between'ﬁidon ‘and  Enée, Mutiéally, vthgs
aiverSion’ is first~ achieved by the'cireuier, repetitiVe!
nature of Hyias' aria. The noofmeiodic chareéter of the~
sentriesf style of sxnglng also runs contrary to the ongo1ng
*mOngent'of.the opera as; buxlds to the - musical _gnd .
| dramatic climaxee' of"'_A‘ct-I Five featuredrin‘theihonologo; o
arias of Didon eod;.of Eoée} The vocal ' line of humbere
thirty—eight_rand  forty 3thus.-estabiiehes> tﬁis.éoncept of-'
relief‘and'diversion.,But it is also dipe music; Supplying
the '1nstrumental accompanlment, tbpt éh fact connects these
scenes with the main story. Hylas e1ngs aga}nst : thev"
Baokground_ of:the sea yhich-eveptoellynlulls him asieep: he
i$ clearly'de§ioted as victim to the»ﬁanderihg nature'of_the
. Trojan% mission:A:In this way, he syﬁboliies the persowai
'suffering 1mp11ed by this greet 'historical event and
foreshadows the pllght of Dldon to follow. The sentrles as
well supplyva umfymgv force to the 4'rr03an storg by‘
relating‘the‘common and the heroic. .

Qrerail, one”can dee boy ‘the';different elements of

-Beriioz’ "systeéeme shakespearien" contribute to the‘dramatic

unlty of Les Troyens Dramatlc 1rony, the topic of chapter*'“
six as well as the play w1th1n a-play situations d1scussed
tin chapter seven-foreshadow themes that are part of"the
,flnal outcome. Berlioz ‘also imtroduced the supernatural as a-
catalyst to mot1vate Enee and further ‘the plot towards the
establishing' of the new -Roman homeland.- The geﬁius of

Shakespearian unity—-both through contiguous and contrastive



elements—-was the fasc1natlon of Romantxclsfs an@ also

" Berlioz as shown in chapters nlne and tep.zThe thematlc i

1nsp1ratxon for Les Troyens had been a l1felong Whterest for ..

of a mature art1st.,
‘Despite these teohnlques for dramatyp coﬁtinuityré the“'

opera was con51dered .1nsufferably long for'the Parisian

Opera; the second half of the work was staged finally at thevd

"Theatre Lyrxque in 1863. Les Troyens was not staged in its

ent1rety unt1l 1890 in Karlsruhe. )

Such 1nd1fference on the part of Parlslan aud1ences‘to -
‘his grand opera"™ soured Ber11oz at what should have beent
the pznnacle of his caqger as a French Romantic composer He N
was robbed of any'further ambition in the area’ ofv,.grand

opera ‘and  only found the neceSSary energy for the

llght hearted vexn of " opera com;que." In his flnal operatlc

work, Beatrxce et ‘Benedict, - his goal: became music . of

diversion.



w CHAPTER 11

1
!

BEATRICE ET BENEDICT ': The Transfer of Verbal Wit into Music

" .
R S
o

’jrhef‘purpose of this muSicovliterary analysis from -

' Berl:oz ﬁyopera comlque, Beatrice et Bened1ct,_,is to show
~ hls § transformat;on into an’ operat1c work of what he
considered to,be.the,essance'of'ShakeSpeare s ‘comedy, Mﬁch‘

-

Ado"‘About Nothlng-’ Berkioz had entertained 'the;idea of

composxng an opera comlque based upon this comedy as early

o
g
..

s as 1833~ and. in the early 50's made some prel1m1nary oulines

"for such a work. It was not unrll 1862, however, that the

total creation of librettor and musical score--both under

Berlioz's pen--was completed. Motivation was provided by 'an.

r1nv1tat1on from Edouard Benazet director of'the‘Baden~Badehf

LY . \

- Opera, who f1rsf codm1551oned Berlioz to compose 3 work on a_

hlstor1cal text . to do with the Thirty Years War; Berlzoz

rejected thJs idea‘*and retr1eved his earller plansaxto
o sap
'transfer Shakespeare .S comedy into a musical drama.r
Berlloz worked from the French" translatxon of Much Ado

g

About Noth1ng rendered by Benjamin Larouche in 183

the txtle, Beaucoup de erIt pour rlen‘ Berlioz w's

see vthe inherent danger thh regards to a mu51ca

u51ng a title whlch could allow ‘the suggest1on' of much

N “’ﬁxlllamaShakespeare, Oeuvres completes de Shakspeare,

;gw, trans. Benjamin Laroche, vol, 3: Beaucoup de bru1t pout rien
(Paris: Bibliothéque-Charpentier, 1896).

-
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_sentxments for Hero.

221-

A%

- wnoise" for nothing; he opted instead for the name of. the

two vrailiné >lovers, Beatrlce and Benedick, ethch alsoi

bettays,'hiS"eoncept1on ”éf Shakespeare{s work as a whole;;'
Berliot‘chose‘to=dfastieally cut the material presented -in.

the ‘origihal ‘comedy. The’ ShekeSpeafiah‘ work presenqsfé

f1ve-act comedy nevolv1ng around three sub- plots. Claudio's .

woo1ng of Hero, the merry war of w1t betweJI?Beapglce and;

"Bened1ck, and the wltless but fru1tful bumbl1ngs of DogberryiA

and Verges. Sh kespeare left beh1nd an eternal dllé;ma for
future';iﬁerary critics as tq which is really the main plot:
to pose Claudio as the_bfotagopisﬁ_proﬁes nnsatiefactory;
becabsebof-thevobyidus 'liditations.‘to his chéracter,i {H:
part;cular ﬁhei‘crheley ‘he displays infthe‘chqrch wedding

sce@e where he exposes his bride-toégt, Hefo; as suppdsedly;

: unéhastg,f'ﬂe',exists .as a stereotype'of the conventional

o

society of Messina and.falls'.prey. to ‘whatever rumour . or

gossip that is 'circulating in  betrayal of any deepfelt

P

: Berlzoz avo1ded th;s problem entlrely by concentratlng

on the 1nteract1on between éeatrice and Bened1c§& Ehe tole

of Claudlo 'in .the.’ opera comzque" 1s reduced to a“part in

the”men's]trio of Act One, and the whole intrigue, set ‘in

AN

‘motion by the _évil Don John .and brought to light

'inadvertently by ‘the v nlght watchman," Dogberry, is

eliminated. 1In . order to fulfil the function of low comedy

- Berlioz created the‘gpffoon-lxke figqure of the choirmaster,

_SQ@arone,-;ha'name meﬁping "big donkey.”

5 . ) ) . ®
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After the convent1onal choral open1ng and a solo aria

by Hero, Berlloz presented an ensemble plece 51gnxfy1ng hei.-

: f1rst onfrontatlon- of characters'.in the operatlc.work.

characters.

Beatr1ce and Bened1ct are brought together in a duet, 5ung

~as -the fourth numberv°in_ Act One. T 15 duet wxll now be‘

analysed inv terms of its -music and) its libretto - as

indicative - of - ﬁe;lfoz‘s‘>»porttayal of  'Shakespeare's "

1

The subject matter for this duet was based to a large

extent upon the first conversation between ﬁbatrice' end

Benedlck which occurs in- Shakespeare in._scene one’ of act Onei
r )~ )
s - follows -(wgth the vs1multaneous translat1on_ " of B.

Lafoche)‘ | . @ '
"Beat. I wonder that you . Beat. Je o' etonne que vous -
- will ftill be talking, fig- vous: mellez encore a. la . con-
" noir Benedicke, no body - - yersation, ‘seigneur Beénedict;
v ‘markes you. . - personne ne fa1t attentlon a .

‘muft conuert to Difdaine, if méme.se tran
»you come in her prefence. ' 3/ quand vous paraissez en sa

vous.

Bene. What, .my deere Ladie ;Béné: Eh quoi! Signoraf
Difdaine! are you yet liu- . Dedain, voéus vivez encore?

1ng7 ‘ L ‘ .

Beat. 1Is it poffxble = "’ Béat. Comment le dédain
Difdaine fhould die, while pourra1t1l mourir, lorsqu’ il
fhee hath™ fuch meete foode trouve un allment aussi in- .

- to feede it, as Signior epuzsable que le seigneur

Benedicke? Curtefie-it felfe Bened1ct7 Lalcourt0151e plle-,
forme en dedain -

presence.
Bene. Then is curtefie Béné, La courtoisie alors
a turnecoate, but it is ' est uné volage. Ce qu'il y a
" certainé I am loued of all de certain, ¢'est que je suis
‘Ladies, onely you. excepted: aimé-de toutes les dames, ,
and I would I.could finde . vous exceptee~ et je regrette
in my heart that I had not d'avoir un coeur: si 1nsen~‘
a hard heért,,for truely I - sible, car, en vérite, je

loue none. _ ‘n'en aime aucune.
' n oy
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Beat.~ A doere happi-
neffe to women, “ghey would -

vr‘el?- haue beene trpubled.

with a pernitious- Utﬁf,m

1. thanke:God and my cold’

blood, I am ®f your humour -
for that, 1 had rather
heare my Dog barke at a

"Ctow, than a man fweare he..

loues me.

Bene, God keepe your

‘Ladifhip ftill in -that
‘minde fo fome Gentleman or
other fhall fcape a'predef- .
,tlnate fcratcht face.-

BeAt. Scratching could

‘not make it worfe, and 'twere

fuch a face as yours were,.

Behe. Well, you araﬁ@
rare Par:at teacher.

Beat. A bird of my ‘ton=<
gue, is better than a beaft
of your. ' .

|

Bene, I would my horfe -
" had the fpeed of your ton-. -

' gue, and so good a contin-
‘'uer, but keepe your way a

Gods name, I haue done;

Beat. You alwa1es end w1th
a Iades trzcke, 1 know you
of old 2

In Shakespeare‘s . comedy

- W o -

- d'un galahty
‘Grace a Dieu

- D 223

“Beat. Clest un grand bon-r
heur pour I .femmes; cela
leur epargne Jes 1mportun1tes
supportable. -
et a la fr01deurﬂ
de mon sang, j'avoue .qu'en
cela je -vous ressemble.: -
J'aimerais mieux entendre

mon chien aboyer aprés une

g cornezlle, qu un homine me
\jurer qu'il m'adore.’ '

Bene. ‘Dieu vous conserve,

' madame, dans cette dispo-
sition-d'esprit! . la figure

de plus d'un: honnete homme

1 eqhappera par la aux egratl-

gnures auxquelles elle etalt
predestlnee.4 - _

Beat. si ces. f_gures 1a
ressemblent a la votre, des
égratignures ne ‘sauraient les

~rendre pires qu elles sont

deja. .

Bené.ﬁ ‘Allons, vous ser1ez
admirable pour 1nstru1re un’

- perroquet.

Béat.  Un pefrdquet1cdmme

moi vaut bzen un magot comme

vous.

Bene. Je souhaxtera1s a mon
palefroi l'agilité_,de votre.
langue et une aussi “longue

_halegne- mais-je vous laisse

j'ai fini,

Béat. Vous f1n1ssez tou30urs,

par une ruade; je vous connais -
de vieille date.

thgg »verbalk'exchange ‘betweefi

.Beaerice‘ahd Benedick establishesfa foeal;point around which-

~~

A _new Variorum Edition of Shakespeare, ed ‘Horace

Howard Purness, vol. 12: Much Adoe Nothing (Phlladelphxa'”.{

P. Lippincott Co., 1899), with the ed1tor1al notes of_

Johnson,. Steevens and Reed.

. -

k¢



" the whole?play'dill'revolue.'Throuéh their‘merry'war.of gits,;_5
| these “two - ant1 romantxcs 1nstlgate ,the‘ hi her level,ottl
axntelleétual m1rth and 51multaneously expose . hemselves 'hs;*ﬂ'
chatacters capable ‘oﬁﬁl 1nsxghtv and unde stand1ng ,ih‘
contrast, those preoccupled with themselves andv_the;r -own

‘ self 1mportance are 1ncapable of’ true wit; Beatrice‘and
Bened1ck s use of language satlrlzes the empty,é?Iormal1zed

| style employed by the others of' Me551na, ju as their
-anatagonlstxc, yet. passlonate love relatxons w:llﬁ

©

the ~unreliable," superf;c1alea51s:byawhxch Claudio seeks a

oint  up

mate.
Their battle of words features f1rst of all the 51mple
level of w;t in qulck man1pu1atlons of language such as :thef

qulbble ‘on the word courtesy Also 1n this- convent1onal game@

they 1ndulge 1n name- céllxng, (" Lad1e D15da1

vﬁParrat

n. vet

‘teacher" ),- andv.ln repartee as “the wordtplay

"scratcht" and scratqhxng whxc_ they. hurlvat"each othe
On 'aﬁ more elaborate level they employ fxgurat1ve language,>
'_1nVOIV1ng stock comic assoczat1ons to do wzth food and _v;th‘4
anlmals; ,Beatrace argues that d1sda1n could hardly perxsh:
'i_hith such ﬂnour{shment ,present. She thenﬂulclaxms in‘ff
: seli-conceitv'that she' would rather ‘hear herbéog bark at a |
“crow than listen to,aadeclaratlon of love. A few lines. later"
Benedick‘emplo§s_a_further=£ar fetched comparlson in wishing
for hi‘s horsyh. the speed and staying- power of. her '»to"n_gue.
Overall, thesea tuo contr1bute “very “much to a wit !of.

situation with their oppcrtunist comic .inventiveness;
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;Beatriee' finds en -epehing fdf eddreesing~-ﬁenedick' by
;Sugéesting tp h‘ﬁ‘ that - his dull wltted remarkg are: belng
1gnored “and Bened1ck galns the upper hand ‘at the -end of
“:thxs exchange. by gettzng in the f1n1sh1ng stroke, T haue
done, whlch she conceeds by calllng it a'"Iades trlcke.‘
The .hlghllght of -Shakespeare § comedy peaks in the
exchange of verbal w1t that takes place between this . pair,
‘ Beatrlce ‘and Benedlck How dld Berlloz seek to transform
tﬁisrverbalewrt 1pto a~musicel selection? What follows 4is'
-the libretto éompOSed"by Beriioi ip irregdlar rhymed verse,
1g&orporat1ng "var1ous rhyme  schemes.’  The .English

anslatlon by DavLﬁ Calrns .from the Deutsehe GrammOphon

recozdlng has been included out of ‘interest 1n order to show

th eal dlstance to Shakespeare°
| No. 4 - DUO
iAllegro moderato”
BEATRICE  BEATRICE
Comment le dedain pourralt- . Is it possible Dlsda1n
. il mourir? should. die, _ ﬁ§‘
Vous étes vivant! . = ~.And you still 11v1ng7 RRCI
- On le verralt naitre N She must at- once be baorn -
. -8§'il n'existait pas; - Did she not exﬂlt'-“
Et tant gu'ici-bas o And so long as on’ ﬁ%lsgearth

Vous oserez paraitre, You presume to shojfyourself,
Pour son bon plaisir . She. - will not foreg héﬁ

. pleasure
Il ne voudra pas en sortir. By leaving it
BENEDICT L ~ BENEDICK = ' 5y
Aimable Dedain!. on, est trop Dear Disdain!

heureux
D'endurer vos coups. ' That sufEEQ .our blows.,
‘Aimable Deédain! v Dear D1sda1v
Que ne suis- Je maltre " Would I we
E Hector Berlloz, Beatrice et Benedrct, éd. Hugh
‘Macdcdnald (Kassel: Barenreiter, 1980) a6l

!



De suivre vos'pas|

Oui, tant qu'ici- bas
Vous daignerez paraitre
Pour charmer nos yeux,

Qui donc voudrait aller aux .. v

cieux?

BEATRICE
J' a1 p1t1e deé votre 1ron1e

_BENEDICT

Moi‘ railler!.
nie. .

Mais, franchement,

Vous avez~raison)

Je suis insensible,

D'humeur inflexible,

Et c'est un vrai bonheur

. bour nous ’

Qu'adore de toutes ‘les fem-
mes,

AEnflammant, .malgré mo1, tant
da' ames,

Je ne sois p01nt aime de

- vous.

certes, je le.

non,

BEATRICE S
N'ayez a ce su3et aucune .
1nqu1etude.

BENEDICT

‘De vous déplaire en tout je

ferai mon e'tude.
J'aurais trop de chagrin de
vous desesperer,

" BEATRICE

. Vous pouvez sans effort,
: seigneur, vous rassurer,

"Allegrd*

: . Ny
'BEATRICE, BENEDICT

Mais quel plaisir étrange
Trouve-je a l'irriter!"

~ Comme un coeur‘qui se_venge,’

~Je sens le mien. bondxr et
palpiter..

© Un frisson de colére

~ ‘Unyielding in humour,
~and truly it is, fomtunate_

226

To follow in your" ‘train! ©

‘Yes, so long as op this earth

You deign to show yourself

To charm our ‘eyes,

wWho. would~ choose to be 1n
heaven? L.

BEATRICE ,
I am sorry ‘for your irony .

BENEDICK. S
I mock? Nay, I deny it,
And yet, in honesty,‘
You are right.

I am hard-hearted,

for us
That, though- I am adored of
all ladies:

- And despite myself set. so

.many hearts on fire,’
I.am not loved by you.

BEATRICE

Set your mind at rest on .
‘that :

BENEDICK : R
1'shall study to d1splease
you .in all-things. o
It would grieve me exces-
.sively to drive: “you
to despalr -

. BEATRICE -
My 1ord you may easzly

reassure yourself.

BEATRICE, BENEDICK

Why, what curious pleasure.

I £ind in baiting him/her!

1 feel my heart leap and

bound ' '

As though it were bent on
revenge, S

A tremor of anger

-

e
3
4
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Me prend quand je le/la vois. Seizes me when I behold

o : - him/her.
Son rire m'exaspere, ~ His/her laughter maddens me
_Et je tremble 3 sa voix. And I shake at the sound of

his/her volce.

v e P

"Andantino non troppo lento"*

BENEDICT : 3 - 'BENEDICK’ A
"Dieu du.ciel, -faites—moi la  God in heaven, do me; the
grace : ' grace-
De ne. pas femme m' octroyer, ~ To'-furnish me w1th no w1fe,
(montrant Beatrice): "~ (indicating Beatrice)
-Blonde surtout! o Leaet of all a blond one!
BEATRICE : BEATRI CE
" Quelle menace! oL What a,warning!
BENEDICT : R BENEDICK -
Mieux vaut- en enfer o 1'd rather be con51gned to
m'envoyer. - : hell. .
BEATRICE . =~ - BEATRICE 2 t
Dieu du ciel, »faites-moi la God in heaven, do me the:
grace. . . . grace -
De ne pas m' 1mposer a' epoux, To ‘lay on me no. husband
(montrant Bénédict) ' (indicating Benedick)
Barbu surtout. - Least of all one with a
S o o beard! .
. . ‘ ! - ’
 BENEDICT - e BENEDICK ‘
: Quelle menace! ' What a warning!
BEATRICE. : + - BEATRICE ’
Je le demande a deux genoux. . I ask it on my "knees,

In subject matter Berlloz as.well proceeded from the

imaée of "Lady Disdain," and the duet is immediately

preceded by these words of the spoken 1nterlude~  "Eh quoii

Slgnora Dedaln,b vous vivez encore’" In general che spoken

'parts ‘6f this "opéra- comlque rely very heav1ly uponf the

Shakespearian text'and ‘in turn, upon Laroche's translatlon.

