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Abstract
Music and Drama at the Academic Roy ale de tiusigue (Paris).

177U-1769

Gyolee of regeneration and decline in musical drama at 

the Acaddmie °oyale (the Opera) can be associated with the 

names of a series of major composers. The 1'irst was Lully; 

1771 marke the beginning of the "Spoque de Gluck". Oluck 
had already attempted the 'reform* of Italian opera in Vienna, 

with as its chief manifesto the preface (dedication) to 

Alceste. published in 1769 and translated into French about 
1773* It has long been recognized tnat this rei'orm owed 

something to the methods of ^ameau (waich were developed from 

Lully's). This study therefore opens with a comparison of 
'Pameau and Sluck, showing the lundamental ways in which their 

methods and intentions differed.
The "Spoque de Gluck" was not a sudden reversal of 

French operatic method, and one of its features - the intro­ 

duction of the "international style" (basically Italian) of 

18th-century music onto a stage which had generally tended 

to resist it - had been anticipated in several French operas, 

mostly mediocre resettings of old libretti but including 

distinguished worics by Gossec and Phiiidor, composers whose 
talent Gluck recognized.

Consideration or tnese works is followed by a discussion 
of the types of aria, recitative, and arioso used in Pluck's 

French operas, and of lohigenie eti Aulide. the v.orK which 

definitively established the syntnesis of French and Italian 

elements, and made a return to old French opera impossible 

while effectively forestalling the attempt to introduce a 

more purely Italian music*
After adapting three of his existing operas, of which



Alces ta» on a subject also treated by Lully, was the most 

radically revised, (Uucie airectly challenged th« founder 

of ^rage'die-lyrique by reaotting Quinault's Armide with 

comparatively little alteration. Meanwnile various attempts 

were being made to introduce purely Italian mu&ic to France; 

arrangements of o a echini were not played at the opera, but 

Piccinni was commissioned to set another, substantially 

altered, Quxnault poem. Poland. J. G. Bach's Amadis. and 

a absu;i at nt resettings by Piccinni, Oosbec, and Philidor, 

are measured in this study against ^ully and each other.

The controversy between trie Qaucicistea and Piccinnistes, 

a literary war in the tradition or the "Guerre des Boufiona", 

raged fiercely from 1777 to the early 1780s. Artistically 

it came to a head in the two operas of Ipaig^nie en Tquride 

which, despite Piccinni'a disclaimer of any desire to emu­ 

late G.LUCK, are in many ways comoarab-ie and revealing about 

the two composers* intentions and achievements. Piccinni 

was brought to Paris as apostle of Italian good taste and 

the melodic "Periode"; bat nis French operas, lar from 

opposing to Qluck's dramatic conception or opera the purely 

musical approach that had dominated in It*ly for so long, 

are tnemselves thorougnly, indeed strenuously dramatic in 

intention.
One consequence of t da is that altijagn many composers 

paid artistic homage to Oluck, the majority of tneir worxs 

reee nbit; more closely tuoee of riccinni; uiucK was personally 

inimitable, and in any case belonged to an earlier generation, 

 Moreover a critical study of "i iccinniste" melody sag, eats 

in A t tslegmce ana adherence to the "Pcriode" frequently 

produced music wnich, in terms of its ov»n musical development 

and of the dramatic articulation to Kihic.i it is supposed to 

contribute, is supe-rf iciaj.; both : iccinni and Sacchini were
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more successful dramatically in the short forme and ariosi 

for which French precedent was stronger, than in the 

Italianate aria and recitative accompagnatQ.

The operatic genre most typical of the period, and the 

most successful, was tragedie-lyrique. frequently with 

Qree* or 17th-century French dramas ae model. The French 

composers, however, concentrated on comedy, pastoral, and 

non-tragic advent are operas, i>hile Giucic's and Piccinni'a 

pastoral operas uere relative failures, successful composers 

or lighter genres, including Floquet and Gretry, Acre 

unequal to the challenge of tragedy. The later  AGT-.CS of 

Phiiidor and Gossec Kept the possibility of indigenous 

French ope^-i alive, particularly as tneir wo^:<: shows a 

closer ^elation to their ov.n past (the 'chant francais') 

than did tr>eir contemporaries'. With m^ny points of inter­ 

est, these wo^ics are uneven in quality; they include such 

oddities as Candeille's Pizarre. Dezede's "opera feerie" 

Alcindor, and the "paysannerie la^moyante" Cosine by Gossec.

The direct succession to Glucic was in the WO^K of 

actual or intended pupils and snoAs strong symptoms of 

decadence, an exaggeration of techniques and passions. 

Lumoyne and Salieri botn modifit=a their manner after tnuir 

lirst "horror" operas, glectre and Lea Danaldea; the rormer 

dfjcla^o-d li iiseii ^iccinniste bat witno it making any signifi­ 

cant cnange of style. 3-tlie^i also approaches ^iocinni 

when leas overtly copying GiucA, in his sober x<es tioraces 

and exotic Tar are. Vogel's ^a Tcfison d'Or. dedicated to 

Glac<c, imitates him alnoot too closely in places, but else­ 

where esc PCS into the (more ^iccinnian) language of his 

own generation.
Piccinni's las;t wor^s met with varying degrees of
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success or failure; they show intermittently (in Pidon and 

Penelopo) a deepening dramatic 1 isight. die dramatic 
intentions - which led to the suggestion th,*t he had become 

a Oluckiste - may have contributed to his ccliose, since 

the increasingly popular Italian cantabile had lound a more 

consistent caampion in j iccnini. The latLtr's musical gifts 

to 8ume extent disguised his relative lac* 01' interest in 

drama, a penchant which pu^nite tae diwcassion of nim in 

thii^ study to be comparatively brie!. Trie l^st ovu^tly 

iccinniste opera was ^ingurelj.1's 'vail ;.;Qne (1790), but 

already a synthesis bct-een the allegedly ^ivai trends v.as 

ap.-'^uiit in two adaptations of Meta^tasio's l>o;noi'o"nte set 

by Cherubini and Vogel.
The he^iti^t; 01' t:ie e ocn may be traced through the 

diri'tiring operatic lashions of ^evolution, Empire, and 

Restoration, in the wu^< of Cherubini and Vehul (mainly 

serious o .'^ .-comi'-jue) and Spontini, who restored the aup- 
rvmacy of the OpSra under Napoleon. It should be clear 

that this somewhat nebulous term "Piccinniste", implying an 
ope»*a in which musical fecundity often taKes the ol-tce of 

dramatic i-mining ina a .eloa^a:a^tic energy that of J.UCK'S

control, iits all these composers better than 
Piccinni howuv^r w^s no j.eaaer f ana no school 

shoald. bt^r his name. fj.'he trcnu he represented *as wide­ 

spread and existed ev^a berort: 'JJ.UCK reacaea Parisj a drama­ 

tic illy intwuucd opera with room i'or musical exoansioa, a 

 uixture of French continuity and Italian aria forms. Of 

tais tre id Giuck was the S'loreme master • and if he iormed 

no school his far-reic;/ing i-alaeace had its bnsis in the 

worK of several com osfcrB wortcing in raris between 1767 and 

1790 who, in ways befitting tn<=ir generation and nationality,

iv



followed his lead in mingling the tccnni-iucs and structures 
of the two previously irreconcilable 18th-century operatic
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Chapter I 
Towards a Synthesis; French Opera before Qluck

A, Gluok and ^ameau
Qlucic's arrival in 177k caused something like panic 

among the Paris establishment, and Dauvergne (the OpIra 
director) insisted before accepting Iphige'nie en Aulide 
that Gluck should write not less than six operas for Paris 
since "un tel ouvrage est fait pour tuer tous les anciens 
operas francaie". ^ His predecessor Hebel said: "si 
cette Musique prend, il faut bruler 1'immense A superbe 
collection do nos Operas nationaux". * ' The holocaust 
remained symbolic: Gluck'a six operas made the break with 
tradition irrevocable and older works ceased to be pe**- 
formed after 177 }-\, The battle between French and Italian 
music which had persisted since the early 18th century 
was ended not by the victory of either party but by a 
compromise in which the ideal o^ooosed for the French 
lyric theatre by d'Alembert - to "keep our opera but 
change our music"* ' - struggled i'or realization.

Hindsight makes apparent the logic of Oluck's decision 
to prodace his last operas at the AcadSinie Royale. Already 
in his '^eiorm 1 of Italian opera in Vienna the influence of 
French forms had been considerable, and his careful use of 
'modern' (Italian) music on the trench stage never under­ 
mined established French practice. Aulide was not a 
revolution in French nuaical drama but the definite estab­ 
lishment of a new synthesis: "at <mce a blow to French

1. Desnoiresterres p,83»
2. Tteoorted in a letter to Journal de Paris. June 1777; 
MP3 p.235.
3. Summarised tiius by Oirdlestone p.55U» from De la liberte 
de la^musique (Melanges de..Littcratare, d'Histoire t et de 
Philosophic, (1759) IV; see especially pp.U03-9 and 417). A 
similar solution waa proposed by Ghastellux. gssai sur 
I'Union de la Poesie et de la Musique (1765). See Tiersot f 
Qluck and the Encyclopaedists, MQ /f 30 A"



opera and a ranawal of It*. ' The blow eepeeially 
damaged Rameau. Several composers, some of whoaa work will 
be diaouaead below, groped towarda Oluok'a eolation, but 
Rmmeau* parhapa tha greatest composer of Pranoh operaa, had 
renainad persistently old-fashioned in hi a approach. In an 
axtandad comparison'2 ' Qlrdleatone emphatiaea Oluok'a dabt 
to hie predecessor, but through overstatement ha oarriaa 
leaa conviction than in hie pleaa for Ramaau aa a auaician.

"   OlueVs reform doaa indaad amount to a
reaction to the Lull! an type, atill represented
by tha only lately deceased Rameau". (p, 552)

"In Italy » it waa indeed a reforms it waa a 
bringing to a haad of those Qallioixing tenden­ 
cies*   which aimed at bringing Italian opera 
into line with French; that ia why the preface 
to A3. oaste ia really a aanif aato of Ramellian 
opera under the Aieguiae of a oriticisn of

"...every study of Oluek'a 'refom-reaetioa* 
ahould open, not with the 'abuaea* of acfiER- 
aeria. . .but with the preaentation of the opera 
fora of Raaeau*. (ibid.)

In this, a study of Qluck's French ayntheaia, not hie 
Italian * reform 1 , the laat auggaation is worth adopting* 
That reform had been in Vienna, having little effect in 
Italy, and "Raaellian opera" waa neither what Oiuofc intended 
in his Preface nor what he achieved in Orfeo and Alceate - 
chiefly because he retained, in the latter particularly, the 
clear dirialon of recitative from aria. In Paris he did 
exploit - not consistently - the blending of these elements 
characteristic of old French opera. Moreover the "lately 
deceased Rameau" had had no new trage'dle-lyrique produced for 
a quarter-century before Aulide and had laat really attempted

1* Einstein p,13fl«
2, Girdles tone Oh* 15 (•Rameau and Gluck" )•



drama In the 17UU revision of Dardanus (entitled Nouvelle 
Tragedie and, unlike the 175U Caetor et Pollux. virtually 
a new opera)* In traged!e-lyrlque - as opposed to ooe'ra- 
ballot - Rameau was if anything leas firmly entrenched in 
the repertory than Lully, although a revival of Castor in 
1771 had more success then than anything else/ '.

The "opera form of Rameau" was essentially Lully*s: 
the differences are of detail, steaming from Rameau's 
incomparably richer musical invention and the generally 
inferior quality of his librettists. The near-identity of 
form is, despite Girdlestone*a reference to the "Lullian 
model", sometimes forgotten:-

"Many of the ideas which the history-books credit 
to alack*s account had their origins in Rameau. 
One might instance the programme overture 
CZoroastre), the planning of a whole act as a 
single entity, the restriction of the role of the 
solo da capo aria and its vocal virtuosity, the 
emphasis on continuity through expressive recita­ 
tive and arioso, the greater importance of the 
orchestra in emotional comment and the evocation 
of atmosphere". (2 )

Some of these points will be discussed in detail later. The 
"greater importance" rightly implies the refinement of an 
already existing element. But act-planning, by dramatic 
symmetries and tonality, is found in Lully; just such continu­ 
ity is essentially Lully*s plan; the virtuoso da capo aria 
needed no restriction by Rameau, having never been part of 
the French operatic tradition (it was used by Rameau in 
ariettea. confined to the divertissements). Everywhere 
Rameau demands more vocal and instrumental virtuosity than 
his predecessors, if the word be not restricted to vocal 
acrobatics. The detailed differences are Rameau*s richer

1. Prodfhomme p. 198, Castor was performed until 1785 ( Jinala) 
and Gandeille's version (1791) included some music by Rameau.
2. Trowell, programme booklet with recording of Hippolyte et 
Arioie (OL (SOL) 286/7/8) p.3.



orchestration and consequent lesser reliance on stage 
machinery for effect; the air forma and the more ornate and 
therefore slower-moving recitative, corresponding to the 
slow eighteenth-century performance of Lully'a originally 
rapid declamation,^1 ' which made of it arioso or, pejora­ 
tively, *psalaodie". Quinault wrote seal•philosophical 
generalities which Lully set as airs, often in dance rhythna 
and with self-contained musical forms. Rameau's airs are 
usually emotionally relevant - almost the only point on which 
his librettists are superior - and belong more closely to 
the dialogue in which they occur; the forms are consequently 
freer and more varied. For his soliloquy airs Rameau adopted 
Lully's ternary and rondo forms.

In the early 16th century the Italian opera, while 
tending to exclude musical forms other than the aria, and 
the French, Including the ballet, chorus and scenic display 
increasingly neglected in Italy, share the tendency to 
separate action from the principal musical structures.
Action is in recitative; emotion in aria or (more temper­ 

ately) Lullian arioso-air. The main musical forms are 
static and the Italian opera as a whole is a succession of 
arias while in the French the choruses "become the main 
moans of organisation since the air is too small and too 
indistinct to fulfil this function"/2 ^ The complex 
ensembles of Plcclnni's and Mozart's opera buffa. which 
draw action and music Into a single continuity, were not 
paralleled in French ope'ra-comlque. . There, with unsatis­ 
factory aesthetic results, the action is carried on in 
spoken dialogue and the brilliant 'ensembles of perplexity* 
in Philidor and the massive ensembles of Cherublni are like-

«

wise static. The musical continuity of French and even 
Italian (eeoco) recitative usefully preserves the operatic

1. See d'Alembert, op.clt. p.Li25.
2. Oirdlestone p.126.



convention, "but too frequently the drama 10 imperilled 
because Important action is accompanied "by unimportant music. 
In Rameau 1 s tappolyte et Arlcie (IIX.3--U) Th6a5o returns 
unexpectedly from Hades and enters at the very moment when 
Phedre Is trying to kill herself on Hippolyte*s sword. The 
moment is embarrassing because of the blank unawarenees of 
its im ortance of of the thoughts and feelings of the charac­ 
ters in the music. It is a difficult situation to treat 
dramatically because of the intrinsic improbability af 
The'se'e's unannounced appearance at just that moment; the 
scene is not in Racine and Qluok would certainly have con­ 
trived to avoid it. Later in the act Rameau superbly 
articulates The'se'e's complex feelings in a soliloquy.

The Italian opera divided emotion from action more than 
the French and - even in the occasional duet - rarely brought 
characters into significant opposition. Each is placed in 
hie own impenetrable cocoon, spun out of stylised emotion, and 
the "drama of systematic soliloquy*" 'was too easily abused 
in the interests of capricious singers. Rameau*s duet of 
invective (Hippolyte III.3) uses vigorous counterpoint whose 
formality produces the effect of a two-part Invention rather 
than an opposition of personality, and its impact is less 
fian that of the more spontaneously expressive recitative.

The merits and limitations of the "opera form of Rameau" 
can best be shown by example, the fourth act of Hippolyte 
et Aricle. This, hie first opera, remained his most power­ 
fully dramatic, the only one with ropts in Greek and French 
tragedy,*2 ', Girdles tone considered Castor et Pollux the 
better libretto (p.197) but agrees that Hippolyte has "the 
only essentially tragic plot" in Rameau (p,19U). That "the

1. Kerman p.61.
2. Euripides, Hjppolytos. and Racine, Phedre. For its 
relation to the latter, see Oirdlestone p.195.



native vigour of Hippoiyte has been tamed in Qaetor" (p.228) 
is to the letter's disadvantage, dramatically, and deft 
Handling of detail cannot compensate for the weaker action, 
The 17kk Pardanus is "better constructed and its action leas 
interrupted..." bat "Its main weakness is the unreality of 
the subject**, (p.272). In this Hippoiyte. even with an act 
in Hades and no shortage of the 'merveilleax', has the 
advantage of most French operas including those by Quinault.

In contrast to spolcen tragedy, French opera freely 
included the supernatural ('merveilleux*; in the visible 
action. The gods of French opera, however, are not those of 
the Greeks. In a prologue to the Hippolytos Euripides opposes 
arrogant chastity to sensuality, 'rterais to Aphrodite, a 
dangerous conflict made trivial in the opera prologue as the 
seduction of Diane's followers by I 1 Amour. In Racine the 
spectator need never suspend disbelief in the gods, whom he 
does not see - what matters is the effect of belief in them 
on human minds. The opera takes Racine's Hippoiyte, enamoured 
of Aricie and not the proud virgin of Euripides, but intro­ 
duces visible deities in every act except IV, where they 
nevertheless play a crucial role.

This act consists of soliloquy, dialogue, divertissement. 
peripeteia - the elements out of which every Lully act is 
formed - and a final scene which is almost soliloquy; these 
elements in this order are used in I and III, while V also 
begins soliloquy/dialogue. Thus the opera la constructed 
by symmetries, of which the opening Soliloquys are part, 
Hippoiyte is comparatively underdrawn, and IV.1, his only 
opportunity Tor introspection, is musically beautiful but 
effeminate. In V he is saved from death less for his own 
sake than because his death was a pathetic incident, too 
small for tragedy.



Like 1.2, IV.2 is a dialogue for the lovers, immature 
people, preserved toy the gods for their Innocence when awa«p6d 
toy the adult passions of Th6s£e and Phedre. Rameau catches 
exactly a social awkwardness in the dialogue, tout when they 
come together they disappoint. In the recitative, inter­ 
spersed with airs, Aricie is the more articulate. 3he has 
most of the aira, some with orchestra but mostly arioei with 
contliuo accompaniment, emerging from the recitative ("Dieux, 
pourquoi s&parer deux occurs"). Elsewhere the declamation 
develops enough melodic significance to be part of an air 
(1.2, Hippolyte's declaration: "Jo sens pour vous une pitift 
Aussi tendre que 1* amour m$me"). In such cases Rameau is 
more flexible in forms, more continuous, than either Lully 
or Gluck, In the passionless duets their feelings seem leaa 
deep and the orchestra gives no assistance, although Rameau 
emotionally enriched the great scenes for Phedre and Th&s&e 
toy instrumentation. The style, parallel motion over a simple 
bass, feels archaic, yet it survived Rameau.* ' Even in V, 
when they declare that "Le moment qji vous rend a moi Est 10 
plus heureux de ma vie", the restrained d is, for the effect 
of the contrived happy ending, fatally a*in to their despair­ 
ing prayer to Diane (1.2).

The ij.Kt part of the act is the divertissement, which 
Lully, in contrast to contemporary Italian practice, had made 
dramatically relevant. In III, Raaeau and Pellegrln made an 
ironic contrast between the natural rejoicing of ThSsSe's 
subjects at his unexpected return, and hie gloom. In IV, the 
scene for Diane f s hunters was considered by Girdles tone (from 
whom Rameau usually needs no defence) to have "no dramatic 
Justification" (p.l?U). However, it makes an important sym­ 
metry, with the Prologue in which the hunting music (also in 
D) was very similar, and with 1,3 in which servants of Diane 
also entered after the lovers had called on her. The hunters

1. See Oirdlestone p.138; compare Adele de Ponthieu. Ex.7.
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suggest her unseen presence, and an answer to prayer, T* 
always excelled in dance music and choruses; his next work 
was Les Indes Qalantes. in which the brief romances are 
excuse for an exciting spectacle and musical delights. Here 
the delights serve a purpose and the spectacular scene to 
follow is part of a lH"ge dramatic rhythm.

The structural symmetry with I is continued jy the use 
of key contrast. Phedre's entrance (I.U) brought d after O, 
a shadow on the festivity (the priestesses sing again in Q, 
and d reappears for -J n5dre in 1.6). Here after D (the last 
written music is in d, but the fi^bt Minuet is recapitulated) 
comes Bb, the unison spread!:ni? up the scale and over the 
orchestra like the swelling "montagne humide*. The chorus 
is used both as a commentator and an extra dynamic resource 
(compare Gluck's Tauride I.I). By a striking chord-progression 
(Db after B>, to £b; then to £ and the tonic B>) flameau, with­ 
out holding up the dramatic impetus, gives the passage the 
grandeur of a longer movement. With the orchestral continuum 
and the voices singing melodic recitative, music and drama 
move at the same speed.

Diane does not appear uecause the gods must not openly 
contradict one another (GO DO ire II.5» where Mercure intervenes 
to release TnesSe). Hippolyte is rescued but must be apparen­ 
tly destroyed to punish Tierce*s rashness and Figure's lust.

Al'ter twenty bars* ' the texture disintegrates, resembling 
the accompanied recitatives of III.3 and IV.U (w ich also 
evoke the wr-^th or the gods). Hippolyte disappears and 
Aricie is alone, in every sense (b*r 31); poised on a high 
note beneath which the descending bass (3b-Ab-0) seems to 
extinguish hope. Her collapse is meet moving, its emotional 
truth reinrorced by its brevity: sne coild not sustain a long

1. Bars numbered from the Bb: 1733 score p.151; Durand, 
full score (1900) p.306 ind vocal score p.180.
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mourning scene, as ?hbdro can, and her ro^o IB unresolved 
until V. This passage also affirms a modulation to g, »hlch 
appeared in bar 21 and becomes the tonic of the laat scene*

The ohoral rei'rain "Hippoiyte n'est plus" * ' frames the 
personal epiphany of Phedre (IV.U). After questioning the 
chorus she proclaims her own guilt in magnificently controlled 
recitative, a passage in which Rameau uses his predecessors' 
techniques to write them into oblivion. It includes even m 
simple illustrative touch, the fall from g* to d* and eb* at 
"Bans les enfers c'est par moi qu'll descend1*. The voioe 
persistently avoids tho tonic and concentrates on the third 
of each chord, a subtle indication of mental instability 
(f in d, g f in Et>, eb in c, bb at the return to g ("Qu f 
ai-Je fait")). Not until the end of the section ("bra»" ) 
does the voice double the root of the chord (d, dominant of 
G). She demands time to declare Hippo.yte's innocence; the 
vocal line becomes less sporadic and the orchestral bustle 
gives way to powerful string chords, sustained in forte and 
given especial resonance by double-stopping and the disson­ 
ance wita the pedal bass 0. A characteristic use of silence 
(from which the voice emerges alone on a false relation: 
"Ah! si voue etes £ iuitables") enhances the awesome effect.

There is no question here of musical formality or 
'periodic* melody: this is not air but singing recitative, 
the *chant franyais* inherited from Lully and made more 
flexible and expressive by "'.ameau. Melodic control is com­ 
plete but Rameau might have been concerned to prove his view 
that harmony is the .noct effective resource of the musical

(9 idramatist. s ' Oluclc would surely have found this an occasion

1. 1733 score p,155 t Durand full score p.319, vocal score 
P.185.
2. Traite de i'harmonie t!722) p.lUlj Observations eur notre 
instinct poor laJlasiji.ue (175U) o»58 - w c f sat dans cette 
Harmonie meme quo "reside la cause de 1'eri'et, nullement dans 
la MSlodie..." - and passim.



ior one of his "great arias [to] cut through, cunaingly 
plaoo^ tremendously powerful". * ' The very word 'aria* 
implies an Italian for-n, and the use of aria is perhaps the 
major distinction between the French opera form and GlucJc's 
after his Vienna 'reform',

Even there Qluck wao not the first to take practical 
steps towards merging French and Italian operatic method; 
the French precedents are discussed below. The Italian are
probably of more musical value. Some of Traetta's operas

( 9 \ 
were based on French sources, ' and in his Ifigenia en
Taurido (1758, performed in Vienna 1760) he made dramatic 
miscalculations which Gluck. with the same subject, took care

(TL\ '
not to repeat. w ' Calzabigi's reaction against Metaatasio 
was certainly Influenced by Rameau; Howard goes so far as to 
say that "All the innovations in the three operas on which 
they collaborated can ultimately be traced baci to French 
opera" (p.22*).

Qluck owed nothing to the rambling plot-structure of 
Metastasian or French opera. Eschewing the confusions of the 
one and the decorative spirit of the other, he turned for 
subject-matter to unadorned myth. To say, however, that 
"...Slack and his librettist simplified the dramatic problem 
almost out of existence"* ' is to confuse action with drama, 
Oiuck excludes coraplication of the former in the interests 
of psychologic il and musical complexity. In relation to 
Italian precedent the uae of chorus, ballet, and varied aria 
forms are French features, and the opening of Orfgo- I has 
been associated with the tombeau of Castor. *•** 3ut Hameau

1. Kerman p. 71.
2. <U'ter Rameau's librettists, IP poll to ed Arioia (1759) and 
I lantaridl (1760); after Q.aiaault. nroiida C1760)." 
3. See Howard pp. 30-1.
U. Tovey p. 82; compare Kerman p. 196, on Tjjl§_tan(9*6.uu ; a.^7rrp 

Castor I.j.; 173u version II. 1. Dtsviemos coaparad them, '
to Qyph5e T'a disadvantage, in Lettre a M. le Chevalier de **» 
(1770 P. 9. See also Howard p.27 t Kerraan pp. 38-9.
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thu chorus ("^ue tout g£rai;.>:je" } fr<j;<; tu« personal 
.3, "Ti'lstoa ippi'C; l,j" ) by a act; lu ii uiaj-uti it= f 

drama wic rlxyLaa reaaining Lullitva. In Qrt'.gQ. and still
in .ac-^ic- Glue:c weldo choruu, aria, and pantonioe, 

<jub-ic and private grlo. 1 , into a unified musical c-j.^iex on 
a maooivu tirao -scale, the tiimolicity of the action (with its 
quality of ritaal) matched by juaplcxlty of i'ee.i-in£.

In spite of Luiiy's (rather tha.i RamcauV) occasional 
grand planning, thlu sort of or^aniz ition i» an inno7ation, 
albeit unuer *roncii inriaence. Moreover, and deo^ite that 
influence, Oluc< never overthrew the aria. In CrreQ. in the 
nature of the subject, he used songa, but in rJLcsa.to (V) tha 
long aria returns ae part of the newly organized time-scale x 
keeping the freer treatment of Orfeo. v.ithout ritornelll and 
coloratura (according to the precepts of the Preface), but 
essentially Italian. Glacis's first 'aria o.;era avoids the 
long aria but it reappears in .VLcjeote (P) and Taaride.

was "a product of the concurrence of OlucJc'u own
development with congenial artistic traditions" ̂  ' and did 
not owe its siccass in Paris Merely to G_urt patronage. 
.U though Marie-jlntoinette was partly responsible for GiucJc's, 
Piccinni's, and Sacchi ii'3 presence in France, the existence 
of theatres at Versailles and Fontainebleaamade the Court 
relatively uninvolved in the success or otherwise of works in 
Paris. There Gluck's reform ra^hed a wider public than in 
Vienna and was mere widely debated as a "revolution in

(y\
music"; x/ and there it was followed^by a school of composers. 
The essential b-asis of these operas remains the dramaturgy of 
the baroque, refined, made flexible, but in ac aievement, if 
not intention, leas a radical departure from past operatic 
method than the ensembles and finales of Mozart; in which

1. Howard p.l;9.
2. See below, Oh.V,A.
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perhaps lay the true Viennese reform of opera. The 
opera of tfj.a3* Is a compromise, often uneasy but capable of 
serving the dramatically inclined conpoeer successfully; the 
continuity at which it aimed is gained by close Uniting of 
essentially self-contained musical forms with recitative, 
smoothing over the divisions but not destroying thea. The 
variety or forms and textures in recitative and air, greater 
than in the old French or Italian opera independently, should 
not be allowed to obscure this involvement with the paet, and 
if a continuity is sometimes achieved to match that of the 
Moaart finale (or Wagner or late Verdi), it is exceptional 
and not typical of the wriole, as analysis of Aullds. ' should 
raa.ce clear.

Hia determination to emphasise the undoubted debt of 
Giucic to Ramaau makes Oirdl&^tone*a peroration somewhat mis­ 
leading :-

*Till f le chevalier Klouch r came from Austria 
with his own genius arid the -nableal riches of 
opera seria. ready to pick up the mantle which 
had fallen from the shoulders of Jean-Philippe 
ten f aic ] years earlier, trag§die-lyriqua lan­ 
guished in the hands of men too weak to handle 
it* In Vienna, Gluok's function had been that 
of a reformer; In Paris it was that of a 
musician", (p.565)

In France "where no doctrinal reform was needed, it was a 
personal role he filled" (p.564). Practical dramatic 
reform was certainly needed, however; and Jluek's dramatic
intelligence, which kept his operas on the stage while those

•
of the greater musician were neglected, needs to be consid­ 
ered, fthile granting Gluck "a sense of dramatic wholes in 
which Rameau was deficient" (p.556) Girdlestone insists that 
"Too much is made of Gluck's virtues as a playwright and too 
little of the value of his music" (p.563).

1. See below, Oh.II.
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i-iillties art prucloao bat 
excellence of his rcuslc la more so,..The 
enchantment 01 the fabled second act of 
lo nothing if not musics!... >h3i we call ap 
th« Iphiglniee to our ralnd we tarn to "Diane 
iapitoyaole>T7 to "Par on pore cruel", to 'u 
toi qal prolongsaa mee jours", even to w Le 
calnae rentre dans aon ooeur", and savour then 
ior their music, without troubling about the 
sfcill with which they are integrated in the 
drama as a whole...Ahat we really love in QluoJc 
...is not the reforming dramatist out t*ie accom­ 
plished Italianate nrasicixi". (p.36U)

On this plane of eubjoctive res--one'3 might one not love 
<*1 ic'c'a rauslc most when, as in Orfeg and 4rmide. it is it 
its least Italianate? Vnd certainly his contemporaries in 
Italy and France regarded him ae characteristically a 
German co.npooer.

Objectively ooa?ideredt only a superficial, even 
irresponsible, appreciation of these passages from the 
Iphig&nies can be made "without troubling" about the drama­ 
tic context. Especially in ''Le culme rvntre dans aon coeur" 
(Tauride II.3) the musical idea is absolutely governed by 
the dramatic irony and the music qua -Tisic is nothing. 
aluelc's music "eurvives...beciuse it is in itself the drama, 
not a mere fashionable dress to cover a text".^ ' As for 
Crfeo II, its dramatic relevance has been 3a;?reraely demon­ 
strated^ * and our appreciation of the ausic cannot but be 
enhanced by an understanding of this.

The dramatically illogical conclusion of Hipooiyte is 
disappointing, but It ie in good coipany (with, for instance, 
Orfeo and Aloes to; at le-?at wit'- Rameaa the music re-mins 
excellent). It is one of the finest oper^o of its time 
because of the Indestructible myth, the dra -atic method 
Rameau inherited, the admirable characterization of three

1. Grout p.2li6.
2. Kerman pp.U3-5.
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main rolea v and unfailing musical invention. Like Handel 'a 
operas this la nevertheless an opera by a great composer 
rather than a dramatist. Oluck's aeathetle pronounoeaenta - 
for example, "...non v'e regola d'ordine ch'io non abbla 
creduto doversi di buona vogli aaorifloare in grazia dell* 
effetto T*1 ' - are far removed froa those of Rameau, whose 
writings are strictly oonoerned with mueioal theory* although 
he made many interesting observations on detaila of dramatic 
articulation. Maeson aaid "Rameau n'eat paa un dramaturge. 
Mala 11 n'en eat pas moina un grand muaioien dramatique" . ^ ' 
Re paid the moat scrupuloua attention to detaila of declama­ 
tion, which become a province of hie musical thought, but 
readily accepted a generally amorphous libretto aa a whole* 
He caused his poets to alter verses but did not insist on 
dramatic coherences "He was, it seems, indifferent to hla 
plots but not to hia texts". ^' Qluok also left the plot to 
others, but having accepted a dramatic idea he criticised 
both verbal detaila and the total atruetare, insisting, for 
example, on the reduction of Tauride to four acts. ̂ *' No 
amount of skill with detaila enabled Rameau to transcend the 
limitations of his poets and shape the episodes into a drama­ 
tic whole.

Qluck partly achieved this, in French opera aa in the 
Vienna reform, by using short aria forma and a singing 
recitative atyle with the same Intention as the French com­ 
poser, *Che puro olel" might be regarded aa an extended 
Italian recitative aooompagnato. the. expressiveness of the 
orchestra exceeding that of the voice; but such scenes are 
found in Rameau (HJppolyte V.3» "0& suis-Je...Quels doux 
concerts"). With similar words ("Che faro" - in Orphee.

1. Preface to Aloosto. printed score of 1769 (Hopkinaon 3?A).
2. Masson p. 5567
3* Olrdleatone p.5¥>.
iu Correspondence pp,130-2*
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«J*ai perdu mon Euridioe" - and Hiooolyte IV. 1, "AhI faut-il 

en un jour perdre tout oe que J'aime") both composers wrote 

rondoa with episodes approaching recitative style. It la 

preoiaely in the "skill with which they are integrated in the 

drama" that Rameau and Glue* differ, the former indulging for 

ita own sake what Oluok uaea for a dramatic end* The Slyaian 

"Porit d'Aricle" ia outaide the drama proper, the aria of 

Hippolyte dramatically inapt. The Elyelurn of Qrfeo ia oruoial 

to the drama, and "One faro* la the emotional crux of the 

laat aot. In Parie Oluck achieved operas which do not require 

the Implied apology of hiatorioal study as Orfeo and Aloeete 

do; Italian 'reform' wedded to the French tradition produced 

more aatiafaotory dramae than either alone, Oluok'a role in 

Paria waa not merely that of a musician; for him opera waa 

not Ma purely muaioal form, but*.,a dramatic one in which 

muaio haa an articulating function". '

B. The tranaition from Rameau to the M 6poque de Pluck"

1, The auccesaora of Rameau
Operatic tyrannies - of Lully, Oluok, or Meyerbeer - 

eauae the history of French opera to fall into olearly 

divided periodas 177U ends the "fipoque de Rameau" and opens 

the "6poque de Qluck".^2 ' In the intervening periods change 

occurred within a context of conservatism: Oampra is a 

natural "bridge from Lully to Rameau, working on the lines 

laid down by the former but with mor% muaioal elaboration. 

Between Rameau and Oluek the position is oomplicated by the 

Italians, who menaced the French opera from without in the 

'Guerre des Bouffone', and from within in the operaa now to 

be discussed. If it is true that "The best composers who

1. Kerman p.206,
2. See Lajarte, I p.273.
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wrote for opgra-comiaue. . .had not the stature for Rameau's 
succession",^ ' it is hardly relevant, for theirs was a new 
genre and few of them tried to follow Rameau directly. The 
Opera-Oomique waa particularly fruitful in the 1760s but at 
the Opftra a general lack of artistic confidence or sense of 
direction ia aymptomieed by the frequent resetting of lib­ 
rettos from an earlier and better period, and by the 
transitional musical styles even where old forms are retained* 
New developments were suggested by composers whose careers 
were adversely affected by Oluok; as he acknowledged:-

M ,.«vous avez grande raison de dire qu'on a trop 
neglige1 lea Compositeurs Franc, ois; oar, ou je me 
trompe fort, je orois quo Qosseo et Phi 11 dor, qui 
oonnoiaaent la coupe de 1*Opera francoia, serv- 
iroient infiniment mieux le Public que les 
meilleura Auteurs Italiens, ai 1'on ne s'enthous- 
iaamoit pas pour tout ce qui a 1'air de 
nouveauti" . (2 )

Especially in the composers named, 'reform 1 , the use of an 
Italianate musical idiom within the tradition of French 
opera, is manifest before 177U«

At first Lully was still too much performed, or too 
hallowed, for his librettos to be appropriated:-

"...nos ttU8ioiens**«n >osent encore toucher aux 
Operas de Lulli, corame nos ancdtres n'osoient 
s'Scarter par reapeet de la doctrine d'Arlstote".(3)

Armide survived until 176U, ThSs&e until 1779 (10U years 
after its firet performance), Amadis until 1771 ia which 
year it was the first to be reset by Laborde (similarly 
Goseee's ThSse'e was written about 1"U9, but not performed 
until 1782)* Victims of the 'Ouerre des Bouffons* were

1. Girdlestone p.565.
2* Oluck'e letter to Du Roullet, July-August 1776, MP3 p.UU; 
Correspondence p.85*
% d'Alembert op.cit. p.U19» He contrasts this reverence 
with the Italians, «no displaced their best operas by infer­ 
ior resettings,
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chosen, such aa Destouches 1 Omphale*1 ' (La Mottt, 1701), or 
thoae which had already been dropped, Colaaae'a Bale et 
LaTinie (Fontenelle, 1690) became "in French opera one of the 
earlieat examples of resetting an old libretto* a practise ao 
common in Italy",*2 ' The composer was the aforementioned 
Antoine Dauvergne (1713-97); others to »e eonaidered are 
Rameau's pupilcf^B. de la Borde (Laborde) (1734*94), J*B, 
(Philibert) Cardonne (1730-92). and P.M. Bertoa (1727*60). 
Dauvergne had already produced "Le premier intermede que 
nous ayons eu dana le gout purement Italien", *"*' I^a Trooueura
(1753).

"Purement It alien" should not be taken literally, 
Gaapra'a Oantates Francoises and Rameau'a ariettea were also 
supposedly H dane le gout It alien" but this would hardly have 
been recognised outside France, Lea Troqueurs. although like 
Le Devin du Village sung throughout, was an important stimu­ 
lus to ope'ra-oomique, and Dauvergne, himself a mediocrity, 
is thus partly responsible for the major developments in late 
18th-century French theatre music, gn^e et Lavinie. 
'tragedie remise en musique', his most successful serious 
opera, set the pattern for resettings before Ploeinnit five 
acts, omitting the Prologue but keeping all the divertisse­ 
ments although their disproportionate length tends to over­ 
shadow the dramatic parts of the opera,

Dauvergne 1 s musical style is for the most part unadven- 
turous, even within the French tradition; * Chant frangais*
persists, the recitative contains short ternary structures 
and merges with the airs, frequent time changes give an

1, 3ee Grimm. Lettre sur Omphale. Other victims were Campra's
Heeione (1701) and Lully's Atys CJ676) (Annals).
2» Annals, Ballet. Opera et autres Ouvrages Lyriques lists
it as "remise totalement en musique par d f Auvergne, avec
quelques ohangemeas dans les paroles,.,"
3. Mercure de Prance, cited Annals.
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a-metrical effect (Bx.l). The recitative mostly uses only 
continue f here strings add dignity to the King's speech. 
The scoring is nearer Rameau than Lully, although, except 
for the double-stopping, it is simpler: the cadential part- 
writing (Bars 1-2) is Lullian. The air "0 Janus" is repeated 
aa a chorus (p.13). Dauvergne'a ballets are like Rameau but 
far inferior, and he exaggerates the device of key-contrasts 
by following V of £ with bb. Extreme keys were common at 
this time; here, with a darx-toned accompaniment for divided 
violas (no violins), the abrupt contrast introduces the ghost 
of Didon (p. 71).