Beatrlce begxns singing about d1sda1n,- co be answered in

‘These tempo 1nd1cat10ns have been added-in order to
fac111tate future reference to parts of the libretto.

v —
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, l:ne to’ the effect that Benedrct w1ll Seek to’ devote h1mself

N S

228"

[ 59

kind by Benedlct The next portlon of their duet iétroduces

CE
‘the  idea ofd Benedlct belng ;loved- by, all' exceptf-

"jBeatrlce--agaln from Shakespeare. Then Berl1oz ihserted

to dlspIea51ng her whzch 1s\somewhat ‘apart from the or1g1nal .

comedy Wlth the Allegro sectlon Berlloz went even further

3

in separat1ng hls subject mattev from the orlqlnal. The“two

i

-sing 1in un1son about the strange pleasure they experlence in

L3

torment ing each~ other*h thls sentlment is. hever uopenly

L

expressed -in xhe Shakespearlan versionfof;the'comedy.and

+

polnts up the usual nature fof, operatlc drama_ tof expreSS

“

crystallzed states’ of emot1on but not to relate the, progress

of inner emotional development Ulrlch We1sste1n speaks of

‘thea ”t1meless quallty i'_oiE opera in' this regard, as he

4

compares the propertles of language ~and of mus1c ‘in. h1s

artlcle, "The. leretto as therature."?e Thisi 'articular- ﬁﬁf
i p ¥

scene in Shakespegre marks the 1n1t1al encounter of Beatz;cee

and Benedick whlch wlll be followed by others, as well ,as; by:

i »®

_the network of . 1nfluence establlshed -as’ they 1nteract wlth

ofher characters 1n ‘the play All of thlS prepares the f yo‘

main characters for thelr ultlmate emotlonal comm1tment In'

*
13

Berlloz-sqwork the end of the1r relatxonsh1p must already
be foreshawdowed in thlS begxnn1ng encounter 51nce they wlll"
only be allowed a f1nal moment- together and that aSj’the

concluding number of opera com1que.

e

. * U. Wesstein. "The Libretto as Literaturé,” Books . . «
Abroad (1961), p. 18. S W - oo e o
2 . - R . oy ‘ i
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A . . . : ’
‘In this way another feature of Berlioz's libretto

wr1t1ng nmes to light and that" . "/J to .combine -with one

scene, 1deas that may have. surfaced“elsewhere in the comedy.

For example, in the su 4 &}f}uet which bears

tempo 1nd1cat1on, 'Andant1no noo troppo lento,“ Besctlioz

2

offered a mock prayer on- the part~ of‘ Benédlct and then'

Beatrlce, whlch is really a varlatlon on a conversatlon from .

j-Shakespeare s comedy, (act 2f~scenewl), that Beatrice holds
with her uncle/‘Leonato ‘as she says-"

Iuft, 1f he fend me no husband for whlch bleffs1ng,

I am at him vpon my knees euery morning and euening:

Lord, I could not endure a husband with a beard on

~his face, I had rather lie in- the woollen'-v :
(2 1. 27-30)

Part vof Béatrlce's sung plea to heaven then, is to not be
landed with a bearded husband. Benedzct has flrst 1mplored
the powers that be to spare h1m from a blond w1fe- this is,.
.in fact, not conta;ned 1n Shakespeare 51nce there Bénédict,
expounding. .upon de51red qua11t1es for a future w1fe; has
been spec1f1c on everythzng but ‘the halr colour- " e and
her hair’ shall be. of what colour it please God" (2 3. 36).
The spec1fy1ng of ha1r colour would seem to have ‘been' done

for expedrency s sake 51nce Berl1oz needed a parallel

.feature to the beard, rejected by Beatrlce as symbol of the

T male sex.

% o .
~ Thevgdea.of being sent to hell rather than undergo such

'aj'marfﬁage can ‘again be-found in Shakespeare's comedy but
with necessary modifications. In the first scene of act two,

Benedxcﬁz dellvers ”av,lengthy harangue to Leonato on the
.J LJ - AN



_places he ,would rather visit than speak three words to
‘Beatriges: : o
LA

Will your grace .’ command me any feru1ce to worldesv
.-end? I-will go ont the fllghteft ‘arrand now’ to the .
AntYpodes that you can deuife to fend mee on: 1 will
fetch™you.a tooth-picker now from the furtheft inch
‘of Afia: br1ng you the length of Prefter lohns foot:

~ “fetch you'a haire off the great-Chams -beard: doe you
s+’ any emballage to the Pigmies, rather. than holde
~ three words conference, with thzs harpy, you haue no
imployment for me? 7 .

‘ C (2, o 272—279)

)
Ly

It is obv1ous that the verbal configuratxons and f1gurat1ve}
v.embelllshment of the orlglnal text must be condensed into a
capsular >1dea\'wh1ch wrll then be . e%posed to ymusxcal
.variation; However; as the earthxness of .-Shakespeare's wit
is left .off by Berlioz; "the resulting. comedy of the
‘fopéra-comique; is ‘much less of the realistic,d ﬁenafssance
style and much more of the ROmantlc varzety wh1ch sought to -
' transcend the world of experxence in a blend w1th romance at
vthe one extreme and 1rony at the other. Conrad refers to the
Romantlc tendency towards paradox: "Romantlc llterary forms
‘have an 1nst1nct for turning 1nto,the1r opp051tes, attaln;ng
jfreedom by self contradxctlon. : .

The natufe of comlc subject* matter dictates to the
comooser certain external features ‘ofv muszcal structure.
4F1rst of all, Berl1oz -chose the key of E major,-a major key
being an obvious'choice over minor, AS‘farvas the expressive
oualities of E itself, A. E. F. Dickinson hasfmade the 5

suggestion;in his work, The Music of Berlioz, that Berlioz

-regarded th¥ks key suitablé for a more triumphant sound‘than

-—— g g - - - - - - - — -

‘- Canrad, Romantic Opera and Literary Form; p. 32.

.
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other major keys, mentlonlng its use.in the wrestler s dance

of, Les Troyens, Act One, and . the Jubllant war cry of Act

Three of the same" opera.7 If not of battle, certalnly ‘there-

is ‘a h1nt ef' congrontat1on in this duet as Béatrice and
'Benedlct p1t thelr forees to antagonize each other.l

o _ The openlng sect1on of the  duet is marked "Aliegro[
moderato” suggesting a llvely, but moderate _tempo to the .
music. :Beatr;ce 51nqs .a solo entry and is then answered by-
Bénédict with the same tune and more or less a repeat of the
"ideas. What results 1s a banterlng style of repartee which
is eneéurged_by the rele of the orchestral accompan1ment.
The melody for Béatrice!s second phrase, "Vous étes

- “vivant!," is first heard from the string section--

A e
R AN \ WA D

=-s0 that when’Béatrice's'/i_‘ngs"itr it'is,alread§ reduced. to
" the role of an_echo thch/cdhtributes to the teasing"and
meekingjatmesphere being‘conieyed. The chromaticisn enhances
.Vthe wvord painting. | | A | |
The opening phrase, "Comment le de&@%ﬁ takes the form'

of an ascendlng scale of e1ghth notes arr1v1ng at the half

- - - - - -

© A, E. F. Dickinson, The Muszc of Ber11oz(London- Faber
& Faber, 1972) p. 252. ;

. oy . . v d . e
P e Lage s e, o e
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" note on B cotrequnding to the syllabicvstres§'6h””-dain":

@; ' 'kA“tsro ‘ Md‘l—l‘&ﬂ’" . ‘ 4 "4 ‘ : :
6: | T
J . Com ment o d& - A;:r\“-(‘s':ﬂﬂ L

ﬁi;ﬁ” the -next ph;asé,  "pourrait-il mdurir?," the tunn;ng
éighth notes continue‘tb complete . the octave ’tO':E ‘which
falls. in  suspension to D. Thev melodic line,‘,theh{ is .
dharaétefizedbby a light-heartedness rendered by movemeﬁt in
running-note pattern or by“rélatively:smalljintervql ijpﬁ,
bﬁngith enough harmonic 'interes; to establish {t as 3
" cantabile ‘rather'-thanfa recitative'stylel Thelsopranolline
becomes quitegcoloUrfulfasABéatr@ce'sings "1l ne voudra pa§ ‘
.en .Sgttir" to a  descénding‘ lihé of eighth-noté'péiréQ
Pefhapslthe comicfsubjeét:matfef Caﬁs%g'ae}lioz-tb reléx hi's
ébhorence of the showiness of Itaiian—sty;e vé;ali;ation and
to bow.tolwhat'woﬁ}d pleésé a crowd. |

‘The back and forth badinage is strengthened by‘the
antithetic imégery of dying and living: "mou}ir/vivaﬁt?”
Beflioé suggested tﬁis by placing bqth-words at the ends of
phrases and then vgrying'the musical means‘ for - stressing
them. The second syllable of "mourir" is aécentéd byﬁthe use

"of an appoggiatura note ornamentation:

e = ——
. juta T
C -rie 7

The second: time "vivant"™ 1is sung, the second #tressed
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a

'syllable. is approached from above, ‘from the interval of a

thfrd, which gives the effect.of_ landing securely on the

i

‘ - ‘ -
note, thereby stressing its declamation:

V . ‘\‘v‘(')’
T —F ST
e
v ' o : vi_-‘VmT (3:95)

The playful sklps and lack of dlssonance add to °the irony
Benedict' 5 entry also.establ1shes the,. mood of antlthe51s as
he sings, | "aimable dedaln._ ' b';
_.The only musical thlckenlng of ten51on in this flrst
section 1? produced in the mu51cal treatment of the phrase, -
:Il ne voudra pas «’whzch is presented in a sequentlal
pattern‘fﬁrst beg1nn1ng on B, then on C. The oyerall
fovement is uorards to” tne' climactic G -sharp':snng_by
Beatr1ce as she concludes her\open1ng solo. | ‘
»lThej orchestral accompanlment plays a large role “in.
producing gomic effect in this musicel work. The = score is
full ofﬂgrace -note flgures, trills and p1zz1cato notes that'
‘remind alllstener of the lack of . serlousness and’ressemble a :
laugh1ng comment  to the_proceed1ngs on stage. As Beatrice
-reoeats the" flrst line, "Comment le dédainﬁ‘pourrait;il
mourir" to a nes melodic’ide% in the minor key of B m}nor;

v ooy
. the strlng sectlon takes up a triplet figure pattern moving

upward gradually by semltone movement abdut the ascending
LI . o
notes. The %rlplet at 'this tempo always conveys  a
playfulness .and/_a dance-like mood. The string section then
. : . ! . : .

takes up Sixteenth-note runs,. again adding brightness and

J

W
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, ' contributing to the uéwa:d‘tréﬁd_of “BéatrQCE's 'solo part.
‘”ﬁéhédict's sequential phrasé for the‘wo:ds_'Qui doné; qﬁi
donc voudrait," is set off by Eriplet-figh{e arpeggios
F;ayed ih the upper reg1sters on EIUte and clarxnet which
glves an ethereal reflectlon to hla mock rejectlon of heaven
for the sake of_Lady Dlsdgxn S  presence, o
Bénédici.sings his counterpart of this opening’ pbftipn
of ° thé duet, followed Sy:a'Shbrt ;ecitatiée-péssageaas_g
transition to the devé;obmenﬁ of a second melsédic idea in .
the Allegrolihbderat§l_ The key feature of this reciﬁa;ng )
style is #he ‘pla;ing‘ by Beriiozg of key 'wordé at the
begiaﬁingISf the bar and at a high pitch. Benédict sings out
"Moi" tola dotted qﬁarter note on C; andfevén more sttfking
is the way'hevsings!put the ﬁbrd "ndn" on a highﬁ?.gsénédicf
leads off this second melodic idea iith the dordé“"Je' suis
insensible,” the word "suis" ’being stretched' overh the
intervai"ﬁpmp from E to A, exéggerating the importénce vof
’_ the woré‘ "suis" butv thereby cont:ib;ting«to»én_image Sf
vself—importance and conceit, as he in Eact goes on to sing

of his adoration from all women ‘ekcépt her. A similar

crescendo occurs on the word, "Qu'adoré™; . :* ‘
i ‘ ‘ . N
. o N
O s At S
‘f- ."4':' N . : . ] L
. A X \y . . )
) 7 PX 4 ——

U T (3eon)

Qus-du- re
Bepédict's open1ng phrase here is accompanled and echoed by
the . str1ngs and 1n partxcular the vxola, soundlng - somewhat

melodramatic but in' fact issuing a sa:castic gloss to his ”~
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pompous line. .. : N A
Béatrice's reply is meant to mock as shév'sings ‘the

<

words, "N' ayez i ce sujet aucune 1nqu1etude"- mu51cally, the

_}nterval~of the EOUrth. from Bénédict' s llne,rv"Je' suis

.1nsens1ble, is taken ‘as a mot1£ to be’ developed at half

«

speed with ‘her half notes in place of hlS quarter notes. The

extended ' time sense lends a 'drawn-oUto.and therefore

exaggerated express1on to her reply Her part is’ accompaﬁﬁed

by a series of trills in the string sectlon, such thtterlng

b;rd-l1ke sounds.seem1ng to mockﬁyher 'preponderant vocal

line.

)

- With the"switch into the Allegro' section we find

 Berlioz prOjedtxng a -more aggre%siVe 5°““di;§£b@ tempo.
_ ¥ -

-

time s1gnature has ‘been uretalned to prov1de for forward

movement and even a suggestxon of agltatlon. The two v01ce

parts now sing 1in-. unison, thus maklng a more assertxve

move together ig“ order “to agree on_oene thlng—-that they

‘1nd1catlon "All@gro prescr1bes a qu1ck oace andm the ?4/4f

-

'.statement as to thelr cond1t1on- ‘Béatrice and Benedlct here'?

en]oy 1rr1tat1ng each other and participating Ln thTE“bat;le-

of*wits.*They have professed,absolute antagonlsm~to the idea

of marriage, but this Allegro section provides proof to the

statement that .the . opposite spf'love'on1d not be such an -

agitated, spirited expression of "hate bot-~ratheriga cool

indiffererce. Berlioz gave expression in this Allegro to

their total lack of indifference: the pair: are very much

. engaged. Berlioz took advantage"of pronounced rhythmic
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-dotted quarter note ending: 7

Bénédict are using it. 4 : R ,

patterns ‘to correspond to ' some of the key words. in. thes,

' passage. For- example, the. words, "Trouve ]e a 1 1gf1ter is *

sung to the follow1ng note/paftern

¢ 2 m |4

\ LI
Trw.-vc- je & 11w

%

‘rl ———— _.f'
5-.

In the followlng phrase the word cpeur c01nc1des with the

'1ongest note in the musical phras& whrch aga1n features the

3’.

The ultimate word for mu51cal var1at1on is the ”tremble of

the flnal line of this sectlon. 1t always rece1ves the long.‘

half note, fmns: in high p051t10n, then low, and j1nally on.

a high F. In the flnale of the ‘duet whxch is a repeat and an

'eIaboration of thzs‘ Allegro,_bthe word ”Eremble ‘is -

add1t1onally trilled on and .sung to an octave scale pasSage,

:_amount1ng to an veffectxve example _of word4pa1nt1ng.-The

effectahereyfthpuph, is_ironievbecausef of the ‘discrepancy

jbetﬁeen the serious meaning of the,word "tremble" and the

K3

absdlute lack of seriousness. .in the way Beatr1ce and

'I"’- .‘ ‘1 S,

”,In the 11bretto Berlloz set up a mélange of feelings

: ranglng from pleasure to 1rr1tatlon, from- anger -to laughter.'

1

Beatr1ce and Bened1ct are ensnared in a chaotlcv'state of

G ~emot10n whxch is aptly expressed by the 1mpetuous nature of

., o, P
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;his ﬁiece' The melddy proceeds throughout by a jerky
rhythm unchallenged by th; orchestral acconpaninent"'which ’
.supplies a steady sound of two sixteenth’ notes alternat1ng‘

ggth ezghth note rests, or a repeatlng tr1plet £1gure on

o - K ‘
'srngle»’notes. The. result is an accompan1ment that truly

stays in the background. .

v The Allegro 1s follovwed by a slow moving section wlth
the tempo 1nd1catlon) "Andant1no non troppo lento --a
'moderate‘ speed' but not too‘slow.'Bérlloz suitched the»time )
szgnature to 3/4 which allows for a more sustalned flow of
the musical 1line ‘as only the 1n1t1al beat in the bar is
felt The switch in tempo is accompanled by a change to the
‘vvmznor“skey of G sharp. With these changes Bérlzoz 1ntroduced'i'

.an- element of dxscrepancy- the audlence is - faced - with the
same pa1t of antagonlstlc lovers what then/explains-the
slow tempo and minor key’ The answer l1es in the mock prayer

faddressed by Bened1ct and: Beatrlce to heaven (" Dleu du

ciel™) to be spared from marrying, espec1ally if the mate be

: & )
~ . blond of have‘ a beard. The mocklng style is 1ntroduced by 3

the uxnd section of the orchestra which makes . a fugue- llkelbl

entry w1th the notes B to A sharp announced by the bassoonk _
'.echoed by the clar1nets and finally by" the flutes and oboes

in unison w1th the vo1ce entry of Benedlct.‘

'
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" Berlioz rarely employed the fugue with serious intent but

only to sat1r1ze its over- structured use. Tensxon is also

D
S,

'tempered here by playzng over the barline. Another hint as

ta the mocklng 1ntent fof Berlioz at thzs po1nt -isi the

syncopated actent, fea;hred in the horn part ‘which keeps up

the followlng rh%&?q

.n1ne bars:

d MR, [ J 4 J -

This creates the impression of be1ng out of step and offsety -
‘V;the slow heavy character of the vocal line. |
| Comedy in general relies upon m“ents‘of surpr1se, and

Berlloz cap1talxzed on th1s w1th the vord 'blonde which, in
.an; unprepared ¢Eashlon, is suddenly sung out by Bened1ct ag
he lands on the h1gh-note ofeF sharp,_sustaxnrng 1; for two
beats, at the sameétime pointing to-Béatrice. When’Béatrrce
‘reciprocates with her line,- "Barbu surtout,” Berlxoz

employed "a different ,technique for surprise by having
‘a .“-h - . .

i
a5
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j  Béatrice sing the words in brqken eighth notes,
Andarckine |
| - ]
= ) ey s e s o I—

o Barbu wir- b (3sdn1) ot

aga1n alter1ng the character of the mournfui  praQer'.tone.
/ These tw01 putbursts _are answered by the other singing
| '"Quelle menace!” in very sarg;stlch tones and a pizzicato
~ comment from the strings.' |
™~ - Beatrlce 51ngs the f1nal note of the Andantxno sectlon,
acC sharp and 1nstead of an expected d1m1nuendo,‘bu1lds to a
crescendo From this polnt the C resolves to a B and to“a
return to the Allegro 1n E major. After relnnroduclng the
Allegro once, Berlloz concluded the duet. w1ch a stetto-style
ending: Benedlct beglns softly, or "sotto voce," w1th the
phrase comme us coeur qu1 se venge but before he f1n1shes,

.

‘the mu51cal line . is taken. up Beatrlce, 1nvolv1ng an

2

Jroverlapp1ng and 1nterweav1ng of the v01ce ~parts as they

jhu11d -toward the clzmax of the flnal 11ne, "Jje tremble & sa.

voix." Musically, the stretto treatment increaseg the

, "o
tension and anticipation. of'the-;iStener and makes a Qeryv-.
reffective‘ending to the duet. ’hs an exte sion of .the_'
libretto -there -1s  no 'better way to cor‘ey ‘the effect of,
disjointedness, for 'Béatrice and Benedlct _afe not yet
B uilling to exist%in unisOn and-harmony | A
) : Thus, ‘this analys1s show%@the distinctive part playedt

by the three tempo changes in Berl1oz s attempt to flnd a

;mu51ca1 equ1valent for Shakespeare s comedy.‘_The blithe
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Jtones of thevinitial Allegro moderato’éxoress well-the baSic.fﬂ
comeay"of sitUarionlpuith Béatrice and\Bénédgctsarmednfor
o theirFVerbal skirmish ;_The music ‘compiies with‘:all the"
trlcks of nhythm melodlc llne and ways of emphaszzlng words
that prov1de a l1ght heartéﬂ atmosphere. W1th the change > o;”
a;’ upbeat MAllegro_Berlloz created a new vantage‘;oxnt from
. yhich'to-refiect:on the opening 'sectioné"The voice parts

~take the lead wlth Beatrite and Benedlct 51nglng tOgether .

- and confessing thEII mutual 1nvolvement. They part agaln for

the slower Awdantlno ‘in order to contlnue thelr battle of_

nrepartee..Thls thlrd stance takes the form of a mock pzayeroi“f'

Ald three sections taken together are dlggerent mgmehtsftfai
25;:2 a revolving axls of the Beatr1c Benedlctﬁgeﬁatlonahlp,; 
vpresented reflexlvely' rather than in ongo1ng progregalon.
" The - variety of this duet oompiex' is complemented by the

f‘necessary amount of musc1al repet tion prov1ded by Berl:oz.
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‘Friédrlch Schlegelr hof used ‘the

' CHAPTER 12

Operat:c Attempt at Romant1c Irony

The theory of Romantlc 1tony w s developed largely by
hraso in hlS theoretlcal
wrltxngs after 1797 Schleged" rstood-1rony as no longer

c0nf1ned o its classlcal concept as 2 rhetonacal figure:

0

i, e., the d1screpancy between a spoken word and 1ts 1ntended

meanlng The deJ;TBpm\nf of - the European novel had already'

seen. lrony be extended to a baszc narratlve outlook in ‘such

)

works as Qervantes Don lexote. Wlth the addltlon of the

adjective "Romantlc theorlsts such «3as . Er1edr1ch Schlegel
Rl o
w1shed ;to elaborate upon the ph1losoph1cal content of

e

Romantlc 1rony "7the' technlcal gbde, 'the'vconcept ot

ROmant1c- zrony suggests a self reflﬁ
rﬁp .
the art;st takes an ob)ectlve, crdt1Cal look at his own

4 Y,

xive situation in-which

creatlcn Implzed is the coﬁstant evolv1ng of a state of
Cord
aft15t1c creatlon alternatxng gxth art1st1c self—cr1t1c1sm:

\ ,.,uw

;f”dass d1e romantlsche Egesle ;il . das entwerfende Vermogen

KGen1a11tat) und das uv ellende 'Vermogen (Kritik)-_standig

mlte;nander mischt qnd verqu1ckt . :Q ~."' The Romantic

wrxt;r should neve? become.. embedded in .-Uninspired«~

2 s
>:\\ eQU111bflum. He. .. is* able £o determ1ne the nature of hlS own

»

’ ‘H. welngxch}/”(ronle," Hlstor1sches Worterbuch der-
Phxloso hie, ed. :J. Ritter and K Grunderd Vol. 4 (Basel :
ScEwase, J§2§P p 579 o R .o o

ol

\

o
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‘creation; ja can also. through ,"-type ‘of”“transcendEhtal
buffoon” }f”fse. above h1s’ jwn creatlon tp deal wlth ‘the

“universa

determlnate. The result xis~ an emphasxs ‘ upon‘7the'v:5

. N
v . - .:.-/

1nd1v1dua11ty of the creat1ng artlst a§§“ also upon hzs

’

tablllty ‘to turn as critlc -and reflect upon hls own creat1on.

‘This duallstlc stance,;of rsubject1v1ty and objectlvxty

’

embodies a basic tenet -of Bomant1clsm The mxrrorlng of the

. a

artlpt and of his creatlon in. Romant)c 1rony is symbollc for‘i

the- metaphysical ten51on that- Romant1c1sts .experxenced

between 1deallsm and reallty, between the 1ndeterm1nate .and

- the determlnate.

[

X sion that exlstsrbetween the 1ndetermrnate] andA'“

11
T

In his book on 1rony, Ernst Behler speaks of Romantlc

irony expressing a middle p051t10n between enthusxasm and

skepsis: "Genauer betrachtet- besteht demnach® die Ironxe

. . . in  einer vermittelnden Zwischenstel®ung zwischen
‘ ‘ischenstel v )

"-Bnthu51asmus und Skeps1s ": From thef vantage *point"of a -

¢ ‘ L]

icomparatlve study between music and 11te atune, thls chapter‘

will explore the 11terary concept o£ Romantlc 1rony as‘

'transferable .into the d15c1p11ne of mu51cd Rey M. Longyear

has made the attempt im an artlcle on Beethoven, but does'

not seem to penetrate beyond muslcal effects whlch are 1n

l

“fact humoristic. A most insightful approach has’ been pursued -

. S e - ¢ .
, * Ernst Behler, Klassische Ironie, Romant1sche Ironle,
. Tragische Ironie (Darmstadt: W1ssencha£t11che

 Buchgesellschaft, 1981), p.67.

Ly

? Rey M. Longyear, "Beethoven and Romint1c Irony,“ The'”

Musical@arterg,.wr, 4 (October, 1970), ppa 647-664.

.

-~ i
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by Jean ﬁherre Barr1cell1,"whofdefines.the term thdroughly

and ;nvestxgates it through the medium. of mu51cal sounds on

_ .thexr own. In my oplnlon, a "Gesamtkunstwerk" such ias an_

opera greatly enhances the: capac1ty of music to create a

;#tuat1on of Romantlc 1rony Through the external features

- of’ srage sett1ng and llbretto text, operatlc ‘music offers

the added perspect1ve of publxc reactlon ‘in achlev;ng ‘the

self‘;udgement that Romantic irony 1mpl1es.

_~£'} In Shakespeare s comedy, Much Ado About Nothing,r~ he‘

self consc1ous verbal wit of Beatr1ce angd Benedxck is offset
by'the low comié style_of the . nlghtwatchmen, Dogberry and
Verges. Equipped with Ianferns, Dogberry and crew try to’“
flnd theit.:wa& _througk:rthe darkness of nlght zland |

symbollcally “througk’ the ‘web of ~their own confused \and
)

' witless malapropxsms. Their dramat1c functxon is t1ed to thev

ev1l 1ntrigues of Don John, both in offerlng com1c relief. to -

hlS nast1ness and. in na1vely caus1ng hzs conv1ct1on. W1thr’

‘the‘ total om1551on of' this darker side of Shakespeare s

comedy 1nvolv1ng Don John, Berlioz was faced with the opt1on?

-‘of.-reta1n1ng a f1gure such as Dogberry for straxghtforward

‘buffoonery, or to seek some alternative solution in

~ complying’ “with “opéra-comique“s" requirement for a stock

comic character.

¢ Jean-Pierre Barricelli, "Mu51ca1 Forms of Romant1c,
Irony." In: Frederick Garber, Ed. Romantic Irony.
Comparative History of L;teratures in European g;gguages
(Budapest: Akademiai Kiado, 1986 in- press [MS. “used w1;h
tha author's perm1551on]) :

!
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With his: own qjgok sense of dit Berlioi' saw an

opportun1ty for much more- he ﬁgeated the personage of the.i

244

bonductor, Somaroqe, the name- derxved from the Itallan ~word
ﬁbfor i"blg. donkey." Somarone is 1ntroduced 1nto ‘thev

-opera—oemique,f Beatrlce et Benedlct in the twelfth scene,

”elong ?with' group ot 51ngers and musicians ;vho ere-’“
| rehearsxng a nugﬂlal hymn for the_ weddlng of Claudlo'\ano
f"Hero: 'The3 rehear51ng ‘and singing of this hymn, "Eplthalame
grotesqoe;; form numbers six andr51gra of the work. In h1s
book on Bérlioz; ‘Hugh Maédonaid states that'the figure of
Soma one is der1ved from Shakespeare s Balthasar vho enters
f‘tgx slng ‘and play in act two, scene three of Much Ado About;'l
Nothih , in order to. entertaln the' three ~.gentlemen, . Dohh~¢]
/ Pegrp, Claudlo and Leonato, ‘as thef plot " a guilihgrot

Benedlck ’ BalthaSar s appdgfance is o brief as to he .
»’w—f}- - ’ ' :
contaan§ in standard editions: w1th1n llnes forth flve -to

nlnetytt of thlS séene, of which llnes sixty-four = to
' sebent§reight are the actual song he performs. Ks far as his
spoken éiﬁ&ogue is concerned " one _,would characterlze

. Baithasar by ‘his obsequious but horeover very smooth_manREr
AN B
of talklng whlch 1ncludes the follow1ng clever pun.
? \ " . Note this before my notes,»'i
‘Theres. hot a note of mine ‘thats worth thé noting.
| y ¢ (2. 3. 57-58)

To wh1ch Don Pedro replles.'

Why thefe are very crotchets that he fpeakes,
Note notes ‘forfooth, and noth1ng.

P | (2. 3. 59-60)

o Hugh Macdonald Berl1oz, p.y178;
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anis - pun offers one p0551ble e§pl§naﬁloﬁ é%% the meanlng of

o g, s

athEhing as ‘it appears in the t;tle of.thej=comedy lRather

~than . the. transformation of one character, Somarone.would;

' appear to be a synthe51s, showlng the good natured bumbl1ng

w's't:yle of Dogberry as well as some evidence of Balthasar s

ab1l1ty to pun. . o s

S

With the flgure of Somarone Berlxoz allpwed hlmself an_

‘ourle:’for allud1ngitop1caily to the type of mu51c1an'on the

Ce T

. contemporary scene that he so despised- it was the taste for

_ medlocre comp051tlon and the 1mperv10dsness tO' recognizgpg

'_the _gen;us. -of greater. talents. SOmarone ‘primes his

" choristers - and instrumentalists for rehearsing the

epithaiamium with the words: "Mesdames et Messieurs,_.'.i.
le morceau que vous allez avoir 1’ honneur d'exécuter est
chef-d oeuvre! P Commenqons'" (3 + 148). These words»on

the surface seem to suggest a conductor “with' an “inflated

'opxnxon jof' hlmself  but they 'are allegedly a quote from

Gasparo Spontrnz as he commenced a performance of his opera,

_lzmg1e,. dur1ng Berl1oz S time. A sztuatlon of paradox

begins to emerge 1n‘the characterization of Semarone: on the

~one - hand he 1is: overtly being criticized by Berlioz,

especially infthe;spoken dialogue of scene'vthirteen' nhich

" occurs between the.'two‘fperformances"of‘> the "Ep1thalame a

grotesque,” numbers six and six-a of the opera comlque. In

order “to improve the .first rendering of the nuptlal hymn'

Somarone scribbles a few notes in pencil on _the = manuscrlpt

vhi¢h evolves ~into_ the famous oboe solo of the second
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whom he openly credlted w1th influencing his \pwn art - of

.

rendering " When they oboiSt executes ‘this .at s1ght rather'

1

‘ successfully, Somarone promlses ‘to 1nclude a saltarello,'.(a'

o

Roman - dance form with sudden sk1ps) ,to; be wrxtten

o 'espec1ally for hm in *the composer s .nex-t big .‘mass.' ‘Th‘

~.irony of Juxtap051ng»«mu51cal forms of such d1verse soc1a1

“and sp1r1tual contexts makes a rather der151ve statément ‘as

to - the i»source of musical inspiration and subsequent -

e

" -

Somarone _then oa115“for‘ his special dgcal baton,

"Number ethlrty seven, - as he prepareS» to rform the

composition for Don Pedro: ."C'est le baton, Monseigneur,-
dont je me serskdevant les~personnes~.-. . les personnes de

qual1te, dans les c1rconstances '; solennelles. . ." (3 :

153) . Thxs as well casts aspers1on .on the conductor - who

‘places ;1mportance on the baton he uses and the audlence forf

"",om he plays rather than being totally engrossed in the

';;1c he is conductxng It would seem to contain, however, a
second reference to Spontini for whose operatic style

Berlioz in his Mémoires expressed continuing admiration and

\_\\

G

, expressive orchestratlon. After Spont1n1 s death Berlioz was

‘presented by his wrdow_on the,occas1on of a performance from

La Vestale in 1852 with the\jbaton usedlby Spontini in

~ conducting the operas of Gluck and Mozart.*‘ The othgr"side

of Berl1oz s treatment of Somarone ‘thus comes 'to llght.

there is in it an 1ron1c connectxon to Berlioz himself.

-——_——-——-------—_

- * W. J. Turner, Berlioz. The Man and’ HlS Work (New
York ‘Vienna House, 1934), p. 262. =
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'f‘his: sglfjrefereoce su =§¢ceé\§£~ we%@} 2 &’!}at{\‘

&
'Berlloz satzrzzed even more séueref&% They mus?~5e remanewi

darxses as’ Somarone confrongﬁih;c group . of
‘to face the conductor, -and one partlcularly obstlnate ployer_
must be sarcastlcally reprlmanded by SOmarone ‘as. follows-iyﬁf
"Bon! il ‘me .tourne le dos. Mals, malk’%reux,"comment
verras-tu 1afme5ure?r .. I1 faudra donc que je te la batte
sur lé.tete ou sur ‘ies épaules?. . ‘.’11(3 N ,148)t The
conductor»'oiﬁself corrects the oosition_o§ the chairs. He
then.hds‘difficulty in achieving the same note "la"'demanded

from ‘thé two oboe players, to whlch Somarone w1th a play onw
hlégown name exclaxms-’"Il y a de -quoi dechlrer des orellles'
d'ane.™ (3 : 148). This all dlrectly reflects Berlloz s own

'-exper1ences in conductlng very recalc1trant and unmu51cal‘

‘orchestras in Paris (cf Les Soirées 4d' orchestre),ﬁend also
. . 3 e
his relat1ons with the motley ‘crews,. pf musicians that were

‘qssembled in varzous German cities as he toured around

conducting his own works (cf. Voyages.en'Allemagne).;ﬂhat?is

evolv1ng. then, . is rot a cold, rational satire of Somarone g

'but Berlioz animating his own work through the conductor

. . \ :
‘ figure: he was playing both thh what he abhored and with

whatswésfdearest to him end in so doing »he was e;hibrt;ng
traits. of Romentic'irony; |

The circle of composer, 'oerformerc and .audience is
completed after the first sinoihg of the "Epithalame
grotesdue" as Somarone turns to the ‘choristerS' and' saYs:

FER
30

""Ah! mon Dieu! vous me beuglez cet épithalame comme un De -



p;éfundist Vous ne \cdmprénez donc’ pas ... uéet S ;vce 
cﬁef*d‘oeuvrp?. ;’ ."(& : 158). His ;riticiém of their .
;nterpretation Agf:'h}s ;wbrk_ is iate’ gédondedlﬁy)sénédict}
after the repeat'p&gformance) which éav;‘Berlioz occasidn to
align. his work - with ‘thé Shakéspearlan text momentarlly,.
otherw1se, thlS whole eplsode w1th Somarone was of his own
1nventlpn. In the or;glnal, Benedick comment§ on Balthasar's.
song as follows: "An he'had‘Séen a . dog- thétl-ShéUld ‘have.
howled" thus, they would have hanged h1m- and 'I pray God h1s'
bad vdice bode no mlschlef T (2. 3. -85) Berlioz's text
conta1ns a close translatlon in Bened1ct s evaluatlon of theA'
'eplthalam1um- "51 mes'chzens avalent hurle de la 'sorte, jé
‘les agra;s pendus 'sans m1ser1corde. Pou;yu qué{ces:Qdix
diécordantes ne me présagent pas quelque, malheu;!""(3 e
160) . - |

Comménting on music was one thiﬁg; but ~whatb really
frustgafed Berlioz 'dufihg'.his career as -composer and’
conductoé?was the t;tal lack of‘understanding Somarone has.
accu;ed his chorlsters of m1ssxng the poxnt of this wedd1ng
song by makxng 1t tod lugubrious, and Berlloz inserted afti
,thé, final singing of ‘;he eplthalamlum a wvery po1nteﬁ\\;-

h

dep1ct1on of a listener's 1gnorance. Don Pedro holds fort

to Somarone on the music as being”. . . excellente . . .

L

7y

sévantg. ; " (3 : 159), but then admits to Claudio in an
aside"thag he has  understood none of it: "Je n'y ai rien
. AR )

compris.” Such %alse pqetence'evenvincreasés the impact of
\ : . .

ignérance of musical matters::
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Just as Berlloz let sllp certaln character1st1cs thatJ’
1mp11cate h1m in the characterfeatlon of So£arone, vsoa also'd:
could his - aud:ehce have seen a reflectlon of themselves 1n',
the words of Don Pedro. It would appear that Berlloz staged”
2'th1s scene with Somarone not ‘just as a parody on conductlng
and comp051ng, but also on performlng and on llsten;ng Linr
other 4words, Berlioz set.up a play w1th1n°a -play in orderg\f
'é%at'his audience would apprec1ate this "staging of the o
'rehearsal with Somarone: ;s- a mirror refleotion of what
'Berlxozacon51dered to. be tn;1r own situations rrespectively
"and  a means to exposing the inner truths invoIVed in the
mu31c world | | ' A ,1f‘

. <k
h It is now -important to con51dss the musical work 1tsel£@
xthat Berlloz composed to f1t in w1th this comlc 1nterlude of
aomnrone,‘ 1n order to ]ustlfy these clalms made concernlng

the presence of Romantic 1rony in Beatrlce et Benedlct. The .