Simplicity was considered one of the virtues of Italian 
music, and if it is not Italian here it is not the less symp­ 
tomatic of a rejection of Rameau*8 complexity in favour of a 
more direct and less subtle music. Laborde retained more of 
his master's richness of style, but at the price of original* 
ity, Dauvergne's storm (descent of Junon, p.25) was poor 
imitation Rameau, and in Thetis et P&l6e^ ' Laborde 1 e tem­ 
pest (II.7, P.113) fits the harmony (l?/0/Bb/Db ) of a Rameau 
earthquake**' to a more regular rhythm. P&lAe's soliloquy 
"Que mon destln eet deplorable" (I.I, p.11) reproduces the 
mood of Colasae*s setting and melodioally echoes Hipopiyte 
II.1, but the continuation is contrapuntally less delicate. 
The duet that ends I (Ex.2B) shows various aspects of the 
transition. The parallel-motion 'chant frangais* resembles 
Colasse'e setting (Kx.SA); the harmony, with liberal suspen­ 
sions, is old-fashioned and uses "thje chord of the superflu­ 
ous fifth, which makes all nature shudder except our Gallic

1. Originally Golasse (Fontenelle 1(589). Laborde'a setting 
(1765) was not performed at the Aoadfmie Royale (HOO gives
jf ontainebleau 20.8.1765; ClSment and Larousse give Thlatre 
prince de Choisy 10.10.1765). The score is published. 
2. Lee Inoaa. in Les In dee Qalantes.
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neighbours" « ^ ' Laborde departs from tradition in the 
orchestra. The violins double the voices, add harmonically 
essential notee (bara 1,2,3) and deoorate (2,3i5) to 'fill 
in* with repeated notes, in the manner of the later I8th 
century. This is not even rhythmical counterpoint, and only 
in bar 5 has the 1st violin a line seemingly intended for 
expressive intensification.

In Qmphale (1769), ' one of the last nearly literal 
reuettings, Cardonno bears the same relation to Rameau that 
Destouches did to Lully: the slnple mind and elaborated 
inessentials of a decadent style. Des touches* emotional 
range IB limited, as la shown by comparison of perhaps the 
best olece in Omphale ("Digne ob^et d'une flamme e'teraelle", 
111,1) with Lully (or, the ground bass suggesting the compar­ 
ison, with Pur cell): there is far less harraonto resource. 
Cardonne Is generally inferior to Destouches but his setting 
is intermittently intelligent and exemplifies well the last 
stage of transition - the more representative coming from a 
minor talent. It occasionally suggests the influence of 
Ernelinde/'^ but generally the forms and style follow tradi­ 
tional paths - * chant franjais', airs attached to the recit­ 
ative, even the old texture of *air de basse'^' where 
Des touches used It. An ^ir (II.?) which in DOB touches (Ex. 
3A) arose naturally from the recitative (though it is In 
itself formal, with repeated sections) Is set elaborately by

1. Burney, A Qeneral History of Hueio IV p. 611, referring to 
a passage in the 175U Castor, quotetf Qirdltastone,, p,232«
2. Unpublished; MS 30 A 217.
3. 1767 (see below p.27ff ).
a. The voice doubles the bass, with two violin parts above. 
Cardonne has three and does not maintain the texture through­ 
out; hints of the texture appear in Laborde^ fix.6B 
bars 8-11.
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Oardonne with the same mood but in the major (Ex,3B). The 
ornamented 'chant f ratals' is unconventionally accompanied 
by violin arpeggios such ae Raraeau might have conceived for 
an illustrative purpose.^ ' Cardonne's treatment of the 
figure, which has no such purpose, is decidedly crude.

It la in the accompanied recitative that future develop­ 
ments are most unequivocally anticipated. Although 'recit- 
atif obligS* appears in Raraeau it differed from accompagnato. 
and this latter was the feature of Italian opera which French 
writers most envied.*2 ' In Lavinie's vision of the ruin of 
Carthage (III,U) Dauvergne uses cliches of 'chant francais* 
in the voice (Sx.U); ornaments and sequentially rising 
3rds and falling 5ths (bars 8-9). In Hippolyte IV. k Rameau 
ased similar vocal and orchestral figures - broken chorda, 
note repetition, contrast of loud and soft. The crucial 
difference is, in Rameau, the dominance through every inter­ 
ruption of the voice, which builds from fragments towards 
linear continuity. Dealing with a similar series of exclam­ 
ations Dauvergne gives the voice a simple succession of 
quavers and semiquavers, except at "0 ciel" and "J*entends 
ses crls", after which the voice returns to formulae and a 
Lullian arioso cadence, Rameau develops contrasting material 
simultaneously, in voice and orchestra. Dauvergne confines 
his orchestra to gaps between vocal phrasesj under the voice 
is a held chord, or nothing* Rameau, making the harmonic 
progression a collaboration of voice and orchestra, gives a

______ _ ^___ _______ _________• _ _______ __ ___ _______ ____________

1. See Hippolyte II.U, and Thgtis (Laborde) 11,8, where 
similar arpeggios evo*e the sea-god,
2. See d f Alerabert, op. cit. p.i^Off; Marmontel, Sxaaen des 
rlflexions de M. Dalembert sur la llbertfe de la Musique p.89P 
and Eseai aur lea Revolutions de la Muaique en France (see 
below, Ch.V p. 160.)
3» Bars marked *2* are equivalent to 2/U» i.e. the semi­ 
quavers of bars 10-11 are equal to the demlsemiquavers of 9 
and 12,
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continuously developing musical logic to a nervous, disjointed 
texture, Dauvergne starts similarly (bars 1-5 )» then adopts 

a texture Ilka Raraeau's "toua les dieux conjurSs" (7-9)» the 
orchestra punctuating the vocal phrases. Then voice and 
orchestra separate. The latter goes from F via an unusual 
augmented 6th to its dominant (10-11); the voice implies f 
(c"-abw ), which the orchestra's diminished 7th contradicts 
(or postpones). The likeness to late 18th-century expression­ 
ism as well as conventional French arioso emphasises the 
stylistic uncertainty of the period*

Dauvergne here bridges the gap between the old French 
accompanied recitative and the new, given definitive shape by 
Philidor. It is a method demanding less musical sophistica­ 
tion than Bameau's, and one more easily abused "by sacrificing 
continuity and design in the interests of excitement. The 
use of 'chant francais' with accompagnato is still further 
advanced in Cardonne*s spirited representation of the jealous 
rage of \rgine (Omphale III.5) (Bx.5A). The flexibility of 
the old style yields to alternation of orchestral aggression 
(*f et vite'; rapid scales) with held chords (bars 2-3; 
lento). Yet the cadence ("I'erapoiBonne") uses a Lull!an 
harmonic cliche, the plagal cadence with the voice rising to 
the third of the tonic chord.

At Scene 6 (when Hercule, "arrachant le poignard de la 

main d'Argine", prevents the murder of Omphale) Gardonne 
cuts four lines of text and moves more swiftly, overlapping 

the voices for a bar (Ex.50). Destorches (5B) here proceeded 
with unsuitable smoothness, using only crotchets and quavers. 
Still in 'chant fratals' and similar rhythms, Cardonne 
hurries with semiquavers (bar 2) and retards with minims 
(U-5), providing a melodic climax on g" and a conventionally 
anguished diminished 4th ("acheve"), Destouches seems com­ 
paratively unaffected by the passion in the text, which 
Cardonne gives the singer the chance to deliver dramatically -
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a distinction similar to that between Lully'B and Qluck's( 1 x 
recitatives in Armide. v '

Adele de *onthieu (Kaiine de a. Marc 1772T2 ' is a 
product of the then common practice of collaboration, between 
Laborde and Berton. Laborde probably wrote the scene in 
'rficitatif oblig*' (Bx.SA) which retains the transitional 
style although the libretto was new. Althougithe violin 
part in bars 3-U and the double-stopping at 17 are typically 
French the alternation of voice and orchestra looks forward, 
to Plocinni.^' At "Mais quel morter* the voice part leaves 
recitative formulae and is melodlcally akin to 'chant 
francais', with subservient orchestra. By bar 2k 'chant 
francais' is definitely established and the fine descent 
from f* to Bb recalls Lully's bass recitatives, or Rameau's. 
The orchestration is quite unlike the old style, however, 
and the monotonous and rather clumsy broken texture seems to 
be attempting a combination of an Italian style of accom­ 
paniment with French continuity of bass.

Since it is in aria that the post-OiucK French opera 
form differs moat from the form established by Lully, it is 
to be expected that the most obviously untradltional parts 
of the transitional operas are the occasional arias. 
Dauvergne's stylistic decadence is shown in his rudimentary 
counterpoint, even in choruses, simple harmony, and lack of 
voluptuousness in passages like the descent of V6nua (Enee 
IV.U, P.1U7). Laborde uses a partial counterpoint not far 
removed from GlucK's in scenes of The'tis based on Colaase's

1. See Ex.18.
2. Based on a slay by de la ilace (1757). Unpublished; in 
fragments. Bii *£•. MS 1609 "Par M* Berton pere (Titre non 
autograph)/Ms in k° 29U x 218 ram 55ff/ (Copies, modifications 
et additions autographes, de divers paginations. Sontauto- 
graphes de Berton les ff 21-U7 et quelques annotations des 
ff 1-114)M . Also 3H T?es. MS 1592, "Fragments et alterations"; 
orchestral material (BO); a few published numbers.
3. See Ix.i*7B.
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music * ' which marie the contrast between the confident sim­ 
plicities of Lully's pupil, in a settled idiom, and the un­ 
certain simplicities of Ttameau's. Neither has a pronounced 
individuality and their music does not merge for the good of 
the whole: particularly as Laborde, in the same act, signifi­ 
cantly using words not by i'onteneile, diverges most sharply from 
tradition. In Doris's scene and air (III,U, p.157; in Colaase, 
III.5) the recitative (Ex.6B) remains aiunie, with sume 
independence of accompaniment to the *chant franjais*. A . 
brusque cadence dismisses the reminiscence of ttameau (bars 
3-U) and diverges from the French idea of continuity by 
sharply separating the recitative from the air (and the old 
text from the new; originally the confidante had an aria 
here). In the air the violins have material entirely their 
own and the piece is dominated by this instrumental invention; 
to preserve which supremacy Laborde abandons contrapuntal 
rule and reduces the texture to two parts by crudely doub­ 
ling voice -ma bass (8-11) (the violas - qaintea - are mere 
padding).

A similar air in Adele (Ex.6A bar 34) may also be 
Laborde*a. The five-bar ritornello divides aria from recit­ 
ative and the elaborate oro-iestral idea is dominant! the 
simple vocal line is liJse an 'air de baase' but not, as it 
might effectively have been, in unison with the instrumental 
bass. Like Cimpra, Laborde is said to have attempted to
write in the Italian manner "sans perdre de vue le chant

(2)francais*1 . ' Another ai^ in Aalio approaches Piccinni in

1. In deference to public admiration for particular scenes: 
see ^aborde's "avertissement11 (printed score). These (III. 
1-3) Include the c^^us "0 destin" (varied) (p.lL£) and the 
monologue or '^ce, "Ciei! en voyant ce tenole redoutable" 
(P.152).
2. Gaatilhua, Jaurnal des Beaux- \rts. cited Ja^ie Briquet, 
'Laborde* in MOO; ehe refers to another monologue which appears 
as Berton's autograph (3N Res. 1609 f 26). Her qualification 
"das helsst 'le gout franjaie'" is misleading, since 'chant 
fr-ancais* is as much a stt oi formulae as a taste.
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manner ("Amour, tu a'aa rendu perflde") and Itallanate aria 
in length (c. ll|0 bare) and funotionj one of few examples 
before 3abinue of a fall aria-form outaide the divertisso- 
ment (thoee in Ernelinde are more ooneise)* Collaboration 
perhaps aooounta for the muaioal anonymity of Adele. and 
frequent revisions for ita unevennesa of stylo; theae 
Italiante elementa are mixed with choruses like stiffened 
Rameau and a lovera* soene in purely Vrenoh recitative with 
a parallel-motion duet (Sx.7) more frigid than comparable 
soenea in Raaeau. The technique is ruder than la Th6tis 
(£x.2B) with only eontinuo to support singularly clumsy 
dissonances. The suspension (bar Hi) which would be diffi­ 
cult to 'oorreot* without making matters worse, might be 
taken for an error if the duet were not written out twice.* '

2. Reform before Oluokt Philidor and Qosseo
In all these transitional operas, the modernities and 

(in the resettings) improvements, are incidental and do not 
compensate for unevonnese of invention and the failure to 
rethink the total structure in a new musical and social 
context* A more radleal solution was needed, and the reset- 
tings only demonstrated the exhaustion of the tradition they 
sought to perpetuate. They were unlikely to succeed when 

a far bolder step away from tradition failed! BrneJ
(1767)* Adelo. Ernelinde and Sabinue (Ohabanon)^2 ' have 
been bracketed together as "reform operas before aiuck". 
Certain features they do indeed shave, but they are funda­ 
mentally different in conception* Despite many revisions, 
they were unsuccessful until Ernelinde in 1777» within the

1. BN Res. 1609 PP.66 and 67.
2* Based on his Eponine (1762)*
3* Ouietf L*Evolution d'un genre: Le livret d'op^ra en France
do Qluok I la Revolution U77U-93). cited Oarlington. "Le
Verveilleux and operatic reform", IIQ 1963
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•&poque de Qluak% aohievod a commercial success correspond- 
ing to ita earlier "succea d'estime". It had reappeared in 
1769 entitled Sandotnlr. Prince de Danemarki Adele waa revived 
in 1775, re-set in 1701. ̂  ̂ Sablnus waa the shortest-lived, 
although heavily revised between December 1773 (Versailles) 
and February 1T7U (Aulide followed in April). None of these 
operas la easy of access; only Eroelinde waa published (1769) 
and ita revival in 1777 vaa in a completely reviaed fona,^2 ' 
The fragments of Qablnua are more extensive than those of 
Adele. The best M3 disappeared during the Revolution! bun* 
dies of sketches, reworklnga, and performance material 
survive}* ' a careful reconstruction waa made by GhastouS, ^'

In the "epoque de Oluok" the oho rue retained ita 
Importance In French opera and the role of ballet altered 
only gradually, Ballet had already become leas relevant to 
the drama; in Ernelinde it was so inessential as to be 
largely omitted in 1777 although in 1776 ballets were added
*° A3o eats. In Sabinus they intrude on the very slow-moving 
action. In Aulide they are long and less relevant than 
normally in Lully or Rarneau, although Oluok uses one (I.U) 
for a dramatic irony similar to Hippolyte III* The crowd 
aeelaln Iphigenie (they will soon be crying for her blood) 
and Agaaemnon*s despairing voice is heard against the choral 
dancer the irony is in the aualc, not (as in Raneau) merely 
visible, Brnellnde (1777) and Taurlde reduced the status of 
ballet, and later operas, such as Les Horaces, were conceived 

_ _____ _ • ____
1, See below. Oh. VI 1 1/ .
2* Vocal score GOPj full score, copyist's MS, BO A 2l5d 1-2
(without overture). See "below, Ch.VI.
3» BO A 226t BN Res. 11429* "Notice" by Tiersot evaluating
the sources (including two versions of the text) tipped into
BO, "fable des nanuscrits de 3abinus, dreese1 par A. Oastou!*,
oetobre 1935, tipped into both*

"Sabinus. reatitu* par lea soins de A, Oaatoue", BN 3FM
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without it.
Barney complained that

"In 1770...the serious opera had not advanced 
a step towards perfection, or even variety... 
if the opera of Brnelinde. by Philidor, be 
excopted, in which that ingenious composer 
quitted the ancient opera style of his country, 
accelerated the recitatives, and terminated hie 
scenes with many excellent airs, a I'ltalienne".(l)

The recitative was perhaps delivered more rapidly but the 
'chant franjais* survives in Ernelinde as well as Adele and 
Sablnus. Aulide was the first opera without it and it 
reappeared in operas by French composers of the Qluck epoch. 
In 1767 it rubbed shoulders with Italian elements - long 
arias and accompagnato - not typical of Oluck's French operas 
except Tauride.

Sabinus is old-fashioned in plan: five acts, each with 
one major event and a long divertissement, each tending to 
open (like Hjppolyte) with introspective monologue. Ernelinde 
and Adele have only three acts,* ' a plan previously used in 
non-tragic works such as Rameau's PIatee (comedie-lyrique) . 
Mondonville's Titon et 1'Aurore (pastorale-he>6ique). or 
Monsigny's Aline (ballet-heroique). Only Sablnus retains the 
'merveilleux*; the hero's actions, like those of Cadmus in 
the first trag&die-lyrique just 100 years before, are dicta­ 
ted by a supernatural being, the "Genie de Gaule". Adele is 
a human drama of love, jealousy and chivalry; Ernelinde. an 
adaptation of an old libretto,^ is 'historical* (like 
„.„„______r_______ .__ • ,
1. Op. clt. p.617.
2. Before Adele this initiative of Ernelinde had been 
followed in Laborde's traged!e Ismene et Isaenias (1770} »
3. From Ricimero, re de Vandal! (Horis, set by Pallavioino, 
1681*), adapted by Poinsinet (revisions by Sedaine in 1777). 
Most subsequent adaptations adopt this 3-act pattern, yet the 
1777 version reverts to five.
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lietaetaeian opera) and anticipates 'reocue opera* when a 
sudden reversal of fortune, against all military probability, 
saves the sympathetic characters from the tyrant.' ' Gluck 
reestablished mythical subjects, usually Greek and treated 
less ponderously than In Subinus. Until the Revolution most 
non-mythical French operas were ope'ra-comique - in this 
respect Gluck certainly conformed with tradition,

2a. Srnelinde
Brnelinde was composed v.lth full consciousness of Gluck - 

including literal quotation. When Orfeo was engraved in 
Paris (1763r2 ^ Philldor read the proofs; and in Le aoroier 
occurred what Berlioz denounced as *un des plagiate les plus 
audacieux dont 11 y alt d'exemple dans 1'hlstoire de la 
•ttsique".*5 ' Jullien^' considered it a chance resemblance 
and Fltis'"' denied its existence, even asserting that Le 
8orcier_was written first. The resemblance is inescapable 
(Ex.8A) but not extended: that Philidor was prepared to bor­ 
row is better shown by Brnelinde. Such exact reproduction 
of Orfeo cannot be coincidence:-

Overture Orfeo (0.) Overture Brnelinde (0)
Bars i(3-*UX are identical exoept

in orchestral detail
to ...................Bars 5U-62

52*53 are condensed into ,.. 63 
5U-70 the same progression

is reduced for ....... 6U-70

1. Compare the Iphlgenies and Aloeste (P) but Brnelinde has 
no supernatural element at all and is therefore closer to the 
true 'rescue opera* (Richard Qoeur de Lion. Lodolska. Pidellft. 
etc.).
2. Hopkinaon 30A,
3* A Travers Chants 2nd edn, (1872) p»12d,
U« LJat Gour et 1'OpSra sous Louis XYI p,3U6,
5* Biographie Universelle des MusioTene edn, I860, VII p.31,
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The weakness of the Qrfeo overture nou only in its inoompatl- 
"bllity with what follows, Philldor's overture la undistin­ 
guished although its military manner is relevant to the dramas 
his main theme invited no development and he used Oluck'e 
very taut development section instead (p»5)» grnelinde 
likewise follows the overture with the ainor, in a duet which 
recalls the harmony of the duet In Qrfeo til (2x«8B) and 
proceeds - logically enough - to quote another part of the 
same pieoe (&x.8C) in a different tempo from the Oluck and 
with A character! a tic saorzando cadence (followed by Hodoald 
singing in Sb ). This plagiarism may have been unconscious, 
since it occurs in a well-formed and dramatically effective 
piece, but it is more exact than Le Border's.

It would be hard to trace a deeper influence. Ernelinde 
was recognized by contemporaries as an Italian infiltration, 
and ran into dlffloultiee with the OpCra management :-

M Ce maudlt style italien ne lul reusslt pas mieux 
a I 1 opera j Rebel, soandaliat d'en voir par tout 
des traces dans ou acte que Philidor iui pr6aen- 
toit, le refusa sSchement, et lul d6clara qu'll 
ne vouloit point introduire d'airs dans lea scenes* 
•..11 ne perdoit point de vue son premier pro jet 
d* introduire au grand opera ce genre de muslque 
itallenne aue la langue t rangolse ne repouasoit 
pas.. «& aalgrS 1'arret de Repel, il 'vouloit 
eesayer d* Introduire dee airs dens lee scenes. 
Hals on n'^toit pas encore m&r en France pour 
cctte tentative. On ne l*6toit pas surtout & 
I*acad5mie roysle de musique*. (2)

The same author calls Ernel inde
"...cet ouvrage, '-jui fait 4poque 4 qui assure a 
son auteur la gloire d'avoir le premier substitue 
sur notre theatre lyrlqae, le rccitalif s implement 

et lee airs, duoe, trios & a at res morceaux

1. Page references to 1769 score. The theme was hinted at 
before, p.3i bars 28-31.
2. Oinguene, "France", Snc. M£th. I, p. 620 (the present 
author's italics).
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de aiuaique mSsur'e, saivont la jiSUiode italieiiae, 
a I'anoienne et Boooriflque paalmodie franoolso"^!)

Some of these terras ape misleading, although the itali­ 
cised paeaage oould serve as a motto for the period and the 
suggestion that Brnelinde "fait epoque" deservea consideration. 
But "airs dans lee scenes" are, literally, what French opera 
always hads air and recitative merged into continuous dialogue*
*hat Philidor did was to use "airs a 1'italienne" (arias) 
outside the divertieeement. where hie predecessors used the
•potit air* or none. Thus while in 1.5 (p.62) Rlcimer's 
H A na voix que la moi»t 8*ari4teH * 2 ' is part of hie victory 
speech and therefore outside the dramatic continuity, his 
"He1 dans un camp" (ll.2jp.12lf 1777,111.2) is a full ternary 
form "dans la scene" in dialogue (addressed to Ernelinde). 
Most of the long arias occur in the conventional French 
places * near the beginnings and ends of acts.

Qinguen£*8 comment on the recitative may be baeed on 
memories of the later, more performed version for which it 
was completely revised in keeping with methods established 
by QlucJc. In 1767 it is sometimes separated from the airs 
by ritornelli and full closes, but is essentially in the old 
style. Strings are added to the continue in certain places 
only (compare Ex.1) and the voice part is essentially 'chant 
francale* (Ex.9A)t the baes moves with the voice. The 
figure leading to Kb (bars 3-U) ie pure Lully. While this 
is M simplement declarae1" it is hardly Italian} the same pas- , 
sage was reset in the newer fashion Vi 1777 (Bx.°B). 
Similarly, a minuscule duet (3x.9C) in 'ahant franoais* 
became recitative tremolo in 1777 (Ex.9D)<»

1. Ibid. p. 621.
2. 1777 II.5, in part.
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Za the monologue of Sophia (To a Jones ZZZ, it, P. 137), 
Philidor had already followed tha lead of Dauvergne, using 
'reoitatif oblige* with the elaborate techniques of 
aecompatmate. Tha more oxtandad HfffiUSttilt of SQfiiftfll 
preceded Oaphale and Adele in which older-fashioned (albait 
younger) composers tried the aame thing with leaa oonriation 
and atylistlo consistency. Baohaumomt aaoribed the failure 
°? gga«li»de to the libretto**' (this Is habitual with 
Parisian eritiea) but praised the heroine'a monologue 
(1767 IX, p.2Q6ff| 1777 ZZZ* p.l«Qff)i-

"L'aoeoapagnement da ee reoitatif eat executl 
en partie par des core* qui par dee Crescendo 
admirables* peignent a 1'iaagination lea oria 
dfuae ombre plaintire" . (2 )

Am a mialeal rendering of mental torment the passage (Kx*10B) 
anticipates more subtle effects in (lluek, and deeidedly 
cruder ones in ooseeo and Lamoyne, Signifioantly, the aoene 
was aearoely altered in 1777| it eould then be underatoodv

Aloeate (P). (Meeate (V), performed and publiahed in 
Vienna in the aame yeara aa Brnelinde. cannot hare influenced 
it)* Philidor unifies the various moods by using a main 
tempo, largo, which returns after the andantine with an 
inversion of the opening (10B bar 25)« She principal tech­ 
nique - Italian rather than French -is the alternation of 
voice and orchestral the alight musical interest in the voice 
oontraata with considerable orchestral Inventiveness. The 
largo ia richly expreasive and becomes more ao in fragmented 
restatements emphasising the affective semitone * summarised

1* Menoires aeoreta ZZZ pp»26?ff . See also Orimm, CL 1 VI
p.280j he calls Poinainet "absurde et froid* but adds *La
muaique eat auperbe"*
2* Memoiree secrets ZZZ p»269*
3. In 1777 "Quel ftpaia nuage" follows the orchestral passage
(Ex. 10 A bar 7) and ia not separated from the oompletion of the
sentence; "...me derobe 1* eclat dee cieux".
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ill tha laat ohorda before andantino. <l»/B»/&* leading to 
P/A* (p. 207). Tha andantino (Bx.lOB) io an intorluda of 
loaa intrinsic diatinotioa but with more hamoaio strength 
than ia usual ia similar paaaagaa} by a oiaplo device tho 
third (doalaant) statement (Sx.lOB bay 20) aftar two ia tho 
toaio turaa towards a dimiaiahad 7th, tha baaa oscillating 
between C« and 0* - an harmonic incertitude of a kind beloved 
of Borlioa:1 ' Tho second largo (bar 2U)t with tho horaa, io 
undeniably impressive, aad tha allegretto conclusion (Sx.lOC), 
with a eobbing Tiolin figure aad final arioso, io touching. 
Tha scene ooatiauoa, however, with preatot aa eleven-bar 
miniature air (p.211)> aad further reoitative with sore horn 
oreaoendo bof ore tho aria* Too imrolved ia ito owa aavelty 
it laoko tho architectural sense, tha disciplined growth to 
a climax, ia GUuok'a finest rooitativo* Tho aria ia Up (p* 
213) ia a fine aoveaaat aad provides a satisfying and to tho

BaohauBoat adda that
"On trowra anooro daa Duo* ua Trio, un ou daox 
Choaura da la plua grande beaut fi, &, quoi «a* en 
dieoat loo dttraoteura da oe genre t dea ayapho~ 
aiee A dee aira do Daaaa fort agraablee daaa Io 
Ballet do la fin". (3)

Tha loitgor duet of III (1777 » IV), a molto aadaafro of a 
melodic design inconceivable ia old French opera (p.250), 
follows a highly dramatic dialogue ia *recltatif oblig4 v aad 
ia followed by a 'ohaat franeaia* reoitative aad final doe 
(8x«9D)t piquant iadication of a atyl^atio uncertainty per­ 
sisting here aa ia Laborde, Oardoaao aad Sabinua.

1* Coapare La Damnation do Faust II, 4th to 8th bar after 
fig* 25 (Old Complete Edition ^Breitkopf ), ia Sulenburg 
Miniature score, p. 75). 
2» 800 bolow, Gh.II p, Uk.
3, Loc. .,cit.
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Should Srnelinde. then, and 1767, rather than 
and 177Uj begin the new epoch? srnelinde wae undoubtedly a 
revolutionary gesture; it makes fewer concessions to the old 
French opera than Aullde. with fewer 'petite airs', leaa 
merging of reeltatire and air after Ramoau's pattern* But 
the revolution waa not carried throught Ernelinde was not * 
auocoaa (although many works fell short of the 1767 total 
of 16 performances) and it ia not conoiotent in atylef only 
with Aulide did it beooae impossible to continue in the old 
Banner. Omohale. Adele. and 3ablnus. aa well aa the thorough 
revision of Srnelinde itself for presentation in the Gluek 
era, are proof a of this, Oinguene's *qui fait epoque", then, 
ia an excusable exaggeration* Brnelinde ia the finest of 
the transitional works; it looks ahead to Oluok, and to 
Piooinni in aooompagnato and aria, but it also harks back to 
Rameau in the ordinary reoitative and, store profoundly, in 
ita aovlng arioso. Influenced by Rameau and GHuok, he seems 
to unite them| versed, like Gossee, in the old style yet 
drinking "hard at the Italian fountain"/1 ) he put the 
resulting musical Mixture to dramatic uses* Rodoald is 
given a oavatina«cabaletta formation, the first part (8x,ll) 
describing the devastation of his country, the second (in g.) 
breathing defiance of Rieimerf the for»er*o instrumentation 
(strings and bassoons) recalls the superb prison scene of 
Pardanus (17kk version, IV. 1) but the texture, with fp and 
contrapuntal gestures, recalls GHuek, The separated phrases 
are reminiscent of Hippolvte II; as Tflesee awaits an answer 
fro« Neptune so Rodoald draws breath and watches the effect 
of his words upon Ernelinde and Rioimer (bam 16 and 20). 
The direct chromaticism, so different from the intricacies 
of Roseau, is nevertheless part of an utterance whose tone

1. Barney. The Present State of Music in France and Italy.

32



is essentially French: and this quality is not dependent on 
imitation of the past but belongs to Phllidor'e own genera­ 
tion among whom his ultimate failure as an operatlo composer 
is the most regrettable*

2b. 3abin.ua
Sabinus was the last new work of the "epoque de Rameau" * ' 

and the last Prenoh opera to be planned and ezeouted on the 
Lull!an model (at least until Tarare). Its uncomfortably 
transitional style makes the worst of both worlds: the con­ 
tinuity, relevance of everything to the dramatic idea, and 
variety of characters in the model are sacrificed in the 
interests of the Italianate musical style. The plan is 
exceptionally static, but there are portents of the Qluok 
period as well as nostalgic reference to a more leisurely 
dramatic method. Monologues, or scenes with a confidante, 
open each act; then comes a acene leading to divertissement. 
followed by -m action. In Z these are the dream (1,1), the 
wedding festivities of Sabinus and Bpponlne, and a warning 
followed by "Pantomime - Danae vlve et enthousiaste preparant 
auz combats". XI, after a ternary air for Epponine, has two 
divertissements, pastoral and religious; in the latter the 
Druids are interrupted by the Romans (Ohorust "Ravages ces 
for&ts, Detruiaea un oulte odieux"). The act ends unusually, 
with instrumental music headed "8ur l*air suivant lea Qaulois 
sortent avec les gestes de la douleur et du dSsespoir". IZZ 
has a monologue for Sabinus followed%y a long scene with the 
"Olnie de Oaule"; only in IV is there any dramatic develop­ 
ment. It starts with a long aria for Mucien, after which the 
supposedly dead Sabinus appears disguised to Bpponine in 
order to lure Muolen (who loves her) into ambush; this, again

1. Lajarte Z P.259.
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after a monologue, forma the aotion of V*
The schema, which should discourage any description of 

Sabinus as "reform opera", could have worked given the 
musical style of Lully or Rameau; but the large forms con­ 
flict with the overall structure and the result is more 
ponderous even than Aloeste (V), In one respect Sabinus 
marked an epoeh at the Operai "on y vlt, pour la premiere 
foia, des trombones, et pour la troieieme, des clarinet* 
tea,.. 1" ' The former are much uaed (and abused) in the 
Oluck epoch* Here they are clearly intended to evoke the 
supernatural (at the tombs of Sabinus*s ancestors (Kx,12)* ') 
and are used, as in Aloeste or Idomeneo. with commendable 
restraint* In general, the orchestration is unremarkable 
for a work which has been credited with the paternity of the 
modern orchestra,* ' as the trombone muaio follows naturally 
from the horn music in Brnelinde (see Sx.10),

Like Brnelinde, Sabinus is Janus-faced, but its more 
literal allusions to past and future styles are less felici­ 
tously mingled. Despite Hellttuin's assertion, HA la place 
d'une r£elle autorite, on n'y sent que 1*influence dlrocte 
et aooapareuae de Rameau et Mondonville*1 ,^' the influence of 
dluek is apparent in the oroheatration, while some of the 
music suggests the French operas of Piocinni. In passages 
such as 1,2 (Bx.13)^ ' 'chant frangaia* is used, decorated,

1. Hellouin, Qoaseo et la Musigue Francaise a la fin du 
XYII1* Sieole p.*29.
2.Revised version, source B». •
3. **Ge n'est pourtant qu'avec Ooaseo, dana 3abinus. et Qluck 
dans Iphigenle fsiol que 1'orchestre moderns commence a so 
oonstituer" (from the programme-booklet of the Theatre 
National de 1'Opera (1966)). Orfeo and Aloeste in this some­ 
what parochial essay are presumably only considered to be of 
historic interest in their French forms, after 1773. 
1*. Hellouin, op, ^jit.BP. 128-9.
5. Reduced score, based on BOj BH differs in detail only. 
QaetouS gives string parts throughout, with horns in places.



ia flexible metres and tempi, with tiny pieces of measured 
music; yet the music oweo nothing to Rameau, and is of the 
transition. The monologue with solo oboe (V.2; Ex.lli) is 
like a sombre twin of "One puro ciel" (Orfeo XX) although 
it is recitative-air rather than arioso-accompagnato. Des­ 
pite the use of divided violas for colour the scoring is less 
resourceful and there is little significant harmonic develop­ 
ment. The D major aria - the sequence, cavatina-oabaletta, 
recalls Rodoald's aria in Srnelinde (Ex,11) - is brusque, 
not ineffective, but commonplace; nearer to Piceinnl'c manner 
(Ex.lijB bar 3; its last bars opened Ex. 12). The crescendo 
effect over a pedal may have seemed striking at the time*

The characterisation does not compensate for the lack of 
dramatic movement, Epponine has an exquisite Da Oapo arla, 
largo lamentabile in f, but remains negative, Mucien, the 
love-sick tyrant, is barely credible. His "Triste recours 
des coeurs jaloux" (IV.l) resembles the 177U duet (see Ex.16 
Bl)j an alternative, "Amour, Dieu do mon coeur*, would be out 
of character if one could say he had any character, better 
for an insipid hero than a villain and displaying coloratura 
of a kind hitherto co u'ined to the divertissement in French 
opera and little used subsequently even by Italian composers 
in Paris, Nor is Sabinus satisfactorily presented. Three 
acts open with his introspection although his claim on our 
attention is, surely, as a man of action. His habitual gloom 
seems Inappropriate in one ao well oared for by supernatural 
powers, and no development ia achieved from one monologue to 
another. That in V (Ex.llj) gives an idea of his mood - 
pessimistic and nostalgic for Epponine; that in III is simi­ 
lar, but in recitative. An orchestral motif stated five 
times (a chromatic descent, conventionally expressing sorrow)

1, Both 11,1 and IV, in Oastoufi - possibly originally in IV 
and moved to II when IV was omitted,
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and a repeated arioso unify the scene, a method incidentally 
nearer to Monteverdi than Pameau.

0-08869*6 music is better than his characterization* 
One air ("Dieux, ma raison s'figare", in III) lasts nearly 
100 oars, a fully closed form; its manner is close to Piccinnl, 
notably to Roland's "Je me reoonnais"." ' The key (fjb) and 
the original singer (Larriv^e) were the same. The verbal 
meanings are opposite: Roland deceives himself and the music 
suggests false confidence, not without hints of his (actual) 
"dfllre". Sabinus ("Je ne m« reconnals plus") feels and is 

M £gar4" f but the fast and confident music is inapposite: after 
an expressive section in c he has sufficient self-control to 
make a full, emphatically cadenced recapitulation of the main 
section. (XLuok made musical forms reflect a character*s 
state of mind, a procedure also adopted by Handel in the mad 
scene of Orlaado XI,

Sabinus's dream (1*1; Sx.l§) was the most celebrated 
part of the opera. Although the vocal line, sung rather than 
declaimed, shows a close affinity to 'chant francais', it 
also suggests Oluck's recitative methods. Sostenuto chords 
(originally at a higher pitch; the revision*2 ' makes than 
more sombre) yield to quicker harmonic movement from bar 8, 
and 12-13 introduces dynamic contrasts. Prom 16, instrumental 
motifs complement rather than underline the voice and their 
sequence - sharply articulated figures (25t 27), simpler 
chords after the climax (3U) - is that uoed by OlueJc, with 
more cunning^' (but, unlike CandeiHe;^' Oossec had not 
(Jluek as model). The dream is vaguely prognostic, not 
closely tied to the dramatic development. The vocal line

1. See below, Ch.XV pj.35 and Oh.V p.193.
2. BK shows original and revised pitches.
3. The dream in Tauride I.I; see below Oh.V p.175.
**• Pizarre. the dream (also in X.I); see below Ch.VI p.252.
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lacks control, going too high too soon without reason 
(db1 in 6, eb' in 7) and spoiling toy anticipation the fine 
ascent in 2U-5 which stimulates the strings' rigorous out­ 
burst. In general, the declamatory rhythm is monotonous 
and the line too smooth to make ouch impact. The air which 
follows does not dnw the emotional threads of the narration 
into a single coherent statement to consummate the scenes 
the section in £ (bar i»l) f vigorous if rather stiffly hand- 
led, lists only 27 bars, the largo about 20, and after thaee 
unconnected moods of agitation and sentiment there ia a 
final allegro in P, originally about 50 bars but later cut. 
This succession of short airs has little dramatic purpose 
and arouses purely musical appetites without satisfying the** 

The revisions to Sabinue, committing it musically to the 
new without altering its old-fashioned design, suggest doubts 
in the authors* minds as to their own intentions: a chorus of' 
Druids (IX "Arbltre dea combats, protege dee climate") is 
followed by the words "Bien, apres un examen rlgoreux%* ' aa 
if the composer was anxious to protect himself, on next glanc­ 
ing through the score, from compulsive revision of this number 
also. Of the detailed alterations, only the lowering in 
pitch of the chords in the "songe" has an obvious point. 
Between Versailles and Paris IV was dropped and V much altered 
at the denouement (after Sabinus has retired into the tombs 
and Bpponlne appears). In 1773, the appearance of tfucien in 
pursuit of ^pponlne and hie death are in recitative, as such 
a scene would probably be in Lully or Sameau. The stilted 
language matches the slightly precious setting, in *chant 
francais* (Ex.l6A) and Sabinus wastes valuable time telling 
Mucien what he is going to do to him ("Monstre que J'abhorr*"), 
the music remaining merely functional and itself unresponsive

1. Bff T?£B. 11429.
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to the situation;1 ' In 177U, when Oluck was already 
rehearsing Aulide. an Italiante duet was inserted, too long 
for its context eince action Is expected and cannot without 
straining patience be so long postponed (Ex.l6Bl), The duet 
has an 'open end', that is, there is no fermata on the tonic, 
which the orchestra quits at once, going (tremolando) to g, 
(Bx.l6B2)» This device will become common; it may be regar­ 
ded as a means of reconciling Rameau-period continuity with 
fuller and solidly built Italian forms, Sablnus's abuse and 
Epponine's ladylike exclamation are omitted, in the interests 
cf realism, and the 1773 'bruit de guerre* terminates the 
scene, as before; ' Finally, Qulnault's Prologues (or the 
Poland epilogue) are recalled in a divertissement celebrating 
the glorious future of France and the freedom of

To epitomirO their historical position, a final compari­ 
son between these last three original operas before GlucJc may 
be based on their duets for tenor and baritone, quarrelling, 
as in the famous duet for Achllle and Agamemnon in oilide, ™' 
In Adele the uncertainties of the composer (Berton) led to 
there being three versions of, essentially, the same piece 
(the first phrase is always the same in words and music: 
Alphonse, H Allons, audacieux guerrier" ) - x, y and z.'^' x 
has voices and continue only; y adds strings and reduces the 
interval before Ttaimond sings; z is the best version with

1. Compare Omphale (Destouches, "x.*A) or HJppolyte III, 3-^.
2. Ex.16 is from BO A 228; 16B1, p. 31; 16B2, pp.UO-2; 16 A, 
crossed out in pencil, pp.43-U, with a sign at the 'Bruit de 
Guerre* directing the 16B version to it.
3. See Appendix 1*
k. 11,6, based on material in Le Cadi Dupe1 (1761), v.otquenne
P. 211.
5. x: BN 1592; yt BH 1609 f .37? «: BN 1609 f.21.
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more elaborate orchestration* What in x was measured dialogue 
became in x a duet of invective much nearer that in Aulide. 
the voices continuously opposed from the start. Characteris­ 
tically, in Sabinus the duet ia an undramatic argument about 
policy between friends, Sabinue and Natalia*, and becomes 
tedious. The two are of different stature and should not 
sing at one another like equals. The piece is too long and 
la followed by a full-length trio with the "Oenie de Oaule", 
which affirms an impression given by another duet (Sx«16B) 
thit Qossec, in trying to adapt Italian forms to French opera, 
looked a sense of proportion. His pieces are well enough 
composed, but, as 'airs dans les scenes', mal adroitly placed, 
The grnelinde duet is well composed and placed. Two rivals 
for the heroine's hand declare war on each othstv Less
formally polyphonic than Rameau* ' Philldor dares to keep 
the voices on a dissonance for five bars in a high register 
(eb^fO and draws them down with a chain of 7ths. If the 
harmony is not far from f ameau the vigorous and independent 
orchestration is Philidor's own (the arpeggio bass was bor­ 
rowed for the \dfele duet, version a): owing nothing to Orfeo. 
it corresponds to the violin figure in the 4ulide duet. The 
greater length of Phllidor's piece is justified in that it 
ends the scene, and originally (1767) an act, whereas OlucJc 
goes on to a speech of Achille and a solo scene for Agamemnon. 
Of this group of operas it is, therefore, only Ernelinde 
which ushers in, in spirit as well as certain technical 
matters, the "epoque de Gluck".