'f1rst h.nt as to Berlioz' s 1ntentlon 1s contalned in the
title, "Epithalame grotesque." An eplthalamxum accordlng to

‘the Oxford dxctlonary is a nuptial song or poem, but it is
very unusual for it to gain the descr1pt1ve qual1ty of being
grotese!t or ‘ludicrous., Berlioz's tltle features .the//ﬂ-—
juxtagosition of the ultraserious Qith a hint of the fgronic

¢y the comic and is rem1n1scent of the Romantlc predxlectlonef~;

y"‘

for dualistic terms and for forms llke the grotesquew. Such  °
vterms arise ﬁrom the. ba51c dualxty o£ p1tt1ng man"s - feellng'
- against his reason, Th1s-)uxtaposxtlon of the serious and

tne comic - has already ebeen prepared by Somarone, as'
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I ‘N oe . . . ' b' o £‘V‘
- w'mentzoned above, ! when ‘he - announces a: masterp1ece,

T“eﬂtf d'oeuvre ) to be performed by mu51C1ans who' do ;noti'
pﬁa‘g%tentzon and cannot f1nd the- rlght note' '

The 'words of Berlioz' s llbretto for * his. "Epithalame -

'grotfsque‘ conformjto the sp1rit'of garadox&

Mourez, tendres époux - o ‘ p
Que le bonheur enivre! - AR '
Mourez, mourez! ' :

'Pouréuol survivre T

A des instants si doux? _ T :
Qu'une mort bien heureuse ) - e

‘Descende palslble sur vous - : : ,
Comme la nuit calme et reveuse' ,

. (3 : 148v153)
B N ) o ’ ) .
The whole text of the song deals w1th dylng and the eternal«

ion1ght of death Don Pedro though not very astute on mu51calﬂ
'matters, is qu1ck to p01nt out the absurd1ty of such 3 text'

in a- weddmi song, when he comments to Somarone ,aftem ‘the

l\;

second performance' {t’ 'mourez’' Il ne faut pas que

.. ies epoux meurent"Quelles dlables de paroles est ce la?" (3 -

gl
:‘belnq satlrlzed for'

': -159) On th1§ level Somarone
P

produc.ng thhgspathetlc greet1nq;¢ﬂ the nuptlal pa1r that

;Y.,r

hcan‘ onlg? speak of dylng nMUSlcally, Berlioz clearly found
means to exaggerate the expre551on of the words. The open1ng

.éung», in -‘thek‘ fugal subject is "Mou-rez" by the bass

A——p TP P T4 _ i |
e - : LA - 1 i T =
Mou-ren Tendres ‘@ cpous Que -la benheur on — - vrel

I (3::4:)

L

Thfs same entry wlll then be heard by the three other v01cer

parts in .the follow1ng order: soprano, alto and flnally
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 tenor.'Butf£irst,the'aitq voice ‘has introduced a 'second

oy

' fugue subject. with the words, WTendres epdhx,--mourez,;

mourei, ¢tc....", which is imitated. by tenor, bass. 'end

—

soprano. It 1s a’ very complex mus1cal structure, 1ncreas£ng

the 1rony of” the s1tuatxon. The word mourez ~is also’

v : o
featured in a suspended _note‘ pattern sung ‘on h1gh notes

. Whichlautometically draws special attention to the words-

.

sung:

Mou.ovfc‘&; (3:2\‘!)

The'dectescendo'mark fromithe, C to the B natural suggests a

| fadzng of tone -from the f1rst syllable of ,the, ‘word,

;v_mou-rez" to tpﬂ*‘bcond syllable wh1ch contributeS‘ to the

$r

t.effect o ﬁdﬁh ng@ Such word palntlng, typlcal for

' madrlgalxsm éél ﬁﬁﬁ the word mourez” to be'vaccompanled :

41.

by a~”dy1ng xn volume and -a descéndlng in pltch dxssonance.
'4

In ghe render;ng of the flrstfthree llnes of the llbretto,
_ v

"ohe word _"mourez ish bas¢cally used by any of the four

v01ces asi an accompanyzng part when _ they .aré, 'not‘

R sgeczf;oally nsxnglng one lof« the

f?sxng1ng of subject one:

m
v fﬁggl subjects. This
Co&E ‘ h
exploxtat1on of the word. moure;‘ caéts' aspefsion on _the

bg‘.A gX . ‘3

'mus;oal compos1tlon 1tself and” cont;nues the duallstlc
-;Stunce between creatlon and self-cr1txc1sm.t Note g tpe

::repet1t1on of the word by the soprano part after its" flrst-'

. ) :
:1!:' i 4
. : B .

. .ot
ol e '.:[;' :
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FProm 'the second . 1dea ~of the libretto, 1 "Pourquo1
'surv1vre/A des 1nstants si doux,v it is the‘word "sur-Vivre"

_that is held for a full measure of four beats plUs beat vone

-~ of the followlng bar- . R ;
A v - o ‘_ : §
e :
SR » O ——
' I-str:(:m\, Eq{ e — |
IR Rurgue: Sur- vi -V (3: t‘t-‘f,fl’_*’) E
. - . ’ . X S ) P

"'Again;-emphaSis onthe notion of SUrvival--which is even

,questioned--lends - a wrather 1ron1cal thst toﬁ a nuptia1§

message..In Berlloz S own case, the bondsn of matr1mony to

‘ Harrlet Smlthson d1d not weather well ‘the Storms presented L

FI”;by the1r respectlve artistic careers, he pglng a .mu91c1an,”

~’anc\ibshe; an actress. S . - _ - .

3

‘fThe last three'l1nes of the passage begln by stressing‘

" the .uord mort;. ThrS‘ was done by Berlloz not only by

plac1ng 1t on a hlgh note and extendlng the time vvalue to;

,that of a dotted hal€ note° as well the sound 1s approached

from below by two elghth notes, procedure wh1ch lends~-\

add1t}onal exposure to the note. In Berlloz s specxal fugal

. style the line is repeated by the soprano voice afterv the

tenor' in a overlapp1ng, stretto- lxke manner, such 1mmed1ate‘

‘:repetltlon 1ncrea51ng the: 1nten51ty of the music and text-

“f.

i
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As the melodic, line.hdescendsr.from;‘the high snote, Pt
'accompanles the idea’ from Lthe vtent of ‘a .happy death
udescend1ng peacefully upon kthe iovers:v this is.-a good +
- example of - word palntingf but. only in a Romantlc context

Q

where no- contrad1ctzon vas felt to exlst in speaklng 'df 'a

happy death Such word pa1r1hg as "une mort ien.heureuse”
. and "1a,nu1t calme reveuse 'remlnd us of such f. 'mantic’

fpoet as Nova115 who in his Hymnen an d1e Nacht evoked iga

N~

-'of the sweet, ardent bliss of death that would preserve
weddlng nlght ;for etern1ty. Also, the Wagnerlan ideal of

"Llebestod" comes to mlnd from an opera such as Tristan und -

'Isolde "in which readlness for death is 1nterwoven w1th the

love ecstasy Ob]ettlvely Berlloz created the personage ‘of

o Somarone 'in ‘order to poke fun at the compromls}ng style of

_such a.conductQr and to r1d1cule .the 1nappropr1ateness of
_his mus1cal offer1ng But later in the opera_comlqpe we
" find Berlioz d1pp1ng 1nto the game fount of ~Romanticiam.,'as 3
vhe 1ndulges' in the compos1t10n of a‘"Duo (Nocturne)“ wh1ch

‘as’ number e1ght occurs ]USt before the Entr’ acte of Beatrlce

"e§§ Benedzct; This duet, sung .by Hero and Ursula,\ as -

-particularly appreciated by German audlences and accord1ng

" ’ : . . T
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to 'Hugues'fImbert, accounted for thew succpss - of .the
| "opera;comique"-after its debut in Baden- Baden }3eginning'
,3"it5' thefline‘“Nuit‘pais{ble et sereine!" the7text for &his
.duet.really amounts to a hymn to nlght and to  nature. -
'1O§era11d"> : 1ma%fry is- p051t1ve as Héro has first
| proclalmed the depth of her love for Claudlo:-wh1ch marhs a
reversal of the .stance taken in. Shakespeare whereflt ts.
'Claudio;who‘is:expressive‘of " his state of m1nd--although
; ;ﬁ ending wlth the melancholy lzne, "Et meurt dans un soup1r..
Thls duet must be taken as ev1dence of how deeply Berllg%-
was rooted 1n the splrxt of. Romant1c1sm 51nce there was no

Just1f1cat10n for 1t from Shakespeare S comedy,.‘Much Ado

About Noth1ng, elther 1n the line of a stra1ght transfer of

. subject matter or in serV1ng dramatlc -functlon, in _the
opera-comaque.. Thus,vBerlzoz s criticism of Somarone must
be understood  as self reflexlve comment on ghAS» own

inspirationS‘ asg a Romant1c composer and points : up the

and criticism

suggested by Romantlc 1rony. ‘5

’

Returnlng to the "Eplthalame grotesque }ue” have seen.
how: the ‘text of the. llbretto through its *1tle and 1ts

d1storted use of words dlsrupts ‘the 1llu51on of*la wedding
( L .

'song: let us how 1nvestlgate Berl1oz s employment of scene’
.Y @ .

apd mu51c from vhls poxnt of v1ew ‘to complete the tudy ‘of."'

1is operatlc techn1que. Ber11oz brought Somarone ‘onto the'

s age in scene twelve of hxs opera-comzque; 'tollowed by -
? Hugues Imbert zmphonl (Paris: Librairie .
F1schbacher, 1891}, 'p. 140, A .

. ) i

"‘k . . o Lo SR
Ny : . o : s

]
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.the oboe andé%2$soon players who also are- placedl: “‘
the' stage' for thls number, the "Eplthalame grotesque 'ln!
‘th1s way they momentarzly become actors 1n the dramatlc play
f¢f ‘the work draw1ng attentlon ta: the actual comp051ng and
"performlng of mu51c. The audlence 1s made very consczous fof:
.the. fact that it isr see1ng a rehearsal in progress, the-
1llus1on of hear1ng muszc performed as a- ﬁlnlshed product is’
;.broken. 'The' conventlons of cmus1cal performance are be1ng
‘exposed and commented upon, .the machlnery of comp051ng and

conductlng has been unmasked in & mi ring of Berl1oz s own’

"exper1ences as a composer.

To remove"all doubt a

oA B x" i

Somarone call1ng out 1nstruct1ons to his »musicians in. the

'o’his.intentioniBerlioz/had
Second renderlng ‘of the. number The effect of Hls spoken
dlalogue pltted agaznst the s1nglng of hlS chorlsters is' a
fjarr1ng ‘one and destroys ‘the mu51cal 1llu51on W1th the
tenors'ﬂfirst 51n91ng of the fugal_ subject one, Somarone '
. calls out‘fDie, for'goodness'sake!":' | o
) Semarene - Cparld L

' ' rene T P" M.u.?i-:. Jonc\.'

T__L. = \ & #—-—% F

AL : - ‘ . T

CT . .v,".“.“"‘f‘t +.n'-d~a “"-' . (3:.‘5‘55'

It'is not"clear from the ‘score "whether"3his . remark is -

'1ntended to br1ng the other voxce parts to a quxeter tone

level or amounts Sto . an -exclamatxon'_ of Somarone s

: dissatfsfact1on with b1s 51ngers performance, i.é.,‘"dropu
) K ' . . . v

. dead!": in either event, the word play is. comic and _should‘

have prevented any sefious ’ interpretation .of ° the
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epithalamium.'SOmarone's‘remaffjtbfing to. mind the spirit. of

dlslllus1onment that pervades much of Ber11oz s wr1t1ng,J or.

L ’ .
example, Les Grotesques de la mus;gue. o

‘Berlioz purposefully chose-Athea musical 'form of * the.‘7‘
: fugue in wh1ch ‘to cast the ep1thalam1um. At the conclusxon

,of 1gt performance in Beatr1ce et Bened1ct Somarone 1nforms~”

Don Pedro of the work belng a fugue and g1ves the follow1ng.
" 9

explanatlon ‘for u51ng that particular mu51cal form. "Le mot -

‘fugue veut d1re fulte, et ] a1 fait une fugue a deux sujets,f“"

v

- deux themes, pour falre songer les deux epoux a ,la ,fu1te‘;h,Q
"‘du temps, (3 : 159), Nor ally the term'"fugue,, from thed

Latln word "fuga, is understood;tO' suggest ‘1‘ polybhonzc ‘Ff
) _' , . vy 3 i R '.‘ A
composition.Jthe‘ entry .of, ‘a qheme or. suhject in one voxce

part. and then ‘its 1m1tat10n in - another. - ﬁomarohe 5 -f{
: ' B . ] . : * 'Q-,-

‘metaphoriCal _use °f. the term remlndfhg the Iovers of the

passage of tlme agaln offers an 1romkc twlst%to the weddzng

v

>0

wish. To some extent,.ﬁhe traN51tory *nature of» man

s

¢

happlness is also reJeaied in the fclosang L5 scene W;of
B ‘ B .
‘Shakespeare s comedy 'when Bened1ck calls fog musxc Come;

A

come, we are frlends' let s have .a dance erg'we are marrled

.

thatﬂ:ue may. lzghten our own h\hrts and our w1ves heels.;
(5. 4. 119—121). But here it 'is ‘a, glor1f1cat1on ‘of: the‘
’present reallty rather than any h1nt of Romantic melanc

£

thaf*would.llnk the fl1ght of time directly w1th n1ght

.ag
_wlth death '#
Berlloz s dlsl1ke of the fugue “fogm dated from his

'gearly days “at the Par1s Consetﬂat01re where he was taught

;'*
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the arts of counterpoint and*!ugue by Anton Reicha} An even

.
4»,‘

‘greater exponent of an. absolute adherence to strlct laws off'
‘fugal comp051tlon vas Lu1g1; Cherub1n1 “who 'took over as

. d1rector of the Conserva%giie |
. _berated Berlioz for ‘gﬁﬁ ‘

‘ g'xaﬂ
.conventzonal comp051tlon df fugues.,;Berl;oz admitted ‘the -

%i 1822 and ‘who outspbkenly

al to pay due respect to the .

. p0551b111ty of an effective use of the'fugal form, allowiné
dr1ch expre551on in the sense. of words} and in. orchestral )
t;wr1t1ng, 'when‘ he cited in his Memo1res an example from hls-igg'
‘compos1tlon teacher, Jean-Frangois Lesueur.- But ;t_@asd_the'
‘more  banal and med1ocre - fugues, that vconSisted of - a

k] . -
'preponderant vocallz1ng on a 51ngle word such as "Amen" or

on a- phrase repeated over and over, that caused Berlloz to

1

lead a llfelong feud aga1nst sudhf convent1ona11ty and,‘ in
Ao y .

- his op;n1on, sacr’fl'ege't "Ce

éagugues monstreuses, qu1, par

leug ressemblaqce avec les voczferatlons 'd'une -troupe

Vd'ivrognes, paralssent n'étre. qu'une parodle 1mp1e du texte

et du style sacres, AN ; "' He referred to such fugues as

"fugues de’ tavernes et de mauvals lxeux.

As mentloned above 1n Somarone s remark to Don . Pedro,
¥

the fugue has two subjects or themes to match the two

lowers, Hero and Claudlo. The £1rst entry of- subjedf\one is

X

stated by ' the bass voices in the tonzc key of F major and

e

later oh the dominant befofe the conclusion of this open;ng

r

! * Hector Berlioz, Mémoires, p;_45.7

, Ibid": . ‘A . . I“ -' ’ v . ’ " ’ '-

ve Ibido ¥} p’. . 46.. - . o | '_ N “. | . ) . e
T S o . ' s

. "‘,2",-
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melodic idea: =~ . n ("Su.s'..rvﬂ
‘ . B ) a ’ ' . ' o ’ . » ‘. N » « J '
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Thel soprano voice part then makes an answer1ng statement of
the subject on the domlnant before returnzng to the home key.

of é{ major. A correspondlng entry of the thlrd and fourth

',_voici parte, i.e., alto and tenor, would have amounted to éwm
normal 'enunciation. or exposition whigch -is unoerstood}in:ﬁv?
‘musicai analysiS»as‘thelfirst part.of-a eonuentgonal'lfugue.f
:Berlioz, howeVer; before the soprano entry'of‘suhjéotfone;-

' haa already in;roducédJa Setond su?ﬁect which is 5dng by;;hé'
~alto voices -to the words of the ‘text,_"tendres eooux,«

' mourez, mourez," as seen in the above'excerpt:of the musical

‘score. The second subject is then answered by the tenor

voice, startihé on the dominant. ?hys announcement of a

second subject would appear to cause some confus1on because

it reallyL . musxcally,-f serves the functlon of ﬂaj

D - B

i = —
I (Subjectz) : T . Tan - .
e e = e e
e S e 8 S =
Mou-raz tndm é-Pa...y. Que \l- \»W en- |—vr¢.‘Mou-nz, Mow ~ .
‘ » 2 t3tl\+ﬁ3

Tk

counter-subject,~ that . is, it provides_an accompanying vO@ce-ﬁ;'



to the ‘main melodlc lzne of sub]ect one.‘And ap}rt f;om ht,, e

there is. really'no other 1deqt1f1able melod1c 1dea gthér '~f:

than - three or four- note murmur1ngs for the word '"Modbpez“"g 25
.--3,; U

N

The musical ,equ1valent for - thls 1ron1c message 2o the ”g“

rnuptial- pair’ in the end 1nvolved Ber11oz in a "textbooi* “73

fugue with tnomsubjectsr";"'-vkv- L _»ft_h DI o |
As Berlxoz moved on to the!'nekt'.two lines o£ theé_if

.l’ibretto, ( Pourqu01 survivre/a des 1nstants si doux"")t_," t-he"g_ :

-use of fugal 'texy contmues. the soprano and alto parts'.."'

-sing in harmony, e -then by the tenor and bass. W1th the*f'

wbrdsr' "Qn'une' mort," a-. Sanon llke entry IS made by thebhd
" tenors; folloued by the sopranos w1th the other two. vo;ces'e'
v‘.keep1ng ‘silent for five and a»half‘bars, and is suggeStive'u.
of an overall tendency in the remalnder of ‘the . fugue for "a
two-part - ‘harmonic treatment’ of the. meiodlc llne rather than
the very complex and dense mosaxc. achxeved with ~all four
voice parts in 1nd1v1dual counterpo1nt As the soprano voice
makes a f1nal entry with subject one in th .domznant key;.

‘the alto voice is szlent, the bass 11ne ma1nta1ns a pedal on

_the C, and_the tenor,vo1ce 51ngs sub]ect two:
. } _ ] T ) '

N
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in llghten1ng the texture 1n _this manner Bérlioz allowed

h1mself a

[y

melod1c 11ne con51st1ng from the lxbretto

3

' mu51cal

oﬁ.éwords ‘and

sound5 The fugue ends with each of the four vocal

'pafts, beglnnlng w1th the‘ sopranos, asklng the

~“Pourqu01

‘that Berlloz wlshed.to leaVe a quest1on in the 'air ‘in'

'hops _thatn the maudrence ,yould_'glqk

’ eXpoSure ‘oﬁi contrapuntal ‘ettifioe?'.and";the '
repetltlon of the word mourez."

Berlioz supported this goal ff ditérepancy'

piaorchestral treatment 'Thé flfSt ;5°ﬁnq ;heéfd in:

"EpithaLame grotesque& is the'lowl mournfult renderihg

the octaves of

.quest1on,
the

grotesque

he1ghtened express1veness and an empha51s -on the

survxvre/A des 1nstants s1 doux’" It would appear

up on the dellberate'

With  his

from

s

strlng sect1on, in; “the first two bars of
‘ subject one in ant1cxpat10h of the~,bass ‘vojceﬁ.ent;y,t To

—_—

the

a
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offset the ser1ousnessfof thls accompan1ment,v as; explained‘

»by Somarone in the 1nter1m dxalogue, the oboe solo 1s added_v

for the secondmsender1ng (No. 6 bis" ) and begzns 3ustv afterv/

the ‘altos : take up /sub]ect two. AIn h151 treatlsef'on' 

v1nstrumentat1on, first publlshed in 1843, Berlﬁoé spoke. of -

the propertles of the oboe as follow5° .
Un certain. degre a' agltatlons; lui - “est encore -
,acce551ble, mais il faut se garder de le pousser -
‘jusqu'aux cris de la/passzon, jusqu'd 1'élan rapide .-
de - la colere, de la menace ou de 1l' herolsme,'car sa
petite voix aigre+douce dev1ent alors 1mpu1ssante et
d'un grotesque parfait.'’ : ‘ ’,

R
N

It is in' this vveln that Berlioz used the .oboe in thlS
ep1tha1am1um. both in t1mbre and 1n' reglster ipf offers a
sharp contrast to the str1ng accompan1ment. As well through

note values-lt’conveys.a l1ght-hearted and playful mood with
< i 7 Y

its frequent trills, partlcularly in the second half, and

/

s1xteenth note turn flgures as shown ﬁn the openlng bars' of

the oboe solo: T 1 e E @'. |
° . ) ) - o . e ) %
Modarato ' T .
' ps - - . » = - "d
”U‘ — i S S S 1 — =
o B T (5:1:»)

o

Vi,:Agaln, d1alogue is egxableshed between .the. overly ser1ous/
v mobd.of the str1ngs and the 1ron1c tea51ng of ‘the oboe as it
hops and skips over the top of the vocal1z1ng.s .
| ‘Berlxoz set out, then, to pLay with the. contradlctxons

of form and practlce,,thus draw1ng -his listeners into an

N . ’ : o . . S ‘ 7
- avareness ‘of ‘the process of music making and in particular /
—---PT-- ------ - - - } . '/ .
- ' Hector Berlioz, Tralte d'instrumentat1on et A
cga’ orchestratlon, p. 104. ”"J{

e
¥y 3.