1. 1767, X.6| p.106* 1777, II.2.
2. See above p.5.
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Chapter II 
*• Method %nd structure inflate

1, The aria and lar^e musical foray
The tnoat inportant single aspect of the y.ji'orm in 

French opera was the ase (at oest, integration) of large 
aria forms, adapted i'rom bat rarely identical with the 
Italian aria. In Pameau the Ingest musical structures are 
the ohorases, cnaconnes*, and *riettes: oatside the action. 
In Italian opera the aria (cla capo, or later approaching 
sonata fora) is the basic mUoiccu. unit. That auoh arias are 
musically interesting and sometimes eii'octive aa character- 
studies does not prevent the succession of similar forms 
fr»om becoming monotonous; a series of the best composed and 
characterized arias is no substitute for drama. There is no 
chance here to diccuus this fo^a or the reaction against it, 
the *reform 1 of OlucK, Calzabigi, and Durazao. But such 
aiii^ers' operas aroused interest enough in France to contri­ 
bute to the operatic experiments of Philidor and Oossec 
already discussed; while Oiuck, ia Vienna and Paris, achieved 
a musical drama in which long forms were turned to dramatic 
ends.^ ̂

Because r a'.eau's operatic form is potentially a superior 
means to musical drama than the Italian (best exerapxii ied by 
Handel), the long aria cannot itself be called undramatic. 
Oirdlestone*s criticise of Giucx misses tne point:-

"In several of tie air>s the musical interest 
outweighs the dramatic. .^Words are repeated 
to a'quite undramatic extent... rt . (2 )

fcorcis are reoeartuc. when the musical form demands it; their 
repetition is not itself undratmtic, merely unrealistic. In

1. The best short accounts of the *reform* are in Kerman, 
op. cit., and Howard, op. cit.
2. Oirdlestone p.5i?3»



an artificial dramatic form such as 18th-century opera 
realism la an Irrelevant consideration and word-repetition 
would only be undramatic in a conversational context: 
Deane's strictures on Cherublnl's word-setting In a duet - 
"verbal reoetltlona barely conceivable in Italian, Intoler­ 
able in French"' ' - are gratuitous, for measured by this 
standard every opena of the period is intolerable. If an 
aria is the suitable form at a given point in the drama, the 
content In structural respects such as key-scheme and word 
repetition ire matters for the musician to order; the most 
dramatic fora might be a da capo aria, a rondo, a oompound- 
or sonata-fo*»n, the best style a syllabic word-setting or 
coloratara. (It is, of course, only convenience that allows 
us to say that an allegro In l/U and a largo In 3A have 
'the same form* merely because they are based on some common 
nodulatory or thematic pattern).

Examples of -nlaplaeed arias may be found In Figaro IV t 
arias rriven to Basllio and Maroelllna because neither had 
one earlier, but at odds with the progress of the action* 
Fuller characterization of minor roles Is superfluous so near 
the end: their part in the plot is over (Metastaslo's libretti 
ire often orolon^ed In the same way). These 3*1^3 would be 
undram-»tic If they ^e^e the finest In the score.

A well placed arin may yet be undramatic if it misses 
the emotional tone »»enired by the situation; Sana 11 ok faul­ 
ted HChe faro* in this respect^ ' and arias of Oosaec*^' and 
Plccinnl'**' more obviously fall in tfeis way. Criticism

1. "Deane, Gherubinl p.2.
2. H .,.man dieser Melodie ebenso gut, ja welt ricntiger die 
entgegengesetzen ..orto unterlejbn konnte:

*J*ai tr-ouvi mon Euridice,
Pi en n'igaie mon bonheur. 1"1

Voro Musikaliach-^chBnen 2nd edn. (1858) P.25. jee below, 
Oh.IV p. 13U.~
3. See above, Ch.I p.35*
U» See bfelow, Ch.IV p.134 and Ch.V p



becomes more complex as the objection must be formulated not 
as "this aria is misplaced" OP "does not pise to the occas­ 
ion" » but "this air is well-intentioned but does not fulfil 
its own promise". It is a matter TOP musical analysis: if an 
aria continues a good beginning weakly, OP falls in melodic 
OP harmonic growth, a dramatic failure results from a musical 
activity. An unconvincing aria makes the character, and 
situation, unconvincing.

Giuck's use of long arias is connected with a general 
tendency to throw the greatest musical weight to the end of 
an act. Aloeste I ends with the biggest of its apiae, "Ombre, 
larve*; In Taupide II he controlled the protagonist's emotions 
in the aria "0 malheureuse Iphiginie", adapted from La
Cleaenza dl Tito. ** ' The melodic cliioax, with its unorthodox

(o ) dissonance, N/ exceeds the musical expectation of the opening.
A single paragraph, static within the action but itself 
highly dramatic, is built of irregular phrases characteristi­ 
cally intensified by the accompaniment, in quavers (viola), 
crotchets ('cello) and syncopations (vn 1), a complex pattern 
adaptable to every harmonic context. The sforzandl and the 
oboe's partial canon with the voice contribute to the enrich­ 
ment of the heroine's personality and our involvement with 
her fate. Her emotion is transcended in "Contemplez ces 
tristes appro1 ts"^' which converts the convention of diver­ 
tissement into a funeral ritual.^' This profoundly moving 
section is callously omitted in (Hack's German version of the

1. "8e mai sent! splrarti" (aria of Sesto).
2. Which led to the famous pronouncement of Durante referred
to in Howard p.6: the story is told in Berlioz, Lea Qoirles
de 1'Oroheetre (1852 )p.288.
51 The second part of the same air in La Clemenza. "Al mio
apirto".
U. Compare Lully, Aloes te III (see below, Oh.Ill p. 85).
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opera' 21 ' where it is replaced by a short sinfonia. Brevity 
does not compensate for the loss in relevance} the two move­ 
ments always belonged together and here, considerably altered, 
form one of the moat successful of Oluck'a self-borrowings,

Oluok himself badly misplaced a musical expansion and 
made one of his finest movements an excrescence, Orfeor II is 
carefully planned round the tonal progression g, (the gates of 
Hell) to £ (Elysium). In Orohee Pluck upset this soheme in 
several waysy2 ', most especially by the insertion of new 
ballets. The flute solo, as the middle section in £ of a 
ternary structure in F» alters nothing and enhances the atmos­ 
phere of the new scene. The Furies' Dance, however, not only 
upsets the key-scheme but destroys the dramatic logic; the 
longest and fiercest d-uace follows the Furies' subjugation 
by the hero. Its musical excellence has deceived balanced 
critics into thinking it "among the most dramatic musical 
utterances of the opera". ̂ ' It is certainly exciting, but 
not dramatic; Qluck repeats Ttameau's error of indulging in 
musical expansion for its own sake. In Don Juan (1760) the 
same music (more strikingly scored, »ith trumpets and trom­ 
bone, not horns) culminates the dramatic action, and also 
satisfies a musical need for a substantial piece after thirty 
short ones.

The problem is of a long musical form without concur­ 
rent dramatic development. Oossec and Berton wrote arias of 
over 100 bars; QlucK, closer to French tradition, used few 
arias in Aulide and Armide unless in places and forms used by 
Lully or Rameau. Only in Tauride was the aria fully inte­ 
grated into an opera originally French, and there with music

1. Published in the new OF, Series 1, vol.XI.
2. For a complete analysis see Sternfeld pp.H6ff.
3. Howard p.22. See also Howard, "Orfeo and Orphee", The 
Musical Times 196? P.892.



adapted from Italian works* "Je t*implore et je tremble" 
(IV.l) is a soliloquy; its oharaoter, prayer, Justifies its 
rigid formality, Thie and "Dleux qui me poureuivea" (II.1) 
come from Telemacco. The latter is "dans la scene" but like 
Pylade'e aria that follows, it introduces a oharaoter fully; 
the contrast provides enough dramatic tension.

Pylade'e other aria ends III, providing an effective 
ourtaln and by its single-minded determination preparing for 
his deoislve intervention in IV. Tarare IV ends with Just 
such an air before a rescue) and such purposeful aria state­ 
ments come at several act ends, for example Didon I, Les 
Danaldea II, and Dardanue (Sacohini) II, an air not in the 
original libretto which contrasts well with Dardanus* next, 
"Lieux funestee". In a similar position but complex in 
affection, the air in Brnelinds (176?» ends II, p.213; 1>777» 
ends III) after the accompanied recitative^ ' presents con­ 
flicting emotions in continuous music, without tempo change* 
The whole is ternary as is the main section, based on three 
separate exclamations (it is a soliloquy; Sandomir has just 
been imprisoned by ftioimer):-

Al M 0ui, je cede au coup qui m'accable" (to herself)
(P.213) 

A2 "renais pour calmer ma douleur, oher spoux" (as
if to Sandomir) (p.2lU) 

A3 "Tyran detestable, fremis" (as if to Kioimer)
(p.215)

Each section has its own motif, but Al and A3 are related in 
mood: vigorous protest becomes the principal affection. The 
music cadences decisively in the dominant (Bl>) before the 
more introspective B (p.2l6)t-

B. "Hals .je suis encore plus coupabls. 
Do tous deux j'ai fait le malheur."

1. See above, Gh.I, ex.10.

kk



This ie set without word-repetition; the accompaniment 
(three off-beat quavers) derives from A2 but the melody and 
drooping modulation (g. - £ - fib - by a Meapolitan Db, c) are 
new and poignant. Six bars bring the recapitulation (p. 218) 
with A2 shortened and A3, now in Bb, down a 5th or up a uth 
with a climax on c 1 ". Again a fine tt curtain" , the aria 
articulates emotional confusion but is dominated by the mood 
of her subsequent courageous actions; and an orchestral fig­ 
ure resembles, and relates the mood to, the exactly contem­ 
porary "Ombre, larve" of Aloeste (V) (in (P), "Divinltes du 
8tyx« ),

Qluok there used several tempi (as does Salieri, Lee 
Danaldes. end of IX), He ends Axilide II with a long compound 
aria, like a rondo with the main part omitted at the end. 
Coming after another strikingly scored recitative, this 
(p.l86t!30)' ' like Srnelinde's expresses resolution upon a 
course of action that gives rise to conflicting feelings. 
Most of it is as if addressed to Iphiggnie;-

"0 toi, 1*objet le plus aimable" (andante) 
and more positively in the second parts-

"Won, que plut6t dee Dieux I 1 implacable colere 
A tes yeux me puisse accabler*. (presto)

The first part of the andante is repeated, underlining the 
cause of the presto; Agamemnon then turns to Diane:-

"Bt toi, D&esse iapJtoyable, 
Perce mon coeur au lieu du aien".

Recalling I.I ("Diane imp i toy able14 ) and the presto mood, the 
music is a new, decisively sweeping allegro in the tonie 
major.

Gluck's flexibility is remarkable; even the shorter airs 
of Aulide include da capo (or dial segno) (H Armez-vous d*un 
noble courage", 1,6), ternary ("Par son pere cruel*, II,U,

1. Page references to 177U printed score (Hopkinson IjOA) and 
Peters vocal score (PV8) Hopkinson W)F.(k).
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in which new words are fitted to the musical repetition)* 
and binary structares with repeats. The frequent "sire dans 
les scenes** are generally short: Achille's "Calchas, d'ua 
trait mortel blesse", although in the Metsstasian position of 
exit-aria, consists only of about fifty bars,

As in Lully's plan, longer forms in Aulide belong, with 
accompanied recitative, to soliloquy. Particularly good use 
of compound form is made in 1.7 (p.73:55) between the expos­ 
tulation of Olytemnestre and the entrance of Achille, The 
fora is binary .(ABAB) but the third part is a more profound 
restatement of the firstt

Tempo Mood/music Words 
Al andante 22 bars A resigned A "He1 las, mon coeur

sensible et tendre" 
B allegro 10 bars B defiant B "Parjure, tu m'osestrahir" 
A2 Id bars A enriched C "Que sa tendresse

avail pour moi des
charmes" 

B 17 bars B B "ParJure..."

Al is a poised melodic line proceeding from £ to Bb. B is 
an abrupt contrast, the bass F# forcing the music bae£ to g, 
B ends inconclusively on a diminished 7th which influences 
the harmony of the resumed andante. The bass 0# continues 
Tor two bars, talcing the music to d. The material is not new; 
a simple phrase in Bb ("La gloire et le devoir") from Al 
returns, intensified, in Neapolitan relation to £ ("Cruel d'y 
renoncer" ). After the exquisite "larraes" (falling arpeggios) 
and the delicate chromatic bass ( H fist-ce pour un ingrat*) the 
ooda restores the relation to Al, repeating its codetta in 
the minor mode and at a higher pitch. Her love for Achille 
is here a strong dramatic motif; rightly there is no corres­ 
ponding enrichment to B (now fully closed in gj, for this 
mood is induced not by her own feelings but by her mother's 
injunction "H'ecoutez qu'un justecourroux". In this mood 
Achille finds her and in I.6 he coaxes it away; but it is the
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formal complexity of A2 which makes Ala success plausible.
*»8 (p*77:59) also exemplifies a standard duet fora. 

After recitative. Including arioso, there is an air apiece; 
the duet begins in dialogue, at a slo« tempo. The vocal 
entrius follow more closely on one another, and overlap; the 
tempo becomes allegro, with the voices together. This will 
be called the "usual duet form*1 ; according to (Unguent it 
was invented by Piooinni.'1 ' It has a sound dramatic basis 
of argument resolved but it is frequently used so that the 
final musical unanimity contradicts the dramatic sense. 
Furthermore, the cabaletta-like allegro is generally inferior 
to the earlier section. Iphigtnle and Aohille, Armide and 
Kenaud, are less Interesting warbling in 3rds and 6ths than 
at any other time - and this applies in Piccinni, Saechlni 
and elsewhere, llozart (Cos! 11.12) and Stravinsky (The Rake*a 
Progress II.1 and 111,3) turned this facile manner of writing 
to dramatic use; it works in the hectic Fidelio duet ("0 
namenlose Freude", II.5, No.15), but is normally platitudi­ 
nous. The two movements are sometimes separated by a short 
interlude. Quartets and trios are less used and fall less 
readily into a standard pattern*

2. Short air, arioso, recitative
The short air, which "replaces all but a few of the arias 

in the Paris operas*,* ' is closer to French tradition than 
the aria. OlucJc used it more formally than ftameau, and more 
frequently than other composure of the period; particularly 
in Armide he refrained from introducing arias in the manner 
of other Quinault adaptations.

1. Hotics p.17*
2. Howard p.U9.
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•'The grand aria is retained for use onoe or twice 
in an opera...What is left to the composer for the 
many situations which in the course of the plot 
require musical comment and thit unfolding of emo­ 
tion for which there is no space in the flow of 
recitative?
"For this purpose Olucic established the small 

aria, derived from both the small-scale arias of 
Traetta anc the single numbers of opcra-comique.«« 
they occur in a genuinely aria context, that is, 
arising out of the character*a need to reveal him­ 
self. ..These small arias are very important to the 
swift unfolding of the drama in Gluok's beet words'. 
They stand among his most personal creations 
together with the lyrical arioso fragments which 
sometimes approach them very closely in function, 
both devices being wholly symptomatic of the con­ 
tinuity of reform opera". (1)

If the large aria is the composer's domain, the arioso 
and short air are the compoaer-as-drarnatist's; at best they 
ar»e a particularly sensitive means of dramatic a^ticuJa tion. 
In such situations Oluck models iis music closely on the 
text - syllabic setting - and therefore uses less material 
from earlier works than for arias. The close blending of 
word and note in "H&las, mon coeur sensible et tendre"
(diecussed above) is certainly "very neat* to the borderline

(2 )between recitative and aria": x ' grace-notes relate it to
'chint fratals*. It is cleanly air, however, whereas "...it 
is impossible...to class Agamemnon's magnificent opening 
player...decisively as eithe^ recitative or aria-fragment".*^' 
Such unclassifiable pass Ages will be teamed arioso.

The short air
The chief diiTe^ence in method between Aulid_e and 

Tauride is Oiucji's use, in the latter, of recitative and

1. Ibid. p.ii3; 'established" presumably means "in relation 
to Giuck's own past"; see Ch.Uf "Glucic's Development of the 
Aria", p.assim.
2. Ibid. p.31.
3. Ibid. p. 50.
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arioso in preference to short aria, and of borrowed arias 
rather than newly composed compound structures somewhat in 
the spirit of Hameau (compare the soliloquy ending Hippolyte 
III with Agamemnon's monologue (Aulide IX. 7) • whioh in 
Tauridc would have ended with an Italiante aria),

Xn "airs dans lea scenes" O!UOK used formal structures 
clearly articulating stable feelings, and fragments of 
aria-like music, articulating emotional turbulence! arioso. 
A third method, much used by Qluek's successors, is the 
interrupted (incomplete) aria; for example, the first sec­ 
tion, only, of a sonata-type structure ending in the 
dominant. This contradiction of musical logic has obvious 
dramatic potential if the incompleteness corresponds to some 
dramatic situation: Handel's "A serpent in my bosom warmed" 
(Saul X.5) has the middle section (•*Ambitious boyl**) of the 
da capo form but not the da capo itself - Saul throws the 
javelin and David escapes. The use of this device is more 
often inexplicable. For OluoJc, at least, aria meant emo­ 
tion under control* and this applies to short airs, usually 
complete forms, as well as arias. The 'open end* promulgated 
in aabinuB/ ' did not greatly interest Qluok.

The first short air of Aulide is part of a complex, 
the opening soliloquy. The second is Galchas 1 H Au falte 
des grandeurs", headed "Air** ' and made extremely formal by 
the stately 8-bar prelude (with two fermate) (I.I*; p«41t36). 
Lully or Hameau might have made it arise from the recitative. 
Galenas*s singlemindedness is expressed by a single para­ 
graph in one key, witn only one chromatic inflexion (B*», 
bars 7 and 15) and no modulation. Oluck interrupts another

1. See abo-v-e t Ch.I, Ex.l6B2. Such procedures are further 
discussed below, Oh.V p. 197.
2. "Harche" in the performing score in BO.
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single-paragraph sir without an open end: "Vivez pour 
Oreste mon frere" (III; p.21lttlU9)« The voice cadences 
into £, the tonic, but the bass moves to E and the chord 
implies a dominant of D; Clytemnestre intervenes in recit­ 
ative. But at this stage in the drama T, nigciie is the 
more emotionally controlled; she finishes her sentence in 
the original tempo and key.

The short binary aria with two repeated sections, a 
simple form used in Lully and ope'ra-comifrua. occurs first 
in Aulide in the divertissement (I) t where Hameau might have 
admitted a longer air (ariette) but where the straightfor­ 
ward formality is in keeping with the surrounding dances. 
Both Clytearnestre's complacent "air gracieux"* ' and 
Xphig&nie's air slightly reflect their personalities; but 
the latter*s anxiety at Achille's absence Is hardly reflec­ 
ted in the music (p.6l4tU9). (In Aloeste (P) II aiuck 
contrived to mingle the heroine's unhappiness *ith the 
diver-11 ssement in just such a short air, vitually a dance 
with voice added). ̂  ' IphigSnie has two more airs in this 
form outside the divertissement (III) which will be discus­ 
sed later in connection itith the drama as a whole. In IX 
the airs are dal segno ("Par la orainte et I'esptranee"; 
"Par son pere cruel" ) and there are more ensembles, befitting 
the complications of the action.

Perhaps the most characteristic forms of Glucfc are 
those that follow their own laws and cannot be easily cate­ 
gorised, such as the passages of arlfjeo-air which end Armide 
II and III. There are also many airs with varied tempi in

1. At some performances olayed without the voice, in A, 
after the recitative. See preface to score of the revised 
(1775) version, Paris (fliciiault) 1873, ed. Pelletan and 
Damcke, BopJclneon JjOA(l). 
2. See below, Gh.III p. 91.
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which the continuity is determined by alterations of mood} 
Aehille gives vant to his fury ("Cours et dis-ltti", XX*5; 
p.163:116) in thirty-five bars marked successively allegro 
moderate, adagio, allegro, lento and again allegro* the 
musical freedom recalls Qluok's balleta. After the duet 
with «Lgamemnon, Achilla's parting shot IB in arioso, too 
melodic for recitative, too short for aria (p. 1761124); &i« 
exit overlaps the start of II.7, an eight-bap allegro 
moderate ("Tu decides son sort")f neither air nor recitative, 
the vocal line following the orchestra*

Arioso
The existence of M a genuinely aria context" (with music 

based on an Italian idiom) marks one distinction between 
early and late 18th-century French opera.

"Though French recitative always tends to arioso* 
the airs sound like slightly melodious recitative* 
The French would not accept the frank Italian con­ 
vention whereby words and reason yieldf at a dram­ 
atic crux, to the emotional expression or music 
handled in its own terms", (l)

This summarises the positions from rhlch the battle was 
i ought in pamphlets and operas throughout the century* 
Oosaec and Phi lido r introduced the "frank convention1* to 
some extent into French ooera, and it led to the Picoinniste

(r>\
abuse of arla, N£ ' Cluck, starting from Italian premises, 
developed the arioaq. "building recitative towards tho 
arla",'^' blurring the distinction between them to ensure 
the maximum effect when the arias rt c«t through*. His use 
of small art* carried on the French tradition with new 
music, and in Aulide most of the short airs are self- 
cont inad unita within a conversational context (as in Lully

1. Xerrarai, p. 58.
2. See below, Ch.V c.
3. Keraan p.ijl.
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and ftaaeau, again). In Aloes te (?) short airs are introdu­ 
ced but among arias , as in Tauride. from the original 
Italian. Armide uses the conversational short air like the 
Lullian original and is oloae to Aullde in this respect, 
but it makes more use of orohestrally elaborate arioso, in 
which the orchestra carries more musical - and at the end of 
Act HI, emotional - weight than the voice. In Orfeo ejgojg. 
and song are orneial; song, a special case, needs no disous- 
B ion here*1 ' aa it counts for little in the Paris operas.

arioso defines aome of the finest things in the first 
'reform* operaat "Che puro eielM and the taming of the 
Furies, in which respectively oboe and harp are peers of the 
voice. The Paris operas use a less formal, more vocally 
dominated arioso, close to and sometimes not detachable from 
the accompanied recitative. In this arioso, leaa controlled 
than aria, more impassioned than recitative, Qluek most 
closely approaches the earliest opera composers.

"Arioso" covers the vague terrain between formal music 
and declamation. In Qrphe'e. before his interrupted suicide, 
the hero*s *0ui, je te suis, tendre objet de ma foi* is an 
eight-bar adagio like an aria-fragment, without recitative 
formulae. Earlier, Buri dice's M Recois done mes derniers 
adieux" is recitative, over repeated quavers which dictate 
a regular pulse, not free like declamation. 'Recitative in 
tempo* may seem contradictory; but it is said of Beethoven 
and his orchestral recitative in the 9th symphony that "he 
called it so" although it was to be fin strict time". (2) 
In opera, 'recitative in tempo* or 'aria-fragments' have the 
same function: intensification of "normal0 operatic speech. 
Both, then, may be termed "arioso". The word is useful for

1. See Howard p.Ulff.
2. Thayer, Liffe of Beethoven. 196U (Princetan.) edn. p.963,
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rhythmically controlled passages in Monteverdi*8 recitative, 
for passages in 'chant frangais* (whose Tory formulae hare 
more melodic direction than Italian *secoo* )} and for the 
ends of many Bach recitatives. In Jesader da melne Seele* ' 
the first recitative ends in striot time ("Tteehne nioht die 
ttissetat").'2 ' Over regular quavers the voioe at first con* 
tlnues recitative-declamation; at "ersflrnet* the melisma 
treats one syllable with a technique, if not a style)* appro­ 
aching aria. The end is a basic recitative formula, the 
falling fourth: "...net hat*1 . The orchestra oadenees after 
the voioe; both Lully and Ctlucfc sometimes cadence with itt 
a small contribution to continuity common in *flUIflf-

In Z,39 Calchas imposingly ends a recitative with the 
"mieure* f siol (p*JfOt36) passage, "Ils y tratnent fteja ses 
pas", Iphigenio'0 "Helas" (1.6; p.69?52) - her only comment 
on Achilla's perfidy until Clytemnestre's aria has told her 
how to behave -Js superimposed on an ordinary orchestral cad­ 
ence, Oalohas controls the situation, IphigSnie is con­ 
trolled by it.

Whole movements of 'recitative in tempo' may be found 
in Baeh*^' and Glucki recitative style over an orchestral 
continuity. Calohas* "D'uno aainte terreur tous mes sens 
sont saisis" (Aulide. 1.2; p*27t2ii)t accompanied by string 
semi-quavers "a mesure" (until the cadence in rhythmic 
unison), uses cliches of Italian recitative (whieh do not 
reduce its force any more than cliches of 'ohant fraaeais* 
reduce the force of Phedre's monologue in Hlppolyte I?). 
The next passage defies categorisation; it belongs to

1. BWV 78.
2» J* 3. Bach, Heue Auseabe Samtlicher Aerke Serie I, Band
21 P.131*.
3. Matthlua^Paasion. "Am Abend da ea kfthlo war11 ) BWV 56
("Zeh will dea Ireuastab gerne tragen1*), the recitativo
"Mein Wandel auf der Welt".
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continuous opera as much as the join of IX* 6 to 7» The 
voioe begins in formal oanon with the violins, but is left 
unaccompanied for the recitative phrase Mle plus pur eoit 
verse* f arioso and true accompanied reoitative are both 
visible, but inextricable* The arioso becomes s dust, a 
oanon between two bass voices*

It is such passages that explain Wagner's preoccupation 
with this opera, of which he made an interesting version** ' 
A feature more fully developed in Tauride* also tending 
towards 19th-century continuous opera, ia the almost sympho­ 
nic denouement, Howard calls Aulide "the most truly French 
of all Oluck*s operas, and by far the moat indebted to 
Rameau",'2 ' This refers to the blending of aria and recita­ 
tive; the symphonic setting of action appears in Hippolyte 
17 and similar, if more primitive, procedures can be found 
in Lully (The1 86*0 I). Rameau starts with the apparition of 
the monster and continues his movement with short roeal 
phrases above the orchestral continuum* Oluck, as Aohille 
bursts in upon the sacrifice, begins with a restatement of 
the chorus in 0_ which we have heard intermittently through­ 
out the act (p. 226:161)* Achilla and other soloists join 
in with arioso-like fragments until Galenas stills the 
tumult after thirty bars, (Tauride uses something like a 
symphonic development section in the equivalent place). 
Galenas sings reoitative and the arioso "Adores la eleaenoe", 
which starts a new tempo, defined by quaver motion) the 
chorus dutifully repeats the priest's words and the main 
characters join in. The music moves to a dominant pedal,

1* Vocal score Hopkinaon JjCHP (i). Howard calls it "anachro­ 
nistic* fp.93) - fairly, although it is less so than Strauss*8 
versions of Idomeneo and Tauride (vooal score Hopkinson U6C 
(Of 80me details of Strauss*s alterations are given in Del 
•ar, Richard Strauss*(London 1969) vol.11 PP.35U-5JI 
2* Howard p.50. (^_____
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and in the final, longer speech of Xphiglnio ("Ah I qu'iX est 
doux") the quaver movement ceases and the harmonic style is 
completely different, though the tempo is constant into the 
quartet,' ' The arioso dialogue includes the chorus; choral 
arioso and recitative are among Qluok's moot valuable resour­ 
ces (an obvious precedent in this is Handel's "Be sent a 
thick darkness" from Israel in Egypt).

Becitative——————a. . .
Recitative, "the most fugitive aspect of opera" , * ' was 

originally an impassioned idiom, some of whose affective 
vitality Qluok recaptured from 18th-century conventionality. 
His development here is something of a personal triumph, 
amply discussed elsewhere,' ' QluoJc solved for himself prob­ 
lems of controlling recitative as veil as aria* In Aulide 
the techniques are primitive; in Aloeste (P) and Armide they 
are more developed, and the crowning achievement is Tauride. 
As "the least natural musical entity in opera"'^' recitative 
can hardly be categorised or discussed away from the words 
and dramatic context. In the first place, the distinction 
between French ('chant frane,ais') and Italian vocal style 
must be recalled; in the 18th century (not the l?th) the for­ 
mer moved slowly, and becomes impressive in scenes of invoc­ 
atory character which the more functional Italian habits - 
best in comedy - cannot rise to. Considered purely as vocal 
lines with harmony, the difference can be seen by contrasting 
French and Italian settings of the same words, from Dardanus 
(Ix.17). In Italian opera such scenes would normally use an

1. The ITfk score (p.238) gives no new indication of speed,
2. Howard p. 54*
3. Ibid. Ch.5, "(Ruck's Development of the Recitative",
U. Ibid, p.53.
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expressively orchestrated aocompagnato. but the same vocal 
cliches as in Saochini's setting. Most recitative of the 
Qluok period falls between these extremes, with less intel­ 
lectual weight than Bameau but less casual than Saochlni.

To clarify terminology, certain textures and techniques 
may be categorized. The recitative in th« Qluoic epoch la, 
with few exceptions, orchestrated; but the basic technique 
remains aeoco (as in Ex.I/B), with orchestral chords replacing 
the oontinuo. An example is Aulide II.3, a trivial scene in 
ihlch Gluck wisely avoids the serious pretension of elaborate 
recitative. Less efficient, the seoco in II.6 fails to build 
the argument towards the duet; anger is expressed successively 
in recitative and measured music, and the feelings remain 
superficial (rightly, since Achille is a simple character 
and Agamemnon*s anger soon evaporates). The simple chords 
are varied by dotted rhythms (p.169*119), a held chord, and 
a progression of chords (p«l68:118t after "pr&venir lest 
eff ets* ).

A specifically orchestral type of simple recitative is 
that accompanied by held chords: sqstenuto. Orchestration 
of recitative allows a direct link to measured music, a mod­ 
ulation from aocco to accompagnato. si.npla to complex recit­ 
ative, without disturbing the continuity. Punctuating chords 
militate against the smooth progression of dialogue. Sostenuto 
has the advantage of reticence; it supports the singer with­ 
out interruption, keeps the emotional temperature down yet 
Invites subtle expression by hii^monie> change; it mingles 
wlth arioso and does not detract from the effectiveness of 
other intensifying resources (as the more forthright seoco 
and acconipagnato do). Soatenuto is most ised in T^uride and 
is especially effective in the questioning scene (11.5) 
where it quietly articulates Oreste'a sorrowful recollection 
("Mycene m'a vu naltre": the change G*? to Oh) and becomes
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•ore agitated (dotted rhythms) aa Jphige'nie responds 
(pp. 153-4). '*' Soetenuto is less aignifioant in Aulide 
(1.3; P.35:39). The tremolo is a relation of aostenuto. 
eaaily abused but a powerful intensifying resource of si«- 
ple recitative and a oliaaotio one 1'or the fragmentary 
aoooMpagnato texture. These baaio textures - secco. dotted 
secco, aoatenuto. tremolo - are freely singled, out the beat 
control is achieved by careful sequence. 1'hey join readily 
in acooiBoagnato. froa which they differ tnrough laolc of any 
motivie organisation. The scoring ia usually ror etringa; 
the wind is reserved for acoompagnato and by Oiuck only fop
crucial paaaagea even there.

( J> } A dietinction was traced above v ' between French
'recitatif oblige 1 and Italian aocompagnato. between the 
continuum of voice with orchestra ana their alternation. Zt 
ia interesting to consider a Frenoh view of the latter; 
Arnaud attributed the different methoda to versification:-

"L 1 It alien, loraqu'il dSclaaie sea vera, laisse 
entre lee mota dea intervallee considerables; ces 
intervallea aont devenua pour le Musicien autant 
de jours dont il a prorite, tuntot pour annoncer, 
tantBTl".ur commenter & d^velopper la situation 
da 1'Aotear...Dana notre versification au cen­ 
tral re.,.le Musicien a dft se boroer longtoaps & 
acoorapagne* oi*nplenent la parole". (3)

The dietinction parallels that between the continuous baaa 
line of 'chant frentals* and the intermittent chords of 
seceo. Oluek used different typee of orchestrated arioso 
exemplified by "Che puro ciel", essentially orchestral music

1. Page references are to the Eulenbvrg ainiature ecore.
2. Ch.I p.20. (£***t«'i a.-cj.,9t) -
3. Lettre a Kadame d'... MP3 pp»38«9. Compare Rousseau's 
definition; WL'Aoteur...a'interrompt, e'arrSte, fait dea 
reticences, durant leequellee I f 0rchestr>e parle pour luiH , 

oblige" in Diotionnaire de Muciaue p
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with pauses for recitative in the voice, and "Plus 
3 'observe ces lieux" (Armide 11*2) where the vocal line 
is a contrapuntal strand (aa in Lully'a setting). These, 
liKe the Tauride storm and various reoitativea (Plocinni, 
Atya 1.3; Penelope II. 5-6) use musio to depict natural 
phenomena which Qluok, the psychologist, used not for ita 
own sake out for Better underatanding of tho protagonists. 
In **Le oalme rentro dans mon coeur", again dominated by tho 
orchestral idea, the inatrumenta suggest aonething of which 
the ainger is unconscious*

In standard aooompagnato the orchestral inventions do 
not have auoh specific expressive or representational con- 
notationa, but rather a generalised expressiveness, a 
conventionality, which did not prevent Gluok, at leaat, 
from using then very powerfully. Motifs are occasionally 
taken from preooding formal music; in Idomeneo for example* ' 
with aome profundity, and in Renaud II.l-U and Pene'lope
III. ' llosart also antieipatea in recitative tho melody of 
"Won mi dir".'^' More usually the motif o are stereotyped; 
they include rhythmic figures (like the dotted rhythms olaa- 
sed above with seoco ). rapid scales and arpeggio figures (as 
in Oh. I, Bxs.li and 15)} as well as more expressive motifs, 
lees obviously common property, like Philidor's horn cres­ 
cendo and expressive passage for bassoon and strings (Gh.I, 
Ex.10). Aulido 1.3 is introduced by a striking arpeggio 
but the recitative is secoo; arioso and air bear the impor­ 
tant expression. Some later passages mingle and elaborate 
those devices without ceasing to be simple (if not 'dry'); at 
"Hon trouble, mes aoupoons" (1.8; p. 88:66) the two chords in

1. Act llt no. 11, using motifs from N 3e il padro perdei"; 
see below Oh. IV p. 126 and Gh.V p. 196.
2. See below Oh. VIII p. 323.
3. See below Ch.VIII p. 318. 
It* Don Giovanni 11.12. no. 23.
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quaver-crotchet rhythm and the sustained forte-piano do not 
constitute motifs and the context is dialogue,

Real accompagnato is for soliloquy; or at least for 
heroic posturing. In II, U, Achilla gesticulates with an 
arresting (if conventional) dotted rhythm ( nLe cruell", 
p.151:107 )» but soon tremolo intensifies the aoatenuto open­ 
ing to this reoitative, Aulide reserves true aoooapagnato 
for more complex people and situations, justifying the thin­ 
ness of much of the recitative (as in 11*6) by the greater 
effect of the rich scoring* Powerless to save her daughter, 
Olytemnestre (III, 6) is hysterical. The violent opening 
(p.217:152) and the first climax (g" on "Ah! je suooombe a 
ma douleur mortelle") are followed by the stark contrast of 
silence and a low bassoon note, diminuendo - the opposite of 
Philidor's horn crescendo, horrid silence before the catas­ 
trophe. There is nothing in the libretto to suggest this 
bodeful moderate: it is Qluck's inspiration. Afterwards 
simpler recitative (crotchet chords) leads to syncopations, 
an expressive figure on the oboe ("eon coeur palpitant"), 
sharp dissonance ("Dieux") and - two climactic effects men­ 
tioned above - tremolo and an arioso cadence in rhythmic 
unison with the orchestra.

Agamemnon in 11.7 is similarly helpless* This scene 
involves not one emotion but a dramatic development, his 
change of heart from "Tu decides son sort " (p,177:l2U) to 
the more controlled state of mind and the opposite intention 
of the aria "0 toi t 1'objet le plus finable" . ^^ As 
Agamemnon is in the grip of forces stronger than himself, 
each change of mind is anticipated in the orchestra; the 
plaintive woodwind before "0 Dieux, que vaia-je falre?", the 
decisive presto leading to "qu'elle vive!", the descending

1. 3ee above, p.45. ,
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bass extinguishing this resolution: "Ah! quelle eet ma 
faiblesse?" (p.178:125). The fluts and oboe, in a longer 
sostenuto passage, lead him to view the impossible prospect 
with some lucidity: "Iphigenie...de festons courronne'e A 
1*homicide aolor presenters son sein". Again the orchestra, 
now (with horns) fuller than usual in Gluck's recitative, 
changes the mood by evoking the Suaenides (p,180tl27). Tn« 
orchestral motifs are perhaps not quite conventional but 
they do not belong, either, to Gluck's most original inven­ 
tions. Their strength lies in the aptness of their employ­ 
ment and the strong modulatory scheme over which they are 
used, Cluck's austerity and intellectual rigour come out in 
this matter of controlling recitative as much as in his use 
of aria; they are personal qualities but particularly in 
recitative they can be considered as methods from which his 
successors learnt, on the whole, only the techniques of 
violence - as in Agamemnon's Eumenidean presto - to apply 
them prodigally, spoiling scenes by overemphasis. The dis­ 
continuity, voice between orchestral phrases, which Gluck 
used for a special purpose here and in Tauride (III.U* whore 
Oreete likewise invokes the Euaenides), tends to become nor­ 
mal practice and the simultaneous use of orchestra and voice 
in Gluck's sostenuto (even in Aulide II.7), carefully coaple- 
aenting rather than crudely supplementing each other's 
expression, is little used. It is of course harder to 
handle; but Paaeau and Gluck both showed how it could be done.
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B, Iphig'nie en Aulide

1« The derivation from Kaqine
The major differences batwaen Iphia*nie aa play and 

opera derive from the different methods of dramatic presen­ 
tation in French tragedy and trag&die-lyrique. Ope^a demands 
a less complicated plot; the expressive sodium - music - is 
less specific than verse and the cmractera react more impul­ 
sively, with less deliberation Oper«a also employs stage 
spectacle to present directly what someone in the play haa 
to describe. Thus ^acine'a Ulysse is replaced by Calchas, 
whose arguments arc out directly to Agamemnon. The crowd 
and army scenes are shown, the angry soldiers (\ulide 1.2 
and III) and the fStes for Iphigenie (1.1^-5 and II). More 
significantly, there is a visual climax in the sacrifice 
scene, described in the piay by Ulysse after it has happened 
(V,6). The opera therefore ends with the reconciliation and 
wedding, taken for granted in the play.

One complication is removed from the opera with the 
role of Eriphile, "une autre IphigSnie", ̂ ' the substitute 
sacrifice. Between A.ulide II and III the army's discovery 
of the name of the victim is unexplained; in Iphigenie 
(between IV and V) Eriphile told them, to prevent her rival's 
escape. It is one of the consequences of direct operatic 
presentation ( and not, in practice, a weaJoxess) that we do 
not feel any need for explanation.

Clytemnestre and Iphigenie remain much what "Racine made 
them, and \chille is little different (his crucial role for 
the capture of Troy is not mentioned; we learn about him 
from Eriphile in the play, and his oolitical importance is 
less obvious in the opera). Agamemnon's part is changed.

1. Iphigenie V.6.
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Rio blasphemy (Aulida 1.3) la more direct than in Racine; 
his first deception - bringing Xphigonie to Aulida for 
sacrifice on the pretext of her marriage to Achilla - ia 
the same and has the same oonaequanoe, but he is spared 
the harrowing encounter with hla daughter (Iphlgenie II.3)* 
Hia vaoillationa are preaerred in the opera but hia deeep- 
tions are leas numerous and hia waakneaa, through the inaight 
of tho composer, IB more aympathetiof rauaie makes him inetlne- 
tive where in the play he waa politically calculating.^1 '

Du Ttoullet sometimes only altered Racine eL ightlyj Gluck 
may have wanted more changes.^' At the birth of French 
opera Perrin had recognized the unsuitabllity of elegantly 
controlled alexandrines to a composer:-

"Lea Vers libree de mesures inegalea, qui s'fttoient 
depula peu iatroduita en France pour lea lettrea 
enjott^es, ne oontribueront paa peu a faire redaalr 
cea actions par la liberte1 que 1'on out d*en faire 
de cette aorte au lieu dee Vera Alexandrine, qui 
£toient les seals qu'on reeitoit sur nos Theatrea. 
On connut que oea petite Vera etclent plue proprea 
pour la Muaique que lea autres, paroe qu'ila aont 
plus coupez, & qu*llo ont plus de rapport aux Verai 
3oiolti dea Italiens qul eerrent a cee actiona" . 13;

Racine's substance is arranged into shorter lines andft»eer 
metres: thus in the argument of Aohille and Agamemnon 
(Iphigenie IV.6) the exchangee are bruaquer (Aqllde II.6). 
A characteristic example of the alterations nay be given here. 
Clytemneetre, informing Jnhige'nie of Achilla's infidelity (an 
invention of Agamemnon's) has a twelve-line speech including:-

"Sauvone, encore un coup, potre glolre offenaeet 
Pour votre hi men Achilla a change1 de pensfie..."

(r;.higenie II.U)
and a further twenty lines starting:-

1. See Appendix 2 for details.
9. Mannllah, cited Prodhoorae p. 202.
3« l^neatrier, Pea representations en Musique ancigines et
modernes p.210. ""
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MJ© vous voi» roagir de cet outrage. 
II faut d'un noble orgmiil armor rot re courage11 .

(Ibid. )
The first becomes reoitativet-

"AllezI 11 faut sauver notre gloire offenaee, 
Ma fille, 11 Taut partlr a I'instant de ces lieux".

(Aulide 1.6)
The second becomes arlar-

"Arraez-vous d'un noble couraget 
Ktouffec dea aouplra trop ladlgnea de vous, 
N'£ooutes qu'un juste oourroxix 
Oontre un amant q.ul voue outrage". (Ibid, )

The music provides the subtlety that Du Houllet'a verse lacks. 
The libretto Includes a few embarassing lines where Bacine 
could not helps after Iphigenie'a release:-

"Ah, qu'il est doux, mala qu'll eat difficile 
De passer si subitement du plus cruel tourment 
A la fillclte supreme".

There are also one or two Infelicities of design, but it la 
pointless to criticise Aulide on the grounds that it ruins 
Racine. Einstein considered the plot improved, as there is 
no sacrifice.* ' 3ut the play and the opera are different 
works with their own particular strengths. Just as QlucJt*s 
Armide is the most faithful of the many Quinault resettings 
to its source, so is Aulide closer to the play in level of 
achievement and in detail than other operas based on Racine 
and Corneille, moat of which alter the plot in such a way as 
to wreck the whole design; Qr6try*s Andromaque. for exaaple, 
with its happy ending.

2. Gluclc*8 Overtures; "leitmotif"; orchestration
Masson postulated an affinity between ^ameau and Wagner, 

not necessarily through Qluck.^ ' His discussion of recita­ 
tive and continuity, however, is equally applicable to JUully,

1. Einstein p.1^0.
2. See Uasson, Pameau and Wagner. HQ 1939 P.U66.
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and his ooaparieon of Ramoau's n a/aphonies" - "aartial, 
pastoral, funereal, even symphonies of sleap"'1 ' - with 
Wagner's symphonic technique eeema foroeds they are radically 
different* Even when involved with the action Rameau's 
•syaphoniee" are decorative, while Wagner's orchestra embod­ 
ies the draaai the funeral music for Siegfried, for instance, 
is an essential part of a larger dramatic and musical design. 
Without leitmotifs neither Rameau nor Oluok oould achieve 
anything comparable, but the latter approaches Wagnerian 
techniques more closely in certain tonal associations and 
thematic links, and in overtures which, like Mozart's Don 
Qiovanni. present the essence of the draaa in musical terms 
without the pervasive thematic connections whioh give Wagner's 
TannhSuser overture the air of a syaphonic poem. Slack's 
professed intention, that

"la sinfonia debba prevenir gli Spettatori dell* 
azione...e foraarne, per dir eosl, 1'argomento"(2)

is literally unrealizable, as Berlioz reaarkeds "L*expression 
muaicale ne saurait aller jusque-la" . *•*'

What Gluck achieved was an evident relevance. This 
development, "the one aspect of his work that begins only 
with the reform",*^' was claimed in 1773 as part of French 
tradition:'

*S'il eat vrai (oomme on le dit) q.ue lea I tali ens 
n'ex&cutent pour introduction & leurs operas qu* 
une symphonie sans relation avec le sujet, ils 
sont bien loin de la perfection que nous d&sirons 
eur notre th&dtre.,,"(5)

But Rameau had departed from traditftm when he began

1. Ibid. p.U76.
2* Preface to Aloeste.
3. A Travere Chants p.156.
U» Howard p.89»
5. Reponae a la critique de 1*Opera de Castor et observations
sur la musique p.26, cited Maason p.317*
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Zoroastre (174*9) without a Prologue: "1* Overture sort da
Prologue". N/ OluoJc eschewed any literal "programme over-

(2 iture" *"' and "warned the epeotatora" of dramatic conflicta 
by writing thematic conflicts into one tempo, a method 
characteristic of the sonata fora period, Aloeate as tab- 
liahoa a aood emphatically; the opening arpeggio recurs with 
supernatural associations. ' The direct relevance in 
Aulide la stronger, the material deaoribed aa "overture 
aioodw '^' better Integrated (in bar 29 the allegro given in 
some scores*"' la not Qluck'e; his animl Implies ohango of 
mood rather than tempo)* In Tauride he replaoed the over­ 
ture with the highly dramatic "Galme" and "Tempite". Like 
most of the "reform" this example was little followed out­ 
side France where such tendencies existed anyway. Qluek 
borrowed the Armlde overture from a similar work (Telemacoo) 
and for an opera in which the chatter of eonfldantea at the 
rise of the curtain would make one of his articulately 
tragic overtures out of place*

In Aulide the connection to I.I ia specific and the 
return of the opening at "Diane imprboyable" frames the main 
movement v which starts in bar 20. The imposing unison, with 
striking brass intervention on available notes, suggests 
the inexorability of Diane'a decree and the angry army of 
1.2 and III while anticipating the unison finale. Bars 29 
to 50 ("Overture mood" material) deal with less important

*• Llvret of 2oroastre. cited Masson p.319. Masson quotes 
the "programme" of the three sections. In the first the 
"ge'mlasementa" (bar 19ff) closely resemble the Aulide over­ 
ture bar 6Uff.
2. See above, Oh,I p. 3*
3. See Cooper, Pluck pp.128 and 130; Howard p.91.
k. Howard p.89.
S* The 1673 full score; PVS*
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substance; this la an Introduction, not a climax. Tha 
unlaon la restated with harmony fpom 50 and leads to a 
pathetic motif (6k) with prominent aalodlc and harmonic 
semitones over a high pitched padal note. Thia contrast 
of pagiatep pecalla tha baroque, but tha material and 
development ape, loosely, in sonata-style. Tha pathetic 
motif ia recalled at crucial points} the prominent semi- 
tonea of "pettvent-ils opdonnap" and tha "crl plaintif 
(X.3f PP.36-7t33-U) where tha detachment of the oboe from 
the atpinga, peaepred by Gluck for apeoial pupposea, ia the 
aaae opcheatpation aa bap 6U of the Overture* In IX,7 the 
oboe refers more literally to the piaing semitone of the 
Overture (at "le remopd devorant", pp.l8U-5il28-9). Other 
leea crucial recurrencea are probably uneonaeioua. The 
pompous rhythm of "Aa faite dea grandeura" (I.U; p.**l:36) 
la echoed in the Quartet "Jamais a tea autele" (II.3; p.136: 
96); both refer to Iphigenie at the altar but the Quartet 
alludes to nappiage, not sacrifice. The rhythm reappeara 
in the aacrificial hymn (p>223:158) and after the denouement 
(Achilla; "Lea Dieux ont eu pitle", p. 2^2:171). Theae pae- 
aagea are linked by a central theme, the relation of gods and 
mortals.

Xf Aulide ia Oluok'a "most strikingly orchestrated 
opera*^' the scoring is not the less characteristically 
chaste. The discretion in using wind extends to trumpets 
and drums, which, judiciously held back, can make commonplace 
material electrifying.'2 ' There ara> no trombones for, un­ 
like 3ablnua. Alccste. or Don Qiovarxni. Aulide includes 
nothing unequivocally supernatural nor the other connotation 
of theae instruments, mourning (aa in Qrfeo). For Oluok

1. Howard p.68.
2. Aa Oluok pointed out) see Coranoez, Journal de Paris > 
21 Au^ti&t 1788, cited Desnolresterrea,
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they ware valuable stage properties; only later were they 
used without regard to their particular character, in rout­ 
ine orchestration.

Aulide suffers by the extreme contrast of its magnifi­ 
cent tragic scenes with the profusion of less inspired 
divertissement. " ' Cm the other hand It was readily acknow­ 
ledged as the first French opera in which tho chorus is not 
merely decorative, but has a personality of its own (even 
in Brnelinde it merely reflects the protagonists), 01net 
notoriously had difficulty in making the chorus act*

3. Aulide; Act I
After the massive choral tableaux of Orfeo and Alceste 

(V) and the looser complex of song and dance in Paride. the 
opening of Aulide seems conventional. Instead of a commun­ 
ity supporting the protagonist, we see him pitted against 
gods and soldiers (held up la Aulls because the gods have 
stopped the winds) and the articulate representative of the 
gods, Calchas (1.1,2,3). "Quo d'attraits* closes a tonal 
cycle in g/c and divides the first act} it shifts interest 
away from Agamemnon to Iphig&nie (in the repeat of the chorus 
Agamemnon is silent)* The tonal centre shifts to D for the 
rest of the actt-

Inoidental keys Main keys
Overture o C
1.1 I, g, G e (air)

2 g I (chorus), Eb
3 o (air) 
k Bb (air) (J
5 ~" 5 (chorus)

0 (air) £ (dance)
This opening, with very different dramatic aims, is not less 
masterly in organization than the earlier * reform* operas or

1. 3«e below, Ch.V p. 151.

67



Tauride, It seta the tone of the drama no lose: and for 
Gluck it sets a standard difficult to maintain. At the 
start, he approaches 'continuous opera* in £he free out 
coherent musical design* Within the context of £» the 
tonality is fluid; & appears, deceptively, immediately after 
the Overture but yields to the tonic £ (bars 6-7, dominant 
of o, relative major in 8, tonic at the ricH. (18) ). The 
first real key-change is via Q to £ (the opening theme, bar 
26) a step to the 0 (dominant) of So.2. 0 is identified 
with the army (compare XII* 1). Calchas, the present object 
of their indignation, works his way by £ to Kb, into which 
the chorus is attracted for their final prayer (as for the 
sacrificial hymn, 111. 6-7 )• 1,3 establishes the tonic 
minor* Calohas 1 recitative after the air brings £, and the 
chorus intervenes (3c,4), Before the final establishment 
of C there is a parenthesis, the Bf> air, given oracular 
weight by divorce from the tonal progression,

1,1 gives a complete portrait of Agamemnon, vacillating 
from decision to countermand, less despicable than in Racine 
as the music encourages sympathy where the verse cruelly 
articulates his hypocrisy. The dramatic situation is also 
unforcedly summarised, without recourse to confidants, in 
speech to the gods - first Diane, not in prayer*2 ' but fist- 
shaking blasphemy: "en vain vous 1'ordonnez1*, The music is 
from Telemacco; self-pity is common to both contexts. ^' 
Abrupt key-changes (bars 8, 17) suggest Agamemnon's uncer­ 
tainty of mind even in this defiant stance. The recitative 
gives the reason for the attitude posed in the air-fragment

1. Bars numbered from the beginning of the scene, bar 1 
being that in which Agamemnon sings (p,!Usl6),
2. As Howard describee it, p.50: see above p,i&
3. Telemacco: "Ahl chi di voi ft'addlta", then choruss "Ah! 
miaero Infellce".
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(«je penonoe aux honaeups,,,on n'immolepa point na 
and the repetition in e shows move confidence by Modulating 
to g. with decisive staccato chords (31X Th€ **»*•• bap 
introduction to "Brilliant auteur da la lumiepe" does not 
contradict the sense of continuity, nop any principle of the 
Alceate preface aimed against fatuously long pitornellii it 
is necessary to artieulate the change of mood. Defiance of 
Diane yields to prayer to Apollo, In "the pepfeot example 
of the small aria*1 ,*2 ' 'chant fpangals* influences the oraa- 
munta ("Dieu bienfaiaant..«ppiepe") and the "fidelity to the 
natural phythma of the text»«.the same flexibility and sens­ 
itivity we find in Rameau".'-*' The Andante, middle section 
and recitative, is addressed to Apollo and informs us of the 
plot to keep Iphigenle away. The air resumes at a cadence 
("qu'eHes retournent SUP leups pas") repeated in e, the 
confidence of G drained froa it, Hope pather than in Scene 
3 "the da capo aria may be recognized from afar*,*^' turned 
into a dramatically subtle structure. A final tremolo 
recitative, whose final cadence echoes that before the air 
(see bars 31, "1'ordonnex", and 91* "at lea Dieuz"), ppe- 
cedes the next scenes which will show the "transport 
homicide de Calohaa, des Grecs* - if not "dea Dieux"i the 
forces panged against Agamemnon ape human, palpable, and 
we do not need to suspend disbelief in the gods when the 
dramatic action depends not on them but on the effect of 
belief in them. In thia at least Aulide. in following Racine, 
departs from French operatio tradition,*"'

1* Staccato omitted from PV3,
2. Howard p.50,
3. Ibid.
k» Einstein p.litl.
3, Compare HJppolyte and Phedre. Oh, I above p, 6 and Ch.VII
below F.287.""
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This formal flexibility continues although 1.2 starts 
apparently with a formal chorus, separated from 3cene 1 by 
a yitornellp in which the full orchestra is heard for the 
first time since the overture (without clarinets, trumpets, 
and timpani, "but full relative to Scene 1 (strings only) 
and to Oluck's general restraint: the high horns In 8 are 
especially aggressive) (p.19:20). The chorus begins with 
confident homophony, turning to a more confused counterpoint 
(bar 1U) as in the "fuggiamo*1 ("fuyons") chorus of Alceate- 
N 0§n6raux Grecs" (bar 28) have choral recitative and Calchas 
responds in slower tempi, giving himself time to think (bars 
36, 51)* All varieties of arioso are deployed, melodic (36; 
compare Scene 1, bar 52) and recitative (55, "D'une sainte 
torreur" ). Calchas is an impressive figure, striking awe 
by divine afflatus, real or feigned. The scene replaces the 
monumentality of the Alceate oraole with a dramatic tension 
absent in the earlier work: as Calchas says "0 pere d&plor- 
able" Agamemnon listens, afraid that his daughter's name 
will be revealed. "Nommez-nous la victime", heartless in
its "sheer Irrelevance"^ ' recalls Bach's choruses of

(2) "kreuzige". v ' The choral hymn "0 Diane, sols-nous propice"
contrasts ironically with "Diane impitoyable". Here Gluok 
already achieves the effect Tovey observed in 1,3:-

*The tempo is, so far as a metronome can measure 
it, the same...the music is now moving at least
four times as slowly". (3)

Angular counterpoint yields to slow, smooth harmonic change; 
the "feel" oi the music is 2/2 rather than k/k but there is 
no change of real speed.^ '

1. Howard p. 30.
2. Especially the llatthgus^Paaeion; see Einstein p.139.
3. Tovey p. 106.
U. PV3 p.28 has crotchet = minim, but "L'lstesso tempo"I
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Sharing one bar, 1.2 and 3 overlap (p.35s31-2) - a 
typical compromise between continuity and formal divisions, 
quick succession from a perfect cadence, without an open 
end or "continuation chord". Aulide*s dialogues contain 
its least effective recitative but this scene uses very 
little. Even the introductory phrase, which gives tine for 
the two to be left alone, is rhythmically related to the 
air. The bass voices, blasphemous king and indignant priest, 
anticipate one of Verdi's strongest scenes* ' and the air, 
brilliantly elucidated by Tovey,*2 ' is among Qiuck's finest 
inventions. Harmonic control gives an illusion of flexible 
tempo; no changes are marked^' and Tovey considered that 
"a good conductor and a good singer will take care that 
there is no substantial change".*^' In the middle section, 
the dissonance with the bass becomes aeuter as the oboe 
ascends, Oluck neglecting nothing to intensify a basically 
simple passage. (Compare the air in Ernelinde**' where the 
middle section gains its peculiar introspective agitation 
from slower note values with quicker harmonic movement). 
There is no heading 'air* in the original acore and this 
might be better termed a complex arioso structure: its man­ 
ner, quite unlike "Brillant auteur de la lumlere", is not 
formal and aria-like but spontaneously emotional like 
"Diane impitoyable1* - and it moved Einstein to say that 
"For the first time opera demonstrates its superiority over 
the spoken drama".' '

1. Don Carlos IV. 2»
2. P.106.
3. Again, those in PV3 (pp«33-U) are not authentic and 
destroy this effect*
k. Loo. cit.
5. See above p,kk*
6. Einstein p.li*l.
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This la hyperbolic} but the strength of expression 
Oluck gains without disturbing his naturalistic flow is a 
major dramatic achievement. This flow continues, the 
stasis of the Bb air only strengthening the dramatic arti­ 
culation (it has enough strength for Calohas to disappear 
until III)* A brief recitative leads to the first long 
piece of music since the overture: "Que d'attraits", the 
perfect introduction to Iphigenie, reacting painfully on 
Agamemnon, Closing the tonal cycle in C it starts the 
divertissement (which Includes the two airs already discus­ 
sed' ') and ends, decisively and regrettably, the continuous 
greatness of this opera.

There are movements and many details of dramatic 
articulation to admire later in the act. But after four 
scenes fully worked into a flexible and dramatically balan­ 
ced continuity, bringing out the best in Gluck as a composer, 
the change at Scene 5 is abrupt and disastrous. The drama­ 
tic values (frivolities, rather) of the French rococo are 
restored entire, without the delights; for Oluck is most at 
a disadvantage to ^ameau in the divertissement. His 
dramatic ballets - Don Juan. Semiramis, and in the operas, 
Orfeo II and Tauride I - are always finer than such "hors 
d'oeuvre" (as he termed it when accepting ballets by Berton 
to end Qythere Assie'gce' 2 '), But, in the middle of an 
otherwise dramatic action, it is the placing of the Aulide 
ballets more than their contents which endangers the whole 
work. The airs do not increase the relevance of the diver­ 
tissement and the 1775 version improves it by shortening, 
and emphasising the key of J>, for the benefit of the rest of 
the act, instead of A,^' (This necessitated an alteration

1. See above p.50.
2. Correspondence p,62 and pp.67-8,
3. See Appendix 3»
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to the first oar of Scene 6, in which nine lines were added 
for Glytemneetre'to give details of Achilla's alleged infid­ 
elity).

U» Agamemnon and Olyteanestre
Agamemnon does not reappear till the end of Ilf we hear 

comments about him from Olytemnestre and Achille (hostile), 
and Iphig&nie ("Oh pere infortune, qui me chSrit lui-meroe" ). 
Here we discover - oruoially for the eucceas of the opera - 
whether he deserves his daughter's loyalty, 11,6 increases 
the pressure for sacrifice: his pride, touched to the quick, 
urges him to lose Iphig&nie and apite Achille. This is 
depraved, but less than ftacine's "...Elle vivra, mala pour 
un autre que lul" (IV. 8),

11,7 has been discussed above; its coherence is more 
dramatic than musical. Re wavers and apparently decides to 
save her for fear of the Sumenides. In the next passage the 
recall of the Mcri plaintif" and the sorrowful chromatic 
descent reveal him in a light truer than the superficially 
blustering *Tu decides son sort" and nobler than "Lea Dieux 
ont fait raon crime". After this harrowing experience the 
aria suggests self-control and resolution. Its structure 
is like Thesee's (Hippolyte 111,9): the sacrifice of a child, 
soul-searching, a fast, exultant conclusion in the major. 
But Thesee*e decision, to sacrifice, is wrong although he 
believes in Hippolyte's guilt, Aulide IX,7 functions more 
like Phedre's scene (Hippolyte IV.4) f Agamemnon decides 
aright, but no action of his can save IphigSnie. The scene 
is concerned with redeeming his personality; as he offers 
hia own life for hers, one can pity ais ineffectually. 
What he has done is recover the admirable temper of 1,1 - 
with the verbal echo, "Deesse imp1toyable" - and this, if it 
does not make him quite worthy of Iphiglnie's voluntary
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sacrifice, represents a considerable progress from II. 6.
Agamemnon IE certainly a fully drawn character. 

Clytemnestre is also interesting; in more than one sense 
the mother of Oreste in Taurlde. and of Mozart's ELectra 
(Idomeneo) who also continually attracts our attention but 
has little influence on the action * the tantrums are 
dramatically static* decorative. In I Olytemnestre's admon­ 
itions affect part of Iphige'nie's aria* ' but have no 
lasting effect. In II, U she implores Achllle to protect 
her daughter, yet he would surely have done as much with­ 
out the exquisite air sung at his feet ("Par son pere 
cruel", with "plaintive" oboe (p.lk7:10U))/2 ^ In 111.6 
she is overruled by her daughter and, left alone, summons 
all her imaginative resources for a gratuitous orgasm of 
despair, released in the very Electraic air, "Jupiter, 
lance ta foudre". It matters little whether Iphigenie is 
to be married or sacrificed, as her words in 1.5 and 11,2 
("Quelle gloire pour moi") demonstrate. The value of 111,6 
is theatrical - it fills in time while the sacrifice is 
prepared,

5, IphigSnie and Achllle
IphlgSnie is far more important than her mother, and 

has the only substantial introspection (1,7) excepting 
Agamemnon's. The scene with Achilla is an admirably con­ 
trolled progression from aloofness (simple recitative), 
through indignation (in arioso, recitative in tempo f andante 
molto. p,79x60) and protestation (tremolo) to more articu­ 
late feelings (airs and duet), Iphige'nie's short air has

1. See above p.M>.
2. Contrast Euripides' Iphigenia in Aulis where Achilles is 
not betrothed to Iphigenia; Clytemnestre^s plea Is needed, 
and she succeeds in dominating the action,
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the pure beauty of the beet Oluek. The major key la 
Inflected to minor for most of the twenty-odd bara, with­ 
out modulation. Aohille proteeta again, responding with an 
attractive air, rather in the unheroio manner of Bameau'a 
heroes although the middle section demands a powerful singer 
(with its long top b*i). The impulsive change of mood at the 
end (p.67:66) la characteristic of Achilla*1 ' and its gen­ 
eral tone la convincing in context, as is the first part of 
the duet. The scene as a whole suffers from having too 
many movements, but the musical standard only declines near 
the end.^2 )

Like Alceste. Aulide hangs fire in XI, one of Oluck 's 
worst constructed acts. The uninteresting scene for 
Iphigenie and attendants Includes an air, "Par la orainte et 
I'espeVance", illustrating Oluck*s principle that the da 
capo should not spoil the sense of the second part, "la 
plu appassionata". *•*' But it is an unconvincing piece, 
dealing with unimportant issues. The substantial movement 
for Ac hill e and chorus ("Chantez, eele'brez votre Heine" ) 
derives from many such movements in traditional French 
opera, including the ariette (though Oluck seems more con­ 
cerned to show off his tenor's top notes than coloratura). 
It is the sort of inessential which could no more stimulate 
Oluok's peculiar musical gifts than the *hors d'oeuvre* 
which follows - another ballet, with the drama hardly further
advanced than at the first. The huge Passaeaille of 177U 
gave way in 1775 to an even longer divertissement}**' 
balancing the reduction of ballet in I and changing the

1. See above p.51.
2. See above p. 1*7,
3. Preface to Alceste.
U. See Appendix 3.
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emphasis of celebration from the future destruction of Troy 
(Patrocle, 177U: "Hector et lea Troyens vont mordre la 
pousaiere*) to the past feats of Achilla (the enalaved 
Lesbians are freed by Iphig6nle, as was Briphile in Racine), 
thus strengthening him as a political force before his quar­ 
rel with Agamemnon,

The hymn-like quartet concludes the scene, and Areas 
makes his revelation. With Clytemneetre*9 air the act, 
though not consistently, recovers the high standard of I, 
and the trio, mingling arioso passages with the splendid 
uniting of the voices for "0 ciel, exauce-moi", is one of 
Qluck's best ensemble^js. (Achille curiously enough recalls 
a phrase from it in III.7: compare "qu'un perfide assassin" 
and "1'arracher de raes bras", pp.138:111 and 228-9:162). 
IphigSnie's response - to defend her father - ia already 
formed and accounts for the serenity ahe displaya in III. 
The rest of the act has already been considered.

In III IphigSnie becomes the centre of attention (in 
spite of the strenuous efforts of Clyteranestre), In scenes 
framed by the reiterated and deliberately banal ̂ ' chorus, 
she faces her doom with almost superhuman resignation, 
which neither her mother nor lover can alter. In 111,3 her 
attitude is made clear in the small formal airs, on the 
Lulllan pattern of those in I but not in divertissement, so 
that the form is an artieulatlve one chosen for its own 
sake, not to suit its surroundings. "II faut de mon deetin", 
following some simple recitative (p.^97:138), reachea the 
dominant with a slight chromatic inflexion (db, bar 5) and 
there ia the expressive lento ("Que Je voua aim*") to show 
that she is not insensitive to Achilla's feelings. His 
rejoinder ("Voua savez quo je voua adore, ingrate, et voua

1. See Ooranoez, loc. oit., cited Deanoiresterres p.103 
and Howard p.80*
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voulez mourirl" ) IB nevertheless justifiably indignant, 
She is unmoved; the longer air is more expressive but what 
it articulates is a scarcely credible saintllness, under* 
standably exasperating to her lover. Olucic has defeated 
himself. This strictly formed and chaste music - despite 
a rococo decoration in dotted notes at the cadence - presents 
a heroine whose tranquillity, although activated by filial 
duty, is unreal; prematurely transfigured, she needs none 
of our sympathy. This goes out to Achllle in his less 
articulate fury, boiling up in tremolo-recitative to an 'exit 
aria* of splendidly banal bravado.

Aohille is uncomplicated, expressing himself best by 
decisive action, like Pylade (Tauride). I,;higenie is per­ 
sonally simple yet, a central character who initiates nothing, 
particularly problematic for a robust musician like Olucic 
(whereas flameau perfectly realised Arioie and Telalre). The 
only partial success of this I higenie - unlike the later 
one - combined with an excess of ballet, contributes to the 
failure of this opera as drama, a failure, however, worth 
many facile successes*

6. Aulide; the denouement! the genre
Called "Tragldie-opera", Vuiicle (like Iohigenie)haa 

many religious implications; but the supernatural is not 
essential to its action, flacine's dry "messenger-speech1* 
implies how the legend will be told:-

"Le aoldat e tonne1 dlt que 4ans une nue 
Jusque sur le bucher Diane est desoendue* (V.6).

But Ulysse sounds decidedly sceptical. A calm keeps the 
army in Aulide; they place pressure on Calchaa, who might 
be genuinely a seer or might be playing on superstition in 
order to wield political influence. He conceives the sac­ 
rifice of Iphige'nie because if Agamemnon refuses blame for
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the delay can be directed to him. The name of the victim 
is still secret. The sacrifice nearly goes through but 
Achille prevents it or - with the army divided against 
itself - at least makes it politically inexpedient before 
Oalohaa* Intervention. This itself is not convincingj-

"Votre sole dee Dieux a fleomi la oolere... 
Du file de Thltis la valour immortelle 
Force leur Justice e'ternelle..."

On their previous showing, the gods would have stopped 
Achille at once; but their "justice" is forced. Galenas 
is fortunate, perhaps, in the timely arrival of a wind 
(the pyre he could easily have had lit surreptitiously). 
The Jansenist doctrine whereby miracles are seen as such 
by the faithful but naturalistically explained by the scep­ 
tic applies to this drama, in which Racine and Oluck chose, 
with some dramatic point, to be equivocal.

In 1775 Oluck altered the end, and spoiled the drama, 
by bringing on Diane in person.' ' She adds no visual 
effect, nor musical interest (her music is mostly a version 
of Galenas'); she spoils a symmetry (the interventions of 
Calchas in I and XI frame the action), and makes the reli­ 
gious background boringly unequivocal. Moreover, she is 
visibly not "imp!toyable", but a stage-property who would 
never have demanded the sacrifice; thus she conventional­ 
izes the first of Oluck'e reform operas to avoid the poten­ 
tial embarrassment of Peus ex Machina. This was deplorable 
in Orfeo and Aloeste (V), less so in Paride where Athene, 
the plot having run its logical course, threatens the lovers 
as they elope. Similarly in 177U Oluck was careful not to 
let the Trojan War out of sight. The final unison chorus 
is a stark affair, the music belying and dominating the

1. After criticism in 177U» and based on a play by Saint- 
Foix (I759)l the version published in the 1873 score. See 
Appendix 3.
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superficially confident words (?<iue notre glolre soit dee 
sieclos future l'4ternel souvenir*); the effect - enhanced 
by the base drunr ' - is of sacrificial ritual, the victim 
not Iphigenie but the flower of Greek and Trojan manhood, 
including Achille. In 1775 the shorter divertissement ends 
conventionally with the Paesaoaille from 171k II.

Although it is a place for theatrical rather than 
musical values, the denouement is carefully composed, plain 
harmonies intensified by a move to the dominant and Its 
minor, at which point (p.231:163) the vocal duet (Xphigenie 
and Clyteranestre) provides a new colour and rhythmic dis­ 
turbance (the displaced accent on "nous" making two 3/2 
bars from three in U/U). Two choruses are briefly used at 
the climax before Calchas intervenes, and the music changes 
its course, avoiding the G of the angry soldiers. As in 
other important cadences Gluck accentuates his modulation 
(to b) with staccato, here on minims (p.233). Calchas* 
speech is admirable. The two versions of 177U and 1775 
unite at his "Adores la clSmence" and with the naive quar­ 
tet ("Mon coeur no aaurait contenir") Gluck, the drama over, 
appears to lose interest* (Iphiglnie, like her brother in 
Tauride. seems far from exuberant at her escape). Only 
Armide remains dramatic until the final curtain. Although 
Tauride has only a simple final chorus, ballets were inser­ 
ted by Gossec; OT»ph6e included an expanded final divertisse- 
ment with music from Aulide of little interest and one 
masterpiece, the trio ("Tendre amouif) from Paride.

1. The first uee of bass drum without cymbals in Prance, 
according to Berlioz (AJTrayers Chants 2nd edn. p. 176).
2. PVS (p.l6U) omits the staccato.Compare I.I, before 
«»Brilliant auteur de la lumiere". 1.2, before "tu veux que 
par ma main% I.Ut before "Que d'attraits1* - all crotchets. 
but in a slower tempo. Only 1.2 has staccato in PVS (p.2U).
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C. Qrohit
There is little point in discus sing Qrahie fully, 

since it ia so well-known and ite dramatic meaning and fail­ 
ure have been BO well eluoidated as to render further 
description redundant.* ' The Paris revisions are mostly
unfortunate. The destruction of the key-scheme and of the

12 ) logic of II has also been convincingly demonstrated;* '
otherwise the most radical revision is the alteration of the 
main role from alto (caatrato)to tenor. Since Berlioz made 
his intelligent collation of the versions for Pauline 
Viardot^' the ideal passions of Orpheus have been better 
realized by female contraltos than by the tenor or even the 
French haute-contre. both inevitably associated with normal, 
unideal operatic passion. To make Orpheus human - the 
usual argument for a tenor - damages the characterization 
and ruins the best music without rescuing the final act* 

The musical consequences are often anomalous: if a 
number is untransposed the voice sings at the same pitch 
or an octave lower than originally, so that in "Quel nouveau 
del* the low alto is replaced at the start by a high 
tessitura and the exquisite octave drop on "Sternel repos* 
is lost. In 1.2 the music is transposed, but where the 
voiee goes down a fifth the orchestra Is put up a fourth, 
completely altering the texture and setting the oboe (in 

chalumeau) echo an octave above the voice.
Qrfeo influenced opera in Paris more than OrDh&e. which 

contains few new procedures (but the •pen-ended air of Amor,

1. Kenaan pp. 38-1*7.
2. Sternfeld pp. 117-9. The present writer is indebted to 
this method of tabulation,
3. Berlioz conserved the superfluous ballets and improve­ 
ments of orchestral detail, while returning to the key-scheme 
of Orfeo. It is a "practical performing edition" and need 
not prevent a return to the original version (Hopkinson 30A; 
CE I.I; DenkmSlfcr tier Tonkunst in Osterreleh
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"81 lea doux accords" (1.3) IB not in Qrfco). The kind of 
arioso used in II ia inextricable from the subject-matter, 
as ia perhaps the duet in III; scenes Tor two people tended 
to follow the precedent of Aulide 1.6. The on-btage orches­ 
tra of Orfeo. an echo in I and accompaniment to Orfeo in II 
(the Furies using the full orchestra) may have influenced 
Ltimoyne'a Eleotrg.' '

The general design of later operas owes more to Aulide 
tiiau to Qrphee. which is sui generis: the .Suripidean and 
Kacinian source is typical and accounts for aost of the operas 
not adapted from Quinault - the Taupid.es . Andromaauju 
Electre, Phedre. Chimene. Les Horaces, and in the same 
spirit Lea Danaldea. pidon, and Thamistocle; most follow 
Aulide in solving problems on a human level, without the 
*merveilieuxf ,

The Deua ex Maohina became unfashionable and is less 
used alter Echo where, as in Orfeo and U.ctiste. it acta In 
wilful opposition to the trend of the drama. Pace 
dternfeld^ ' it does not help that Amor f s reappearance or 
Apollo's intervention function like ritornelli from Act I* 
Such structural symmetries^analogous to a musical repeti­ 
tion, cannot be allowed to conflict with dramatic logic; 
opera ia a form 01' drama and in a conflict of foraa drama­ 
tic integrity must prevail. (In any case, a ritornello la 
open to banality, in musical or dramatic terms). It la 
otaerv.iae in the original Aulide;-

"How could Oluck...disturb* the symmetry between 
the intervention of Calchas at the beginning and 
end of the opera, by adding to the finale the 
clumsy appearance of Pallaa Athene [gicj? Doea 
a work of dramatic music, occupying several houra t 
once ita planning is completed not permit re- 
planning?" (3)

1. See below, Oh.VII p.269 (Ex.110).
2. P. 119.
3. Ibid. p. 129.
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The Furies of Orphee and Diane in Aulide support thia view 
although the latter, as in Tauride. only confirms a rescue 
by an ar-mod force. Ernelinde and most later 'rescue* operas 
manage without heavenly assistance, and the Deua is meta­ 
morphosed into Don Fernando in Fidelio (originally a French 
libretto). In qceste (P) Gluek made a more radical attempt 
to restore his drama, by. making the Deus (ae in Aulide) 
confirm the victory of Hercule; but in so doing he raised 
more problems than he could solve.



Ohaptai* III 
A» Aloaata

1. Tha Aloaate of Lully and Quinault CLQ) (Paris 167k)
Paw operaa on til* Alkaatia myth adhara oloaaly to thalr 

ostensible source.' 1 ' Lully's and Qluok's operaa were con­ 
sidered by contemporaries to be unbearably gloomy, but 
Euripides* drama was written for light raliaf and performed 
after the tragedies in plaoa of the oustoaary satyr-play. 
(His Tauria snares this ambiguity between tragedy and melo­ 
drama and was also taken as material for tragic opera). In 
Euripides Heraklee wrestles with Death, and Quinault 'a opera, 
aubtitled La Triomphe dt Aloide. has him in love with Alcaata 
and successively triumphant over Li comedo, Hades and this 
passion, for ha returns Alcoste to her husband* Calaabigi'a 
libretto omitted Heraklea in favour of an arbitrary reversal 
of dramatic logic by Apollo a* Maohinat after the first Paris 
performances Hercula was introduced. ̂ *'

"What Music had learned in a hundred and fifty 
years is shown swiftly by the opening scene of 
Oluck's Orf eo ed Buridice. Qluck plunges at 
onoe into the heart of tha story with a funeral 
chorus for Eurydice, a somber musical block of 
tha sort that Monteverdi knew well how to mani­ 
pulate, though the tone here recalls rathar 
ftameau" . (3 )

A hundred for a hundred and fifty, Aloeate for Orfeo. and 
Lully for Monteverdi; mutatis mutandis, the remark applies .

"Next to Euripides or Oluok, Lully's Alcaeta ia 
a joke, but Oluck would no tP have been ashamed of 
tha great choral scene of mourning for tha Queen, 
with its moving scenery, ballet, and mime".

1. Euripides, Alkaatia* Tha opera closest to tha source is 
probably Hof manna thai ' e Aitcestis set by Wallesz (1923).
2. 3ea Oerber, Vorwort. Aloaata (P), OS 1.7 p.x.
3. Kerman p. 38. 
U. Ibid. p. 53.
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But Quinault, like Euripides, meant in part to be oomiof and 
in assessing his achievement the extravagance of contemporary 
Italian opera should be contrasted to the careful planning of 
tragedie-lyrique. la Aloeste II-III Quinault used the diver.- 
tiaaeaent for action and drama, a battle and a tombeau (the 
Furies of IV and the celebrations in I and V naturally occa­ 
sion dances)* Compared with Qluolc's scheme the plot lacizs 
concentration and psychological insight. In later ivories* more 
romantic in tone, Quinault drew his main characters, such as 
C6res (Proserpine) and Throne (Phaeton) more powerfully} and 
in his last libretto, written Just before he abandoned the 
theatre (like ttacine, under religious pressure) Quinault 
Introduced into Armide (compare Phedre) a moral message absent 
f ro«j say, Atys.