Rk,

Ty

2,
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of the fugal technique.. f¥her words, Berlioz was seeking
'an objective apprec1at10n;'*g-“iS‘ audienCe° and this is
where‘they faxled him. It is generally acknowledged that hlS]

. attempts to parédy the fugue, both_ln Beatrice fet Bénédict

and in La Damnation de Faust, did not succeed, as seen by

the reaction of Hugues Imberﬁ: *Mais’les'choristes;ont beaut
chanter cette fugue en _ehérge, comme ‘lei'reeommandaitn'
l‘anteur, le public_la prend au sérfeux et lﬂapplauditbconme
“une des jeliesv peges aeﬂla'parti;ion,;" Perhapslﬁhe‘key,
_lies‘in thevRemantic, aseumption that music held megica1=

powers and-offered a channel to the sdbernatural a concept

embodled in the story of Mozatt S opera, Die Zauberflote In

any event the audience of Berlioz's t1me were not able to

)f»,' v

_rise above their own subjectlve apprec1at10n of the musical -
"sounde to - a level where they could have grasped the ‘ironic
| aim behind _the composer’s ;fugue» and the - self- reflexlve
‘situatien.hernas trying to set np. His intended effect would

seem'to still be missing its mark if one takes into account

the"Deutscne Grammophon recording of QéatriCe et Beénedict
v‘cbhpiledvin 1982'which presents oniy one‘;singing of the
"Epithalame ~groteSQUe"° the oboe solo has been added to‘%he{
,flrst ver51on, but the 1nter1m dialogue ' is omxtted as well
. as - Somarone s spoken’ 1nterjectxons into the seeéé&
performance to coach hls s1ngers. With such groes om1ssibns

l1steners are not even glven a chance to comprehend much of

Berlioz's irony particularly with reference_‘to Somarone's

'! Imbert, p. 140, . , . - 2



cr1t1c15m of hzs musxc1ans and the 1n51ght thlS offers intog i
t

' Berlxoz s use of Romantlc 1rony S "k

Ber11oz, however, seems to have reiled too heav11y{uponf
f..thef mu51c itself. for mak1ng h1s p01nt. Because of his
1ntense preoccupatlon w1th all facets of the musical‘ world
<he - assumed too ‘mu®h mus1cal perceptlon on the part of hlS

llstenxng audlences. After a performance of La Damnatxon ‘de

,Faust-vwh1ch Berl;oz had conducted in Dresden in 1854 he

the following‘ conversation with 'a young music
. _ o
ast. concernlng the fugue-

tre fugue sUr "amen" est une 1ron1e,

st-ce pas, C'est une’ ironie?. ..

s! monsieur, j'en-ai; peur' ot

Berlioz'S' as1de_ to thls 1nc1dent, ww1ch he 1ncluded in his.

written - work, Les Grotesdques de’ la musique, was the

*”exclamatlon, 'fl_n'en'était'pes surh!!i'tf, The ’despair is
evident: if even’arﬁevotee of music'wes'on;y guessing ‘at his
true meaning,ﬂthere-wes little hope that thelgenerai public
_wouid discoyer the hidden layer of'Romantic ironyt

Music on its own is{»not' a. ref;exiVe_-art end its
_ expressive< pouers must he based upon thehimmediacy'of its

A .
effect. Soren Kxerkegaard speaks of the super1or1ty of music

over the other: arts in hlS work, Enter/Eller;’ this

- superiority is based upon music's immediacy, which does not

allow reflection to in5}2vene.‘!iThe.incessant repetition of

a
H

‘12 H, Berlioz, Les

" rotesques de la musigue (Paris:
Grund, 1969),.p. 50. , kit

'+ Discussed.by Ulrich Weisstein in his work of ¥ |
compiled selectlons, The Essence of Opera (New York 1964),
p 201, '

-
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']. ) . -,
the word "mourez” in this fugal epithalamium was not
'dlscrepant enough~ l.in fact, aceouStically‘fiti has a
soothlng enough sOund to lull an’ audionce,'into' perceiving
only the church-llke ~strarns of tpe »vocal;score{ Henry -
, o T4
Barraud cr1t1c1zes Berlloz sharply for--in his opinion=-a.
_ mlsgulded attempt at humor~ ‘ -4&4’.
Mais c'est a la muszque qu 5T a conf1e la mission de-
faire rire d'elle-méme, - et c gst un emploi ‘qui ne
lui convient’ guére., . . . "La musique. n'a pas le
pouvo1r d'étre drole par elle- meme.{’« < :
Barraud s Judgement - on musxc s ab111ty to convey humour
§ : _ A\ ’ .
would seem rathervrestricted espec1ally 1f one takes into-
R . -
account passages from a work such as. Prokoflev s Peter and
the Wolf. Mus1c on its own woan convey a ~straxghtforward
humour - of l1ght heartedness - and playfulness,-. a
o b o
one- d1men51onal presentat1on poss1ble through 1ts choxce of
tempo and appropriate instrumentation. But to convey the
'-Second level of mogﬁing neceséary for the deplctlon' of
Romantlc irony calls for -the added forces of sett1ng and’
~ partlcularly text to be brought into play
In thlS regard Berl1oz was somewhat more successful

with the parodylng of the fugue in" La Damnation de Faust:

where it is 5n§aged as a drxnking chorus’in.Auorbach'S
vceilar,'soene sﬁx., Here ‘thg-gwords‘ dhd music'rﬁork more
closely to produco,the effect of exaggeration. First of all,
the text for this fugue consists of only one word, ‘that
'befhg "A;men": ‘the reauLt-is'a.molismatio style of singing

a

_-_-_-‘.-—_'_------—

s Henry Barraud, Hector Berlloz (Paris: L1bra1r1e [
Arthéme Fayard 1979) p. 435 ’




, Brander and the first basses-;

J. i .
|
/
?

/
in_ wh1ch the. single 'sy11able-‘"é-"fis"sttetchea beyond
’recogn1tlon over ‘the success1ve notes of a melod1c line faé

"shown in the openxn;) entry oﬁ the fugal subject sung by

2

A“‘T’ = Tmﬂ?’ /‘__\ /"_‘\

e = ——ra=s = =

s 7SV - I . N 0 8 S Y 'I;E——T!
Bees —

T A‘—Ml ---_-_-5-;-u._-_ men ,

The placing ?of the "a-" of each entry of the fugal SUbJeCt::"
on a h1gh note of the melod1c 11ne whlch then falls, lends .
partxcular stress to each new fugal begznn1ng and over the-_

course ot the fugue amounts ”to"fa' constant batterlng of

explodlng "a- s." The crownzng repet1t1on of the word "amen”

occurs as the fugue dravs to a close: Berlioz" scored e pedal,

point fo:t the o1ihestra on the note D w1th Brander and the

'vf1rst basses chant1ng "a- men,'a men, tci" to 'elghth notes

"on a repeatlng D: - L - . o A
. - | | B
 Br, ' ‘ _ —
\A_‘. L ‘ 1 1 . ._
h [ . ——
x “Met’, o men, a-men, &- M, men, o ~Men q.-mu\j‘ ~men

This simplification of the verbal text is of course
ettt 3 , ls v

justified'by the,portrgged state of the singers: Btanémr and
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RN

-the, male chorus are. srttlng around in Auerbach ] tavern in:
Le1pzlg, dr1nk1ng and s1ng1ng, a sett1ng fit to 1nsp1re this:
f mediocre type of fugue. These 1mb1b1ng merry makers, however'

f contrlbute dﬁre to an ironic renderlng of a fugue than 'the

~sober chor1sters ~ that Somarotie -is faced with, The1r"
-°§oberness;.though exaggerated 'was.accepted by‘listéners as:

not 1ncon51stent with pzety due to’the performance of churchv"

music. Berlloz was able to cd

a framework thatﬁbetter
. 7 . . . &

. -La ﬁamnation:de;FaustEia
'vcails.out'in reoitative:.

& Rt

- Br| ‘ Y

LN l».

Pour I'A=man u-ne ‘Fﬂ-:;“! w-ne 'F“jun.m\ cho-vell | d
Lo , o lZrwy)

In Béatrice et Bénédict it is not till the conclusion of |

7-singing the ”Epithalame grotesque".that'Somarone informs Don
Pedro that it is a fugue. Moreover, in the scene from La

Damnation de Faust ' Berlioz benefltted\from the s1nlster

presence of Mephlstopheles, who upon Brander s annouﬁtement,
xnstructs' Faust to watch for "la bestzallte‘dans toute.sa
.candeur." And 1t is Meph1stopheles who after the ‘execution

of the fugue makes a very'sarcast1c comment as to 1ts noble,

and rellglous charaCter and- answers_w1th a song about a flea .

~

~ who 15 able to dupe a pr1nce and court1ers because of their

51

stup1d1ty and lack of .xntegrzty. In this ~vork ’as well
Ber11oz establlshed a m1rror1ng dengce by havxng the chorus,%\
suggestive of a muszcal audlence,’react to the bztzng satxre

/ )’ !

- e g
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- .. o | .,’ Loy - ,A. L o ¥‘ "f
of Mephlstbpheles -And again we f1nd a reflectrpn of Berlloz
himself in hlsraportrafal f Mephlstopheles through the s

:’Tmentlon of the red halr, wh1ch has been dlscussed in chapter
.four., Berlloz, then,u was, stxll very much a Romantxc as he
allowed hlmSelf an 1§on1c, erf-reflex1on»1h‘h16 oynf~works,

‘-part of the very essence of Romantrc 1rony L

‘=

' Ei'b on its own, the mps1d’£or.’th‘i'"Epzthalame °grotesque

2

would ‘not stand ‘as, mus1cal parody. It would be heard as
. : : : n v -
'slow, somewhat mdg;nful sounds. TO complete the stance 3of
‘ N bﬁ o " ) o ‘v .
Romantlc 1rony,‘ one need beneflt from ‘the. staged sxtuat1on S

of, the frustrated conductor, the 1nsen51t1ve orqhestraf and'

the' spoken~ comments 'of‘ith bystanders ‘and the conductor S

A

-

‘himself with h1s dgparent'conngﬁ%gon to Berlloz.',jr _ 5~;; .
13 . ‘ ‘-A._;‘, . ) . .

Berd;oz 'has attemptlng - parody mu51c. It ﬁs the

equlvalent of the German Romantlc wrlter, Ludw1g Tleck ho

)

4 through hxs sdomedles, such as "Der&gestlefelte Rater Cof -

P 1797 and "D1e verkehrte Welt" of 1798 brled to parodyr the -

Q_. . .
-~theatge: " e e ein'Sp1el m1t demDSp1eie .,.s1ch selbst zZu
‘ 1ron151eren."}‘ hnd~ presumably Berlloz a ',,e tr\e of .

C°m9051ng Beatr1ce et Benedlct had the ch01ce of wr1t1ng a e

- g '
.‘dgyery -convent;onal, -correct"~fugue for Somarone s baton, or

4

e the sﬁyle of fugue in wh1ch he- personally 1ndulged,‘ that'J o
showed greater flexxbxltly of*formal qua11t1es and greater
freedom of expressxonf\epggxoz chose the latter: in 50 do1ng a_?‘.

'1.fhe'»rema1ned cons1stene w1th h1s inner - conv1ct10ns and hlS
o Cd : row o . SN
need’ to’"make a self-reflex1ve comment“ ‘on b .
R ﬁudw1g Tzeck '"Phantasus
Rexmer, 1828), p. 280 Vo

Yoo

%

b
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* CHAPTER 13 L e \
Ihe Pursu:t of Symmetry. A Compar1son of Trlos | -

r

Afterf the successful debut of Beatr1ce et Benedlct at.-

Baden'- Baden in’ August,'1862 Berlloz returned -to' Parls “in

- L B '{.,.'_.

,‘the fall of that year and expanded the score and lnbretto to
v1nclude the women s tr1o and chorus noy found in- act twa.n

'Tth second trlo, number eleven, of the opera comlque, a#sf'ﬂ X

' generally con51dered to be 1nfer1or to the male trlo of th-*“'

L

ﬂone, -number :1ve, desplte the composer s 1ntentzon to match’

*”the two. Hugh Macdonald makes the followlng statement pin"

. ~was przmar1ly td flli out the second act

“f”thls

,and g1ve the ladleS‘a trlo to balance tﬁht of the* men that

N _O

th;s C@ovement was wr1tten, and perhaps fo
AN :

th1s reason 1t ~ ;
scarcely equals thezrs 1n 1nvention.,and -

ﬂblety “f Thls».
.f attempt of Berl1oz to achaeve sy me at tﬁé’@:fcg of :
ftrtz.s?xc 1nyen::\weness ulll ’ﬁow be exl#.o_' ‘by mtea.ns of RN
mus1co 11terarY" analy31s of -{i://two t£1os ’1n QUest’on'j ,}5;:
- N e, e e ‘~\~

‘5f.number-f1ve and number eleven.' e S

.

Shakespeare s 'comedy,: Much ,Ado ﬁﬁout Noth1ng, 15 thef

7;? very embod1ment of the concept of etry. F1 st ofaall

i

- i

.the matter of character1zat1onv ’ '15 the older pa1r of¢'

brothers Don Pedro Prlnce of Arragon and h;s bastard-7~
brother, Don~ Johp Moreoveryjﬁth overall predomlnatlng JRARI

- o om o - ' +

e ; Hugh\gacdonald Berlloz,~p 182.‘f‘j‘f-t>f¢

o R . 269 . S
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1ntr1gue of the comedy features the btwo"'pairs‘< £ lovers,;.f;

Beatr1ce and Benedlck and Hero and Claudlo.lshakespeare“"ﬁ'

stressed thxs concept of pa1r1ng by worklng -it’ 1nto\ the

structure of hzs play. the gull1ng of Benedlck, as Don Pedro '
ahd Claudlo stage a demonstratlon_éof Beatrlce s 'aﬁfect;onu

-for h1m,: occurs in - scene three of act two& and ‘that of

Beatrlce at the hands of - Hero and Ursula, fy scene _one of
act three. HaV1ng been 51m11ar1ly trapped 1n
. ¢

of thelr 1nner feel1n's 'eatr1ce ‘and Benedzck then suffer

ot s

£ . belng in love“

of paxred scenes £r0u'”, “. where in: scene -twov Benedlck"

Y

has "the toothache (11ne 21) and»lnwscene_four Beatrice

feelsT exceedlng 111" (llne 53). . -

: '.'

'ﬂ*? ;jhe overall structur-'pf the comedy presents a series .

P

™ N
of gestlve occasaons whlch,results in a dramatzc emphasfs onﬁ o

-~

»ceremony, thls parallels the pursu1t of: 11Lusgoni ??p

personal leveLf The masked ball thch opens act}‘two ﬁ

3 s N

Shakespeare s oomedy finds 1ts natural counterpart 1n the i

-

flnal weddlng scene ;n whlch the ladles unmash The rhxthm

b Lo "f.

of dramatko-ceremony 1s malntazneﬁ tH?ough the m;ddl; of the Q;‘

.

-avdeclaramion SR

in another set P

- comedy as the church marrrage Ceremony 'of scenef,one,_‘actﬁ.{';;”z

7

},

four, becomes<torrupted by the false~susp1c1ons,of Claud1o,f

causxng Hero s apparent deat‘ 'hth result1ng funeral

tr1bute ‘in- act flve scene fgazn in-a church:

.ﬂ Thg symmetry 1n Shakespea ,?sf comedy represeg&s

>

halanc1ng of var1ous ﬁorces. The play is based upon ‘the two
5.

palrs of lovers, but the1r pattern of woo1ng proceeds along
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two d1st1nctly dlfferent l1nes. Claudlo follows the w1nds of t‘

L

fortune, he formerly looked upon Hero w1th a soldxer s eye”

bp(1;;i. 300) but now w1th time and 1ncl1nat1on he is w1111ng»

“to regard her as an object worth acqu1r1ng It 1s Benedlck

L 4

v‘however, who recogn1zes the mater1al1st1c bent of Claud1o-s?“'

mind_and the lack of sznder1ty in hxs feellngs for her,'when

' he makes the cdmment "w°uld you buy her, that you »inQuiref"

'after her°“ (1 1( 181) Benedick s evaluatlon of the stateu

%

of Claud1o s feellngs ‘is later born out when Claud1o 'isg so s

ea311y dzsshaded . from,xhxs 'amorous ;1ntentzons by ‘the -

dece1tf 1 1n'r1QUes of Don John._In the caseh_

Benedlck - tniis the uhole theme of language that is used to

-~

p01nt up thelr hezghtened percept;on _of soc;ety< Beatr1ce -

w

canl mock the convent1ofal1t1es of Speech used by Leonato in”

‘7 thef openlng lxnes 'of’ the play because 's has f1r5t

recognxzed the' emptlnEss and the ﬂlstance 'from reality-ﬁ"‘

[ 3 ¥

; represented by th;s pol1shed manner “of formal1zed speech

W1th the1r verbal war of w1t‘Beatr1ce and Benedlcf satxrize.

I
ta

4"

;,-A c( - ,,.
relatxons be;ween Hero and Claualo.lThe deeper aware ess of

, R
..

' the. warr1ng pazn, Beatrxce a%d Bened1¢k both _In ;te

‘- \.. s o 'Ll

_’w,language and of hpman aﬁla;rs, adds depth to the symmetrzcal
g pattbrn presented on”thersurféce by two pa1rs of 1overs.- N

\:

7\% : Ber)1oz preséﬁted as wedl the two palrs of lovers 1n

hxsi;opera coquue""the one paxr,,Hero and Claud1o, appear
= '

in the. statlc ‘condxtlon of hav1ng declared thelr love and ,

havxng thexr fate as a marr1ed couple already sealed ' Th1s

e

fﬂBeatrlce and

I

the excessxve Yeﬁ quperflczal sentzmentallty ev1dent 1n uﬁhéhw‘"“

R AN
Y



s "~becaufé I will not doe them t

-

’}beginnlng ofwthe play, Much_ Ado \ﬁpout )
: Benedlck mgkes the followlrs defence of ;'_

'

-Don' Pedr'

N \]

P

o w

ﬂorhood T

; Bene. 'That a woman concexued me,: ffﬁthanke her'

that WT brought me vp,'1 likewife giue her mofr

¥ .humble- thankes' but. that I = will have a- rechate,..
‘winded in my  forehead, or hang my - bugle in an’
inuifible baldrlcke, all women . 'fhall pardon mee:
Ewrong tomiftruft =

" any, I.will doe my felfe the rig to truft mone ::

NG 1 w1lb Fue &,bacheller. S

. and the flne is, (for the which, I may go the finer,) ﬂ_‘f
~-;1 i . ‘ o -ﬁ“' ,.u(lj 241 247)

i . . . . i L B -
LSRN P T e .- .- .‘:

A_ few 11nes- later Benedlck earr1es *his= challenge iEd

. m /\@ .,_ ot ‘M,,&, fw s .

s

212

leaves the focus;-of 'the dramatic 1n€é{est lon the -more
ﬂ_intriguing ﬂpalr;'Biétrlce and Benedlct whose mutual évowal-i

of loVel_ﬁ%; occur: over the course of the operatlc work Thef‘

text ibretto «for‘ trio number- five, - featuring
.Bénedlet” o ;o‘and Den Pédrd, 'is based iargely ‘upon'- a -
’5éon§eésa}u_ .3held; ‘by tﬁese three gentﬂgmen near ’the i

in wbighla

matrl y ,t_ tl‘lgg ultlnate extreme by suggestang that he S

should be labelled wlth a 51gn 1f ever he marry
S Bene.' The fauage bull may, \but Af euer the'
N ienflble Benedlcke beire it, plucke Off  the ' bulls

) hornes,, and - fet them: in: my fdrehead -and- let me- be:;F"
oavildly {:1nted and ‘in fuch great™ lettets . as- they

re ‘issgbod horfé torhyrei. let them.fxgn1f1
. the

wrltew
- vnder my: figne, .here . Yyou - may fee . ened1_-
mart1ed man._.:J v

-(J- 261 266)

STt efter the fifst quotat1on,»"1 fhall’ fee

-

thee, ece I dxe, look pale Wlth loue (1. 1; 248 249) as

"_been d1splaced by Berlloz ;to serve as the rejoxnder of

-5 amqurlfe

-Claudlo and Don Pedro to Bened1ct s mus1cal pronouncement

* -«

,'regardlng the - s;gn;}lsf theyﬁ_s1ng '"Qu,onael © verra pale o

/

/

‘.
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‘8

-

~'The-suhject matter for Berlioz's 'male trle c1e5r1Y.',-"

centers ‘around fBénédict's_ disdain for: the 1nst1tut10n ofﬁ

marrlage w1th 1ts 1nev1table snare of cuckoldry,» thzs uas‘

featured in Shakespeare s comedy sy thé frequent reference,,if

to horns. To this Berlzoz has added the notlon of llfe in a .

clo1ster bezng preferable to the marrled state, all of whxch
o - R e
surfaces in_ the openlng stanza of the trlo, sung by

Benedlct. ;1'” Q.

; Me marxer? D1eu ‘me pardonne'
“*Ah!. j'aime mieux dans un couvent
Moisir ‘sous le froc tristement, i A
\,Et que l un1vers m abandonne. RO .
TR : _(3,:'119 121)
S . v P
. This meSSage w111 be rezterated by Beatrlce 'in the women “§ .

tr1o as. she lxkens matr1mony to the bonds of slavery. .

-Un amant7 un epoux’ a m01? de 1’ esclavage C
. »Tra1ner la chaine en frémissant? ... "+ g -
-Ahl . j'aime mieux dans un couvent T
. Voir se fletrir la- fTeur de.mon bel- age,.x
. <Sous’ le c111ce et le noxr vetement R AN
R (32 236-237)

T e . ] - R i

‘The. . 1mage ,of__the ‘convent does not surface 1nathe comedy, -

R

Much Ado About Nothxng, but 1t \!s well known

Berlzoz was 1n 1827 ax a young man when he f1rst thj'

N ,hv

VJ troupe. Khd to be sure it, was the role of Qphelma--dlspelled;‘f;
- by Hamlet to a nunnery and ,1mpersoﬂated 1n thls case by_
Harr1et szthson, Berlzoz futute w1£e—-that struck h1m most~?
forc1bly Ih hls qa’emoxres Berllo;v spoke _eri" ' "fracas'
| ~subl1me-"as he dep1cted hls state of belng thunderstruck

In addxtzon to the poss1b111ty of a Shakespear1an source forj

2 Hector Berlloz, Mémon-gﬁ, p 65 .

performance ‘of Shakespeare s Hamlet by a v1s1t1ng Engl;sh.‘ﬂ”



¥

q.speaks of the role of ensembles 1n com

o

. ,", \J"_‘_ : .): > 5 . . ‘ -. . . _‘,. .
the 1dea of‘.thg “ronvent, _French l1terature 1in general

LE o

tcontalns much 'aboUt' convents - and prlsons since Dlderot“

"-u

‘ Benedxct,z“Et que l un1verse m andonne."

. ’ ; TN

p
L L
T

ﬁ1th thxs message‘ in mlnd i, e.,l’a 'statement

'f There {s also a*hlnt of Romant1jlzsolatlonlsm in the lxne of v[

Aof”

Benedlct s reIUCtance to marry, Berl1oz sought out a mus1cal

1

'Vequ1valent n the form,of a trio. Such .4h ensemble

piece

forms 'the backbone of a - comic work in that it offers3a

5

‘simultaneous _presentatlon » of 1nterrelat1onsh1ps

among

Characters;' In his,‘book Opera ‘asf Drama; Joseph Kerman

Y

“We can also

Y

see'

‘the value, 1ndeed the nece551ty, of oéeratlc ensembles for

N

‘Jensemble prov1des Lt . o2 Kerman s wexamples _are

f:om .

v

-:'the dramatic mode of comedyrr, . Comedy needs speed and the

Mozart 'but "he makes_ it clear that ‘theu‘alternatiVe to

o

pensemble work would be 1nd1v1dual arias ?56& posslble

‘rec1tat1ves, a Jiry lengthy process 1ndeed~ Th15“br1dge had

' already been gapped in the' elghteenth century and

v"‘ 1.-

i *A [ 4

'depxct the most 1mportant-moment 1n the f1rsc act, 1. e., the -

.;¢\

. obstacle tp the development of the whole love 1ntrlgue.

)

-:fchallenge ‘ oq'vsuch 2 ' matr1mon1ophob1a ‘ that forms

'<:acoordance, Berlloz avazled hzmself of a tr1o ensemble to

L o

7

The overall structure of the trio. first ‘presents’

3

fh;s blzthe opener' that beg1ns w1th 'the challenge,

-“-—-———.--..---———--

: * Joseph Kerman, Opera as Drama (London° Oxford U.
Press, 1957), p. 85 v

.

"”;Benedact, 51ng1ng a l1vely tune marked Allegretto in-

_3/8',.4

‘»._tzme, whlch evolmes 1nto a refra1n for the whole trio. After

o



—

maraer’“ (a//guoted abdve)'“clandio'andfbon . Pédro step in

w1th thelr easxng vet51on of the‘stanza:
Quelle fureur' Dzeu vous pardonne .
‘De maudire un lien ‘charmant, Y
ét ‘de préférer le couvent,

Au bonheur que 1°' hymen nous donne!

Benedlct now takes the stage w1th an opergité _rendition ~of

Benedxck s defence of bachelorhood uotedfabQVe:T

’_D'une femme il est vrai que je requs
Elle m'éleva, je l'en remercie; . ’

' .Mais si malgré tout je ne me soucie N :
Que fort peu de porter de hauts b01s sur’ 1e
.Les femmes me. pardonneront. . '

. - Par ma deéfiance, c ;

. De toutes les blesser Jje n' a1 pas: le voulo'
Je ne saurais pourtant” avoir '

. En l'une d'elles confiance,

;-Et ma conclusnon, .

";C est que je veux mour1r gargon.-

In Hugh Macdonald s te:mhﬂqlogy, Whlch adds clarlty,uthlsbﬁi

part of the tr1o should be’ conszdered ah ep1sode._The flrst‘d'

r

v eplsode portrays a sllghtly more 51ncere tone than the.”

G’

open;ng tefraln as seen: in the more smoothly flow1ng melodlc
11ne- wzthout” ahy jerky,‘rhythmxc patterns.‘Thls eplsode 1s

followed by a return to the openlng Teflazn as‘»~ ail threef'

) .
b A ot g - N T

¢ o N ‘ ~ S

male voxaes take part.\f‘ L L oo ;W@._V»“

The second epzsode of the trxo br1ngs a. sw1tch 1naythe',5

3/8 metre to two beats in a bar (2/4) whlcﬁ offered Berlloz,':'

ca. settlng for open confrontatlon between Benedlct on the onef':

'o‘ﬁ
s1de ang, the pa1r of Claudlo and Ubn Pedro on the other.

What results 1s 2 del;ghtful exchange of retorts, ~in sqpe
cases a phraée,bln others a sxngle word, The tempo gradually_ '

{ .
1ncreases to a Presto as does the 1ntens1ty of- theﬂ verbalgg
a N ‘ . ,' N

-\,combat: relxef 1s 1mmedlate1y offered by the s1ng1ng of thb'

2
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refrafh* The next ep1sode or means of- varxatxpp takes the_ -}ﬂflﬂ
P
1 a -

'unexpected form of a short passage oﬁurec1tat1ve as. Benedlct e

in _mock heroic tones T to:subm@t to wearing a s1gn thhA'

the vords, "l'homme mar1e, 1f ever he commzts the ultimate

’”folly of marrylng ‘To conclude the trxo, Berlloz presented'.

o

-.the three voxces in a coda style Allegro wh1ch proceeds/
common 4/4 .tzme w1th ‘a l1vely, agltated beat to gxpress

'Benedlct s contlnu1ng opp051tlon to the,matrxmony sbggested'

by the other two. Thus ‘tr1o number five presents ‘a varlety v/;l
‘wlth1n,_its' rondo form~‘ there 1s good contrast in terms of
. . ' \ .
’J o
tempo and t1me 51gnature, w1th enough repet:tlon of the

I

‘ open1ng refraln to pr0v1de moments of 11sten1ng rellef for.

the audxence. 'D,;.f, . ]‘f e ‘MT S

CIn éxamzning ‘the“?overalll;strﬁcturéa'of trio number
“eleven, one must flrst takexbnote" of the agtual subject’-; e

'ﬂmattér be1ng expressed D n' fact the message lacks some

-alconv1ct10$ 1n that Berl1oz‘om1 t d the real purport of the e j(

o7 & ~

Hero Clgud1o' relatxoﬁ§h1p and therefdte -was 1zmited on,i

Y

o

J'evéking a contraved-saaté oﬁ statlc blxss whlch can only
lapse,}nto excess1ve sentlmentallty The proport1onate parts

1n Shakespeare s, symmetfy~ provzded by the contrast Vin‘fth64
two couples, 1s m1551ng in Ehe opera-comlque." There would

3

appear to be only one: 1deal to strtve for, and that 1s w.hat e

Hero and Ursula 51ng about as the tr;o opens'i.

% The rondo is esgeczally sultable for light- hearted
content, as its: hzstory is bound up with" l1ght, dance-like"
-music., The coda (pp.. 135-143)..is especially 1nterest1ng' in -
canon, the voices are used more like instruments to add: '
colour and v1ta11ty g1th ‘the words themselves not, so '

,‘1mportang - v

B N
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Je vals/Hero d un -coeur aimant
Btre la joie et le bonheur supreme
_Mon/eon cher Claudio m'aime,/l'aime,
. Et. mon/son epoux restera mon/son amant. N
' , (3. :%231-232)

The'pfevalenceﬂof such vords--coeur - aimant, la joie, le

-

' bqnheur_"supféme.v',> m'aime, mon - amant--testify to the

_,shallowness of the, textudl content. ”Thisllopening number
Id . . e .
o prqceeds-.atv\av relatzvely 510w:tempo,.a.Larghetto, in 6/8

time, and femxnds “one rather tdo' closely = of :.the
:Duo-Nocturne, 'which closes Act One of- the Opéra-comique":'”
.”tﬁg duo is also in. 6/8 tzgﬁ w1th a slow m0v1ng tempo and ia
'aQSung by Hero and Ursula._ ‘ |

" What follows was an 'ttempt ‘by Berlicz to ptoduce-'

':thrbugh ~libre;tb, and mus1c a gulllng of Beatr1ce. He never f

LR . res

.'abandoned-che baslc,framewcrk of a 6/8 time 51gnatur; but
) manipulated the ‘itemboi as' gradually 1ncreased 1t to a
-;‘dramat1c Allegtq agxﬂ(’? whlch breaks wlch the‘ laughter 9f'
rl{Hero and Ursula.‘ ’btzeﬁ Rallentando bco a poco ‘leads back
'f‘to Tg%po I and a repeat of\the targhetto. There is much less
lformal varletyfzn thls women s-tr1o. f - "1-1{ - %&»}L

L ; s
’ Vo - R

To now . compare the tthS more closely w1ll perhaps show

v."

"\hON&‘SUCCessfully Berlloz reallzed an. 1nte:act1on of words
“hnd quagc. Tr1o number f1ve opens 'in".s major in; a very

dem

‘ :marrestgn

’manner wlth Benedlct s rhetor1cal quest1bn, “Me'
~lmarle,::? - | cE |
- o= m—" ——y -4§;§;4¢__

\‘ ‘ 4. .:._,." - ‘ »

" b - M" "‘."""“" ‘-’ uu‘., m ﬁr don-— n..\ ﬂann)
. . - " 4‘v o B :

» -

~,



1At'therconcld§%on‘of.his Opening7y§uatrain,lhBénedictdhsings,'
the line, "Et que 1'gnivers m'abandonne,” eha’inlg"- '-
hi'aopropriatelyﬁin the kef“rof‘isjhminofu and' with :a. neavy"
laccompaniment -brought.>ontbby-»the' Low strlng section of
ce1105'andidouble-bagies.'This is{ immediately answered by

the. w1nd sectlon in the upper reglsters w1th a close copylng
'1of thg openlng orchesﬂ?hl phrase, (bars one to four of /the

_ trlo), llke an orchestral*r1tornello° ‘“

.EE"a:FE:: ;Eﬁ&’r!EF‘L :
4 = :

T 1

5
T

(3.111)
~Such ofbhestral d1alogue serves as an example of Berlloz s”

*:sk1ll in employlng his. orchestra for dramatlc fuﬁ€t1on in

" this case, ‘the repeat of the openlng phrase offers contrast
in -t1mbre and key to the Low str1ngs and prov1des a br1dge.
nto the entry of Claud1o and Don Pédro. They enter w1th the1r~

teas1ng re301nder to Benedact s uny1eld1ng stance, sung to

'the same melody as Benedlct s but 3n the Domlnant'



. . 0T ?,; C -~ .
Pes===
g: e ——F»

The establ1sh1ng d%‘th;s jaunty rhythmlc f1gure,j

.M .PIJ

v 4 . :
-wu h&%aaauc1aLw%t0tvthe mood of the whole refrazn and wlll alsO':
'»ﬂappear in the ‘first ep1sode, theﬁfby act1ng as a rhythmlcald

-leztmatxf Ipp’dihe' theme of bachelorhodd and re51stance to
‘T;‘marrxage. Befbféfihe béglnnzng of epzsode one,‘ BenedlziS’l

d51ngs the words,‘"dans un couvent' to thlS same . rhythm°:

Allenrcte "..
3 i - ,
i —_ * ’ . + - [ L. - '= x B . -
L U Juu ua - c..:. vanT | ; Slﬂ)
Th1s mus1cal phraSe is then echoed tw1ce by the. hqfns':and“
;( ! N
'the_ bassoons, this. whole conclu51on to the refrazn bexng in
4 ;

xthe anor key of G ‘in order to add a mock serloush_tone, fo°

the 1mage of the convent

T—T — — : 1
. L. '_-,#_.1.. : - 1S
t l-_ ' l.— 5

(3: 1142) |
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» D . -

_ Despite tHe‘rsomewhat\‘more seriOué‘tone of the

Eirst
; .eﬁisode'xin; keep1ng w1th Benedlct s attempt  to' present
ﬂ'loglcal arguments for his. objectxons toi marrytng, cthe‘
me10d1c 11ne 18 l1ghtened in several p;aceé vby, this same’

b -

‘rhythmlc, flgure, o " : : Q,' : v e
r r J\ IJ T

It 1s used effectlvely to- accompany Bened1ct 5 phoblar over .

wea inc ENS-= o o ,'-- l B - | BT
IGE LTS VO
e *f:ir
T o4 ¥ O :i:E:L‘;

L e’ de. per <tar 34 hauls beis sur -Fno\T R
L f?fﬁ; ; o | ~'f7f (3’u3110,

m;d-polnt cllmax of ‘this ,£irst_ ep1sode 'esev

,hfo hlgh B and then descends 1n a, tun of

. .l,ﬁ"':,_,f‘."'_'—:‘i}“,{g; \ A
Teenth- riotes to a F# on the word "femmes : 4 [' o
Al\qﬁr‘:ﬂb oo , B . Co

B z — — ' 'E_» ~«¢f
"_L:L: ‘"\-——~-—'—--__~‘Mrrc‘m-p/ﬂ.
Ssl

.;This 1message' 1s matched by the endxng of the eplsode whereq

the f1gure reappears and leads to a fxnal pronguncement on |

the word "gargon"” e T ?1" .
O Megeth S
-t 0 . —— - - p — *—;g——-— ,
1= % -~ q r— Ty 7-—7 % 3 L—L 51 -
LA ' : =T ba L 14 - : = O W L
' Ef ma. M-ﬂllb’* %% -en,; v C'.ﬂ' i 1&.. J‘.v‘u_‘ Muf-ho' Jl’-‘.ﬂ'

wThe first section of the ‘trio_vends"with all threev'malej
‘voices :fparticipating ig ‘the refrazn.._The necessary .

s

(3‘\17)5n”



. . i - N r - - ) " . . . .. : . ] B . Afz 1 :
T o o o - ?.
S T Sl e - e _
dlscrepancy °for comedy has'clearly beén established by-the *».(-
B parts: where Benedlct sings’ alone in defence of bachelorhocd |

T %n opposi¢1om to the tea51ng #stance of Claudio and Don Pedro

who reply 1n\Huo.»

i,In' th openlng Section' of"thefwomen's'tridginumbev£
e - 5, L ' °

eleven, any. opp051ng stance among the charatters is not so
veasy to determtne 51nce all three 51ng the same wdrds of the

¥, _
openlng quatra1ﬁ except; “for - -one- word changes . from

7

' grammatical necessltmza . E . . S L.
e Héro: Je vais d'un cogur. . .- o
~ Ursula: Hero, d'un coewr. . . o , : :
Beatrice: Tu vas d'un gcoeur. . . : oL

The flow1ng '6/8 metre . ?f the Larghetto~pcovides a very

. A
approprlate veh1cle for S1ng1ng of amorous bllSS as seen in-
AN v : Yo i
the followlng example:® - , S : S
o e . . S | - ' Rt
\ 9 Lo-rjkl“' ' . , AR T Lo ‘ “
R T e : —— _
Wi e e o e e e
. W‘ g7 — | e E . ' e il "0 N
Mof\’dw_r Clu)d-'- o . maj -

‘ (3“32) N
The. ” overall effect 1s very melodlous but restralned thus'
O . .
hlnderlng the real%zatlon of any striklng moments elther 1n

S

+ the llbretto or” in the mu51c. Héro and - Ursula do take a g
R won o

N

positlon as1de.‘inv dfdef ,to 51ng.'the',c9mments, "Quelle:
douceur.7 and "Quel changement, ‘but ?n such soothing tones

" as to remaln wlthln the character of - piece: - -7

: Thls number eleven bears some resemblance to the
Quartd‘ (Mo.3) from Beethoven's Fidello, which is also slow,
in 6/8" t1me, and ‘has a p1zzzcato Eass with the flow1ng line
' above. ‘ : , , S _ LN

’ : Co : N
- h < . 4 {7 . )
R . h . . . : . . >
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¥ (3:233) AR

j-'Musxcally, there is no hlnt of opposzt;on at thls‘poznt.