The second tragedie-lyrique. Aleeate (1674)» is superior 
to Cadmus et Hermione, not musically but in its firm dramatic 
framework baaed on human relationships. In Cadmus the gods 
constantly and arbitrarily interfere when the action, lacking 
any capacity for organic development, threatens to collapse* 
Cadmus kills the dragon and sows its teeth, but has to be 
rescued from the harvest of giants (IV)* Junon has sworn 
eternal hostility to him, but the most evident reason for her 
abduction of Hermione on a rainbow (IV. 7) is to furnish mater­ 
ial for V* She relents, after Cadmus' air "Belle Hermione, 
h£las" but by no means because of it (contrast Orfeo II). In 
Aloeste the action results from cletrly expressed human pas­ 
sions. The comedy in Cadmus is amusing but the Important 
roles are badly underoharacterized, and the gods speak with 
the same intonation as the mortals. A divine background to 
an opera needs more careful handling of the liter-relating 
planes of mortals and gods, and although Lully made little 
attempt to do this in music the divine interventions in Aleeste 
do not direct the drama but contribute to the organisation of
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a complicated action*
The acts of Aloeste are cleverly differentiated: M ,»«a 

ohaque acte, en quelque sorte, une couleur diffeVente" .* ' 
The nuptials of Alceate and Admete colour X; XI is martial; 
III funereal; IV is in Hades; while V, contrasting private 
sorrow and public jubilation, corresponds to I, but ends in 
rejoicing instead of confusion. Bach act has a pattern, con­ 
sisting of an appropriate interverslon of these elements: 
situation and development of action, comedy, peripeteia, 
divertissement, and - pointing the way to the next act - Deus 
ex Maehina,

As Qulnault's Alceste was not performed in a resetting**' 
there are no such direct grounds for comparison as with 
Armide. Atya. Perse*e« and other resettings. The story differs 
considerably from the Oluclc opera. The first two acts deal 
with events before the threat of Admete's death, with which 
the Oluclc opera opens* Licomede, who abducts Alceste on her 
wedding day, is the most successfully drawn character, and 
with his defeat and death in II dramatic interest declines* 
Even after the battle the comedy Infects the main characters, 
except Alcide; with Admete mortally wounded Alceste sings 
"Peut-on chercher ce qu'on aime avec trop d'empreesement", 
with the music matching the fatuity of the sentiment. The 
duet ("Alceste, vous pleurez!" M Admete, vous raourezl") is . 
pathetic, not tragic, in feeling,

In III, however, even the comic characters (Ph&res and 
G&phlse) are transfigured; they lead the "pompe funebre", a 
vast fresco of over 300 bars with funereal flutes and imper­ 
sonal solo voices (*une femme affligee", H un homme disolt"), 
which recalls Lully's monumentally reticent Miserere, frozen

1. Prunleres, Preface to Alceste in Qeuvcea Completes de 
Lully (Paris, 1932) P.xiT.
2. 8e« below, Oh.VI &.21U.
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emotion. Afterwards, Adafcte's "Sana Aloeste, sans sea appas" 
is too slight for the situation, and when Aloide sets off to 
rescue her one feels he deserves her more. IV, like Hjppolyte 
IX and Ara>id« IV, is virtually fhors d'oeuvre*. Quinault 
ohose to end not with the resurrection of Aloeste as reward 
for faithfulness in carriage but with Molds's triumph over 
love. This might have worked if Alcide were a personality, 
rather than a mere (if irresistible) stage-presence. He 
lacks the depth that only music can provide, and in I his 
feelings are fatally compromised with the comedy (1*2, trio 
with Straton and l^ohasi "L'araour a bien des maux, llais le 
plus grand de tous, 0*est le tourment d'etre jaloux"). He 
is anyway less interesting than Licomede and his last air, 
"Pour one si belle viotoire* (V,U)» ia merely genial, the 
interest for once fooussing on the lovers whose syllabic, 
parallel-motion duet, pale as it is, has more musical and 
hence more dramatic force than Alcide*3 recitative of renun­ 
ciation. The words are not inspiring ("II ne manque plus & 
ma gloire Que de triorapher de 1*Amour") and the declamation, 
careful and intelligent as always, remains aloof, Impersonal. 
The conflict is glossed over, the heart of the drama is mis­ 
sing: it is in the last resort a musical failure,

2. Pluck's Alcestei Vienna 1767 and Paris 1776: self-borrowings
If by including comedy Lully approached Euripides more 

closely than Oluek, his form is much less Greek; Qtluck's and 
Calzabigi'e opera - judging largely fvom internal evidence - 
aimed to recreate the statuesque tragedy of Aesohylos. 
Adaetos is the most interesting character in Euripides; he 
accepts his wife's sacrifice in the kingdom's interest, for 
which he is reproached only by his father under provocation. 
This attitude was not acceptable to Quinault or Calzabigi,
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Admete has no chance to prevent hie wife*a death; ia 
Quinault she ie dead before he recovers and In Calzabigl 
although Alceste ia allowed to say a last farewell the pact 
she makes with Death is irrevocable. Cluck's music makea 
this clear: the propitiary rites, the 'pantomimes', the 
prayers of priest, people, and of Alceste herself, prepare 
for the terrible response of the god. The priest's ecstasy, 
the trombones referring to the arpeggio-theme of the over­ 
ture; the oracle itself, impressive in its simplicity; the 
people's flight, leaving Aleeote alone; all are means to 
affirm the solemnity of her oath and make her, not Admete, 
the destined victim. In III,U (P) "Un Dieu Infernal" con­ 
firms thia:-

"31 tu rSvoques le voeu qui t*engage, 
Admete de la mort sublra soul lee lolx. 
Alceste1 c'est a toi de decider son ohoix".

She cries out "Qu'il vive"* ' - he has no say ia the matter* 
His threatened suicide would leave their children orphaned, 
and the nation, whose dependence upon him ia impressed on us 
by the opening choruses, without their iting. The choruses 
are also important in making clear that he is worthy of the 
sacrifice, while in (P) his role reaches an heroic stature 
approaching Alceete's,

Quinault produced an organised but loose structure 
designed to tell a story rather than shed light on motivation, 
Calzabigi, seeking psychological complexity, reduced action 
to a minimum and dwelt solely on the problem created by 
Adraete's impending death and Alceate'9 sacrifice, uninteres­ 
ted in the cause of the first or the ultimate consequence of 
the second. Despite its historical position, as manifesto 
of Oluok'o 'reform*, Alceste (V) fails where its predecessor, 
Orfeo. with an equally lame ending, nearly succeeds,

1. See below, p, 97 note 3.
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thanks to the intrinsically musical nature of the subject. 
Alceete (V) includes more irrelevant matter, each as the 
confidante's aria omitted in (P). Qluc* rose to the long 
monologues and massive choral tableaux, but these are, 
unlike /leschylos* choruses, sell-dcieatingly static; "Piangi, 
o patria", for instance, comes I'our times identically with 
solo episodes (III)* In LQ XXI, 1* the episodes were narra­ 
tive; here they are mere embellishment:-

11 Aloeste e mortal Ahimel mai fine il pianto acra 
che queste bagnera, apiagge funestel*

Lully is for once more concentrated, in hia one funereal 
tableau (111,5); CHuci here approached too closely the mood 
of his opening scenes. Ttouaseau .lastly criticised the resul­ 
ting monotony:-

"...le premier acte est le plus fort de Musique * 
le dernier le plus foible, ce qui est directement 
oontraire a la bonne gradation du Drame, ou 1* 
interet doit tonjours aller en se renforcant".(l)

Unlike Wagner, GlueA never managed this.
The recitative is the weakest aspect of Aloeste (V) as 

of Orfeo. where, however, there was far less of importance* 
I" Aloeste. though continue recitative is used, the import­ 
ant passages ire orchestrated; and the length of these 
restrained declamations, without the variety given by short 
airs in Lully (or Aulide). the organisation of Monteverdi, 
or the organic form Oluck was later to achieve in long recit­ 
atives, produces that high-minded monotony which weakens the 
whole as much as would the emotional tepidity of Lully. 
Certainly Oalzablgi demanded the impossible - his text, with 
too many words and too much ratiocination, is better for 
reading than singing,

1 • gragmgns ^observations sur I'Alceste Italien d.e M. le 
Chevalier Pluck, in Traites eur la Musiuue. Geneva 1781, p.393.
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Aloeate (P) ia a remarJcable exercise in eelf-criticlam. 
The superb monuaentality ia reduced, but what remaina ia 
integrated into a more flexible and Taried scheme, Oecaa- 
ionally the new wor»da are unfortunate - notably the change 
of "Ombre, larve" to "Divinit6a du 3tyx"^ - but Oluck 
presumably controlled the aeleotion of aoenaa and muaie to 
be retained, dlBoarded, reordered, and composed anew. The 
result is leas than perfect, but aa a whole preferable to 
the original.^

The major revisions are of considerable interest in 
aeaeaaing the styiiatic development from the pioneering 
Italian 'reform* to the more assured French period. The 
monologues are much reduced and therefore no longer detract 
from the force of the moat important, in which Alceste dec- 
idea to die. The acene by the Styx ((V) 11,2) ie cut, its 
best music appearing in (P) III. 3, Admato*s soliloquy simi- 
larly goes, and the aria "Alceste, au nom dea Dieux* ((P) 
III.U, p*289)* ' ia now directly addressed to her: self-pity 
is transformed into a moving plea for death, which maicea 
finer her continued determination to let him live. In (P) 
the recapitulation is omitted, and her reply ( nJe le sena, 
cher Ipoux", P.29U-5) overlaps the cadence, indeed prevents 
any settling on the tonic by going at once to Bb - a rare 
use of open-end by Oluok,

The revision tringa Aloeate closer to Aulide and French 
tradition by using short airs 'dans lea scenes'. Theae 
include the Lullian AABB form,^^ of which "Ah! divinitfis 
inplacablee" ((P) II.3) waa "Won vi turbate" in (V). These

1. See Berlioz, A Travere Ohante. pp.172-3, and Sternfeld 
P.127.
2. 3ee Sternfeld p,123i'f -^or a diicuaaion reaoaing a differ­ 
ent conclusion.
3. Page rel ® peaces to Gfi (full score). 
k. See above, Oh. II p.30.
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alge* punotuata tha long recitative, avoiding monotony. Tha 
recitative, now orchestrated, la atronger than Auiide'st 
there la more controlled soatenuto, but too much tremolo. 
particularly for Adaete. Only with Armide did Oluefc balance 
his techniques! here the lack: of direction in recitative la 
accentuated by the preaence of ao many genuine ariaa, and 
relatively little arioso. The problems of recitative and 
Italianate aria were better aolved in Tauride. but even there 
arias in monologue or in public contexts (Aloeste 1,2, II, U; 
Tauride 1*1, II. 6, IV,1) are more auccessful than those in 
dialogue (Aloeste II.3> Tauride 11*1); in Armide 1,1, where 
the characters are not social equals, another solution was 
reached.^)

The first act went farther than Lully in transmuting 
divertissement into public mourning and religious rite. In 
II there is a real divertissement, celebrating the King's 
recovery ((V) II. 3J (P) H«l)t a concession from austerity 
which provoked Rousseau*s criticism: -

"Cette fete, mal plaoee A ridioulement amenie... 
eet contraire a toute vraisemblance A a toute 
bienftance, tant a cause de la promptitude avec 
laquelle elle ae prepare A a'execute, [an ingenu­ 
ous criticism] qu*a cause de 1'absence de la 
Heine, dont on ne se met point en peine,..*(2)

This la a fair objection, and in sending his Observations to 
Barney, Rousseau was able to append this note:-

"J'ai donne, pour mieuz encadrer cette ffcte ft la 
rendre touchante A dechirante par sa gaite memo, 
une idSe dont M. Oiuck a profiti dans son Aleeste 
7rsn9oisH .(3) *

Though longer, the ballet acquires an ironic relevance like 
that in Aullde I or Hlppolyte III, and is an effective

1. See below p.101.
2. Op. cit, pp.39J*-5»
3. Ibid. p.395.
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contrast to the sombreness of I, Aloeste arrives (11,3) in 
the middle; she hides her sorrow but her self-control visibly 
crumbles, until Admete notices her dismay and asks the cause 
(bar 3U7t ^1 ' p. 205). The "Ghoeur rile avec la danse" from 
(V) is here heard only once and with a new dimension. A 
modulation from V to ii (p.183), quite casual before, is 
here heard as the result of Aloeste* a joining in l\ part, bar 
6U) and it clearly defines her true feelings without holding 
up the dance. In the middle of an inapposite selection from 
Paride cornea a flute solo in g, to which Alceste sings, 
arioso. **0 Dieux soutenez mon courage" - the dance form, 
belonging to the divertissement, heightens the pathos of the 
personal expression, as if she would rejoice but cannot (p. 
201).

Ill is completely recast and the two scenes at Hell's 
Qates are condensed, to their advantage, into III.3-5; this 
becomes the true climax, and as such removes some of the 
force of Rousseau's general objection. ' In the over- 
complex (V)lll Admeto retired to his palace to threaten 
suicide alone, but in (P) XXX, U he appears to plead with 
Alceste and is there when she is rescued, the action forming 
an exciting sequence. Apollo, like Diane in Tauride. merely 
confirms the victory of the hero. The ritornello^' with 
the oracle was in any case a less important symmetry than 
those between the opening chorus and "Pleure, o patrie", the 
oracle and the oracular "Dieu Infernal1*, the trombones of 
"Divinites du Styx** (1.7) and the"Cho«ur dea Divinites 
Infernales" (IXI.U, P.308).

1. Bars numbered from start of each scene, as in CE,
2. Above p. 88.
3. See Sterofeld p,l23.
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Berlloc criticized Calzabigi for omitting Herakles, but 
aaw alao that h« fits badly in the later vereions-

"L'air qu '11 chante...debate par quelquee assures 
d'une belle energie; mala bientdt le style en 
devlent plat, redoadant..."(1)

He believed the aria to be by Oosaeo. la fact, to introduce
. (9) He re ale was Oluck • idea. x ' Ooasec contributed to the

dirertiseement* but thia quite characteristic piece is from 
Bzio (1730). Oerber defends it and all the self-borrowings :-

"Dass die a&tze dabei nicht aISFremdk5rper wirken, 
iat darin begrundet, daes sie sinnges&ss wirkea 
and an der riohtigen Stelle atehen. ..[which la 
unexceptionable, as "0 malheureuse Iphlgenlo* for 
one example testifies]. Das Stuck aus dem 'Bzio* 
mlt seiner rauhen Entsohlosaenheit - man beachte 
die drohenden Bl&serklinge - entspricht durohaus 
dem Character des Naturraenachen. .. H (3)

Berlioz also noted the wind parts, "d'une tournure 
These views have much in common but Oerber, icnowing the author, 
defends the aria; the real trouble with which is that it 
accords very ill with its surroundings (the scene follows 
"Pleure, 8 patrie", III.1-2). Hereale is not woven into the 
dramatic web as in Quinault or Suripides, and the Intended 
integration of his role by his appearance well before the 
rescue is spoiled by the musical Incongruity. Oiuci might 
have salvaged his opera by composing a new aria, character­ 
izing him within the musical context of Alcestet this raises———
the issue of the self-borrowings, w/ which Oerber accepted 
too readily. Aloeste (V) gains from the absence of any 
borrowing, which makes it doubly unfortunate that (P) should 
suffer by a too casual one. Movements like "Che puro ciel"

1. A Travers Chants p.185.
2. Letter to Arnaud, 31st January 1778; Correspondence p.79.
3* Oerber, loc, cit. p.xv.
U. A Travers Chants loc. cit.
5. Mostly listed in Wotquenne.
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and "0 malheureuse IphigSnia* were outstanding in their 
original contexts, but other movements - "Dieux qui me 
poursuive*" t "J« t 1 implore et Je tremble" (Tauridc 11,1, 
IV. 1), "Eeprits de halne et de rage1* (Armide II. 2) and 
He resale's air - of effective but inflexible diatonic energy, 
were original in the Italian context for which they were 
conceived but are at odds with the more subtle music of 
Gluck's last period.'1 ' The ballet Bern! ranis (c.1765) pro­
vided some of GIUCK'S finest dramatic music in Tauride II,fy\ " ———— 
but it is very extensively recomposed; v ' Tauride is perhaps
the most brilliant pasticcio ever written.

3, Alceste (P)y the musical structure
Like Orfeo. Alceste (V) is an opera whose subject dic­ 

tated its peculiar form. The freer plan of Aulide was more 
imitated but Aloes te influenced Ele ctre and Lee
which likewise deal with obsessed persons, and other operas 
by its orchestration, dominated by the trombones that were 
absent from Aulide. With the Iphigenies it is the most 
influential of Oluok's works in Paris, and the development 
within it of the forms and methods already discussed in 
relation to Aulide needs to be considered,

The superb opening complex, up to the Oracle and flight 
of the people in Scene Jj, including Aloes te's Eb aria (OO 
"lo no ohiedo* ), is closely derived from (V) and calls for 
little comment here. '^' 1.5, in which Alceste decides to

1. However, borrowings from Telemaoco. written after Orfeo 
(1765), include the eminently late-Oluck opening of Aulide.
2. Wotquenne (p.225) lists Semiramis as an arrangement from 
Oluck's worice (c,1785)» and does not therefore list borrow­ 
ings from it in Tauride.
3. See below, Oh.VII.A.
U, See Sternfeld pp.l2J|-6.
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die, is altered in essence as well as detail. In Calzabigi 
she discoursed, eloquently if not musicallyi-

"Ah! vi son ioi Ola tutta alia mia mente 
luffllnosa si moetra la grande idea, Oil de 
sublime ardire me s'empie il cor..."

In (P), after the hesitant opening "Ou suls-je* (p»109| the 
orchestra recalls Aalide 1.8, just before the duet) and 
despairing b_ and £* (p. 110, bars 11-16), Oluofc is able to 
suggest the *grande idea* and "sublime ardire" musically by 
a progression from D, through the bass dissonance (C# against 
D) to a diminished 7th; p_ to ff in two bars; and an extension 
of vocal range to a". In (V) such a moment would be impos­ 
sible - the French version avoids anti-climax by drastic 
reduction of the text and Oluck can establish the resolution 
by replacing much neo-Oreek reasoning with direct musical 
statement, the aria MHon, ce n'est point un sacrifice*1 (p.111). 
Bar 23 reached fit again, and Glucic repeats his progression of 
16-20 to D, now establishing it as the first real tonic 
since 3cene U. The aria is punctuated by a heavy syncopated 
phrase, moderate (29, Ul, 57> 30; and, by implication, 92) 
which gives immense weight to the refrain, andante. Mulodie 
emphasis is on the modally decisive major third, ("Non" ). 
The consequent of this 2-bar phrase is omitted at the second 
statement to good effect, the text running (p.HU): "Eh! 
pourraia-Je vivre sans toi?...0 mes enfants!..." fthen stated 
in full it is a steady and logical re-ascent, stressing the 
opening f#" by concentration on the surrounding semitones 
(g", f*»"). It contrasts with the episodes (bars kk and 63), 
built of shorter phrases, almost recitative. The final invoc­ 
ation, arioso with tremolo, both acts as coda to the aria and 
begins the next scene; the contrast with the measured music 
is immensely effective and the Immediate response to the oath 
seems perfectly natural.
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The act ends with "Divlnitee da Styx" (p.123) which 
Berlioz considered M la manirestation la plus complete dee 
facxiites de Oluok». .*"' Like the previous aria, it depends 
greatly upon tempo change and contrasting dynamic levels 
which Sternfeld compares to the taming of the Furies in Orfeo;-

"...the protagonist addresses an imaginary under­ 
world*.. As a result, the contrasting forte is 
sounded by the orchestra only, nevertheless, the 
concert a to is just as eloquent1*. (2 )

The musical substance is of the utmost simplicity, consisting ' 
for considerable stretches of a repeated triad, brass answer­ 
ing strings; the pert rhythms or the 2/k (p. 128, tree aniaO 
recall opcra-comique. The power of this aria is theatrical; 
Oluck composed it with a deliberate crudity, turning to a 
dramatic end the battle between voice and brass (the former 
thrice rising in a triumph of defiance to a superb bb") which 
had once thrilled the admirers of Farinelli.

For the revelation of the sacrifice to Admite, Oluck 
imitated the fo^m of Aulide 1.8, replacing its final duet 
with an aria for Admete from (V) which maKes a weaker effect 
in (P) as it is now the third, not the only, aria. Although 
the scene contains fine details the problem of control is 
less well solved than in Auiide where the dramatic issue was 
relatively trivial. A single "helae" from Alceste leads to 
the first reassuring aria (p.206) - appropriately controlled, 
if rather insensitive. The recitative (p.210, bar 423ff ) 
then becomes elaborate (especially in the use of oboes and 
the agitated 'mesurS 1 , bar 437) au if«Nbailding towaras" 
ariaj*^' Alceste responds in simple sostunuto leading to her 
air, "Je n'ai Jamais cheri la vie" (p.212). Tais should 
gently prepare Adi^te r« r tne revelation, but as in the

1. A Travers Chants p.171.
2. Sternfeld p.127.
3. See above, Ch.IZ p. 51.
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\ullde airs in the same Lullian fornr ' (with which it also 
shares the *chant frangais* decoration in the voice, and the 
central lento, bar J*70) the self-control eeeme barely 
credible.

For thirty bars before the revelation (p.2l6ff) Gluck 
deploys many resources of recitative without the iron grip 
he was to exercise over them in Tauride.*2 ' The tension 
does not continually increase and the delay is too long. The 
pathetic held 3rds of the ilutes (493) and the development 
of the quaver-crotchet figure into the arioso duet (1*93-7; 
502-7) are excellent, and the tremolo is admirably placed: 
but Oluck has to resort to it again, and other accompagnato 
devices, which cannot exceed the ciimax at bar 307. The 
approach to Admete's g 1 ("Alceste, au nom des Dieux, Au nom 
de cet amour...") is so fine that the failure of Ale este to 
respond immediately is cruel to him and to the composer, who 
has shot his bolt. Admete rejects the sacrifice in extended 
and incoherent recitative (p.222ff), with yet more tremolo 
and the striking arioso. MNon, je coura reclamer leur supreme 
justice** (p.226). One phrase from Ale este apparently suffices 
to give him enough self-control for an aria. "Barbare, non 
sans to!" (p.228) is fine, in the classic Metastasian place 
(exit-aria), yet Alceate's quietness is more impressive. The 
form, slow (with a presto, p.230) was used for Ac hilie 
(Aulj.de 1.8) in the same key, but here it is subtler; Alceste's 
"Ah! cher &POUX" from before the aria is repeated to intro­ 
duce the curtailed recapitulation (p.t31)»

The final static tableau, although its form is damaged 
by cuts, wonderfully resolves the turbulence. The choral

1. See above, Oh. 11 p.76.
2. See below, Oh.V p» 175.
3. Conversation in tempo; compare the opening of the scene, 
where the arioso duet recalls the parallel motion of 'chant 
francaie*.
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music is among Gluoic'a best, and "Ah! malgri moi"* ' is one 
or GlucJc'e rinest sustained melodic paragraphs (only the 
close of Armlde II and "0 malheureuee Iphigenie" can match 
it). The $/8 (p.2UQ), for all the fine frenzy in high lea.- 
situra at "et m'arrache le coeur", reverts to the ooe'ra- 
comiduc idiom ("0 ciel quel eupplice...Quell* douleur") and 
the banal material ia not excused by the context, here intro­ 
spective.

Although by now there has been too much "perilous" high- 
is* } mlndednes8, xe ' III has magnificent passages, rearranged and

condensed from (V) but not significantly altered* After 
Admete*s long aria, Alceste ("Je les sens, cher Spoux", 
P.295) echoes her "Ahl cher fipoux" of II and initiates a 
further long dialogue. Then their voices unite in prayer 
(p.298), a movement of characteristically increasing inten­ 
sity, using slow apoggiaturc (bar 165ff) in a manner rather 
like Agamemnon's "J'entends retentir dans mon sein*.(Aulide 
1,3) and leading with an open end to the rugged and powerful 
"Caron t'appelle".* 5 ' Thereafter theatrical considerations 
dominate and the music continues strong; but the situation 
thus prolonged has become decidedly unreal. So extended a 
treatment demands a larger-scale musical organization arti­ 
culating emotional development, as in Tristan III;^' 
OlucJc's large organizations of time are emotionally static.

1. See below, Ch.V p.18? (Ex,
2. See Kerman p.135.
3. The autograph, instead of the electrifying recitative 
"Qu'il vive" (III.U; P.307) has a longer recitative and a 
measured dialogue v;ith several speed changes (CE 1.7, Appen­ 
dix, P.U77; also vocal score by Choudens, Hopkinaon UkG (l) 
p.196). The scene is already long, and the more satisfactory 
version is that adopted by Gerber (CE) f following the printed 
score of 1776 (Hopkineon U* A) p.234* 
14 . See Kerman p.200ff.
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Alter Alceste's disappearance, Admete's frenzy (in alarmingly 
high tessitura* and quite oblivioua of Hercule) ie leas con­ 
trolled than his aria but not really more intense. It is a 
relief when the "Choeur souterrain" yields to Hercule (III, 
5, bar 6k) and the uproar is succeeded by a soft muttering 
("Notre fureur est vaine") above which Hercule aings an 
arioso line (p.338) precariously balanced between banality 
and the sublime*

B. Amide

1. The subject and libretto
Armide is perhaps the most neglected of Gluck's great 

operas, but the one which most clearly demonstrates the 
relation of his mature operatic methods to French tradition, 
challenging Lully by resetting entire the last and loveliest 
of his trag^dies-lyriques. Compared to its predecessors it 
had but a alight influence. Later resettinge of Quinault are 
mostly condensed into three acts and make place for long 
arias. Qluck followed and transcended Lullian forms to pro­ 
duce drama of a calibre beyond Lully's powers.

The libretto, despite the tepidity of Quinault'a poetry 
as compared with Racine's, is intelligently planned and in 
some details of psychology anticipates Tristan,. The subject, 
from Tasso's Qerasalemm'c Liberata. was used between the 
ballet de oour La P&llvrance de Renau* (1617) and Dvorak's 
Armida by Handel (Ttinaldo^. Jomelli, Traetta (adapting 
Quinault), Haydn, and Rossini among others. It is the third 
of Quinault*s operas to use medieval, rather than Greek, 
subject-matter, although the enchantments of Armide are not 
significantly different in spirit from those of Me'de'e in 
Thes&e.
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Qluok deplored comparison of Alceste with Armide* ' but 
they have in common their domination "toy the heroine, Armide 
enchants Crusading Knights into captivity, but although con­ 
fidantes sing her praise (1,1) she appears deeply unsatisfied. 
Renaud io indifferent to her, and she reverie an obsessive 
interest in him, expressed ae hatred: -

*Ahl qu'il me eerait doux de 1'accabler de chaines, 
Et d*arr9ter le cours de ees exploitsI 
. ..incessament son importune image 
Malgre1 moy trouble mon repos".

3he has dreamed that ftenaud overpowered her, but MJe me 
sentais contrainte a le trouver aimable Dans le fatal moment 
qu'il me pereait le coeur*. fthen Kidraot urges her to marry, 
she auuces a condition; "Le Vuinqueur de Penaud, si quelqu'un 
le peut Stre, ocra digne de moy" (I*2). To mask love with 
implacable hatred is also the self-defence of Wagner*s Isolde.

II is concerned with the capture of Ttenaud. He insists 
that he is in no danger from Armide: HJe la vis seulement 
d'un regard curieux" (II.1). Qulnault's "indifference* 
however always disguises deeper feelings, ^icoraede (Alceste 
1.5) covers his jealousy with it, Atys his love for Sangaride; 
Penaud, a love of which he is unconscious, and which he could 
not consciously accept. After the conjuration of Armide and 
Hidraot (II. 2) we see a changed Penaud from he who said "Le 
repos me fait violence" (II.1), In 11,3 he reveals a sus­ 
ceptibility to beauty ("Plus j f observe ces lieux") and seems 
ready for love; as in Tristan the magical potion is more a 
symbol, destroying inhibition, than axt* aphrodisiac.

Love overcomes \rmide as she prepares to slay him, and 
she carries iiini off to an enchanted garden. Ill and IV are 
episodic acts: Armide struggles against her passion, summoning

1. Letter to Da Ttoullet, July-August 1776j Correspondence 
p.85, MPS p.Ml.

99



Hate to her aid, but Love prevails (III)} tvo Christian 
Knights, on their way to rescue flenaud, easily overcome var­ 
ious monsters and - with more difficulty - the seductions of 
Armide 1 s minions disguised as their mistresses (IV). There 
is Insufficient action for Qulnault's five-act 1'ormj but the 
corollary - reduction of recitative to a minimum - allows 
\rmide to "become the more dramatic by ita psychological 
interest.

In V the lovers are together; he completely ensnared, 
she anxiouso.y foreboding. Left alone, ftenaud's conscience 
troubles him - he displays little interest in the preferred 
entertainment and is not unready to leave when the Knights 
arrive. Armide appeals to ai.n in vain, and destroys her 
magic ti works in despair* (The story continued: Armide, 
disguised, was killed in battle by Ttenaud - a conflation 
with the Tancredi story). ̂  '

2. Lully*s and Gluok f s settings compared 
\ct I
Gluok omitted the Prologue, and his opening - after the 

mild Telemaeco overture - may seem unimpressive beside 
\lceste and Aulide. Tut the very prettiness of the confi­ 
dantes' airs and duet maices Armide*s eventual speech the 
more striking (she must, visibly, be the centre of attention 
from the start):-

oidoniet "Sea plus vaillants guerriera, 
Centre vous sans defence, 
3ont tombSs en votre puissance".

Armide : "Je ne triomphe pas du plus vaillant de tous; 
"eriAac, pour qui ma haine a tant de violence, 
L'indoojptable ^enaud echappe \ mon courroux.

1. See Sacehini, Itenaud; below, Ch.VIIl42
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Tout le camp ennemi pour moy dovlent sensible,
Et lui seul, toulours Invincible,
Fit gloire de me voir d*un oeil indifferent,
XI eat dang 1'age aimable ou aana effort on aime;
Non, Je ne puia manquer sans un d&plt extreme
La conqudte d'un coeur el superbe et ai grand".

\fter the charming settings of the confidantes' aonga by 
both composers, divergencies in method, if not intention,

»

become apparent. Lully first uses recitative before Armide's 
speech (p,lU*), and for her the 'chant frangais' becomes 
less arioso, more declaimed, over sustained harmonies (p»U5). 
Oluolc continues with formal music* At "Si la guerre aujourd'- 
hui" (p,14:11)* ' the music was rugged, suiting the text, but 
still essentially simple; when /lr»mide sings the tempo la 
unchanged but the complexity of her feelings is expressed by 
more rhythmic complexity, dynamic contrasts, and near counter­ 
point (p.16:13), Oluck thus justifies his boast:-

"II y ̂  une eapece de d&licatesae dans l'Armide 
qui n f «=st pas dans 1*Aloestet c-ir j'ai trouve 
le moyen de faire parler les personnages, de 
maniere que vous connoitree d abord a leur f 
de s'exprimer, quand ce sera Armide I sic I qul 
parlera, ou une auivante,.."(3;

Subtle in itself, this method allows Glucic to reserve recit­ 
ative for a striking efiect Liter on,

Lully*s setting is not ineffective bat the declamation 
provides only the possibility of a dramatically meaningful 
projection of the words, and depends heavily on a singer who 
is also an actress. ' Oluclc expressed the words tnore vividly, 
and only partly by his more complex scaring and modulation. 
The articulation of the speech is composed into the music,

1. Page references to OOF vocal score,
2. Page references to full score (1777) Hopklnson U5A: vocal 
score, Peters (PVS) HopJcinson ii5G (o),
3. MrS p.M*| see Correspondence p.85,
kt Orimm made this point about Destouches* inex^^
recitative (Lettre ear Omphale pp.lU-iS, 18-19, 28 ).
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and it ie necessary only to eing It well to realise ita 
dramatic content. Both settings have a ternary key-scheme 
but Lully, utter the firet abrupt and effective movement 
from 7 to d (p.U5)» is casual in comparison with Gluck. 
(Jluck modulates less, but uses his relative major ($») for 
contrast and then at a melodic climax consciously recovers 
the tonic (p.l?:lU) with a return to the opening mood. Dif­ 
ferent words are chosen for emphasis: Lully reaches g" for 
"I'lndomptable *enaud" and "gloire" (p.U6), and again at the 
end ("superbe et si grand"). These are the conventional 
words which he always colours thus, and Qluck is more subtle 
in choosing "lui eeul" and "depit extreme", ftenaud's "glolre" 
is important but the "dftplt" he causes her matters more; it 
occasions this outburst and the opera's entire action* "11 
est dans 1'age aimable" ia crucial, showing her unconscious 
love. Lully no more than indicates this with a held chord 
(U6-71), throwing the burden of expression onto the actual 
tone of voice, over which he has no control; the notes are 
perfectly dry. GiucK makes the implication inescapable 
(p.l?tlU), by using, also with static harmony, a smooth, 
sequential vocal line. (The settings of the mood-change at 
"Won'* are very similar in effect).

This difference in method and achievement persists 
throughout. When Armide sings next, Lully (p.50) reverts to 
recitative, Qluck (p,19:15) to comparatively complex rhythms 
and enriched scoring (with horns). For the first speech 
quoted (above p*99) Lully arrests attention with a g" (51) 
but otherwise does little to express the conflict of hatred 
and suppressed love. Close comparison (Ex. 18) reveals a 
surprising number of similarities, rhythmic and melodic, in 
the word setting ("qu'il me seralt doux", "exploits") but 
Olucic articulates the contrasts without losing impetus (the 
march-like dotted rhythms and semiquavers on the Uth beats),
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has the voice aaoend ecstatically to g" ("doux") and then 
wrenches the tonality to £ ("Que je le haia" ) at a point 
where Lully'a muaic articulates nothing.

Lully's accompaniments ior five-part string orchestra 
are a means of heightening interest in a passage by contrast 
with the bare continue accompaniment preceding it. Otherwise 
his dream narration is in itself placid, without anguish; 
impeccable declamation throws the entire articulative burden 
onto the singer. The passage is musically controlled by a 
simple quaver figure heard six times, (Huck opts for uncon­ 
trolled music, his first recitative. The tremolo and 
accompagnato figures (p. 21: 17) rivet the attention as much 
as Lully's string orchestra; afterwards the still Boatenuto. 
and arioso cadence - used by Lully also (p. 53) - let the 
words make their point without overstatement.

In 1.2 Laily'a Hidraot and Armide both use the same 
light triple metre in linked airs (p. 58), but this style and 
the conventional flourish on "chaine" (p. 57) do not salt 
Armlde. Gluctc gives ildraot a slightly comic character in 
his airs (p.25»20 and p. 29:23) but \r aide's reply., in form 
also a tfrenen 'petit air 1 , is perfectly serious (p. 27*21). 
3oth composers end the scene in arioso, ftameau delighted in 
Lully's setting of "si q.uelqu'un le peut

"Rappelons-nous cette parenthese...ii.ullyj y 
substitue justement le Ton de la quarte au 
re'gnant. qui commence & finit la phrase Ip.&i; 
i.e. to hint by a Bb at £, the tonic (rSgnant; 
being C], Le seul seittimenjt lui a dictS cette 
substitution, capable de remuei* 1'ame au point 
de faire sentlr la situation de I'actrice..." (2)

Where Lully's correct parenthesis is part of a smooth pro­ 
gression, Oluck'e eubdominant (a^) directly follows a dom-

1. See above p. 99*
2. Oode de musigue pratique, p. 168; see also Observations 
our notre instinct pour la musique. p.55ff.
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inant (B#7) and a silence (p.33:26), Piano between two 
fortes, this is a sinister aside, expressing the impossi­ 
bility of what she as&s and the complexity of her reasons 
for asking it.

Oluck curtailed the divertissement (1,3):-

Lully
1. Marche
2. Air (Hldraot) 
2a repeat as Chorus

3. *ondeau - Dance 
3a repeat as Chorus &

Phenice 
it* 3arabande
5. Chorus & Sidonie
6. oarabande repeated

Pluck

1. Chorus only

2. Jaorus & Phfinice
3. Ballet
4* Chorus <* oidonie

He expanded the final chorus of vengeance to more than 
twice Luily's length and, with the hartac*^ and orchestration 
of the late 18th century, entirely dwarfs Lully. The lat- 
ter's vite (C, p,90), homoohonic with brisk, square rhythms, 
might make some theatrical impact, but it is hardly enthral­ 
ling, GIUCK'S more comj lex rhythm (p.U9tUO)» his use of 
solo voices antiphonally with the chorus, and the symphonic 
development of the driving triplets, contribute to the 
strength of this music, and so does the prevailing minor 
mode. In Luily's day the associations of the minor were not 
standardized, for ail that they are scientifically explicable 
in terms of greater harmonic tension - the contradiction,
in a minor triad, of the harmonic series of overtones. Thus• . 
Lully writes happy endings in the minor CCadmus* Aleestet
also Destouches' Iss&) and ends tragedies in the major 
(Atya. Armide). Lully'a relative ineffectiveness here and 
at the end of the opera results also from his lac* of 
orchestral resources; such pas^i^es must have seemed weak 
by Rameau's time, whereas (Huck's music, like ftameau's and 
Mozart's in comparable situations, remains impressive today.



Apt II

In the first four scenes of IIt only personal taste 
would favour one or other setting. Oiucle perhaps defines 
the military side of Penaud more clearly, in the air with 
very active high horn parts (p. 661 53). At the conjuration, 
Lully 1 s contrapuntal duet is not inferior; for the arioso 
"Plus J 'observe ces lieux", the voioe being one strand of 
the counterpoint, Lully uses lulling quaver a, Gluck with 
perhaps a deeper expressiveness a complex texture recalling 
M0he puro ciel", with solo flute, violin quavers, throbbing 
bass, and held notes in turn from oboe, clarinet and horn 
(p.83:64)« There follows a divertissement, representing the 
voluptuous thoughts of the sleeping ftenaud, set by Gluck 
without cuts.