‘where the composer explored

‘now move rnto a sectidn of development
Q

. Thé two° trlos

-5

-'subject matter or in vmus1ca1 form For trlo number flve

0

_Berlxoz did ‘not 1ntroduce any addlt1onal materlal 1nto .the

'content of the l1bretto text but- sought a varlatlon on the
v

.
e

ny. var1at10n p0551ble eltber ‘in .

x'baSTc theme through the . exchange of retorts whlch forms thep

LAY

'ﬁeco_)ﬂ eplsode. 'I‘he refram follows. ‘The other Shakespearlan*
-~
. idea of Benedzck wear1ng a 51gn to label him:a marr1ed “man

development is thus on mus1cal form.

i

Allegretto ina'2/4f_t1me. opens with a pizzicato string

accompanlment supported, by unsustained eigh%h-note choras

li ’ expagded in the rec1tat1ve passage.‘The emphas1s of the o

. L 'l‘o._ set 'the sce_ne' for the exchange ‘o* retorts, the

from»ths - oboes and clarinets. ' After the first insults’

'Impie!_ Ingrat! Blasphémateur!"--the' three males continue
with¥a ssrles of phrases whereby Claudxo and Don -Pédro
pr&;se the state of matrlmony and -also a br1de~ Bénedict of

course calls.down the1r every suggestlon. The words and

'mu51c complement each other most!effectlvely at this point-

‘as seen 1n the followlng example where a~ change of one word
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in the text leads to a slight variation in the. musical line

- ’ . v . (E

" as nellrm

| " KI.\cjeQWo , | .. - | ' " o '” 'y
: -X—F —— 3 : : ————3 Tt —p- -
R ————
2 L8 S — S— s wa—- T
T G visil-lit, govaal neus,
e =Y
X "lr TJ_l i_; 1 - - - SR
. - Q.-u vsul H’ _a_-__v_cc Mtb’ o ' ) (3 |31) s

Berlioz now shifted back to 3/8 time to allow for more.
movement as -.the _phrases dissolve' into single words hurled

: AP Y iyl = o
'back and forth ’FldelrteLFraglllte," "Tendresse-Fa1blesse,?

etc.. And the epxsode concludes w1th a Presto and the final

{

 pair of retorts,'"Doux Houx!" The resulting tension -in' the- .»

mood the’ text “and the mu51cal Presto is relaxed by a
return to Tempo I and a three-part s1nglng of the refra1n.
The Allegretto beglns 1n B minor, h1ft1ng to C mznor Eor ‘

the - Allegro plu breve (3/8), before returnlng to the: tonic

.

at Tempo 1.

The flnal portlon of the second.eplsode is a rec1tat1ve
.passage chosen by Berhzoz in order to stage a mock drama of
Benedlct 5 pronouncement that he WIll wedr a sxgr if ever he
- MArry. 'The4 selectlon opens after a- dramatlc pause w1th tﬁaﬁ

tremolo str1ng acéompan1ment over wthh Benedlct sings a -

' melodlc llne that closely follows the rhythm of the words-
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U S.  jamais Be—ao'JocT au jen cu.Tse iau M‘T *"‘,
. . ) ] j?
e ¢ . (3:133)

-At‘:theb'end of each line the wvind sect1on breaks in with a jff
h1ghly dramatlc arpeggio run."The‘_ser1ousness dis_ brokenp
«however, by the fact that Benedzct refers to h1mse1f in the'
th1rd person, forego1ng the- dlrect qual1ty of -fje.“ The
5actual word1ng of the sxgn,'"Ic1 1’ on VOlt Benedlct, 1 homme

mar1e'" is punctuated by chords from the clarznets and

+ -

'.bassoons, “with the bassoons part1c1pat1ng 1n unison’ wlth‘

-Benedlct 1n the r1&enuto on the f1na1 words:

= At 3 R W A |
| v ¥ <+ 3% ‘. _
b V riten.. - < \
B —————7——

‘ 3
! -

Phomme.  masri = erl. (3313

The. bassoon _1s the bass of the oboe; and -as has been c1ted

.earller in the thesis, Berlloz employed the oboe for com1c_' §

.effect of which there is a_de£1n1te carry over here in the
way the bassoons accompany Benedlct. After the clarlnets,
'the bassodns repeat this bar, before Claudlo and Don Pédro
_reply w1th a very. heavy and so&emn passage suppo:ted gy -the
cellos, double bass and bassoons. There is obV1ous comic

“dstrepancy in thls passage since the words they are 51ng1ng

descrlbe laughter rather than any hlnt~of gr1ef "Comme nous
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*rifoné tous,_ le * Jeur Qu on fl§< verra pale a' amour'" The
L subtlety of the tempevmarkxng is exqulslte. J
- '},The development sect1on of the women s trlo 1ntrodueesvl
taléﬁrpfi51ng amount of ongozng conversat1on as Hero and

‘UFSula ask quest1ons of Beatr1ce, make a suppos1t10n of a. .

{ . ,
- p0551ble groposal and flnally palnt for her ‘an “imagined
.»,state of jealousy,' all ‘an. attempt to'guIlrherlintb_
~1\QEtray1ng her feelzngs for Bened1ct. Ursula beg1ns by. askxng
- Do

’\"' “.)..

‘Beatrlce ,lf'"She is ]ealous of the bllssful palr, Hero and‘
" zClaudio,-and if she 'woulds be.'wlll1ng '; rellngulsh her'b

. ‘treasured l1berty for: the 1'tate- bff matrlmony. The. only

"musrcal moment of 1nterest 1s a m111tary 11ke sound from the

e

4. hotns and Aqlar;nets‘uas"if 'td‘ issue & battle cry at the

?mention;of."liberté": ) ‘ * " .
,i ? animez’ P ' ., % '
AT T | e I .
h”‘z'_‘ N A ! L ‘é‘ - ~— ol
T R s —= E |

:fL;Beatrlce_'isbrduseégtc‘defend her‘Spinsterhood- herjstartled,
“entry cap1tallzes on upward leaps to empha51ze her defens;ve
stance- .
) &'\\rvv\ci:l-v ,“ ‘. ) . , g
— % _ = 3y o
R ; I —r—r 11X ‘ t
- BE - — , :
o 0 Ry T " : 14 — .
e < Un amaal’ un & - poux? o mer 7T (3: 135)
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H_er'L pretense “of. preferring.”a convent _i dramatxcally
announced by descendxng arpegglo runs from . most yof‘-thejh

"1 orchestra, to be cop1ed by Beatrlce s own melodlc llne-

M\M?-

[

r

N"
-

B Hi t#f ‘_j&fk_'.

. r‘ ) (nJ » ‘~ Ah‘ ‘q‘me,lmu.u.%-— {3 1353

Hero now proceeds w1th the supp051t1onv that if some fine
gentleman would fall for Beatrlce s charms--what then would -
she do? Beatr?Ee S reply brlngs 'one» str1k1ng moment fori
llbretto and music as: she sxngs "ﬁon, Non,“ where the length

" and the ascendlng pltch of the notes add to thelr emphasxs-.

S e e
. - " \ N '.WA';‘: N

Bas1cally, what'is‘h : n1ng in this deuelopment settlon is }5
that the d1alogue is g;s&g passed back and forth among the -
characters, the empha51s resting upon the words rather than
upon the mus1c. There 'is lxttle of true ensemble work
presented here sxnce the characters are 51nglng solos.

_ The mu51c, although Stlll 1n 6/8 ~metre, cont1nues to

gain .momentum through such 1nd1catlons as-"animato" and



»

to: colourfully depltt ;theYh

ﬂhf,wﬁﬁng the most effect1ve part of the trlo as the
.l .

mu51c vet'éact;vely supports the. meanlng of the wo;ds.-'The

B
’@k "ensu1ng ?gﬁﬁ

Yy i1, ¥ K tag ?, 3 )l
exc1temen%d wﬂfens%p4ﬁéndyls‘ v1v1dly accompanled by the
d. Jf‘f“ " ‘*é ‘ : tﬁi]

p beng awry’ w1th ﬂgalousy.- h'[

s ’r pg&irble .througha 1ncreas1ng the, tempo v af

in bu1ld1ng. toward’ a climax.jIn trio nA ber five,

however, it is used br1efly and effectlvely 1n epis
wheteas in the women's trio Egt accounts for the whole

-~ (i o - . . . )
Adevelopment section. .In triJ.

number five the tension‘vis

broken by return1ng to- the 3aunty refraxn. in. the women's

jtrlo Hero and Ursula break out Ln laughter as . a conclu51on

to having _drawn~ Beatrlce, into such an 1mag1ned state of

:".?"?

(3 :m-s)

?assage w1th Hero and Béatrice gainSﬂ iﬁ

‘nﬁe:o seens to get caught up herself in the fearn

w

: nt ‘both trios have availed themselves of thej*h’
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:%1t11s questlonable whether th1s outburst of - laughter ﬁduld
:Vbe‘ apprec1ated by an aud1ence whr;hrhas Jnst w1tnessed’HeroA'
€slngzng SO pa551onately w1th Beatr1ce. It is rather a sudden
Ereversal 1ndicated only by the-text and not by the musxc.
.i"ﬁaﬂero then concludes thxs development sectlon with a short'
3£%’.rallentando poco a poco passage meant ,to 'serve as a,
’;d transztlon back to a return of the Larghetto; Tempo ’Iw ‘The v
| melodxcx}1nexdescends}ln keep1ng thh the object of bringing
,xxt‘down the mood of the climax; but Hero sings the words, "Mais
: j a1’ voulu rire. Non, je le sens,"lwh1ch again represents a
éhange of p051t1on that can flnd no musicala'equivalent in~
the ongolng musxcal phrase presented |
o The overall musical result of this development.‘section
1vof3 tr1o number eleven can be - llkened ‘to a motor veh1c1e° it
moves ahead w;th‘ a gradual 1ncrease of speed apd w1th
various drivers at'the wheel, but always.proceedlng 1n,one,‘
direction. I other erds; Berlioz's later trio. for .this$
*opéra‘comique“_ suffers~£rom too much linear development at\’}
;the expense, of evok1ng a sxmgltaneous -and , reflexlve
A cpnfiguratione-as in cubist form—-nhieh isithe.geniuS'oft-'

’

"ensemble work. . : . - L ’ !
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Trio number f1ve ends Hlth a coda style Allegro .whieh'

presents the three male voices in trlo form reflecvlng upon

the strange sytuat1on as they sxng I

_ CLAUDIO, PEDRO - e I
- Ah! . l'etrang folie! e c C
_Non, jamais de\ma vie,

e matr1mon1ophob1e '
Je ne vis un exemple égal.
“"Rions de sa prudence,
Et de sa persistance.
- A craindre l'accident fatal! -

'_.-4—

. (3 '>13.9_-"14_1~_) :
Instead t;;h\\'hatrimoniophoﬁie*vv.'Bénédict,‘ sings = of

matr1mon10man1e vand also=replaceé'their'last line ﬁith'"A_
‘préner le dest1n,banel.",This'play on the word matrimehy id

' rendered in a meloéic phrase of disjointed eighth notes,

A“*y*. R P " ‘
P P _ e S — :
De matem - m-ﬂ- 0= ma - Maomo-o. € (3: N—D)

B AW} S
\.L)&q

in keeping with the agitated} choppy style of

’hé~ whole

'AliégrO, Bénédict's line beginning, "Je ris. . . features

tfthe'iump-of a fourth which lends partlcglar,.stress' to the

syllable,‘ris"ﬁ

f—2

1 _b} _

20 S :

‘ (3:140)

The other phrase that is reﬁeated, incessantly to form an
 ending to the'whole trio is Bénedict's singing of "le”destin
banal," which occurs ten times in obvious omplzance<'with*

the operatic need for .repetition. Trio number. eleven



'

"not. offer any reflexxon on the gullxng of Beatr1ce that hasi'

::lconcludes with-.as repetltzon of the openlng Larghetto,‘hhe‘j

effect be:ng very sooth1ng .but somewhat ant1c11mact1c. All

three female_ voices ,are singing the words of the openlng

quatra;n, extollxng the state of mar1tal bllss,- whxch does;

L]

a

been

-/

number five. Benedlct starts out opposed to. marrlage at hthe

beg1nn1ng and rema1ns 'so' to . the end; but in the mxddle
Berlloz found effectlve textual and musxcal means to exp101tgi~

the sxtuat1on. In trio number. eleven the attempt is made to

| br1ng about an evolv1ng of 1nner feellngs,:wh1ch pre§3r1bes

s1ng1ng. ’

tog much dramatlc development to be encased in operat1c4

¢

It would also appeaq that Berlloz was much more at home

- 7in the compos1ng of . trio number. f1ve,’ ;nsplred almost

o . L.

exclusxvely by ~the Shakespear1an text. . In trio" imber
\ .

“.eleven, he was forced- to proceed from a. contrived . state .of - -
»'affairs, resultung ‘from his exc151on of the\%r1glnal text.‘

Shakespeare s symmetry was based upon a oportlonate'

orderlng of dxsparate parts, wheraas Ber11oz S conceptlon of

symmetry thh regards to the women s‘\tr1o ‘was based upon'
v 1m1tatzonl not 'in ké;pzng wlth his’ usual orlglnallty. The

'result ‘was a less than successful 1ntegrat1on o£. text and

‘,m951cal sounds.

3'4

'mpted over the course of the development ’sect1on.’
tr1os~would seem to serve ‘as a'good example of how
ost effective- to offer reflexzon on Va"state of

affalrs‘ﬂwotks well whlch 15 what Berlloz ach1eved in trlo-“
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Hector Berlloz emerges as. _an outstandxng example ‘of

g'Doppelbegabung Integrat1ng h1s talents as a wrlter thh5

,those as a muszcal composer, ‘he progressed towards fhe fused.

art form of opera and brought works to fruxtxon that place

"hzm at the forefront of French operatzc musxc._He arrxved at{

l[an 1ntegral fus1on of words and sounds by.”

the possxb11t1es of prpgramme mu51c. "H£5=”f52mphon1

v - J i

fnfantasthue and 1ts sequel Lelxo, of the early 1830 s were ,

i! /‘ . ,_!i,,,"

. classic"examp;es of the Romantlc yearnlng seelrtnec

défferenp- arts draw closer together and mutually enhance

~.each other.-The.accompanying’ llterary -programme »thh its
’ . A

highly autob1ograph1ca1 content was xntended by Berlloz‘as ar."

" key to understand1ng the musxcal sounds.,At the same time

jhls style of compos1tlon upheld the Romantxc conv1ct1on that
music 1tsel£ wasvbhe most’ evocatxve of art1st1c med1a for
the ‘expression' of .human emot1on.3 Eventually Betlidz.

.downplayed the dlstrxbutlon of the programme since the mu51c-

The

. 7£{d it from the pegsonal happ1ness of the art1st to

.
©

expectatxons. Mu31cally," Lelio offered .a

pottpourrl of earlxer compos1t1ons and only ga&med the

'°£;)/h Symphon1e fantasthue became well known on 1ts own. -
w

ork, Lel1o, contlnued'the autoblographzcal connect1on~

b“t explorxng B



o .

3mphon1e fantastxque §'programme.,q ‘},'.ﬁi e

‘ THis early need fu1f111ed by programme mus1c, for »tne 5

k]

h:ghly subject1ve expresslon of pensoéal feellngs developedigg

over the-course ‘of Berlxoz ‘s career 1nto 'a mature dr1vef‘l'

L. nxneteenth-century French ,composers,: his bas1c creative

v

W aspxratxon was in the dxrectxon of opera or\of\theatricalii

'VOrxented vorks. In EE&Damnat1on de Faust the flrst uork

';«bé dealt w1th in depth in: this the51s, Berlloz moved away-"»

o from the personal realm and took up h?f fashlonable top1c

<

' among early Romant1c artlsts of Goethe s Faust..An earlier

.’collectxon of songs and choral numbers from 1829 had dwelt

upon ' certaxn 1mages. to do with Marguer1te anﬂf_w1th

. 'Mephxstopheles. Us1ng thlS collectlon as 'aw ba51s¢ Berlioz

vtr1ed from 1845 to- 1846 to round out the or1g1nal mater1al~.'

tl1ght momentarzly becnuse of ”its ‘continuation of. the - =

' towards more b ob]ect1ve artzst1c goals. _As w1th3 most

w1th 1nterven1ng orchestral passages andANGSf’JSPecxf1cally,: "

'xw1th characterleng arlas for Faust he set out to produce a -

’

-~ complete dramatrc jwork.- Berlxoz _ struggled _‘thh the. .

' ’appropr1ate form for hzs mu51ca1 drama. Goethe had presented

.

_,hxs drama, Faust I,“ in a rather free, unconventlonal

structure to correspond to the 1ntang1ble realm of 1deas he

R Vo

" ‘wished to dep1ct The form for Berlioz's f1nal ‘Faust work

fgast.also very. 1nd1v1dua1 for whlch ‘he chosef tne noﬁeli

o

deéignation 'legende dramathue.r Th?' term  "légende

r

~dramatique™ suggests an,-emphas1s on narrative which is

e

ﬁ): ) :51 (,,, - N . . ) . .)

- gxmpogggnt for understandxng Berlloz 's  commitment to make:
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-music contrlbute closely to the .development ’ofx-plot. ‘The ...
O

hactual result in La Damnatlon de Faust- vas with Goethe ]

£l - ’

',Faust-‘was a sttucture mxth such frequent and drastﬁc scene N

- changes “that a;tr ‘was’, not readlly adaptable for dtamat1c ’
staging.» .y | b
T v v e

K Romapt1c mpsié- shEred ‘wzth..llterary Romang§c1sm the?f"

‘ need to free tradltlonal fonms.qnd to treaﬁe new forms ;ih

Y

- prder to £1nd a more expfessnve medlum'ﬁor art. Th15°£ree3ng

. of jorm is one of nthe marks of Berlloz .6 *genlms ‘as vaus
lxbrettlst and partlcularly as a composer and led him to try ~W§§

to fmdu an exact mu51cal equ1valent for» hlS lxtetary”3f

Com

2N

71nsp1ratlons.r His _work of 1839 Romeo et Jul1ette, alsék;;\;
'A_belongs in genre to thls penchant for or1g1na1 forms._l; is', N

-.ycalled~ a. d:amatlc symphony ‘or in the uords of Berlloz, uiﬁh
»éymphonle " avec: choeurs, solos de chant 4et rec1tat1f j?