Contemporary audiences lound Lully's II. 5 a scene of 
almost unbearable suspense. Again, although it would hardly 
be fair to fault Lully, Oluck articulated more clearly - so 
that, possibly, there was less suspense, but raore insight, 
Armide, wun dard a la main1*, comes u on Penaud "endormy*, 
introduced by a brisk prelude in Gluck (p. 103: 76) and a 
substantial and impressive piece in French Overture style 
in Lully (p. 136) in e, the key in which he endst-

"L'He'rolne finit par adorer calui qu'elle vouloit 
Sgorger au commencement; le Musicien finit en & 
si mi comme 11 a commence1 ,,. *(l)

T?ameau made a detailed appreciation of the passage i-
"...tout y eat conip^safi dans le veritable ordre 
que peut inspirer la Nature. Quel gout! quel 
g&niei quel sentiment! Le monologue d§bute par 
!•• Ton raineur de mi. 4 passe & son aa.1 eu,r rela- 
tif a la tierce, qui est celul de aoj^f pour 
donner plus de fo^ce aux Spithetes dont >mide 

aon '•/rosj de-la, pour faire sentir

1. Ttousseau, Lettre sur la muajque f rangaise. »uaris 1753, 
P. 80.
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la reflexion sur I 1 accident qai le met en sa 
possaaaion, Le charme du aoiaineil le livra a 
ma vengeance ID. 1371. Yiant immSdiatement aol 
dieaa. qui donne juat&maat la Ton do la quarte 
du r&mant. eavoir la minaur da la: pule sa 
llvrantason transport, o eat par ce Ton 
rlgnant [a] qu'ella exprime, Ja vaia oeroar son 
invincible coeur. Ou sent tons les effeta da 
oette belle modulation, sans en aavoir la 
cause, me me sans s'en etre Jamais oocupat qu* 
ella est heureuseT'U)

This takes seven lours. Glucic set t., is much in simple 
recitative, and the points made by Pameau (expression of 
"superba", "sommeil") he leaves to the singer. This la a 
reversal of the usual situation: Laily le more articulate. 
But Qiuc<t bt.rtc ihue unprepossessiogly in the interest of 
the whole scene, . nich increases in musical intensity aa it 
proceeds, while Lully can do .iotiii/.g better than his opening 
and for all his c^re cannot avoid monotony. ~o-isseau put 
this criticism more strongly:-

"...que . c^t-on concevolr de plus mal congu que 
cette ^'r. aarit€ acolastlque dins one scene ou 
l*eaporteraent, la tend res ae <ffc la contraete daa 
passions opposeee aettent l' Ac trice & les 
Spectateurs dans la plus vive agitation?... 
Armide,..oublie tous ses pro jets da vengeance, 
it n'oubiie pas un seal instant sa modulation11 . (2)

The hesitant murderess - a motif in 4.Bad4.s and Qgphala 
also - speaks of Ttenaud's i'cats (Lully, p. 138), her admira­ 
tion suggesting rep re sued love. j-.uily uses a held chord 
under this phrase, anticipating his setting of "steel trouble 
me saiait1* - her conscious hesitation* lue harmony recovers

1. Code da mus ique pratique, loc. cit f j sea also Qbservationa

?ur noTra Inatinct pour la muaiciua pp. 69-125, a direct reply 
o Jtousae .u^e critique of this scene; and d *A1 ember t, op. cit. 

p.U35ff» replying in defence of T?ouaseau.
2. Op. cit. p.79«

106



ita flow, the voice the 'ohant franfaie* expressiveness, 
and at "AhJ quelle oruautS de lay ravir le jour*' becomes 
arloaoi proceeding to £ (p.l^l) lor the mention or "1* 
amour". But it la hard to apply Bar.cau'a analytic method 
to justify the lack of composed agitation; the vooal part 
la no more tian a shapely outline, aa-aiug the injection 
by the slager of liberal interpretation within a fairly 
rapid tempo. The anort air at the end, with stringa, ia 
attractive, but not sufficiently dlu'erent from the earlier 
arioao.

Olac.: articulites Armide's hesitation in the oroheatra 
aa well as the voice (Lully*a scene ia accompanied by the 
continue until p.142). Lully exhausted hie declamatory 
re. oir>ces early (in the paasage analysed by ^ame-u/. Glue* 
kaepa some in hand for an effective end. ^o contrasting 
tempi are indicated,^ J and Luily'a trltu alternation of 
the aaae rhythm to aii i'cr«nt sentimenta (pp. 136-9. - 
M Aohevona - je fr^mfel v«ngeona*»noua.,,Je soupire") ia broken 
up, the last preoeded by stylised 'soupirs 1 in the orches­ 
tra (p.105 bar lit 78, bar 4). ?he voice itaelf aigha 
exquisitely at "Plus je le voia", a descending phrase heard 
at two important junctures in Alceate.^' There are atill 
several verses before the air *• Vanes, seconder aea dSsira", 
but Qiucx avoids Luily'a mistake (and his own in Alceate 
II, 3j by talcing the phrase with which he had anticipated 
Armide f a capitulation (p•104:77) and building it into an 
oroheatra ted arioso* the clarineta c-atiolag the strings (p. 106: 
78). Xowarda the end Amide grows Irapasaioned, and her 
continued profeaeion of hate ia contradicted by the music*a 
warmth (p.108:79, the 3e.nitone apoggiature bara 5:16 and

1. PV3 givee aevernx, p.77; they are editorial, and the 
raood-cnaagea are clear without them* 
2« II.3 and III.U; aee above p. 97.
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8tl9» and the following passage which develops them).* ' 
Qluck; uses another "parunthese" which Lully misses*2 ' ("s*il 
se peutw , p*109:80), and thus in "&u*il m'aime au moina... 
que ,1e le halsse" the last words clearly mean *que je I'aiae". 
Oluck'a repeated "a'11 se peut" echoes the "Je aouplre" ten 
bars before the arioso began. In the final arioso in e. it 
is still the orchestra which leads Armide, suggesting her 
true feelings in the oboe line, while picturesquely represen­ 
ting the enchanted flight in the violins. The voice has a 
single melodic paragraph, paying more attention than Lully 
to verbal detail; a descent from g" to f* f at "Ma faiblesse 
et ma honte" is cliche in Lully, superb in GUuck (Lully p.lkkl 
Slue* p.112(81).

Acts III. IV and V
Gluck's arioso* suggesting Araide's uncertainty as to 

her own feelings, yields in III to expression of her bitter 
awareness in aria, "Ah I si la libertt".^) Lully'e setting, 
like "Venez, seoondez mes d&sirs", is nearly measured rec­ 
itative. Oluck was able to invent a fine melodic line 
modelled no less closely on the verse. In III.2 as in 1.2 
Lully's indiscriminate recitative and light air confuse 
Armide with the charmingly garrulous confidantes. Qluek 
draws then into Armide'a orbit, although she alone has rec­ 
itative. Her air joins without a break to the confidantes' 
replies, but the characteristic dotted rhythms of Armide 
yield to smoother groups of quavers (pp. 125-6189-90). uter 
the invocation, Lully's scene with "la Haine" is on the 
whole superior to Qluok's wholesale self-borrowing, parti­ 
cularly in the dances. Lully ended the act well, with arioso

1. Compare MLe oalme rentre d*ns mon coeur" in Tauride II.3.
2. As Rousseau noted, op. cit., p.89*
3. See Ex. 52.
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for Armide and the rejected "Haiae". Here however OHuck 
recovered interest and produced two masterstrokes* both 
requiring minor emendations of Quinault. He set the olimax 
of "la Haine's" invocation and Armide 1 a cry "Arrete, 
affreuse Haine" as a duet, imcomparably stronger than Lully'a 
successive recitatives, above all at the cadence when Armide 
is suddenly left Isolated in a high register (p.158:112-3) 
to fall to the tonic, exhausted but having silenced the 
incantations. This passage is adapted from an op&ra-comioue 
like the magnificent opening of Tauride. Qluck makes good 
use of the chorus, silent in Lully, to repeat "la Maine's" 
warnings, and at the close introduces an extra speech for 
Armide. The words tre conventional enough but the setting 
is remarkable, with shuddering violin, chromatic bass, and 
the late flowering of melody out of the single d" in the 
voice ("Amour, puissant amour", p.l6U}119);and it restores 
dramatic interest where it belongs, to Armide, instead of 
the allegorical personage, revealing her intense loneliness 
and explaining the completeness of her desolation when 
Renaud finally leaves her. ̂  '

XV eould be omitted without damaging the opera's 
dramatic form. For some reason Gluck uses far less self- 
borrowing here than in III, and writes music for the combat 
with monsters (p.l68sl23-U) of a calibre unfortunately not 
shared by the dances of "la Haine's" retinue. Although 
replete with attractive music in both settings, IV is hardly 
worth detailed consideration in an analysis of Armide as 
drama.

The love scene (V. 1) is delicately composed in both 
settings until the final duo, "Aimons-nous". Lully's

1. Ten lines for w la Haine" are cut. This last page may
have been added after one performance; see Prod'homme pp.280-1.
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unelaborate, syllabic setting, haa an attractively restrained 
ardour which reminds us of the fragility of a love only able 
to exist in isolation, and soon to be destroyed. Olucfc, as 
in Aulidd 1.8, ends the scene unworthily with a naive and - 
in terms of the French tradition - thoroughly old-rashioned 
fredon on "flamme" (p.221:157).

The divertissements of \* tnidfl are all loosely allied 
to the drama: celebration of A^.niae (I), seduction of 
^enaud (II), incantations of "la iiaine" (III), seduction of 
the Knights (IV). In V it again takes place around *tenaud; 
ostensibly as an entertainment provided by Arraide while she 
goes to consult the internal powers about the future. OiucJc 
composed choral and solo numbers, three short dances, and a 
large chaoonne (p.22U:l60) which Einstein considered inferior 
orj.,y to the Furies' dance of Lon Juan. * ' .uully organised 
the whole sequence into a vast Paasacaille on a 4-bar ground 
of about 300 bars, with little modulation; a considerable 
feat in an era of small forms, although not i'ree from 
monotony*

/.hat matters is the effect of all this voluptuous 
delight upon Penaud; perhaps the aiost decisive instance of 
the greater profundity of OIUCK'S conception. He dismisses 
the entertainment:-

"Allez, allez, eloignez-vous de moy. 
Douz plaisirs. attendez qu'Armide vous ramene. 
Sane la beaute qui me tient sous sa loy, 
^ien ne me pi it, tout augments ma pcine, 
Allez, allez.,.« . (V.2)

Lully set this straightforwardly as a ternary air without 
orchestral embellishment (p.296) (the opening recalls 
Araide's "Venez, secondez..." at the end of II). The middle 
section ascends logically but without real tension to bb*

1. Einstein p.158; this opinion is shared by Groat,
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and falla comfortably onto the cadence (rhyming musically 
with "ramene") on "peine" - not a comfortable word. Where 
Lully began in the minor and proceeded to the relative 
major, GHuclc (p»252:176) characteristically chose the major 
in order to adopt the relative minor and the remoter fc, in 
the crucial middle section. At "ma peine" he draws the 
voice up to a long g 1 , and descends chromatically to the 
cadenee - aeeenta of grief, not merely regret at Amide's 
absence. The held b*» (p.29M177) while the music moves to 
the dominant of Q, and the b&bar rest in the voice during 
the recapitulation, are additional niceties, and the choice 
of an orchestral coda (rather than a prelude to the next 
scene, as in Luli;,), while giving time for necessary stage 
movement, keeps attention on ftenaud and ma ices Ubalde's arri­ 
val the more startling. Glue* responds to meanings in the 
text ("qui me tlent sous ea ley* might imply a certain 
unwillingness in his ctptivity) oi' which Qainault was pro­ 
bably not conscious; and without any distortion of the poem 
adds a new dimension to VFenaud and makes his desertion of 
vmide the less callous and repellent.

In V.3 ftenaud, swathed in flowers, shows his bad 
conscience openly: "Ciel! quel honte de par-alt re dans I 1 
indigne e'tat ou Je suisl" By the end of the scene Gxuck, 
only, his him join with the briskly martial tone of the 
Knights' music (p.260:179-30).

In the final scenes, the sme contrast may be drawn as 
with II.5. Luliy's recitative is excellent at the start 
(p.303) but merely continues with no progressive intensifi­ 
cation; the good declamation and i'ine climax (p. 310) cannot 
avoid the ultimate tedium. v,ainault modulated Armide's 
speech from invective (until "le ooeur d'un tigre eat moins 
barbare") to threats of suicide and haunting ("Je mourrais 
si tu parsi*), but Lully (p.308) ignores the division.
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Qiucic, who started with a refined anguish in the echoing 
oboe (p.261:181), can afford, with his greater resources, 
"reculer pour inieux sauter". He writes sinple recitative 
for Penaud (p,263tl82); /irmide responds with the agitated 
in tempo, the oboe again poignant, leading to tremolo: then 
Glucfc marks the division, not by speed or thematic substance, 
but by a sudden stillness (p.266, bar 5sp.l8U» bar 12). The 
dissonance at "sans toirt (p.266:185) is prolonged against 
its own resolution in the bass. The semiquaver acoomoagnato 
recalls the climax to Agamemnon's recitative, Aaj-ide II.7. 
The final st^e is, as in the ur»eam narration, a touching 
simplification of method, a repeated orchestral sob in 
crotchet chords. The overlapping of ftenaud's entry ("Trop 
malheureuae Xrmide^) (p. 268:186) adds another touch of 
pathos - he is more touched than Lully *s hero - to a passage 
of a richness and power beyond the means, not only of old 
rrench opera, but of Giuc* be!ore Armide.

Lully, the master of mezzotint, was inadequate wnen full 
colouring is required, ills last scene is magnificently 
handled, by his own standa^us, in the voice (whereas Oluc&'s 
recitative is less fine than previously, and the beet moments 
in both are arioso). At the end, however, the resources of 
18th-century symphonic nuisic come into play, and OlucK 
sweeps on through /vvnide's last words to compose a musical 
catharsis, where Lully can provide only an inanely clatter- 
inS prelude to accompany the spectacular cataclysm on the 
st-ige. It is, li^e the collapse of IQingsor's castle 
(Parsifal II), a dramatically apt use of stage mechanism, 
the destruction symbolising the collapse of Armide's life; 
and the ending provides the final justification for QIUCK'S 
attempt to turn Lully's opera (a mixture of poetry, music 
and stage spectacle) into an artistically consistent musical 
drama.
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Chapter IV 
Poland. Amadia. Atye

A. The adaptations
The principal pleader of Piccinni*8 cause, ' and his 

first collaborator in Paris, was Marmontel. His gospel was 
that while others (including Philidor) had prepared the way f 
Piccinni would redeem the Acadfimie Royale with truly Italian 
music, guided Toy the French poet. The latter was not himself 
but Quinaultj with "improvements" which led to this comment 
from a devoted friend of Piccinni:-

"peut-Stre.. .ajouta-t-il trop de vors a ctsox ae 
Quinauit, et ne travallla-t-il pas toujoars assez 
les siens... M .(2)

Some time earlier* Marmontel had implied that the recit­ 
ative was the only feature of Italian opera preferable to 
the French;^' yet now fashion led him - considering the 
musician with whom he worked, not imprudently -

"abreger les longueurs, placer dans toutes les 
situations qii appellaient le chant, ues airs. 
des duo, des trio, des quatuor...tel etait le 
but qu'il s'Stait propose" en retouchant ainsi 
Taesee. Isis. ^oland. Atys. -'vmaais. et ^vode_"

Only Poland, Atys and Pers6e were composed; unadis and 
Thlsee were tj be set in different adaptations.

The works which once preceded Armide - Amadis (168U) 
and Roland (1685) - and which were next caosen for adapta­ 
tion were, originally, too obviously intended to glorify 
Loais XIV^ 5 ' to contain is much psychological interest.

1. See below, Ch.V A.
2. Ginguene1 , Notice p.27.
3. See above, Gh.I p.20^w2. 
il. GinguenS, op. cit. p.26.
5. Louis suggested the subject of Amadis. the fir-B t French 
opera not based on classical mythology; see Lully's dedica­ 
tion in the printed score.
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Picclnni'a Soland (1778) established a pattern ror subsequent 
resettinga: much of the text retained vorbatim. particularly 
for recitative, the action condensed and superfluous charac­ 
ters omitted (and in Pers6e an important one); with textual 
reviaiona including adjustment of recitative worda for arias, 
the provision of new words for other ariaa, and detailed 
alterations necessitated by the curtailed action - the five 
acta being reduced to three (in ThSae'e. four).

Ttoiand. "tragedie", anticipated the Dastorale-h&rolque; 
it exploits the pathetic discomfort caused by alien surroun­ 
dings (paatoral) and an alien emotion (love) to a hero wnose 
metier, like Kenaud's, was war. Angelique, Queen of Cathay, 
rejects Poland in favour of li£aor; the former's consequent 
madness is cured by Logiatille "par le secours d'une douce 
han&onie". The massive final tableau, with "L»a Oloire", 
"i*a RenommeV, "La Terreur", M Suite de la Gloire* and shades 
of sundry heroes, frames the action by glorifying Roland 
and, by implication, the King whom the Prologue specifically 
celebrated. Under Louis XVI this would have been misplaced; 
but Marmontel, cutting both iinale and prologue, put nothing 
in their place to structure the opera. GlucJc, liice Handel 
(Orlando. 1733)* might have made something out of this sub­ 
ject, and Einstein's contention that he cannot have taxen 
Roland seriously* ' is contradicted by the care bestowed 
upon Echo et Narcisae, an inferior potm. The existence of 
Olucic's destroyed Poland was questioned by some Ficcinnistes, 
who considered it a device to discredit the Italian.^' 
Some of it may h ive round its way into Giucic's last three 
operas.

1. .tirst used for Iss^ (Destouches 1697).
2. Einstein p.152.
3. QinguenS op. cit. p.33 (and Enc. Meth. I. p.625).
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llarmontel followed the original order of scenes, except 
that, keeping all five divertissements and placing 11,3 at 
the start of II, he seriously overloaded the early p -rt of 
the opera with ballet - a etractural flaw made worse by 
Piccinni'a dislike of composing dance music. '

LQ (Lully-Quinault) PM (Piccinni-Marmontel)
Act I. Scenes 1-6 Act I. 1-5 (Sc.l « LQ 1-2)

IX. 1-4 II. 2-5
5 1

III. 1 Omitted: PM II. 6 inserted
2-6 II. 7-10

IV. 1-6 III. 1-6
V. 1 Omitted / O x

2-end III. 7-end V2;
The divertissements are well contrasted - military, amorous, 
pastoral, triumphal - but only the fourth belongs strictly 
to the action. Poland learas from the villagers' songs of 
Angel ique's elopement, and drives them away in a frenzy 
(Pfl III. 3-6), a scene which had been hailed as "le plus 
ing&nieux divertissement des opera anciens..."^'

at first the action concentrated on An gel i quo, but the 
emphasis shifts towards ~oland when the lovers elope (LQt 
after III; PM, after II). Marmontel cut two episodes; one - 
out of character but typical of ^uinault - in which «i§dor 
expresses Jealousy of Roland (LQ III. 3-4); one in which 
Astolfe aaks Logistille to intervene (LQ V.I). In PM the 
fairy's arrival ex machina is unprepared and arbitrary*^' 
but the ending is more concise. The ^leasing idea of curing 
Poland by music is only hinted at, sfnce Piccinni's
(amoureux, in Sb ) precedes Logistille 'a arrival. She rouses

1. Oinguene, Notice pp.36-9.
2. See Appendix k for further details.
3» ^DiveT*tissefflent* in the Diderot-d'^lembert fincyclopediar
IV p.1069. Enc. M£th. attributes the remark to Cahusac
(I. p.M*6).
4, Contrast Orlandft, where ioroastro is woven into the opera
from the start, in the manner of some French Prologues
(Amadie. Hippolyte).
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him with martial strains ("Roland, courez a ax armea" ) of a 
quality such as to make hia final condition, aane and banal, 
hardly preferable to his madness, which at least was inter­ 
esting.

Amadis
Poland and Amadis both suffer from the ineffectually 

of the hero, ^oland self -indulgently chose love, not duty, 
and when thwarted escaped into madness and sleep; hia pro­ 
blems are solved f etvjjiim by enchantment. Lully's Persee 
and Thesee sang little but their deeds contributed to the 
action; Amadis sings at length but does almost nothing. 
Before the action starts he has slain a brother of Arcalaus 
and Arcabonne, a pair of magicians, and, incognito, has 
rescued the latter from danger. In the opera, love-sick 
for Oriane, he blunders into their power; Arcabonne, finding 
she loves him, spares him. Persuaded by jealousy or Oriane 
to avenge her brother, she is thwarted by Urgante, a fairy 
who figured in the Prologue (the framing effect was lost in 
1779* as in Poland),

Devismes condensed Quinault drastically but - pace 
Grimm' ' - to good effect. Rightly judging Arcabonne and 
Arcalaus the most interesting characters, he began with them 
and the omission of I and abridgment of V followed naturally;

BD (Baoh-Devismee)
Prologue Omitted
Act I Omitted

II Act I; with elements of LQ I
III II
IV. 1-6 III. 1-6
V III. 7 in part; the rest omitted

1. "...il a conservS toutes les situations...et...n'en a 
suppriml que la liaison et les motifs..." OL 2 V p.60.
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The sub-plot of Corieande and Fiorestan, who lead the chorus 
of prisoners in LQ III," ' is omitted; Amadia was captured 
going to their rescue, and Devismea assigns this decoy-role 
to Orlane, thereby increasing her part and gaining concentra­ 
tion, Z and V were essentially comedy, concerning a quarrel 
and reconciliation of the lovers, dealt with briefly in BD 
I and III; the defeat of the magicians, formerly the end of 
IV, becomes the climax (BD III.6).

Otherwise the adaptation follows the precedent of 
Poland: arias are inserted to new words or adapted Quinault, 
recitative is curtailed to leave room for musical expansion 
in aria and chorus (only in Atys do ensembles play a large 
part, although there too arias are provided almost to excess)* 
The resources of the 18th-century orchestra greatly assisted 
Bach in depicting the magicians' fury and the ghost of their 
brother*

Atys
Atys (1676) is an earlier work of Lully and Quinault, 

from an era when their operas had more complicated actions 
and were less developed musically. The comedy haa disappeared, 
but the voluptuous *merveilleux f which links ThSsee to Armide 
is already prominent. Atys is chosen as priest and lover by 
Cybele, the earth-mother, but he loves the nymph 3angaride, 
herself betrothed to Coelenus. Cybele, spurned, destroys 
Atys 1 reason; he kills Sangaride and, recovering his senses, 
avenges her by destroying himself. Cybele, penitent, confers 
immortality on him in the form of a pine-tree.

The 18th century took A.tys not as the pathetic pastoral

1, Compare Aloeate (LQ) III; see above, Ch.III p.85. The 
messenger speech of Coriaande (LQ II. 5, «*Q fortune cruelle*) 
is given to the chorus.
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Quinsult made it but as tragedy.^ ' To the prettificatioa 
of an ugly myth was added misunderstanding of Quinault, 
whose drama is made amoral. Atys and Sangaride deceive 
Goelonus, and Gybele's vicious posseseiveness is not re­ 
deemed, Tor llarmontel's major alteration is to cut the 
divine grace of Metamorphosis, which alone prevented her from 
seeming arbitrarily cruel (in her last-minute, musically 
inarticulate penitence she remains as helpless as a mortal). 
Piccinni'e opera ends in unrelieved gloom, with trombones
in the sombre ei> chorus "0 spectacle funeete". French opera"" (9 ) 
was accustomed to tragic endingB N ' but At.vs was the first in
the "Spoque de Gluc£": Armide ends with a triumph of despair, 
but Atys dies cursing, without hope.

The adaptation is more complicated than Poland or Amadiat-

LQ
Prologue
Act I ends with Gybele's

descent (divertia-
seaent)

II.1-2 
3

k (divertissement) 
choice of Atys as 
Priest

XIX.1-7
IY.1-U

5-6 (divertissement) 
V.l-6

7 (Metamorphosis: 
divertissementJ

Omitted
Act I corresponds but 

ends with choice 
1' Atys as Priesto 
I

II. 1 
2 

Omitted

LQ

from L, II. 1

II.3-7 (omits LQ III.2) 
III.1-4 
Omitted 

6-6
curtailed; (chorus 

• retained without 
Metamorphosis or 
divertissement)

1. This was a general view; the Oluckistes allowed Piccinni 
a capacity for pastoral subjects such as Poland but said ".., 
dans Atys il devrait s'Slever Jusau f au tragique, ou il fetait 
incapable d f atteindre,.." Ginguene, Notice D.U6.
2. For example Pha&ton or Idomen^e.
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The major difference from the Koland adaptation ia the 
omission of diver t issementa except for Gybele's descent (the 
celebration in honour of Atys ia reduced to a chorus) and 
for Atya* dream (LQ lll.k) - both dramatically essential. 
LQ IV. 5-6 celebrated the wedding of Sangaride and Coelenus, 
interrupted by Atye who carriea away the bride by an abuse 
of priestly authority. Cybele discovers ais motive later. 
This peripeteia is out without destroying the logio of the 
action, and witli it goes some 'merveilleux' - HLes 4«phira 
enlevent Atya et Sangaride". The last divertissement, in 
whioh the cult of Atya was established by Cyb&le, ia omitted 
in the version with a tragic ending.

B. Comparison of Lully with Piocinniste settings

Poland
Without the excuse of Du Roullet in Aulide. that the 

original was not written for music, some of tfarmontel'a 
alterationa seem hardly worth making:-

LQ 1.5: Arioso PM l.L* Aria 
(strings)(2obs, bn, horn, 1 trb.,

strings)
Angelique: Angelique:

"Ciel! guel est raon malheur! "Non, rien n'figale mon malheur. 
S'il faut que 1'amour me HSlasi ai 1*amour me aurmonte

aurmonte
Je dois rougir de honte, ^uelle est ma faiblease et ma

* honte, 
S'il faut 1'arracher de mon iuello est sa peine et ma

coeur, douleur,
Je mourray de douleur". S'il faut 1'arracher de mon

ooeup".
Evidently he or the composer wanted longer lines:- '

1. In cont^?st to the Aulide adaptation; see above, Oh.II 
P. 62.
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LQ IV. 1; Air (in colloquy) PM III.lt Aria (in colloquy)
(continue } (2 obs, bns, horns, strings) 

Poland: Roland:
ML*ob;jet qui ra 1 enchant e "De 1'aimable objet qui m 1

enchante
Ne m*a jamais tint chirmS. Jamais Je ne fue si charnt, 
Que 1* amour s 1 augment e Qu'une beautS fiere eat

touchanta 
Par le plaisir d'etre aime". Quand son orgeuil eat des-

In both extracts Marraontel is more complex and stronger 
(consider the balancing lines beginning "Quelle,.." leading 
to the strongest image at the end). The gain is oft -set by 
the musical setting, aria with generalized emotional conno­ 
tation: * ' the words would be better served by sensitive 
Lull i an recitative.

Marmontel is not often as good as this; elsewhere he 
inserts arias quite gratuitously, as between^

Ang^lique: ". ..n'importe, qu'il revienne.
Attends, je veux...helas, sais-Je ce 
que je veux?"

and:-
Themire: "Voyez cea etrangers..." (LQ 1.5; PM I.U) 

This air, "Je renonce a ce que ij'airae", is the last personal 
utterance of the ct and is perhaps intended to summarise 
her feelings; but its emotional stability militates against 
the drama as a whole. Similarly an 'air de basse':-

ftor.mds rt Le depit eteint ma^flamrae. 
Heureuse la cruaute 
Qui rend la paix a mon arae, 
Qui me rend la lil*;rte". QA Hi. 2)

is replaced by an aria:-
1?oland: "Je me reconnais, je respire,

Je reprends sur moi mon empire,
Je retrouve enf in ma vartu,
Honteux d* avoir tant combattu,
Je crois sortir d'un long delire". (PM II. 3)

1. 3ee below, Ch.V p. 193.
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Roland Is hopeful of having conquered hia love for Angellque, 
but he immediately relapses: "Malheureux, Je me flatte, et ma 
colere eat vaine". (Q)

The <w;<vis a dramatic achievement* ' strong enough to
make the immediate contradiction by mere words unconvincing; 
the more so In that they are in recitative aecco following 
an irrelevant little orchestral fanfare. The only musical 
articulation of a change of mood is the Key change, but it 
is to the "brighter" sound of g,. Direct musical statement 
is the most powerful weapon in opera and contradicts the 
dramatic meaning at the latter *s peril. Ho land has many long 
arias; there are few ritornelli or more than six bars and the 
occasional color-3tura for Ang&lique is only Italianate in its 
relative inexpressivenesst the virtuosity required is slight, 
no more than for the roles of Alceste or Ernelinde. The flo- 
r*d ariette (Me dor, II. 9) and s trophic song (III.U-5) are 
reserved for divertissement. There art few short airs and 
some aripsi for Poland - among them the most eloquent passages 
and, in their lack of formal determination, the most suited 
to the hero's psychological state. * '

Like Qluck Piccinni developed a more elaborate recitative 
for his later Paris operas. In Roland, a comparison similar 
to that made with Armide shows Luily to be more sensitive, 
partly through harmonic flexibility (Ex. 19). At "II faut le 
satisfaire, 11 faut bannir Me nor" the sharp 3rd (bar 3) at 
the change to 3/i* propels the music towards the end of the 
sentence, wit-, passionate determination in the modulation to 
c_. The repeated "bannir Medor" has quite another colour, the 
voice falling and harmonic intensity decreasing. Piccinni 
intelligently accentuates "faut" - necessity - rather than the

1. See below p. 135.
2. Compare Oreste in Oxuck's Tauride; see Howard p. 107.
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conventionally important word, "gloir*"} but he breaks the 
sentence after "satiafaire" and repeata "bannir Medor" to the 
same intonation, with orcheetral interjections, implying a 
rhetorical reiteration,^1 ' not a sudden realisation of the 
implication of banishment: "Helaai c'eet me condamner au 
trepas". Piccinni separatee off the aria with a brusque 
cadence, whereaa Lully, making a hemiola 3/2 bar of two in 
3/Uf cadences sympathetically, bass with voice,

Quinault does use rhetorical reiteration, and Lully 
takes the opportunity to form the recitative by a refrains-

Angelique: "Partez, Medor".
Medor : M 0 Oiell"
Angelique: "Partez sans differer". (LQ I.!*; PM 1.3)

PM inserts a long duet before the repetition, making musical 
identity the more necessary to the effect of the repetition. 
In the first statement the musical character of the passage 
depends on an orchestral idea (p,60:U6)^ 2 ' not used at the 
repetition (p.79:62). The rhythmic similarity of the decla­ 
mation passes unnoticed, making no unity or rhetorical effect, 
in the general inexpressiveness of the intervals. Yet 
Marmontel himself had once inslated:-

"81 le rScitatif^doit etre une declamation notee, 
les intervalles a pavcourir doivent etre 
sensibles*,(3)

In Atys however Piccinni set "flevenez ma raison" (III.l) as 
recitative, then, with increased intensity, as part of an air 
(pp.229 and 23U).

In Roland the recitative is insensitive from the opening

1. The punctuation after wbannir MSdor" (LQ; "?», PM: M | M ) 
may be Marmontel f s alteration (PM full score; not in COF); it 
does not rule out the change of meaning which is the purpose 
of the repetition,
2. Pages refer reflectively to full score, GOF,
3. Examen sur les Reflexions de M. Dalembert.. -^ » g^;
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introspective monologue (Eat. 20). The words "gloire" and 
"amour" define the conflict In Angelica's mind but the music 
makes only a rudimentary distinction; the contrast of an 
orchestral surge (string triplets and trombone. '} with 
eostenuto is the only musical content and it arouses no 
sympathy with her predicament. The close involvement of 
voice with orchestra in Aulide 1.1, a method with far richer 
potential for dramatic articulation, is rirely attempted in 
Italianate aocomp*gnato: Piocinni, not Qiucic, needed N le 
secours d'un orchestre bruyant".^ ' One might apply to him 
Grimm's rather inaccurate description of the recitative in 
Lea Danaldest-

"...en general vague, sans accens, et trop 
souvent coupe par des traits d'orchestre qui 
le rendent froid et insignifiant". (3)

Amadis
In Armide the composer adapted himself to the poem, in 

Poland the poem was partially adapted to the needs of the 
composer. The relationship of Bach's Amadis to Lully's is 
more intricate. The function of ballet and chorus is subtly 
altered, from being mainly decorative (as was even the choral 
tableau of Lully's Alceste III) to involvement with the pro­ 
tagonists. The arias are fewer than in Poland, and, partly 
through their musical merits, hold up the action less. The 
recitative is more elaborate and bound closely to formal
music, using arioso and refrains in which Bach derives a mus-• ••" •
ical organization from verbal repetitions. The flexible 
structures are in the spirit of Lully. In the opening scene

1. Used perhaps for the first time -without supernatural 
connotations,
2. 8ee below, Ch.V p. 160.
3. CL 3 II p.i*95. On Lee Dana! des see below, Ch.VIIA
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Lully's string pr4lu.de is repeated for voice and continue:-
Arcabonne t "lion coetuv ' aurait trop de peine

A aulvre une douce loi". vLQ II. l)
Bach, with continual orchestral elaboration, redeploys themes 
of the Introduction as if for aria.' 2 ' Recitative in tempo 
intervenes; the music returns to & and IB linked to 1.2 by a 
modulation to the dominant of Kb (p. 38), recalling Lully's 
connection of scenes by a modulating bass figure. Auiide is 
not the model - Bach's overture plays no part in this proced­ 
ure - and an affinity, remarkable in one whose experience 
had been hitherto exclusively Italianate, is established with 
French operatic tradition,

In 1.2 Devismes, intent on his full presentation of 
Arcalaus and Arcabonne, inserted too many arias. The first 
adds nothing to Arcabonne f s scena (I.l). Arcalaus 1 'air de 
basse* (LQ 11*2: "L'amour n'est qu'une vaine erreur* ) becomes 
recitative (p.U9) and his air "Ah! brisez votre chaine" (p. 51) 
suggests only Rousseau's description of French singing, Mun 
aboyement continuel".^' Bach's interest in continuity 
revived in the linking of this scene's final energetic duet 
(Ex. 21 A) to the conjuration scene by modulating from £ to Eb; 
this does not prevent the maestoso, with trombones (Ex.21B) 
and a massive arpeggio recalling the opening motif of Gluck's 
Alceste from making a strong contrast. 1.3 and k (in the 
remote key of A) are linked by recitative (p. 101). Material 
from LQ I ie used and summarised in a duot, by Devismes:-

Amadist "Pourquoi me fuyez-vous^* trop cruelle
princesse?" 

Oriane: "Pourquoi redoubles -vous le chagrin
qui me presse?"

1. BD has wameM for Quinault's "coeur".
2. See Ex.3?B. For a table of incipits of Amadia see Terry, 
J. CL Bach, revised edition by H, C. Bobbins Landon (London 
1967J corrigenda p.xxxiii; the original table (p,2l5) is 
inadequate,
3. Lettre sur la muaique francoise p. 91.
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3ueh additions generally required no conscious pastiche to 

fit into a 17th-century poem, since little technical change 

had occurred in versification; a period of decline repeated 

the cliches of a greater age. Lully's operas have an inte­ 

grity, a "cultural unity*1 , that the adaptations lack; yet in 

Amadis. only the monologue "Bois epais", one of Lully f s love­ 

liest passages, is unequivocally superior to Bach. Gently 

meandering string music, as in Poland IV.2, perfectly matches 

the hero*s bewilderment as, like Renaud, he drifts into dan­ 

ger through enchantment.
In 1.6-7 the omission of minor characters led to 

alterations, and an air ( MJ'ai vu le danger sans effroi") 

became recitative. Amadis is distracted from righting 

Arcalaus by an hallucination - Oriane appears, no longer 

"inflexible". After some formal, rather tame, demons 1 

dances, Lully's strings (£x,22A), the inner parts more than 

usually meaningless, fall to articulate the hero's bewilder* 

ment or to interest, since this textural resource has been 

exhausted by the more inspired "Bois epais1*. Bach's vocal 

line is less sensitive to nuances (Ex.22$ - the query "... 

irritft?" is set as a perfect cadence (bars 7-6), imperfect 

in Lully (Ex.22A, bars 8-9).
The order of movements reveals an interesting difference 

of approach:-

LQ II.6 BD 1.7

1. Summons to demons 1. COMBAT (allegro)
(Arcalaus) 6/8 G 0 d.

leads without a break to 
Qracieux (meme mouve- 
ment; (Ex.220) £

2. Air 1 £ 
Air 2 ("pour les £ 
demons et les monstretf*)

3. Chorus (and 2 bergers) 2. Chorus (and 2 corif&es) 
"Non, pour etre invin- (Same words) D
cible/ On n'est pas
mo ins sensible" Q.
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3. Air do danae 
Qavotte 1 
Oavotte 2

U* Amadia (with 5-part U. Amadis (recitative) 
strings) (Same words) (Ex.22B) 
«Set-ce vous, Oriane? 
0 ciel! est-il possible?*1

(EX.22A) 
5* Chorus repeated 5. Chorus repeated

In BD the .scene is strengthened by redirecting the 
sement. There was plenty of demonic music earlier in the act; 
to replace such dances by pastoral ones focusaes attention on 
the hero's mental aberration rather than the inconclusive 
fighting; this point is clarified by the use of the gavottes 
in the recitative (Sx.22B bars 3, 8, 13). The enchantment 
was begun by a transition from the vigorously contrapuntal 
Combat by a single wind chord (Ex.220, tneme mouvement) to 
gracieux. with flutes and clarinets replacing the oboes - an 
effect distantly echoed by Wagner.* '

Bach replaced the solo and choral complex (LQ III.l) with 
a single "Choeur dee rrisonniers" whose music extends into 
II.2; an impressive piece in c. based on trombone colouring, 
a shuddering violin figure, and harmony made somtre by the 
Neapolitan bll (p.161). Lully's antiphonal "captifs" and 
"g&oliers" are replaced by a simultaneous contrast of smooth 
lines ("captifs") and active bass ("gSoliers") (p.l63ff). 
After the air "BientSt 1'ennemi qui m f outrage" (Q) the text 
is cut; and in the scene with Ardan's ghost the composers 
pursued opposite courses, Lully resorting to 5-part strings 
(an enlargement of forces), Bach reducing to strings and 
bassoon, in a passage whose simplicity recalls the Alceate 
oracle (p. 190).

In the crucial scene where Arcabonne cannot bring herself 
to destroy Amadis (LQ III.U; BD II. k) Luily's recitative

1. Siegfried III; Eulenburg miniature score p.972.
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depends too much upon the actress (Ex.23A). Bach, «»ith 
slight cuts in the text, used tremolo and fp appositely to 
to articulate her volte-face (Ex.23B), without giving it the 
interest of Armide's hesitation over the sleeping Renaud, 
The wind entry at "On trepas inhumain de ce he>os sera la 
recompense?" recalls that in 1,7 (Ex. 2^0; compare Ex.22C). 
The melting violin phrase (Ex.23G» bars 1*2) depicts Arcabonne 
overcome by tenderness; later the violins fall with her dag­ 
ger (bars 7-8). Amadis* air "Ah, si votre ame eat attendrie* 
(adapted from Q, recitative) follows at once.**' The diver­ 
tissement of released prisoners ends the act, with another 
structurally repeated chorus, "3ortons d'eselavage", a device 
closer in spirit to Lully than to Gluck,

The interest in BD III focusses on Oriane. The magicians' 
recitative (III.l, p.248) is restrained, Lullian, acting as 
introduction to the heroine whose aria "A qui pourrai-j*avoir 
recours" is heard in the orchestra before she appears (p»25U)« 
They show her Amadis apparently dead;*^' this scene is expan­ 
ded by the aria "Cruel remords qui me tourmenten (Devismes) 
and the next scene (the gloating magicians) is reduced. In 
the latter Bach's Lullian restraint is disconcerting and 
evil triumphant sounds unimpressive, banal, after its previous 
raging (p»27U)» When Urgande intervenes in LQ the magicians 
melt away: "Nous perdons tout espoir, renoncons a la vie", 
In BD their increased dramatic importance necessitates a more
articulate despair, at the expense of Urgande and Amadis,• 
The orchestration creates some excitement but produces no
catharsis comparable with Glacis's ending to Armide. Arcalaue 
leaves breathing defiance, but his threats lead to no action^'

1. See Ex.51.
2. A procedure used by Paraeau with dances; Hippplyte III.7
and V.7.
3. Compare Thes&e (LQ IV), . ~. -. _
4. Compare Phinee, in Phiiidor's Perseet Ch.VI below p, 237.
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and his "Dissipons ces vaines alarmes" (p,28l), replacing a 
duet, is superficial and blustering like Piccinni or Qosseo 
in the same key (Eb). Arcabonne, as superficial as her bro­ 
ther in LQ, is left alone in BD for a fine despair worthy 
of Armide or Lully'a Stfinobee (Belle1 rophon).

Marmontel altered the first scene of Atya to present 
directly something originally reported.^ ' Atys always pro- 
teases that peculiarly Quinaultian feeling, "indifference", 
but in LQ 1.2 Idas tells him he has been overheard sighing :-

"Am ant e qui vous plaignez, vous etes trop heureux. 
Mon coeur de to as les coeurs est le plus amoureux".