_ choral.' If one looks at a list of Berlloz s compos1tzons zt v
E

is not1ceable that most works bear 'an' 1nd1vrdual genre ' f

de51gnatlon. There ‘is “only fe""grand opera," only one\_
opera com1que: --in other words, no frequengeuse of any one .
ieompo51t1oggl genre. §uch ;snl'1nd1v1dual apptoach-‘to fi;
’claSSificstion attests-;ti- ‘Berlioz's ”1seazch “for -1thef'{
par:tlcula:r.'<7 “form su1ted to. the subject mattef at hand and to
ThlS actual creat;on of a totally unlque genfﬁﬁisuch ‘as thel'
_dramatzc symphony _'%V . o S ﬁ' |
'At_thxs early ‘steoe of: libretto _Qriting,.‘héyeyer;;ﬁ4
Berlioz did. not succeed wlth‘ La ﬂamnation -de~fanst-in"’r
. : - =

'------—-‘-—i——-—----

Hector Berlloz Memoxres, p. 219.
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rhcreating a work —of ‘dramatlc linear continuityf " The

—

uncOnnected nature of the orlgznal elght songs r€ft its

1mpr1nt on the larger work as well./La Damnatlon de Faust -

characterlzed by 1ts tableaux nature rather than by ongo1ng

'narratlve development, “There ‘are four parts,’ each ”e”*

featurlng an - ‘additional character Faust is - introduced” in

| | / y
Part ﬁOne on the’ pla1ns of Hungary,. in Part Two

Mephlstopheles appears.‘?art Three brlngs Marguer1te into
¢ .
the plcture and portrays the development of her feellngs for

: Faust. The predomlnatlng role in the. flnal part is played by,v

-

the - overpowerzng forces of.,the demonlc as personlfled-by
Mephlstopheles,.who subdues Faust; then,'the angelic “hosts:
take over and save Marguer1te. e ‘!v

Hav1ng the framework of his llbretto in mind Berlioz
faced the. task “of completlng the mus1cal score. It was’at
thlS stage that the true genlus “of Berlloz came to the fore. fl

w:th the dramatlc legend,- La Damnation de Faust, Berlioz

produced in the Romantlc tradltlon music of extraordinary

quallty Chapter three has shown, through analysis . of a

Faust ar1a, the exceptlonal unlon between words and musical

‘sounds achleved by Berlioz." Through the Romantic form of a

"durchkomponlert" ong, - the form of the mu51c and the
& . . o
‘ 3

,content of the llbretto text work as one in exqre551ng the

L3

11m1tless longlng of the Berlloz1an Faust. Berlicz was also

very successful in characterlzlng through music the demonlc

personalzty of Mephlstopheles. He 1ntroduced he' spirit of‘.

1rony-.connected with Meph1stophe1es by us1ng mu51cal forms

™~ ,._i‘

- ! w
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" such as _the- fugue and -the minuetg\zhe/pgﬁtrayaljof thi%;
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. A ~ ‘
uncanny flgure was further/\enhanced by the .bold . and

-

1nnovat1ve orchgstral powers of Berlloz. H1s jésrang use of

the trombone to announce Mephlstopheles entrles and the

unexpected orchestYatlon and unusual use of 1nstruments gych
™ .
as ‘the ophlclelde 1n/the "Course 3 1l'abime" 'were entzre)y

: sulted to f1nd1ng a musical equlvalent for 1mages of;the

fantastigue. _Parisian ‘ audlences,‘ however,-—-found the

+

unconventional .sounds overwhelmzng because of the1r novelty
e

‘and sheer volume. Berlioz became a topic of derlslon, and
. ) :

his music declared unflt for refzned ears!. The Germans were -
no~mo§£gadventuresome if one'takes»lnto account'the op1n1on

s

expressedl\y Zelter, musical adv1sor to Goethe. We have seen

in chapter: three how Zelter represented Berl'OZ‘s music to .
Goethe as a series of scunds l1m1ted to explo ive outbursts.

1t was the daring unconvent1onaq.ty .of / Berlioz that

N
E «

eventually became nonymous' with'his_musical brilliance.

Ten years after the completion of La Damnation de Faust,

N

Bérlioz- began work . on what was to become the one "grand
opera" of«his cOmposing_career For the topic of his "grand

opéra,” Les Troyens, Berlioz delved into the realm of

mytholody, ra"Very persona. choice at - a time  when

vnatlonallstlcally or1ented subjects were in favourf In orderv

development’of epic ‘narratig

»

‘to transfer tne form of Vlrgll s Aeneid to that requ1red ‘in

a "grand opera, Berlloz was forced to forego the linear

Opera ‘must. focus' on story

v

elements thal are  1i to specific .settings and

)
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chdrao@é%s ~in. order "to allow-ithe necessary musiCal'"

dﬁvelopment to take place. The form for Les Troyens 1s based'

"upon a five- act structure with o’e part takzng place in Troy
!

er ‘in“ Carthage. Act 4Three

(Acts¢0ne and Two) and the o
character?zes D1don : and/h r k1ngdom of farthage and Act
: - Four, the love relat1ons that develop between Dldon and |
Bnée As by convent1on, the f’nal act of the opera must ehd»
traglcally, Berl1oz termlnated hls operatlc‘ plot at,ithe
point of Enee s departure for Italy gﬁ& Didon's su1c1de

r

wIth' regard} to mu51cal forms Les Troyens offers

*operatic‘ scenes of solos, ensembles as well as spectacle in
the classac tradltxonpof n1neteenth century French grand:.
opera. But Berlioz 'had more in mind. His goal was to put
1nto practice the Glucklan prlnc1ples of maklng music ‘more :
respon51ue—~te the—éramatlc storyllne The first step was to
reduce the amount of rec1tat1ve whlch as too obvzous ;a
means ‘of further1ng plot and resulted 1n a break of the
mus;cal cont1nu1ty Berlioz strove to move smoothly from
ar1a to a m1n1mal amount of rec1tat1ve and back tQLarla or

ensemble numbers. As .seen in chapter nine, “such transxtlon

_is B accomplished 'through similarity' of  key and of

accompanylng musical . style.

t

Berlioz also restrlcted the amount of solo or ensemble
s1nglng that served only as. mu51cal d1ver51on in the style“'
of R0551n1 and did not contrxbute "tq dramatic development

In Act One of Les Troyens Cassandre and Chorebe S1ng a duet

as Duo Number Three. Audlences mlght have expected a typlcal
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| love duet with the reciprocal avowal of tender emotions.v
Berlioz left such expre551on to Chorebs but against that he
juxtaposed the frantic outbursts of Cassandre at .variance in
' rhythm and in -melodic- style. _In. this way Berlioz gave <
fexpression to -their love but simultaneously conveyed the

‘ominous forebodings of a seer.’ Through4 the role of

K]

Cassandre, Berlioz realized in opera the “technique, of

dramatic irony. /
L : ‘ ) ’“ ‘~ ,“ «.

In composing the libretto and score for Les Troyens,

-

Berlioz claimed to be ‘workingr'according to a "systéme

shakespearien.”( By.‘ using literary' techniques. f romn
Shakespeare, such.as'dramatic irony,f Berlioa was able S to.
increase‘ the dramatic continuity throughout the comp051tion
of words and sounds. Another feature of this system was ’the

‘ShakeSpearian notion of a play w1thln a- play Berlioz used

this technique to advantage in Les Troyens in that it
combined very appropriately with the demand for ‘pantomime in
French grand opera.” Chapter_seven explores this concept

through the two examples contained in Les Troyens, the more

significant one being the operatic staging of the Royal Hunt
A and‘Storm. Again with Berlioz one finds a,unigue combination
of the literary with the musical since such scenes‘ of.
‘pantomlme .allowed full exposure of his tremendous powers ofr
orchestration. Berlioz was never at a loss when the
orchestra alone was required to carry theyfull dramatic

development Ln sound Such intrumental passagesffcreate a’

~distance to the v1sua1_‘events .of‘the'pantomime; and the

'



audience is sled. to view the story presented = ins
‘miniature--i.e., the aplay—withfn}a-play¥;from a more
s S o R | T 4 -

objective perspective{]' .

Thef" main- advantage, .. then,  of - this7 "systéme .

~

shakespear1en was the dramatic-continuity and-oonplexity
s that<:;\§ave to Berl1oz s style of compos1tlon His; tse of.
the supErnatural‘ also acted as . a un1fy1ng ‘force and showedv‘
his familiaritylwith a Shakespearlan drama such as,Hamlet as
_well as a Romantxe understanding of the‘supernatural In
“htyplcal fashzon, the ghosts call up the past and aiso point
.to' the. future. One way they, and others such as Cassandre,
accomp11sh thls foreshadowing is by their omlnous 51ng1ng of
the name "Italie.” ‘This proclamat:on of the new homeland
i gains in dramatic effect as it ocours.atvthefmost/theatrlcal
moments, throughout the opera:" as Cassandre‘ and her
compan1ons commit su1c1de before 'the Greeks advanoe-'into
Troy ‘and as Mercury cuts through the at) osphere of bllssl
from the love duet sung by Didon and Ene7 at the end of Act
Four. The mocklng of“the call by //he sentlnels at the
beg1nn1ng of the final act is also: verg/effcctlve. |

The sentznels duet and Hylas'® song. embody the

Shakespearlan principle of con&faz ' whether of genre or of

mood and tone. The cycllcal ature of the sa1lor S song

offers relief'from the dramatlc tension constantly bemng

built up over the course of thi ‘long opera. But, in faot,
the music for this song contributes to the’ storyline by a
' o \ ,

different  means. In represenévng the repetitive, yet
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nrelent1ng motlon of the sea, the mu51c becomes symbollc of

the - whole* force.'of_ dest1ny to. whlch 1nd1vxduals must

,y1eld--a dom1nant ‘theme from the Aeneld as well The muslc
.for the sentinels brlngs a needed touch of comedy But here

too the; mu51cal accompan1ment proves a stronger force than
' .

thelr non-melodic grumbllngs.' They yare pulled away from»

thexr comforts in Carthage Just as Enee w1ll be redzrected

»1t is a stroke of comlc relat1v1sm. Through this systeme N

shakespearlen“‘ Berlloz achleved a- cont1nu1ty of muszcal and

dramatlc development and 1ncreased moreover, the . depth of

meanlng of what is be1ng presented on stage.VDramat1c irony

accompanles the eveng; portrayed with a hint of- the trag1ctﬂ

'outcome A play-w1th1n a- play 1nsp1res advance reflect1on on

an overall vxew of‘the plot as suggested 1n m1n1ature. ‘The

5upernatural .flgures, convey superlor knowledge of the past

' and of what is to come. Finally, the dlver51ve ‘scenes with

minor characters are secondary'to‘the main-plot, but at the
same tlme reflect ‘the fate of the heroes themselves.
These - technzques 1ncreased the perspect1ve by allow1ng

the Simhltaneous preseptat;on of an additional layer of
' \ - o B '

meanxng The result in Les Troyens is increased powers of

expression for the medium of operatlc music. To tie mUsic'

" more closely .to the storyllne being presented was qne of

-

Gluck's principles ofireform, although_h1s own works do not’

always 1llustrate this; It was Berlioz--along'with.others

‘like Mozart--who succeeded 1n enhanc1ng the narrat;ve powers

of music. The obsess1ve, :even mystlcal, "love ‘of Didon is
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admirably .rendered‘ by Berlioz -as well 'as\the less than
\,' v o .
honorable vaverlng of Enée that leaves him_ a- questionable

‘hero whether in the ‘opera or in the eplc.\ \
-,pp' The work ,when completed in 1858 ‘was considered- =00

. [ B .

long by Parisian .opera dlrectors, and aerlloz experlenced

_d1ff1culty in hav1ng even ‘the second part staged as Les

'Troyens a Carthage. In fact, the operatlc works of Berl1oz'

t

: are still in the process of belng d1scovered ‘It ‘was._ only

| toward thel-centennlal of Berlioz's death that Les Troyens -
was produced in full at Athe Royal Opera House, Covent

‘Garden,‘ as well as 1atervat the Metropolxtan Opera House in

. . # % -
New York. A . i? _
L @ o

The’ f1nal operat1c work of %erlzoz s career as composer

and 11brett1st appeared in 1862 Wxth the opera com1que,

Béatrice .'et Benedlct, Berlloz also ‘set h-mself; very -

h

liberate goals with regards to the interaction of“{gxt and

‘de
musical ﬁounds..~His-vchoice of'literarY‘source"aga}n bdre,n

.wltness to the French Romant1c fasc1natxon with Shakespeare.
The comparzson of subject matter between a 11terary text and
~an operatlc libretto is an easy 'one _to make. The . , gomic.
xntrlgue created by Shakespeare suggests a war of words with
llttle intervening action. - Berlioz reduced the actlon

L
further by concentrat1ng on Beatrlce and Benedlct.

%
Less obvxous is how Berlloz was 1nfluenced by matters

of Shakespear1an form. Chapter eleven shows thrOugh analy51s

the transfer of form needed in ‘order to reproduce the: verbal

L Wit of Shakesp%are in duets and tr1os of a comxc vein. The
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“light-hearted - courting combat of the Eéatricefﬁénédict
‘ensembles was straightforward9~and easily‘ apprecrated by

~ o’

' gontemporary audlences. what they did not understand was the
’ B € W ‘
overt suggestxon of Romantic irony that Berlloz tr1ed to

1nsert through Ct‘e. scenes- of rehearsal with the bumbllngb
fconductort Somarone."The, odd ch01ce of, weddlng hym;
»( Eplthalame grotesque ) wis Indlcated by d1alogue on stage.
But the mournful style of sznglng was accepted at face value

e <

and found some%hat unlnterestlng--to be dlsmlssed totally by_

3

future dlrectors. No. connectlon was ' made between 'Somarone

\

ahd Berlloz, and between the cho1rcand the lack of musical
apprec1atxon that Berlloz had struggled with for all of his
ﬁemu51cal career. The 1ntended mirroring of Romant1c irony
with 1ts toplcal allu51on to the mu51cal scene of‘ Berlloz s
day was_ lost%v Aga1n,_ Berl1oz had tried to make h1s muslc
‘more eipresSTVe of storylxne by Jconveying an underly1ng
- layer of 1meanlng. The result‘uas a style of operat1c musxc’
that uas difficult for‘contemporary audiences to. appreheqp.
'_Theyv were_accustomed to being;entertained'by musical sounds
that were fa1rly easy to assimilate “and become familiar
~with. Thus, the llght -hearted parts of this "opéra-comigue”
‘ won accla1m where much of Berlzoz s earller composition had
been d1sregarded.‘1taenjoyed 1mmed1ate:success among German:
aud1ences and eventually in Parxs as well. N ”

king the three major works together, one notices how

the literary 1nf1uence increases chronologxcally in the

libretti and scores Jf,Beilingztor La Damnation de Faust,
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} , ] ,
Berlloz‘\fbstracted from Goethe S drama what lent 1tself

readily to the creation oﬁ- mus1cal moments or té%leaux,

featured i'nj essence '1n the or1g1nal Huit Scenes de Faust.
When the characrerlzat1on %f Faust was added for the concert

opera, lt was largely based upon a Romantlc conceptlon of

hls relatlonshlp to nature rather than a close raad;ng of -

& Q.

Goethe s text. ‘For’ Les Troyens, however, one‘feels that

Berlzoz followed more closely the" Vlrglllan text, lettlng it
gulde h15~_ total, *creatlon of llbretto and muszcal ‘score.

Finally, injggétr1ce ‘et Bénedict Berlxoz seemed to go to the

Fd

cther’ extreme  of perhaps trylng too hard to 1m1tate P
literary work in musxc. In the women s trio, dlscussed in

uchapter thlrteen, Berlioz tr1ed to portray the development.

of feellngs over the course of the ensemble. Both l1bretto‘_

text and musical score suffer. The verses sung in order to

convey this 1inear’narrat1ve do not - presentp‘the necessary

repetition;. and the accompanying music also becomes drawn

outvandclackinq in variety. As well, the concept'of'Ronantic
ironw,- featured by Berlioz in his ?opéra-comique," stems
‘fxom lrterature rather than from music. “The repetrtion of
the rehearsal scene prescribed.by.Berlioz in order to convey
the Romantic irony‘was usually omitted by musical directors.
can one conclude then, that the extent/of Berlioz's
llterary 1nvolvement resulted in .a strong‘ integration of
words and of mu51cal sounds? The muS1co l1terary analyses
’undertaken in this thesis seem to 1nd1cate that where he

_,g‘
proceeded from a thorough. knowledge aﬁﬁ understandlng of the
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original _Liéerary text;tthis”was the'cese. In La Damnatiod
vde’Feﬁst 'Beflioz seems tb~have been éaﬁght at an. early
IStage of the.French apprec1atlon of Goethe's drama. The text
for the 11bretto was somewhat weak in characterzzatlon w1th
the arias for Faust:‘belng attached in a less than fully
integrated way and the dominetlng irole. of Mephlstopheles
lapsing into ‘detaehed 'symbolism.r_ln ;hislgap, the-cho;us
becomes the hero of eheﬁ dramatic legendl and the "chief
intefest_ofbthe erk definitely rests on the‘side of musical
_ expression; Berlioz had been mqfivated_by certain aspects of
the Faust legend “but he ﬁeQer asbired to givi;gae musicel
- _ w .
equivelent‘of Goethe's drama.-Understood in this sense, the
work holds brilliant 'end imaginetive';aéleeux of various
musical settings. The way in which Berlioz did snOt .concefn
himself 7wit§‘ iinea;f\plot‘ development is even considered ﬁ;
modern. v,"v , - : A ) - .;Ee
Agaln with Beatr1ce et Bénédice, Berlloz Qommxtted so
X.

injust1ce to the orxglnal work of Shakespeare.f Chara

. LY -
roles were minimized and material added on groun@®

musical structure,‘i.e1, symmetry. In the case of add'(g the

_‘.\' .

development. The storyllne has been furthe”¢f w;ulated to
permit Berlioz to reflect upon his own role»% ; v
composer in_the persoh of Somefone. This attemﬁt Ss Romansic
irony did not £find -acceptance with the _audiences of

r

'Berlioz's day and has also been rejected \in;iﬁodern‘
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Pproductions.

l-4$\

Les Troyens was the one work considered here whose

‘l1terary 1nsp1ratlon 'did not descend ‘upor. Berlloz as thunder’
or lightn1ng. He was,xmbued from<ch11dhood " with adm1rat1on
forlvirgil's~teXt and for, the'claSéic Virgilian:spirit.iThisa
deep-rooted apprec1atzon led Berl1oz to create’ a "grand

vopera- vthat, first of ,all was dlStlﬂQUlShed in terms of

libretto gerse=-the equal of any of h1s day."n' structuring
he .enhanced its dlmenslons;w;thﬂhls tranSEer of

Shakespear1an elements of .form that best ‘translafed the

; "Virgilian resonance of event and of character. The music to

111ustrate this lxbretto 'contrlbutes 50 the - dramat1c>

_development yet presents a grandeur and 1nt1macy of 1ts own,

,v

With his Les Troyens ‘Berlioz achleved . ;rue balancev of:

dramatlc and 'musical odevelopment and brougnt -the;
nxneteenth century concept of French grand opera to 'its
.pxnnacle. All : of the _elemegts Of'j class1c .French
opera-—ballet, spectacle, pantomlme, ensemble and solos--are'
there, plus ‘¢ 'the exceptional powers ‘-of’ Berl1oz s
orchestrat1on. It is a "Gesamtkunstwerk" c6ﬁb1n1ng the arts'
of music, . llterature, dtrama and dance, with few of’ the nxne
muses being d1sregarded —

All three vworks g1ve év1dence of outstandlng dramatlc.f
music’ based upon an 'unusually thorough integrat1on of
:11bretto text and mu51cal sounds. Berlioz was a very intense

‘1nd1v1dual Onceu ansp1red by a» llterary idea, he’ was

consumed by stronis »dramatlc,'images ‘that, he strove to

\

)
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express mus1cally. wlth both words and mu51c contrlbutlng 1n

an unbroken line towards the dramatlc development bf a work
the result was a style of comp051tlon that was not easy to
'a551mllate but lxves on as truly remarkable for its powe::f

and depthf> R '1 5 . e -
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