In PM the audience overhears this, as an arioso i'or Atys 
(I.I, p.26);' 2 ' Marmontel added the aria "BrulS d'une flamme1* 
which formalises his mixed feelings and - with Piccinni's 
assistance - miices them conventional.*-*' The refrain "Aliens, 
aliens, acccurez tous" (p. 35), although its structual function 
is weakened by exclusion from I.I, is used as it w*s in Lully, 
and in 1.2 a more Lullian device than anything in Poland (PM) 
is the successive duet - that is, an air for Idas which Atys 
completes (they do not sing together). The music (p. 39) is 
Italianate, with some coloratura for Atys (p. 41).

When Sangaride talics or nature, "Eccutons ces oiseaux 
de ces bols d'alentour" (1,3), Piccinni replaced Lully's

• __ _____________

1. Compare the Auiide adaptation; see above Ch.II p. 61.
2. Page r credences for Atys are to the issue of the printed 
score In 311; the first issue (Pendlebury Library, Cambridge) 
lacks wind parts from the middle of II until nearly the end 
of III. The BM copy with "Academic Nationale" on the title- 
page must, by analogy v.ith iiopJcinson's dating of Gluck's 
scores, be after 1791 (Hoplcinson, Introduction p.x); but it 
is of the same (original) version.
3. For a full discussion of this aria see below, Ch.VC(Ex.49)
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arioso-recitative with a fragmentary pastoral symphony (Sx, 
2UA) containing abrupt dynamic contrasts (Ex.2UB). The 
intention la perhaps to bely the words and betray her inner 
agitation as in *Le calme rentre dans mon ooeur";^ ' but 
whereas we hare seen Create in the throes of remorse we know 
nothing of Sangaride'e hidden lore for toys and, with an 
uninteresting voice part, the result is merely charmless, 
Atys* "L*amour fait verser des pleura" (in defence of his 
assumed "indifference") la a French type of air, conversa­ 
tional in tone like many of Lully's (£x.23A); the first such 
in Piccinni, since the short movements in Roland are intense* 
The musical idiom, particularly the graceful middle section 
in V& whose character is unaffected by the illustrative 
diminished 7th on "Spines" (Ex.25B, bar 32), is close to 
oplra-comique, a genre to which Piccinni contributed with 
success. To some extent this suits the nature of the con- 
ve^sation but it ignores the tragical Implications of which 
other parts of the opera make so much, and is consequently 
incongruous. Piccinni attempts nothing like the continuity, 
the merging of air with expressive declamation, in GHuck's 
Armide.

Marmontel was justifiably ruthless with Qulnault's con­ 
fidantes; the comfortless speeches of Doris (t.u) are cut 
and the final duet replaced by an aria for Sangaride, The 
recitative includes a verbal rt- etition of Marmontel's Inven­ 
tion which - unlike Quinault's "bannir Me'dor"^ - Piccinni 
characterizes (Ex.26) first by a falling, depressed, phrase, 
then by rising towards the exclamation "0 devoir inflexibleI" 
(M). Had the orchestral figure not preceded "C'est mon plus 
grand bonheur" it could have articulated better the changed 
meaning of "Qu'Atys ne m'aime pas".

1. Gluck, Taurlde II.3.
2. See Ex.19.
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Atys uaea restrained recitative with divided violas and 
no violins, and a variety of orchestral techniques which 
marks a distinct advance on Roland. The tremolo, effective 
in the first dramatic oonfrontatioa of the opera (1*6, p.75» 
where Lully first used recitative rather than arioso-decla­ 
mation), ie much abused and loses its power to excite long 
before the end,

Atys is about the relation of gods and humans. The 
failure of both settings to differentiate these categories 
stems from Quinault, whose Gybele with her confidante 
sounds too similar to Sangaride with hers. The goddess's 
sentimental airs (LQ II.2, III.7) correspond to Piccinnl's 
tender aria in II.1 (p.135); at the end of II (LQ III) 
Marmontel substituted for her air "Bspoir si cher et si doux" 
words more in keeping with her future actions: "Trembles, 
ingrats, de me trahir** (p.216). Piccinni's grandiose (if 
superficial) music does not Improve the characterization; 
for while Lully set the goddess on the lovers' sentimental 
plane, Piooinnl raised the lovers to heroic stature.

One of Lully's best scenes is the "Songe d'Atys* (III.U), 
a divertissement that is of the action. HLes songes hour- 
euees" tell of the honour the goddess would do Atys; "Les 
songes funestes" warn him not to reject her. Lully wrote 
some 200 bars of placidly continuous music, including rl.to.r- 
nelll. chorus, and solos ("Le sommeil", "iiorph&e", "Phobetor", 
WPhantase"), without the ground-bass organization or Armide 
V.2 or the developing intensity througH rhythm In Holand 
IV.2. ' Like Gluck in Armide Y.2 ?iccinni preferred several 
movements. The s.vmphonle with muted strings (p.1610 which 
lulls Atys (exhausted by *Quel trouble agit raon coeurw ) is 
extended as a chorus (p.167); both "Morph5ew and "Un songe 
funeete" (the only remaining allegorical figures) sing

1. See below p.137.
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recitative, differentiated Toy, respectively, aoatenuto and 
accompagnato (flM7U~5)» In keeping with his tragic conception 
of the subject Marmontel made the scene more massive, leas 
a divertissement. "by an antiphonal chorua (p,177)»-
Songea heureusee (a demi voix)i "Combien de dellces,.." g. 
Songes f vines tea (a pleine voix);"Combien do supplices.." c.

Th« denouement is also handled in a fully 18th-century 
manner. For the confrontation of the lovers with the 
aggrieved goddess and Coelenus, Lully and Quinault wrote a 
sort of catechism, the voices singing in pairs. Marmontel 
retained part of this (see Ex.UOA)^ then inserted a quartet, 
The scene of Atya 1 madness, like parts of Amadis. is given 
an excitement by the 18th-century orchestra that Lully 'a 
setting lacks, but the trejaplg, has lost its force and the 
best moment is almost an echo of Lully. After an energetic 
allegro, broken into for vocal entries (therefore, accoropag- 
nato, not the "symphonic" recitative of (Kuck*e Tauride IV. 
U-5)» the cry "Arrete, malheureux" (p. 298) is transferred 
from the chorua (LQ V, 3) to Coelenus and the choral en try: - 
"Atya, vt ye lui-me'me, fait perir ce qu'il aimo", at first 
off-stage, then repeated as a refrain on stage, gains in 
Intensity through being the first choral music since the 
"songe" in II, Lully 's opera is illuminated here by a recol­ 
lection of the mourning in Aloes te III. Using only wind in 
the orchestra, Piecinni accurately reproduces this charac­ 
teristically French effect of ritual.* '

After the death of Sangaride, nejpther CD raposer success­ 
fully rendered Atys* despair on coming to his senses; the 
scene smacks of a conjuring trick (LQ V.U). In Lully there 
ia too much recitative; Marmontel provided Atya with his 
seventh aria in an opera already over-burdened with this type 
of self-expression. Piecinni was capable of tragic accents

1. Compare Hippolyte IV.
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Taut not of sustaining or varying them, and "Je veux la 
BUivre" (p.311) articulates no overwhelming grief, no reve­ 
lation of iniquity and divine injustice. Impulsive, agit­ 
ated, yet solidly built (a ternary allegro anirnS in £, with 
an open end as he stabs himself.) it does not increase hia 
dramatic stature but repeats the mood of "Quel trouble agite 
mon coeur" (II.3), showing-, that Atya has learnt nothing. He 
•scapes into death to spite Gybele and the rhythm of Quinault'a 
drama - towards metamorphosis - is destroyed.

0* Musical structure and its dramatic uses

1. Upland
Poland is the closest of Piccinni *s French operas to 

his Italian practice.* ' The unwieldiness, here and in 
other resettings, of the attempt to combine Italian and 
French features - the long aria, the long divertissement - 
is the chief general defect which differentiates Poland from 
Armide; Gluck directed his resources to serve the French 
form, without attempting to dominate it by introducing matter 
alien to its spirit.

Angilique and MSdor; aria
The aria, in Piccinni as in Oluck, is the most important 

departure from French precedent - which in Piccinni*s case 
includes Oluck. Ttoland himself has, besides arias, almost 
a monopoly of arioso and sensitive recitative; AngSxique and 
Sfedor's music is Italianate, with recitative separated from, 
not "building towards", the aria nor even superficially linked 
by open enda. The syllabic air of Armide is not used, although

1. Einstein (p.152) lists as French features of Roland "chor­ 
uses, ballets, ritornelli and declamations heavily laden with 
orchestral accompaniment^ The last two are Italian features; 
whereas in 'chant frangais' declamation governs the orchestral 
contribution.
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suitable to characterize M&dor. Hie and AngSlique's music Is 
not closely modelled on the text: standing or falling toy gen- 
eral consciousness of its sense, by analogies of rhythm and 
harmonic tension to affect, it is drama turgically equivalent 
to Italian aria. The long, sensuous, and uninspired duet of 
1.3 (p,63:ii9) draws their voices together to deny the drama­ 
tic context of undeclared love and incipient separation, and 
the different raalc of the singers.

* a first aria (p.2U:13) continues the verbal,
but not musical, contrast of "funeste amour, gloire cruella", 
avoiding, in the interests of a unified expression of agita­ 
tion, the ; ossibility of oo ntrasting these words by modulat­ 
ion (before them the music has jerked, rather than modulated, 
from £ to §b). The contrast forte-piano is a device perhaps 
imitated from Grluck, but whereas the latter usually employs 
an fp_ without affecting the prevailing dynaJPic, in ^iccinni 
it aifects the whole texture (with trombone in the forte), and 
becomes a monotonous alternation. The mood of '"iuel trouble 
h§lae" is appropriate and the avoidance of cl-sa^-^at form 
enhances it. (jfc and e_b are used before the music returns to 
the V in cj an earlier phrase, "Ne cesserez-vous pas", is 
developed rather than recapitulated before the coda, whose 
extent and emphasis are perhaps explained as compensation for 
the early desertion of the tonic),

A Marmontel insertion, "Oui, je le dois, je suia Heine" 
(1,1, p, 35:23) destroys the expressive joining, in LQ, of 
scenes 2-3 by the string introduction for ieaor. respite 
the major key and the absence of fp_ the mood too nearly repeats 
that of the first aria. V-hereas that might have been regarded 
by the authors as a short air (but its tender is that of aria),

n This air ("Cuel trouble helao" ) follows the recitative in 
Ex, 20, without ritornello.
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this is full-scale, in the quasi-sonata form in general use 
at this period (in preference to da capo or rondo), the dev­ 
elopment section consisting usually, as here, of a contras­ 
ting affect, nev words without change of tempo. (Sometimes 
it is a separate movement). Here the form is curtailed and 
the opening not recapitulated:-

Words aad music: ABC B 
Key scheme : I V various I

In the central part (C) fp_ is the more effective for having 
been withheld (at "Quel supplies", p.iiO) and the harmonic 
roving corresponds to the uncertainty of her mood. (The 
tonic is all too massively reestablished at the end, however).

After dismissing Meuor AngSlique has two more arias (I.U) 
the first with the words quoted cJrove. (p-i If). The music (Ex.27) 
would better suit WT?ien n'e'gale mon bonheur". Slight minor 
inflexions do not prevail against this diatonic vigour and 
the coda - after the exact and orderly recapitulation of the 
opening - i positively triumphant; the soaring line, ascending 
to ab" and bt>", cannot be justified as a melodic extension 
of range with an expressive purpose. ' Aithout ritornello 
or coloratura, this aria still represents the Italian tradi­ 
tion it its worst, eschewing subtlety and permitting complete 
incongruity of words and music. "Je renonce a ce que j'aime" 
(l.kt p.95:73) is better, the flutes adding a touch of pathos 
to music in seeping with the text. The earlier aria carried 
such a sense of 11 nality that the intervening dry recitative 
sounds frigid; there was good sense behind Metastasio's 
customary "exit-aria", which avoided such anti-climaxes.

Her arias in II are both rather empty, harmonically and 
dramatically; Interest has shifted already to Poland. Medor, 
whose sentimental music, even, seems incongruous when its

1, Unliice Gluck's revision of "Che far&"; see 3ternfeld, 
P.122.



solidity of structure is compared with his unpretentious 
character, hae his finest scene (his intended suicide) cut 
down (PM II. 5); the arioso with strings (LQ II* k), reminis­ 
cent of "Bois Spais'1 :-

" \g~e'Voles retraites, 
L Amour qui voue a faites 
Vous destine aux amants contents... 
Poiisseaux, jo vaia meler mon sang avec voe ondes, 
0*est trop peu d'y mSler men plteurs",

becomes recitative (tremolo) (p.233:182) and dramatic, not 
elegiac. The perfume of Luliy gives way to conventionality. 
Neither his short air MJe vivrai si c*est votre envle" nor 
the ariette (II.9) do much to fill in a character whose role 
is in any case negative. 
Poland

Quinault often delays the entrance of an opera's hero, 
and in Poland (unlike Thssee and .^era&e) to good effect: he 
overshadows the other characters by the range and depth of 
his emotions and - in both operas - by the interest of his 
music although Marmontel over-loaded the part with arias 
whose fully-controlled musical forms tend to give the mistaken 
impression of one in control of himself.

Piccinni's recitative gains in Interest, to flower into 
arioso; as Angtslique conceals herself from him, Poland*8 des­ 
pair gives rise to a touching passage in which, unusually for 
Plccinni, the vocal and instrumental parts are thematically 
related (Ex.28). The air "Tu sals ce que j'al fait pour 
«11«" (II.3) ie a big blustering piece*in D, ternary with 
contrasted middle section (1* istesso^ temDg)^ containing an 
attractive orchestral pre-echo of his cry: "AngSlique" (p.197: 
1149; see also p.20^:156). The next air "Je me reconnais, Je 
respire" (II.3) is the best long number of Poland (Sx.29). 
\ continual quaver movement, broken for a few decisive cad­ 
ences, sweeps the music along and unifies it, although it has 
little thematic matter and only fragmentary cantabile. for
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once Piccinni'e slow pate of harmonic change ie Justified "by 
developments, at. wJe croia sortir d'un long d£lire", literally 
represented Lit the rirst setting (Ex,29B) by the dissonance 
Gb-F, held for two bars (oboes, bars k2-3) to emerge in bar 
U8 as an aberration from gb. At the recapitulation l£x,29C) 
the firut two phrases are ingeniously reversed ao that the 
thematic and verbal return (" Je me reconnais" ) is on a domi­ 
nant harmony, the immediate repetition establishing the 
tonic (see ivx.29A),' ' Kb is challenged by a modulation to 
f and a new setting of "Je orois sortir. .." (Ex.29D), canta- 
bile in eb. The high tessitura, the ririal tonic assertion, 
the length and structure of the aria - in which the harmonic 
adventures are incidental - all aflirm °o± ana's freedom: "La
gloire qui m 1 inspire Releve mon coeur abattu"; and militate

(2 ) against dramatic sense, for his sell -control ie illusory. '
Poland coni'ronts AngSlique and fails to move her even 

with an eloquent arioso (Ex. 30) whose ireedom of structure, 
with only imaedi-ite verbal repetition and proceeding without 
key -signature from g to bb, exposes the stiffness of the 
arias. "Gloire" is strongly accented by a high note but we 
are spared the fredon with which, perhaps in homage to tradi­ 
tion, Piccinni decorated it in I.I. The scene then lapses 
into the dryest recitative and ends with a single-movement 

(allegro vif. p,2U<tel97) in which the voices unite in
fredons on "chaine", liKe lovers, not characters between whom 
there is an unbearable tension,* '

1. Compare Piccinni's Tauride. "Idane, suspends ton courroux"

2. See above, Ch.I p. 35. The dramatic miscalculation is 
more obvious in the Oossec aria,
3. Compare Armide V.I, the fredon on "flamme"; Piccinni and 
Glucic both bowed to a French convention which ^ousseau 
rightly castigated (Lettre sur la Musique Franga^^. p,6, ).
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III.l is concerned with the conflict of love and glory. 
"Roland's sentimental aria in 5 (p,313:253) io opposed to the 
duet with Astolfe, militaristic although the hero intends to 
continue in pursuit of love* III.2 is the finest scene in 
Picoinni as was its Lullian equivalent. Angelique, to male© 
her escape, has sent Roland to await her in the forest* Lully 
wrote nearly 200 tars of ariooo with rive-part strings, with­ 
out subdividing into air or recitative but with metrical 
changes articulating Poland's developing feelings, ficcinni's 
prelude for strings (Ex.31A) establishes a voluptuous atmos­ 
phere (although he could Tor once have used a fuller orches­ 
tra). A free arioso of twelve bars, "0 nuitl favorisez mes 
deeirs amoureux$ is formed by an orchestral rhyme lEx.31B, 
bare 20-30); it recurs (Ex.310) in p irt with a new cadence to 
close the short air, "Le cnarmant objet de mes voeux" (Ex,31B, 
bar 30). This complex oi? short air and arioso recalls, 
although in a completely different mood, the method of --uliao 
I.I (but not the accompagnatp-aria of Poland I.l). The 
qualities of the scene were immediately appreciated:-

"C'est le morceau qui a paru avoir le plus d'effet; 
et pour a'en consoler messieurs les ^iuclciateB /,v 
nous assurent que ce morceau est purement franjais". '

In his most Italianate French opera, Picclnni had Indeed come 
as close as he ever did to the French tradition. Subsequent 
recitative, effectively mingling accomoaaaato and aostenuto 
into a smooth continuum (p.347:278), leads to a miniature air 
in Bt, ?.ts mood not unliKe the aria in, 111,1 but integrated 
into the scene rather than thrust into a conversation.

With the discovery ol the inscription coupling the names 
of the lovers (p.350:279) the scene declines in interest - 
juat where Lully*s continuous texture was subtly disturbed 
fron witiiin. Marmontel with characteristic lac* of proportion

1. Grimm, CL 2 IV p
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inserted a final aria (p.356«28U) which shatters the continuity 

and by its largo scale, heavy scoring, and emphatic cadences, 
detracts from the character and ford* of the previous scene, 

a. alow, expressive middle section (p.361$28U) only accentu­ 
ates the superficiality of the bluster when it returns for 
an orgy of tonic reiiiforceu.-nt,

Picoinni produced a melodic gem in the pastoral scene, 
at "Angiiique est reine, ell a est belle1* (p«396:3l6), and 
used an interruption of musical logic to good effect at the 
end. The chorus has reached the fourth bar of their double 
of Tersandre's song ("li'uissons I 1 amour d'Aagelique" ) when 
Poland furiously disperses them fcp.i|09-ll: 328-9 )• For roland 

furieux Lully wrote fifty bars of rhythmic ostinato (bass 
quavers) after a v^ry fast prelude, and punctuated his decla­ 

mation with - unusually at tiiat a >te - alternations of fjorfr 
and &ou*» This is Luily at his best, although the final arioso 
cadence in Bb is perhaps too relaxed a close to IV (See Ex. 
32B and D). Piccinni'a vocal part is considerably less 
striking but as a whole his netting is hi^dly inferior. The 
aria "Teraoins d'une odieuse flamme" (^,32^) has aa much 
vigour as the vengeance aria (p. 356: 284), more harmonic 
energy, and a v^-lcome brevity although the manner ia of aria, 
not short air. Its orcacatral coda (^.32Al, replacing 
^uii^'a prelude ) consists of 2U b ira eiainuntly suited to the 

stage .
"11 brise les inscriptions, renverse les rochers
et .I*"1 cine les arbres".

coda ends on ths dominant (3x.32A2, bar 76) j the next 
>>ar presents ej>, an harmonic juxtaposition unthinkable in 
OlucJc, let alone Lully. ' ' The grave introduces tlie last 

stage of 'oiino'a madness in which the chosen form - disrup­
tive -JLOCO.!. j-A-.yrito following, r^thor than building towards,

1, Oomparo Itraaaa, the end of gleictra; and At;/s_f below
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the relative stability of aria - reflects his mental state 
as it did Agamemnon*s (Auiide II. 7j both scenes Involve 
imaginary Furies). Orchestral fragments refer back to the 
aria (p,1420:335 in f); a real climax is made by combining 
voice and orchestra after so much conventional accompagnato 
alternation (tremolo* eb). The coda (Bx.32C) disintegrates 
the tremolo into single chords, graphically suggesting 
Poland's collapse in a manner anticipated by Gluek's ballets. 
The Eb symphonie follows, and the drama ends.

2. Amadis
Despite the similarity of the poem to Roland the atmos­ 

phere of Bach's Amadis is very different, and, like Qoasec's 
Theaee which was written about the same time, points to 
French opera of the 1780s (including Pidon) rather than 
referring, as Poland does, to the past. This atmosphere is 
created by liberal use of o^en-ended and abbreviated forms, 
massed ensembles with solo voice dominating,^ ' and rich, 
occasionally heavy, scoring (although the trombones are still 
"supernatural1* and used with discretion). Amadis particul­ 
arly anticipates Lemoyne, in the use of musical repetition 
and in its melodramatic atmosphere, the occasional attempt 
to be bloodcurdling - something which, pace liarmontel, Oluck 
never tried. Bach composed Amadis in a serious spirit and 
influence from Gluck seems likely.* ' Yet the methods are 
not Olucic's, and the arias come closer to Picoinni in style. 
Thus Amadis. which might at a less controversial period have 
offered much to the admirers both of dramatic strength and of 
Italian song, in the event was admired by neither:-

1. II.2. Compare the use of such ensembles in Cherubini's 
Uedle.
2. Oeiringer refers to his "intimate knowledge of Oluck" 
(The Bach Family. London 195U, P.UJ*l). Bach had made an 
arrangement (or travesty) of Orfeo in 1770,
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"Lea (Jluckistes ont trouv$ qu'il n'avait ni 
1 'originalitS de Gluck, ni see sublimes liana; 
les Piccinistes, que son chant n'avait ni le 
charme, ni la variStl de la melodie de

Bach's musical style was less determined toy his birth than 
by his Italian training and his generation, the next after 
his brother Emmanuel and Gluck. He was a little younger 
than Piccinni or Sacchini and shares their stylistic premises, 
having more in common with the latter like whom he easily 
accepted long spans of oantabile even in the relatively 
short airs that Piccinni was reluctant to use after Roland. 
The rondo in 1.5 (the words from the latter part of "Bo is 
£pai8H ) opens, in a slow tempo, with a 12 -bar paragraph in 
which the melodic idea has precedence over the words in a 
general sense (it is without anguish) and in detail, the 
prosody being somewhat unusual (Ex.33). Here and in the 
two-movement duet (l.U) Bach approaches Mozart more closely 
than any other composer in an Italianate style without abun­ 
dant coloratura,

Oriane's music in III adds emotional relevance to musical 
literacy, bringing Philidor rather than the Italians to mind 
by forming individual utterances from the common repository 
of expressive accents. (This is also generally true of 
Arcabonne's music). The galant sighings of "A qui pourrai- 
3 'avoir recours" (III. 2, introduction started in III.l) (Ex. 
31;) are temperamentally close to Quinault (whose words, 
slightly adapted, these are) - closer than the austere Qluck 
in Armide. The second episode of this rondo (p. 259) is 
orchestrally complex (violin flutterings, smooth woodwind); 
and the main subject has some harmonic complexity, the cadence 
on bVII (Ex.3U, bar 7)t a little arbitrary in sound and

1. Grimm, CL 2 V p. 60. La Harpe attributed the failure in 
part to the production (Correspondence iitteraire III p. 33).
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therefore not Mozartean, is restless and dramatically 
apposite.^ ' In her -vision of Amadis dead, the accompanied 
recitative is formed by the Quinault refrain, "0 ciell 
Amadis est mort" first set around c/g., then around b_b/f_ 
(Ex.35) and leading directly to the aria, "Cruel remords qui 
me tourmente" whose key (f) and tempo have an affinity with 
Philidor'a "Dea maux quo j'ai faits",' 2 ' likewise agitated 
and remorseful. Although the mood is Piccinnian (compare 
"Temoine d'une odieuse flammed)'*' the crisp phrasing and 
sure harmonic movement in these arias were beyond the powers 
of Piccinni.

The best things in Amadis are the dances and recitatives 
which incline to arioso. These last suggest that, if Bach 
was not a dramatist in Glade's class, he was better equipped 
than the Piccinniste Italians to turn a good libretto into 
fine opera. Amadie was not such a poem and Terry's account 
of its choice seems improbable:-

"Posed with the choice of a subject, Bach sensibly 
withdrew himself from the strenuous controversy by 
avoiding a classical subject. In selecting the 
character of Amadis of Oaule he at the same time 
touched the patriotic sense of his audience..."(&)

Amadis followed the non-classical Armide and Roland and 
courted comparison with these other resettings of late Lully; 
the appeal to patriotism occurred in the omitted Prologue and 
did not prevent failure: the audience was not touched. The 
subject was probably foisted on Bach who under the circum­ 
stances handled it remarkably well.

The dance and arioso music combine in the invocation to 
Ardan (II.2) for a scene close to Giuck in effect if not in 
method; it evokes old French opera and the thematic Integration

1. The same modulation was more smoothly achieved by Sacchini,
Dardanus I.I (a* &.i43fl)»
17Air for Oassiope, Pers&e III.3; aee Ex.85,
3* Roland (see above Ex.32A).
U. ferry op. cit. p.133.



exceeds that in Amide.*1 ' At its third appearance a des­ 
cending scale (marked f x* in the examples) precedes "Arrosez 

son tombeau" (SX.36A) and proTides the melodic impetus for 
the MAir de danse" (Ex.36A, 1st vns, bar 5), Saoreaalvo 
violins and woodwind are contrasted with the agitated inner 
part (2nd vns, marked *y*)> from which the fourth bar deve­ 
lops (36A, bar 8, with Neapolitan harmony)| it is later heard 
alone (£x.36C, bars 2,U). Phrases from the "Air de danse* 
mingle with the recitative, as in 1.7 (Bx,22B) and return 
after the first stirring of the dead (Ex.360).

The descending tetrachord ('x') and the mighty orchest­ 
ral-groaning (Kx.3£B» bar U7ff)» an invention astonishing in 
its carefully graded dynamics and spacing of the diminished 
7th chord, are used to articulate Arcabonne's despair in III. 
The groan, instantly recognizable although it is muted by 
replacing trombones with bassoons,^2 ' is a simple but potent 
dramatic device to force upon Arcabonne recognition of the 
defeat prophesied by the ghost in II (Sx.37A, bar kft ). The 
motif *x* was continually present during the ghost's speech 
(£x.36D), and less explicitly in Arcabonne's reply: "Ombre 
chere et terrible, Je tiens d&ja le fer vengeur" (Ex.36l). 
As an ironic commentary on the failure of her vengeance 'x* 
appears strikingly, on unison woodwind, lent (&X.37A, bar 22). 
The sustained diminished 7ths (EX.37A, bars 1/4, 18, 2k) 
derive from the "groan1*. The passage ends in g with double- 
stopped string chords identical to those which open 1*1 (Ex.

»

37B)t probably an unintentional reference. The sequence of 
of these scenes and their carefully worked out relationship

1. See above, Ch.II p.66.
2. Compare Tauride; the same music heard first with horns 

then (with the Furies actually present) trombones(XX.3) 
(II.k).
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to each other may well toe unique before 176*0, and the inven­ 
tion Is matched by the craftsmanship shown in the handling 
of detail, in the orchestration and the good* if not out­ 
standing, declamation. The motif *x f , especially the three- 
note version (£x,36E) is used almost literally by Lemoyne in 
the more thoroughgoing thematic integration of glectre. * ' 
but there is nothing in that remarkable score as effective 
as this simple, dramatically crucial recall; Verdi, rather 
than another 18th-century composer come s to mind (Brnani. 
however - not Otello).

3. Atya
Atya marks an advance on Bo land in resourcefulness, and 

while it does not surpass the best of its predecessor it is 
never as dull,' ' There are too many arias but their form 
and content are more varied; if the duet is negligible as 
ever, the quartet among other numbers handles a complicated 
ensemble with some skill. The better integration of chorus 
and divertissement in the "Songes" scene suggests a recogni­ 
tion by the authors that Gluck's furtherance of French tradi­ 
tion could be imitated with profit by themselves. The com­ 
plexity of the antiphonal chorus was not equalled by Picdnni 
until the great ensemble in Pidon II, and the whole scene is 
worthy of its place at the centre of the opera. Unfortunately 
the aocompagnato for "Un songe funeste" is too like normal 
opera and breaks the dream illusion; the last chorus ("Songes 
funestes1*, p. 188, allegro tree animS in Eb), though well 
developed, is too long and extraverted, not sufficiently 
menacing,

1. 1782; see below, Ch.VTI^. Lemoyne returned to Paris about 1778, in time to hear Amadis (the score was also published).
2,
and
dee

143

1783 (see below, Ch.V p«189;.



Subsequently Piooinni deliberately shatters the dream 
illusion with a striking harmonic effect (p.202), the sub­ 
stitution of G for the last tonic chord of gb aa Atys 
awakes. This key succession occurred within the scene, and 
is the same as that from I.I (Eb) to 1.2 ("Allons, accourez 
tous", C); It recurs at the death of Sangaride (p.298); 
whether as a conscious allusion or coincidence is impossible 
to determine. The laet chorus of Atys completes a tonal 
cycle in Kb. At a revival in 1783 MLe denouement qui avait 
paru trop lugubre, fut change"^1 ' and Atye received its third 
overture. The first was only rehearsed; the second

"...plus plaintif & plus sombre...Stoit destine1 
a preparer 1'ame du Spectateur a une plus funeste 
catastrophe". (2)

The third corresponded to the revised ending (both it and 
the second, therefore, accord with GHuck f s idea of the func­ 
tion of an overture^'). Unfortunately the printed score, 
even in later issues, bears no trace of these alterations. ^'

If the "ensemble...dSfectueuse"'*' of Aulide resulted 
from an imbalance between tragic action and excess of decora­ 
tive detail, that of Atys stems from an imbalance within the 
title-role itself. The element of opera-comique in one air 
has been mentioned;* ' it can be explained as belonging in a 
scene where he is disguising his feelings. But a misplaced 
triviality is already evident in his first soliloquy. The 
opening is effective; like Agamemnon (Aulide) and Arcabonne, 
he begins with neither recitative nor air. The orchestra 
palpitates with his heart (bar 16, p»27j f ) and the minor

1. GinguenS, Notice p.61. Grimm gives the details (OL 3 II 
p. 11*3): Cybele prevents Atys* suicide and resuscitates 
Sangaride (there is still no metamorphosis; the ending is 
oalpably fatuous and the music was not published).
2. Melophile a I'homme de lettres,.. p.10.
3. Alceste preface; see above, QR..JI p.6U. 
U. 8«e above, P. 128 note 2.
5. See below, Oh.V p*151.
6. Above p. 129.



ini'lexlons of the dominant of Eb (16-19) suggest his confused 
mental state by uncertainty of key. The inserted air has 
been well prepared for but its musical ehallowneee makes the 
hero uninteresting.' 1 '

With the reservation suggested above the tragic aspect 
of Atye produces the best music. Piccinnl finds tragic 
accents more readily than pastoral charm, and Sangarlde'a 
"Est-il d*un destin plus cruel" (1.4; Maraontel insertion) is 
one of his best long arias (p.62) raising her temporarily to 
a dramatic plane Atys himself has not yet attained. From the 
singer of this decisively formed ternary movement in g, one 
would expect a more positive reaction to events than the 
passive resignation which is her only contribution to their 
development: even in 1.6 it is Atys who initiates the confes­ 
sion of mutual love.

Here, as in Poland III.6, Piocinni controls the recita­ 
tive with methods like Oluck's. A plaintive introductory 
idea in e with clarinets (p.73) leads to tremolo forte-piano 
above which Atys 1 recitative taxes on the shape of arioso 
(with melodic sequence), suggesting his desperate mood before 
the words do so. Although tremolo is usually a resource for 
use late in a recitative scene, Picclnni maintains the ten­ 
sion with violent accompagnato scale figures. Later the 
orchestral music begins to overwhelm the voices, Picclnni 
has shot his bolt, and the persistent tremolo becomes, not a 
resource of intensification, but the norm; hence the lack of 
attention to the vocal line is the more regrettable. The 
patter of Italian eecco, rather than declamation melodically 
formed, the voice strives pathetically against the massive 
orchestral sound. The scene ends with a florid duet (p.88) 
in which the tonic reinforcement (in Bb) ill suits Marmontel's 
words: M Est-il one Constance egale & nos malheurs?".

1. See below, Ex.49.
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4.tys takes on the tragic role in II. 3, with "Quel 
trouble agit mon coeur" (p.154; Marmontel), in which a weak 
periodicity gains strength from the resources of minor tona­ 
lity. *1 ' In II.2 hia air (p.143) "Qu'un indifferent eat 
heureux" (Quinault) la unconvincing musioally and as irony; 
this rather cool melodic atyle is better suited to hie dis­ 
missal of Cybele's attempt to gain hia loves "Je auia comblS 
de vos blenfaita* (11*5; p.206; Marmontel), which amply Just­ 
ifies, in every sense, her complaint "Qu'Atya, dans sea 
respects, mele d*indifference". It la perhaps too clear­ 
headed for a character recently awoken from the appalling 
nightmare of II. 4. Sangaride in 111,1 sings an aria much 
more in character, gently bewailing her fate (Ex.38A), having 
been led to believe that Atya is unfaithful. The middle 
section (EX.3&B) approaches opeVa-comique (as Atys did in 1.3) 
in its lilting rhythm, from which some growth of inten­ 
sity la achieved at "Ttevenez ma raiaon" (£x.38C, an air in 
Lully). In III. 3 aa undistinguished air tor Coelenue, "<fe 
v»ia poaae'dep 3angaride" (p.243)» holds up the development, 
and in III.4 the lovers' second duet in rondo form (p.257) 
is, considering their desperate situation, rather controlled, 
even placid. Gybele ia heard calling "Perfide AtysM and the 
final confrontation before the tragic denouement is reached; 
the whole episode of misunderstanding between the lovers seems 
unconvincing in this context whereas in Quinault's more leis­ 
urely scheme it was part of the gradual loss of control on 
their part which led to their being unmasiced.

It is interesting to compare Atya with another adaptation 
of an old French opera by a composer who ioaew Rolandt-

"'Idomeneo'...comes much nearer in spirit to Piccinni 
than to Gluck. who is generally supposed to be its 
godfather". (2)

1. 3ee below, Ch.V p. 190.
2. Blom, Stepchildren of Music p.63.
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Mozart 1 a accompanied recitative is like ^icclnni's in being 
more aenaitive in the orchestral than in the vocal parta 
(compare Roland 1.3, before the duet (p.60ff ) with Idomeneo 
II, after H 3e il padre perdel"; by using music from Ilia's 
air Mozart illustrates the trend of Idomeneo*s thought). An 
air in riccinni's sweet melodic vein has no savour beside a 
similar Mozartean idea, "Un aura amorosa"; in "C'est 1*amour 
qui prend soin" (Roland II. ki Ex.39A) his constricted melodic 
line is only kept afloat by lush orchestration, whereas 
Mozart's melody (Ex.39®) is self-sufficient, over simple 
chords and pedal bass. This economy of means gives ample 
scope for later extensions; Plccinni, although this air is 
not unattractive, has recourse to a primitive alternation of 
major and minor to lengthen a piece without intrinsic poten­ 
tiality for growth. . _ , ,.fAfi.j>*v^<n> Jf c<r»»-flofr;rnn*y

Atys has more in common with Idomeneo; tto date (l70l) r 
the more involved chorus and stronger recitative than in 
Roland, and a climactic quartet. The Idomenee of Campra 
(Danchet, 1712; revised 1731) is not only a typical work of 
the period between Lully and Rameau, and one of the best, but 
a tragedy; Neptune intervenes at the end not with an oracle 
but with Nemesis. IdomenSe is maddened and kills his son, 
to whtjm, without Neptune's consent, he has previously resig­ 
ned his throne.* ' With Mozart's opera in mind, this denoue­ 
ment comes as a shook, but it is very like what Pioeinnl made 
of A.tye. Campra 1 s opera explains the curious role, in Mozart, 
of Blectra, who raves at length without affecting the action; 
in Danchet she warns the gods of Idomenee's intention to 
refuse them the sacrifice. Otherwise Varesco's adaptation is 
similar to Marmontel's, an attempt to make the French form

1. On the relation of Idomeneo to Idoraenee, see Heartz, 
"The Genesis of Mozart's Idomeneo". MQ 1969 pp.2, 5ff.
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approach the Metastasian (the result is not far from the 
adaptation of Metaatasio'e Glemenza di Tito for Mozart, 
approaching the French form). Ballet, ensemble, and chorus 
are still included, and in the last the influence of Olucfc 
(Alceste) shows more than Piccinni's.

Mozart's Idomeneo quartet is sung toy four mentals, but 
manages to accommodate their conflicting emotions with more 
success than Piccinni'e simple antithesis of divine rage and 
human pleading; Cybele replies to Atys 1 "Pardonnez" with 
"Non, jamais" to the same phrase (Ex.UOA), Mozart is shorter 
(160 as against 200 bars) but far more varied and wonderfully 
intense at the climax. At "Peggio e di raorte...niesun provo" 
the music closely resembles Piccinni's at "Avant qu'Atys 
pelisse, percez ce triste coeur" (Ex.liOB); rhythmic unison 
followed by imitative entries. Mozart's superiority is drama­ 
tic as well as musical and his active participation in the 
libretto contrasts with Piccinni's acceptance of whatever 
was offered him by an author who, with more of a reputation 
and Quinault rather than Danchet behind him, was no better 
than Varesoo.

Piccinni's rondo-structure is, however, well varied in 
texture and modulates to articulate the structure firmly. 
But the tonality developing from c (to f, Ab, Bb and J|b) 
does not grow in intensity as Mozart does, starting from a 
relatively untroubled Jfc. Such lack of dramatic conflict is 
perhaps the main defect of Atys and brings it, for all its 
chorus, ensemble, and ballet, close to a Metastasian opera in 
effect. Where Gybele's words are implacable, her music is the 
same as the others'. Planned as a dramatic climax to precede 
the catastrophe, the music does not articulate the highest 
emotional tension; if anything, well organized, static and 
cadentialiy closed', it lowers the tension. In Mozart the 
feelings are more stylized - the characters are in self-
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communion pathep than dialogue - and the quartet is a point 
of repose and gathering of strength for the next partcf the 
action: the characters disperse, Idaoante to kill the mon­ 
ster. Piccinni 1 s quartet does not advance the relative sit­ 
uations of the characters nor reveal their inmost thoughts. 
It delays the catastrophe without illuminating it, so that 
the opera closes as an unconsummated tragedy, terror without 
pity and understanding.



Chapter V 
A. Qluckisme and Piccinniame; the literary dieputea

The literature of French operatic controversy,^ ' 
concerned with the gulf between French and Italian music, 
falls into three periods: early 18th-century;^2 ' mid-century 
('Guerre des Bouff on^ ); and (Uuciaste-Piccinniste. In the 
intervening periods much was written on the theory and crit­ 
icism or music, "by "ameaa, Arnaud, and the Kncyclope'distes; 
and the last two periods overlap since they involve some of 
the same persons, notably I'ousseau and Grimm.

In 1779 Grimm's "Petit Prophete" was called upon to say 
if the promised reformer had yet arrived}^' earlier his 
"Waidstoerchel" style had been parodied in a "Vision", ̂ ' 
proclaiming Giuck as the reformer, the defender of dramatic 

against f idle musical attractiveness:-
M ...le !)enit. ice dit, oui c'ost le grand do-rune, 
mais il sera pe^sucate, A on arraera contre lai 
la Pt^iode; & je demaadai ce que c'^twit qie la 
iC^iode, A le Qe'nie me dit, elle est i'ille du 
-ria ivais Gout & de l':.nvie, maib le grand ;iomme 
n'a rien a craino.T»e; ii se^a t^ujo 11*3 cny^i des

se.isibles, A le ;ualtitude le aua^iendra.. , M . (5)

1. * or a summary ^.ee Striffling, Esq lise d'ane Histoire du 
Gout Musical en France au XVIII® Siecle. Paris 1912t the 
Gluck period la discussed in Ch.6.
2. Notably in "Raguenet, Pa^allele des Italiens et dea 
Frangais en ce qui regarde 1-3 .'.rasique^et les operas.. Paris 
1702, and Lecerf de la Vieviile (Seigneur de Freneuse), 
Compayaispn de la musique itjiienne et de la muaique francaise. 
Paris 1704; and subsequent waitings of these authors. 
3. Letter in Journal^de Paris. June 1779, MP3 p.kk5. bee 
Grimm, L»e petit prop fie te de BoehmiBch-Broda. Paris 1753. 
U. Journal de Paris. September 1777, MPS p.237. 
5. Ibid. p.238.
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The "periode* was the chief weapon of Italophiles and 
Piecinnistes against Gluck; it appears in Italophile French 
criticism at least as early as Chastellux's Sasai. * '

First Olucic had to overcome the defenders of traditional 
French opera. Among these Devismes*^' tempered admiration 
with interesting criticisms of Gluck:-

"Quoique I'OpSra d'lphigenie off re dee beautfa 
sublimes.,. Je crois tou jours que I 1 ensemble en 
est d^fectueux". (pp. 19-20)

Particularly, the recitative seemed dry:-
"•••Je hasardfe de croire que le reel tat if de la 
plupart des Operas de Lully, celui de Dardanus 
& du elnquieme \cte de Castor, sont beaucoup 
plus pat'ne'tiques * plus vrais que celui d* 
IphigenieM .(p.lO)

More generally, he considered that tragedy, for which Paris 
had another theatre, should not be confounded with op era: -

"Le sceptre de la Scene Lyrique a deux branches, 
le poignard de Melpomene, & la baguette de 
Circe..." (p. 12)

Opera he describes as a Qe samt icons twerk given ideal form by 
Quinault:-

"Voila, Madarae, ce que doit etre notre Op^ra. 
La reunion de tous les Arts...voila comme 1'a 
envisagS C.uinault..." (p. 10)

He admits (p. 14) that the oP^^a had often overdone the 
divertissement ("fStes" ) but considers Oluck, whose dance 
music is so evidently inferior to his tragic inspiration, 
to have gone too far. He grows warm in defending the dance 
as integral to opera :-

"La danse nuit a 1'intSrStl Oui, quand le Poeme 
n'est pas fait pour la danse; mais alors c f est 
le PoSte qui a tort", (p. 18)

1. Chastellux, op. clt., p.93.
2. Lettre ^ Madame D*** aur^'opira dVlohig^nie en Aulide f 
Lausanne 1774.
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Gluck ImplUitiyuad.Tiittftijl this defect by reduction and 
better integration of the ballet (Alceato. Tauride. Echo). 
But Devismes* attempt to restrict opera to the 'merveilleux 1 
waa doomed. With tragedy at ita zenith, Lully's opera had 
had to be voluptuous, entertaining: by the end of the 18th 
century the spoken theatre in Paris was* like most present- 
day opera houses, a museum; the repertory had congealed 
around the great 17th-century dramatists and Voltaire. Oluck 
was the greatest dramatist of his time in Paris and his suc- 
ces at the expense of works like L*Union de 1'Amour et dee 
Arts/ ' and Oephale et Pro or is - and that of Tauride at the 
expense of Echo - suggests that he satisfied a deeper need 
than traditional or pastoral operas which, more tedious than 
a tragic action in the hands of a mediocrity, gradually 
receded from the repertory. The Oxucit-Picclnnl controversy 
concerned quite other issues, although Terry stated that:-

MChallenging the traditions of Lully and Rameau, 
Oluck's heresies provoked a lively controversy 
and summoned his opponents to find a champion 
for orthodoxy", (2;

This "champion" is Piecinni; but in fact the real challenge 
to traditional French opera came from the Piccinnistes, not 
Oluck,

Gretry briefly defended tne orthodox cause, despite his 
Italian training and satire on 'chant francais 1 in Le Juae- 
ment de Midas;* ' but the receipts of Gephale made a pitiful 
showing when, as a ""Reponse solide" to Marmontel's Essai.

1. By Floquet: see Desnoiresterrea p.
2. Terry, op. cit. p.132.
3. Privately performed in 1778.
U. Journal de Paris. June 1777f MPS p.212; letter signed 
«0rlubrelu". See also Journal de Paris. March 1778, MP3 p. 
416, contrasting receipts of Ttoland and Armide; for receipts 
of the rival Taurldes see Desnoiresterres p.309ff.
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they we^e publicly contrasted with those of \ulide and 
Alceate.

In the f Querro tf.cs ?.o of Tons' literary (as opposed to 
music?.!) intellect had been mostly pro-Italian. Rameau 
himself allegedly said:-

M 3i j'avais trante aas de moins, j'irois en 
Italie, Pergoloit seroit mon modele. ..* , (l)

sensing nis own obsolescence rather than any technical defi­ 
ciency. Iii the later controversy musical and literary intel­ 
lect mostly favo-i^-d Giuci, lor whom some Piccinnistes later 
sriov.ed a q-j.ajLii led admiration. ' ..aile satisfying d* 'Uembert's 
and Chastellux's conditions for French operatic ^v genera ti on y ' 
Qluc-c carefully wooed the most vehement franco phobe, ^ousaeau, 
who, having written in praise of old French opera before his 
Lettre sur la fuusique f rancaioe, ̂  ' was now constrained to 
admire Auiide as well as \lceste (V), the French language 
notwithstanding:-

"Voue avez r'llise ce qae j'ai cru impossible 
Juequ'^ ce Jour". (5)

Arnaud, whose Le^ttre sur la Mu_sigue had appeared in
without involvement in the Bouff on affair, became onu of 
Glucic's .nost lucid supporters.^ '

Probably the failure of Pep hale embittered ^armontel 
against Gluck, for he wrote the poem, 'ihe former collaborator

1. C-r'try, M£- mo ires I, pp.^26-7.
2. See Glnguen^'G contribations to
3. See above, Gh.I p.l.
It. 3ee Tiersot, J. J, Pouese-iu p.l!2ff and Gh,6 passim; and
on ^ousseau and Glucic, Appendix XII 0.269.
5. See Mannlich, cited Prod'homme p.208. Mr. ^alph Leigh 
considers this to be "probably based on an authentic billet. 
now lost" (letter to the present author).
6. See Lcvtrt; \ Ha dame d'*»* (Ga^evt-c_c,e Li^t'r: -a .^e:), (on 
A.ulide). MIS p.29, arid La Soiree percae"^. I'ofe'rg/' (on 
Uceatej, MP3 p.i»6.
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of Rameau and defender of French mueic and language* ' 
Produced a scarcely veiled manifesto for f'iccinni in his 
IJtegai. whose title' 2 ' shares with the Gluciciste compilation 
MPS x5 ' the conceit that "musique" is equivalent to "French 
operatic practice". The Eaeai appeared while Roland was 
being written with .larmontel's daily support, and became the 
longest item in MP8, where it has spawned editorial footnotes^ 
some critical, some contemptuous, and a stream of replies*^' 
which lasted until Armide initiated a new phase of contro- 
vuT. By culminating in the pertinent but interminable dispute 
over minutiae by La Harpe and wL*Anonyme de Vaugirard"

Marmontei. Frame'ry, La Harpe. and the "P&riode"
Marraontel set out to determine H le genre de Musique 

TheStrale qu*il s'agit d f adopter en France1*, and discover 
some "point fixe du beau" (p.l:153)v • ' He summarised French 
music history the better to praise Italian (p. 4:156), and 
asserted that

"Vinci traca le premier le ctrcle du chant p£riod- 
ique. ..Ce rut alors que It gr^nd mystere de la 
melodie fat revele". (p. 16:1 69)

$his grandiose description of a fairly simple phenomenon is a 
basic ingredient of Piccinniste legend. Duni*s opera-oomique

1. In Examen Burbles reflexions de M, Dalembert...:- rt ll n'y
a que deux sortes de Musique, la bonne & la mauvaise...* (p.103).
2. Essai sur les revoxations de la rnuaique en France; 1st 
eon., with the royal Imprimatur dated April 1777, 3opp; 2nd 
edn., giving the authoPT name, probably also 1777. 60pp.
3. Memoires pour servir a l*histoire de la r^volmion operet, 
^ris^a^musiqu^^^aT^j^J^e^hejv^ller Gluck. ed. 0. M. le Blond, 
Naples 17oTT~
U» From "Urlubrelu0 (see above p.152 note U), H Un gentilhomme 
allemand", "Le gouteux", etc.
5. MPS pp.257-374; see also Correspondence pp.101-123.
6. Page references to the Essai are respectively to the 1st 
edn. and MP3,



brought melody to Paris Jind Philidor introduced it at the 

Ope>a (p.6:156); as proof of public readiness for change, 

Marmontel mieleadingly ascribes to the 1767 Brneljnde its 

success in 1777, the ye ir of the Essai. ^eacning Oo.uck, he 

descends to caricature:-
"Avec ui o^chestre bruyant ou gSraissant, avec de» 
sons de voix dechirans ou terribles, croirons- 
nous possSder la Musiqae ThS'Hrale par excellence?"

(p.11:163)

He starts the mischievous rumour that Italian connoisseurs 

despised Oiuclc, * ' Glacis;'s Paris success owed everything to 

the tragic action:-
W 0n a vu otue dans son Opera de Jythere Assiege'e. 
oa la force de 1'action ne 1'a pas soutenu, il 
eat toiabe". (p.9:161)

lothing is gained by rt oris ( sanglots, plaintes" (p. 9:162); 

•*cette nation [trance] ne demandoit qa'une .iusique mo ins 

monotone..." (p. 10:162).
Marmontel mentions Piccinni and accuses the Qiuctcistes 

of intrigue (p. 11:163); Ginp-uene thoaght Marmontel 's combat- 

iveness damaged Piccinni's cause. ' He presents Qiuckisme, 

with heavy irony, as a conspiracy :-
Tea-lore, si, par malheur, ce chant ra£lodieux, qui 
nous ravlt dans nos concerts, est goutS sur notre 
Theatre, si nos oreilles s f accoutument a one modu­ 
lation facile * naturelle, a one harmonie aassi 
claire dans sa force que dans sa douceur, a ces 
accens qui ne sont pas les cris de la douleur phy­ 
sique, mais la voix de 1'ame elle-meme, a ces dee- 
sins el^gans ^ purs de la Pi^iode musical®, dont 
lee Italiens possedent le secret, il semble que 
tout eoit perdu", (p. 11:163)

Although Olucic belongs to the reform introducing Itali- 

anate music to 'aria, it is right thus to separate aim from 

the Italians. '3ut Marmontel and La H-arpe were deaf to any 

melody not comfortably regular:-

1. 3ee letters exchanged by Arnaud and Martini, MPS pp.2UO,
21i9. Sssai p.9:162.
2. Notice p. 36 and Enc. Meth. I p.627.
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"...il a'agit d f examiner el lea aira d* Aloes te 
et dVlphigenie ne a out pas trop aouvent une 
eapece de rScitatii oblige^ . ,° . (1 )

The smoothness they desired would divide the music from the 
poetic affect, from "1'aaie elle-meme". It la doubtful if 
they could discriminate, among "peViodea*, between the inven­ 
tive and the mediocre. Marmontel's own libretti include 
violence and "douleur pnyei ue" but his ideas militate against 
dramatic subtlety and any but conventional characterization; 
unlike 0 luck. 1 s self -borrow ings, or ten finer in their second 
context, Marmontellian a^ias could regally be transferred 
only to be as weak in one place as the other (but Italian 
facility made writing a new aria easier than adapting an 
old).

The Picolnniste legend of the beauties of the "periode" 
in aria received theoretical Justification from La Harpe and 
particularly FramSry's Discoara;* ' it is much concerned 
with "dessein", the unity in one air of contrasting affec­ 
tions, ' La Harpe deals with the fundamentals of mueict-

M ,..le son etant par lui -me me one sensation rapide 
& fugitive, ne peut iaire une impression forte, 
qu'en se reproduisant par* une vari'te ce formes 
qui ne naise oas a 1 'unite de dessin, par ces 
retours que 1'oreille attend 4 retrouve avec tant 
de plaisir, enf in jDar toutes lea richessee du 
chsnt r^golier ft periodique".

1. La Harpe, Journal de Politique et de LitteVature. 25th 
March 1777, MPB p. 121. He was less equivocal later: "II y a 
peu de chant dans lohige'nie; les aj.rs en sont faibles et 
pauvres". (Annpnce d'Armide. loc.cit.* 5th October 1777, UPS 
p. 266). For hie views on Oluck generally see hie Correapon- 
dance Littfraire II p.l67ff.
2 . Diecours Qui a rcmport<§ le prix de musique et declamation 
propose' par JL_ Ins'titut jTat_3 orial de trance sur cette question:

material appeared in £nc« Meth..
3. See below p.190.
14. Annonce d*Armide t MP3 p,268.

156



"...si je n'ai entendu cue dea clamours de 
d&seapoir, dea g^rnie semens convulelfa, je pule 
trouver oela Tort vrai. mala el vrai, qua je
n'y reviendrai pus".(l)

This last echoes an aestnetic generalization of Marmontel:-
"SI l*on ne voulait qu'Stre 6mu, on irait entendre, 
pa*-)?! le peuple, une ra?:re qul perd eon j lie... c f est 
la sane do ate quo I 1 expression de la douleur est sans 
art, c*est-l& a us si qu'elle est tres-energlque. 
Mais quel plaiair nous caueeroient cea 5 root lone 
dechirantea? II fa at que la pointe de la douleur 
. ..laisse du bourne dane la , laie. Ge baume eat 
le olaisir de 1'eeprit, ou celui des sens...* la 
cause en est dans l*art du V.usici«n. .,". (2)

The example is cert sinly moving but art is more so because 
the experience ia i'orviecl, having both specific connotations 
and, through its very localized intensity, a general truth. 
GlucJc achieves precisely "la doaleur. ..tres-^nergiqu*", 
striKing the hearer more i'orcibly than words both by physical 
impact (as the Piccinnictes, unmindful of Piccinni, complain) 
and remoteness from normal verbal communication; as artisti- 
c illy organized as any "p^riocie" ̂ ' he leavua "du baume dans 
la plai«H by providing that aesthetic distance which is nec­ 
essary for jity to De mingled with terror, understanding with

Fr amery's demand for periodicity in music begins by 
"being categorical:-

wLes chants o'-iodi -aes et cadres sont exig^s dans 
la muaique instrument ale: ils le sont plus rlg- 
oureuaeraent encore dans celle destiaee ^ la danse; 
on les veut pour la poSsia Ijprique proprement dite, 
aavoir, celle qui se divise en strophes ou coup- 
Icta; comment ne eeraient-ila pas auaai necesaaira

1. Ibid* p.261.
2. Essai p.li;:l67.
3. See below p.159.
U. Awe and Understanding; pruierrad by Kitto (Form and
Meaning in Drama p.235) to Aristotle's phrase.
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pour lee airs da scene, po,v ces moments ou, 
oomme Je 1'ai dit, les passions des person- 
nages, e'chaufi'e'es par degr&s, Sola tent aveo 
une explosion que le poSto et le ooraposituer 
ont renforce'e de tout ce que leur art a^de moy- 
ens et de ressources? Pretendroit-on serieuse- 
ment que oetto symmetric eat Incompatible avee 
le disordre dee passions? 1* (1)

Experience of opera, however, suggests that an air "carre"" 
doea_ excessively temper "delate" and "explosions"; the 
outward reflection of the affection in the form (for example, 
Qluclc's treatment of Oroste as an arioso character)* ' the 
incompatibility of periodic song with "dlsordre des passions", 
are basic ingredients of opera's aspiration towards drama. 

FramSry insists on his analogy with verse drama j-
"liais quo! de plus symme'trique et de plus com- 
passe" que les vers alexandrins aveo lesquels 
^ACItfE, VOLT/XI^E et d'autres ont peint si 
naturcjllement [sic] ces passions tumultueuses? 
Voudrait-on qu'une foule de morceaux divins.., 
pour Stre encore plus vrais, fussent 3tre Merits 
en prose?" (3)

Chabanon had already advocated prose for recitative^' and 
Marmontel abused the Glickistes as "prosateurs" and suggested 
the analogy, ShajfcespeareTOluok, ^acine-Picclnni. ̂ ' i'ramery 
finally spoils his own case:-

"Ce qu f ila gagnent a Stre versifiis, la musique 
le gagne e'galement dans les morceaux p^riodiques, 
dont le compositeur a le talent de dissimuler la 
regular!tS'J (6)

This is to have it both ways: concealed periodicity. 
Shakespeare sometimes articalates paso&ons by metre to the

1. Discours p.20.
2. See below p.178.
3. Pisecure loc. cit.
k. De la musique oonside're'e en elle-mSme... (1785) p.2^7;
however he did not put thie idea into practice in his libretto
La Toison d*0r, "TragSdie-lyrique en it actes" (Qeuvres de
Theatre. Paris 1788; it was not set to musicX
Jl lasai, pp.13:166, and 27:180.
6. Discours loo. clt.
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extent of concealing the basic pulse. FrameVy, for whom 
ve-se drama probably did not include Shaicespeare, hardly 
does justice to ^acine either, whose regularity is pronoun­ 
ced and whose intricate irregularities are co up -r-itively 
hard to grasp. Mozart, Haydn or Gluck approach the ideal; 
in Piccinni the regularity is rarely dissimulated and in 
Framery's collaborator Jacchini it IB unashamedly, albeit 
elegantly, obvious.

Qluck's symmetries are subtler and Include short-term 
irregularities/ ' requiring of the listener a grasp of long 
melodic paragraphs. Frara£ry attacked M Non, ce n'est point 
un sacrifice" (Alceste 1.5) for its irregularities/2 ' yet 
it is a clearly designed rondo whose separate sections arti­ 
culate the shifting emotions in AJceste's mind and whose 
total form indicates the resolution (main section) which 
overrides hesitations (episodes) on her children's behalf. 
Far from being disordered it is an ordered expression of 
complex feelings,

The Ficcinniste writers, iiice so many critics, wanted 
from and missed in Oluc^ precisely what he achieved and con­ 
tinually proposed solutions for problems already solved:-

"£n deux mots, la mSlodie sans expression est 
peu de chosej 1*express ion sans melodle est 
quelque chose, mais n'est pas assez. L 1 expres­ 
sion & la raSlodie...voila le probl&me de 1 art."(3)

Marmontel calls not for Italian opera in French (which Framery 
tried in L'Qlympiade) but Italian music excluding long rltor- 
nelli and "gothic" roulades:-

1 3ee below p. 187; compare Kerraan (on Dido*s lament) p.59. 
2* Enc. Meth. I ("DSoousu") p.Ullf Discourg p.lTff. De 
Momlgny refutes him In Bnc. Meth. II ( W0p6ra") p.222. 
Rousseau's strictures on "lo non chiado" are similar, if 
milder: "...ou est 1'unitS de deasein,.,Ge n'est point-la... 
un air, aais une suite de plusieurs airs". (Fragmene d'obaer- 
vations sur I'Aloeste Italien.,.loc. cit. f p.U20. 
3^Marmontel. Basal p,16!l69.
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"Qu'est-ce done qui nous reste a imiter de l'0pe>a 
I tali en? Le voioi: des flecitatifs obliges, oil 
sans le secours d*un Orcheatre bruyant, one voix... 
porte a 1'ame toua lea sentimena qu'elle exprime; 
dee airs d*un caractere noble et simple..." (l)

"L f expression & la melodic", "airs nobles et simples", bring 
OIUCK to mind rather than any Italian in Paris; and what 
adjective describes the scoring of some of Piccinni's accom­ 
panied recitatives better than "bruyant"?

About 178U ' Beaumarchaia was calling in a revolutionary 
spirit for what Oluck. had already done, and that in the pre­ 
face to a libretto originally offered to Glue* and set by his 
pupil Salierit-

"II y a trop de rauaique dans la musique du theatre... 
on n*en peut douter, que la musique soit a 1*Opera 
ce que lea vers sont & la tragSdie [compare Frame'ryjj 
une expression olus figure1 e, one maniere seulement 
plus forte de presenter le sentiment ou la penae'e... 
trop de musique dans la musique est le dSfaut de 
nos grands opSras.
"Voila pourquoi tout y languitw .(3)

The precepts are not unsound; but there is no indication that 
Beaumarchais referred to any decline after Oluck and the 
preface reads like a discussion of opera in ftameau's time 
(to which Oluck's remark "puzza di musica* - which Beaumarchais 
quotes - had applied). The tone recalls much earlier critics 
(Boileau and Voltaire) with whom Beaumarchais seems to wish 
to associate himself. The preface seems even less involved 
with the problema of the time than Tarare itself.^'

1. Ibid. p.32jl8U.
2* The libretto of Tarare was written by UBkt and had been 
conceived some tlae before, although the opera was not per­ 
formed until 178? (see below, Oh.VII). See Beaumarchaia, 
Theatre (Bibliotheque de la Pleiade) (note to p.365) p.799. 
3. Preface to Tarare in Oeuvree Completes...Thlatre II (Paris 
1809) P.U93-5. 
It. See below, Gh.VII B.
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B. Pluck and Pioolnnii lohlne'nie en Taurlde

1. The subject and libretti
Oluck** Iphlge'nles are independent operas, not a cycle, 

and that Taurlde requires "a negation of the Aulis ending"**' 
ia no ground for criticism.^ Although Oluck*s now seems 
the deftnitire version, there were many Taurie operas, even 
among the generally non-mythological Italians, **' and it 
would not have been surprising if OluoK and Piecinnl had writ­ 
ten one before their Parisian rivalry. The first version was 
French, a libretto by Duche1^ which Deamarets started to 
compose about 1696; the setting was completed by Campra, 
performed In ITOii, and occasionally revived until 1762. 5 ' 
The source of the story was Euripides* lohigenia in Tauris 
but the operas adopt a different mood and many differing 
details.

lohigenia is thought to have been sacrificed, and her 
death to have provided the excuse for the murder of Agamemnon 
("Aiasi tu peris en Aulid«", says dulllard*e Oi*este at the 
altar (IT,2)). Artemis (Diane) transferred her to Soythia 
and Orestes, after killing his mother, corals there to take 
the goddess* statue and end its profanation by human sacri­ 
fice. The main characters are the barbarian king Thoas, the 
priestess lohigenia, and Orestee pursued by the Sumenides; 
the main scenes are the dream of I.higenia, her questioning 
of Orestea and Pylades, the recognition of brother and sister,

1. Howard p.102.
2. See Sinstein p
3. Majo and Traetta for example. Kxcorpts from the latter,
DenKmiler der ToUKanat in Bayern XIV/1.
IuDuchS and Canchet, according to Annals.
5. Ibid. The printed score indicates the ooaposer of each
passage.
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and their escape. This Euripides engineered quite cynically, 
toy the platitudinous intervention of Athene. The operas are 
more earnest; and simultaneously more rational - the rescue 
is accomplished by an armed band led by Pylades - and nearer 
to traditional 'aerveilleux* since Diane ex maohina comes as 
a real goddess, not a mockery.

Euripides 1 Iphigenla was hare i; she aslcs the potential 
victims about her enemies (exulting in their destruction) 
before demanding news of her family. In Goethe's drama^ ' 
she becomes almost Christian, and her saintly purity - rather 
than act a lie she confessed the plan of escape to Thoas - 
can redeem the absolute evil (much emphasised) of the Tantalid 
line. In the operas she feels a strong instinctive sympathy 
for Orestes whom in Buriuides she recognized only with reluc­ 
tance. The difference of approach is explained by the 
nature of Euripides' play, a melodrama* ' whereas the operas 
are 'tragedies' although the ending is favourable to everyone 
but Thoas. The recognition, which Euripides treated as high 
comedy and parodied in Helen, becomes the emotional climax. 
Orestes' frenzies are crucial operatic scenes, although 
Euri ides shows him apparently calm and only describes his 
"fit" by messenger. Ouillard alone - coming closer to 
Quinault than Duch6 did - saowa us the Furies (II.Ji) as they 
appear only when Oreste is alone we may take them literally 
or as figments of his imagination), Ouillard' s Diane was 
criticized:-

M0n voit avec peine cette • intervention, qui 
paroit abeolument inutile..." (jj)

1. Iphigenia auf Tauria. 1st version performed April 1779 
(before O-uofc'8 onera), revised 1781 and (in verse) 1786.
2. Kitto calls it "romantic dramatt , op. cit., p.2¥>,
3. Annonce of Tauride. Journal de Paris 19th May 1779, 
MPS p.U28.
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but she la necessary to establish the future of the 
protagonistet-

"...le malheupeux Oreste m'intSresse au point,., 
qu'll ne fait plen moins que la parole de la 
Deesse. poup me donnep toute la tranquillite" 
dont j f al besoin". (1)

(Surely a striking tribute to Gluck's power over his audi­ 
ence ). Far from destroying dramatic logic, like Apollo In 
Aloeete. Diane

"...confirms and makes smoother the Grecian 
victory over the Scythians, and the dissolution 
of I higenia*s bonds'*. (2)

This last point applies to all three operas.
The peal tests of a drama on this subject lie in the 

main scenes mentioned and the presentation of personalities 
among whom only Pylade presents few problems: on these lines 
this analysis will concentrate. Glue* was fortunate in 
Quillard's libretto, the beet he ever set. ̂ ' Oinguene' 
tells of his own part in revising Dubpeuil*s libretto fop
Piecinni, and the chicanery of the operatic management in(h) \ 
dealing with this opepa» XH ' Aftep some early reverses
Piecinni's opera was not unsuccessful (even the lost battle 
of box-office receipts did not kill it at once bat it did 
not accompany the Olick, OP Pi don, into the early 19th- 
century pep epto ire).

1. Lettre a ox autears. Journal de Paris 29th May 1779, 
UPS P.U28.
2. Howard p.102.
3. See Desnoiresteppes p.2U8ff for the history of this 
libpetto, reading "Gtossec11 fop "Gpetry" on pp.253-7| see 
Goppespondenoe pp,130-iu 
5lNotice pTUBff; Bnc. «§th. I pp.628-9,
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TABLB

of the relation of the French opera libretti 
of Iphigenie «n Tauride

Duohe-Desaarets 
and Campra

Quillard-Oluok

PROLOGUE 

Apt I

DREAM 
TBOAS -

Eleotre 
Nuptial ballet

******

Act II

Oreete A Pylade 
palace gardens 
( & Elect re)

- FTJSNZY

Diane appears 
******

Calm: STORM 

Ao t I

DWBAM and prayer 
THOA3 - 

anxiety

MESSENGER
Bloodthirsty

Let and chorus
iptured Greeks 

Chorus repeated
******

Act II

Create A Pylade -
prison
(exit Pylade)
OHE3TE - 
(Bumenides)

Aot III

Thoaa -
supernatural threats 
STORM

****** 

Act IV 

Monologue (Iphlgfinie)

Dubreuil and 
Ginguenfi-Piccinni

OVJBPTURS

Act I
Soliloquy (Iphigenie)
D^EAM 
THOAS -

amorous
Nuptial ballet 
3TOBM 
ME33KROEH 
Bloodthirsty ohorue

***»«•

Act II

Create A Pylade - 
STORM and sea-shore

OKE37S - FRENZY

Scythians capture 
Greeks 
Bloodthirsty chorus

*••***

Act III

Monologue (Iphigenie)
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QUESTIONING of 
Oreste

OFFER of escape 
Rase arranged for 

escape
******

RECOGNITION 
Combat -

Thoas dead 
Diane

OFFER of escape 
QUESTIONING of 

Oreste A Pylade

******

artet (Iphigenie, 
tiBleetreV Oreste, 

Pylade)
******

QUESTIONING Of 
Oreste 

Ritv 
reste

******

Act III

Monologue (IphigSnie)
OFFER of escape
DISPUTE between the DISPUTE between the

two - two * 
DECISION by Created DECISION - Pylade

2nd FRENZY goea for help 
Pylade goes for help

(aria) Final trio
****** 

Act IV

Soliloquy
(Iphigenie) 

HYMH

Oreste at the 
altar

RECOGNITION 
Combat -

Thoas dead 
Diane 
Short ohorua

****** 

(Ballet)fr>

Act IV

2nd QUESTIONING of 
Create

RECOGNITION 
Combat -

Thoas dead 
Diane 
Chorus

******

The old opera la a a;alant affair with extra characters
•

and twists to the plot, Iphig6nie does not appear between 
1*2 and XV»1; Electre, accompanying her brother and betrothed 
to Pylade, is loved by Thoas, who tries to bribe her with the 
freedom of the Greeks* Dubreuil, like Goethe, has Thoaa

1. Lee Scythes enchainls. by Gossec; added after the first
perf <irtaaneea of yauriAe»
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intending a possibly sacrilegious marriage with Iphigenio, 
prioatoas of the virgin goddees, Piceinni's King thua laoke 
tho terrible barbarity of Oluok'of his motives are apparently 
conventional (since although tho Aulis sacrifice must hare 
happened at loaat fiftoon year* previously, Iphigenie is 
addressed aa "Jeune at belle princease") and ha haa none of 
tho dignity of Goethe's, whoso marriage would bo for tho 
good of tho State. In tho old opora Pylade raiaoo an armed 
force of captured OreeJcs, out in the later works their 
apparition is a mystery, although a stirring theatrical 
coup. In Dubreuil (1X1*5) ylade exelaJUw,".. « jo pile re- 
jo indre Alcae,..". Ho cannot know* however, where this 
unexplained Alceo la, sineo in II ho and Crest* are aeon 
escaping from shlpwroojt, alone, to fall immediately into 
Scythian hands. Quillard mystifies more convincingly by 
attempting no explanation, and QIUG&'O aria for Fylade (XIX* 
7 - ttjo vaia aauver Oreete ou oourir au tropaa") is a strong 
musioal atatenoBt whioh arouses tho expectation of action, 
Wo also sense the hand of Providence, made visible ia the 
person of Diane,

She table (above) shows many points in eomnon between 
Dubreuil and Quillardf^ ^ but where tho latter makes numerous 
structural economies, tho former is disastrously diffuse* 
Dubreuil*a atom spread* into two aotaj he has two question­ 
ing scenes, and the recognition resulting from the second 
ends In a static due* . Quiilard's one storm casts Oreste 
ashore and troubles tho mind of Iphigenie, leading to tho 
narration or her dream (1,1). His one questioning scene ia 
introduced by a masterstroke of economy; the visible Furies 
show Oreete tho accusing ghost of hie mother, Iphigenie

X. Opium points to their common source, a play by do la 
Touohe (1757); CL 2 V p.2U2. See Einstein p. 161.



Appears (II.5), the Furies vanish, and he sees his sister 
in Clytemnestre's place* With unconscious irony she begins 
"Je *oi» toute 1'horreur gue ma presence inspire...". The 
recognition brings another forceful combination of events, 
for it comes at the moment of sacrifice. Gluck of course 
did what was needed in his music at these points but credit 
for their inrention goes to Ouillard, Only once does Ouillard 
seem uneconomical: he provides tvo Oresteian frenzies. In 
fact this is another economy - the second provides the reso­ 
lution of the dispute with Pylade as to who shall die - and 
the two are subtly differentiated, the first toeing as it 
were genuine (II.U), the second self-induced," ' a threat of 
suicide played as the strongest card in a game whose coveted 
stake is death (XII.U)* "Quoi! ton fime touJours se refuse 
a mes voeuxf" (trombones recall II. J*) "...ne sale tu pas que 
pour Create la vie est un supplies affreux?". The raving 
becomes unoontrolled until, "revenant a luiM , he asks, 
prosaically enough, "Eh bien, Pylade, eet-ce a toi de mou- 
rirt* This sort of psychology was beyond the powers of 
Dubreull or Plccinni, who have Pylade suddently yield, 
conceiving the perplexing plan of rescue: "Je souscris a 
tee voeuz, Je pars, et toi, cruel, meurs pulsque tu le
veux- (III.5).

By linking recognition and sacrifice, storm and dream, 
frenzies with Iphige'nie's appearance and with the choice of 
victim, Gulllard gives to each mental state an extra vivid­ 
ness and the maximum significance to each event. Dubreuil's 
shipwreck is without dramatic Importance; the pathos is leas 
than in the brief appearance of the friends in Ouillard'a 
1.5, among the ghoulish Scythians. Dubreuil covers in two

1. Cooper calls it "the simulated attack of the patient" 
(Pluck p.252).
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acta what Quillard does in one. Ou 11 lard's fuller treatment 
of the important scenes makes his central acta both longer 
than Dubreuil and more concentrated; while his leisureliness, 
in the interests of psychological complexity, differs from 
the leisurely diffuseaess of Duehi, who like vuinault sepa­ 
rates each event from the next. His Oresteian frenzy con­ 
cludes with Dlane and enchanted gardens, the off-stage combat 
is unconnected with the sacrifice, and the opera ends, after 
a ballet praising plane, with a purely spectacular destruc­ 
tion of the sacrilegious temple, Oulllard's aria for Thoas 
(1*2) contains all the substance of Duehe's III and more 
human interest*

The later operas have remarkably little balJet, confined 
to the Scythians' celebration of impending sacrifice (Ouillard) 
or a proposed wedding, Olucic'a music, with 'barbaric* 
percussion colouring and angular gestures, is palely echoed 
in one of Piceinnl's ballets, but the bloodthirsty choruses 
of Oluck hare no parallel in the wedding choruses of Picoinni, 
which deal with a dramatic solecism and make the barbarians 
seem almost kindly. Ouillard'a funeral rites, a unique fea­ 
ture suggested by Euripides' prologue, reflect the tradition 
of divertissement while functioning dramatically (like the 
opening of Orfeo), Otherwise there is little purely instru­ 
mental music allowed for; Piccinni's overture is unrelated 
to the drama, but with (KLuek "La Piece commence, pour ainsi 
dire, avec le premier coup d'archet,,."* ' The linked over­ 
ture of Aloeste and Auiide is replaced'by "Le calme" and 
"Teapftte", the latter with Quillardian economy dispersing as 
the first scene begins with ZphigSnie's "Le oalae reparalt, 
male au fond de mon coeur, hSlas, I'orage habite encore" ,

1. Journal de Paris 19th May 1779; MP3 p,U2fl*
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perhaps suggested by Danchet'a jdoaene'e IX,3s-
Areas: "La paix regne partout aur lee humides plaines" 

IdomenSe: "?ue ne peut-elle, h&Las, passer Jusqu'a non 
ooeur*1 .

When his Tauride was at last performed Piocinni denied, 
in the Journal dt Paris, any intention to emulate or super­ 
sede Olucki-

"Ne* dans un pays ou I 1 on voit tous les 3 aur a le 
mfcme sujet, le n^rae pofcme mis en musique par 
dlffe'rens oompositeurs, sans que oela produise 
ni partis, ni querelles, ni oomparaisons, je 
n'aurois pas du m'attendre a exciter la surprise 
en traitant le sujet d*l£hijs|aie...

"Pres de deux ans ee sont Seoul6s depuis que 
M. Qluok a donn£ son IphigSnie. La alenne ne 
peut naire a sea IntSrets ni raSme a sa rlputa- 
tion,,.Ce n'est pas le mSme poSme, et dans les 
scenes mSmes donaSe par le su^et, les details 
sont si diffSreament pr4st:itSa f que j'oee assurer 
qu'il n'y aura pas dans les deux ouvrages deux 
morceaux qu'on puisee opooeer 1'un a 1'autre". (l)

The last naive disclaimer is as pathetic as the tale of 
financial troubles in the same letter, Piocinni*s nature 
was not such as to dissemble in order to evade comparison, 
and the sad probability is that his artistic limitations 
led him honestly to feel that there was no point of contact; 
but even tfiven the inferiority of his libretto, the charac­ 
terization and the many scenes identical in purpose justify 
toe inevitable comparison.

2. Musical treatment
Scytnia. Thoas; general environment

The barbarian culture in which I higenie finds herself 
ia an essential dramatic ingredient. The country's laws, 
frequently referred to in Euripides, form an ever-present

1. 22nd January 1781, cited Deenoireetejrres, pp.302-3,
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menace which the operas establish in the usual way by 
direct presentation near the beginning, Oluclc f a super­ 
stitious and terrified Thoae IB a formidable figure, and 
"De noirs pressentimentB" (p.62:27)^ ' presents him 
unforgettably. To make a long solo for one whose thoughts 
are tbo confused for formal aria, Gluck, avoiding verbal 
and musical repetitions, urfcl ea the arioso vocal line with 
a persistent throbbing string accompaniment and sostenutp 
wind, featuring bassoon; at the central lento ("Tremble, 
ton supplice s'apprdte") he recalls HCaron t'appelle" 
(Aloeste III). The threats of Ficcinni's Those are as 
unconvincing as his love-making:-

*De Diane en ce jour on c&leb^e la fete. 
Pour r*a fSlicite tout a 1'envi s'apprete, 
Vous mSme avez p^'tcrit ce tervie a roon ardeur, 
*?ien ne peut dSsormais diffeVer mon bonheur",

(pp.itU-6)
The tepid recitative makes it difficult to understand Iphigenie's 
repugnance for tnis xar from terrible figure. He has no 
aria here and consequently is ill-defined in the music; the 
chorus el ngs in a civilized manners "Chantons Thoas, que son 
sort est charm ant" (p,ii9) whereas OIUCK'S had made the menace 
to the Oreeics tore vivid. For a drama in which a sense of 
place is vital, Piccinni provides a stolid £ with trumpets 
and drums to evoke only a portion of operatic limbo inhabited 
by colourless characters with predictable reactions.

The greater technical resource of Q-luck in depicting 
natural phenomena (the storm, crucial fb action and atmos­ 
phere) is perhaps explained by hie nationality, that of 
dtauiitz and Benda also, Piccinni was fourteen years younger 
yet pre-classical in a more primitive sense. He starts his 
storm with a squarely pnrased andante animl (p.71) which

1. Page references respectively to Eulenbwrg miniature 
score and deters vocal score, Hopkinson U6 C (p).
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soon degenerates into blustering aeoompagnato (p.74)» the 
orchestra politely stopping for Thoas to speak (contrast 
Oiuck's thrilling use of voices with orchestra in the 
"temp&te"), The more forceful allegro with chorus (p.79) 
is interrupted by a messenger ( nun sclthe accourant") sing­ 
ing with brief explosions between each phrase - no reduction 
of volume is indicated or suggested by the scoring (p. 87). 
Qluck*s storm died away naturally, in an exquisite diminuendo 
with woodwind scales echoing its fury; Piccinni's eimply 
stops (pp.89-90). In II tho storm, after an arioso (p. 112) 
of Pylade for which the elements again courteously abate, 
merges into a conventional accompagnato as Oreste is saved. 
I is open-ended: the stolid final chorus, with a good passage 
in which the priestesses plead for merog; would make a good 
curtain, but the orchestral coda, resuming the storm, modu­ 
lates from the tonic (3b) to the dominant of £ (p.110), in 
which key II opens with further storm rausio. The linking of 
acts suggests that the events of II follow those of I, 
whereas the opening of II coincides in time with a point 
about three-;aarters of the ray through I. The storm is 
the same, seen first affecting Thoas, then the Greeks; an 
antithesis suggesting so:ae Wagnerian articulation by refor­ 
mulation of the same musical ideas (but the superficially 
Wagnerian continuity of Piccinni weakens it).

Priestesses; Iphigenie's close environment
The group of priestesses derives f\»om Euripides' chorus. 

In addition Dubreuil provided a conventional confidante, 
Sllsej in Qluck the whole group is Iphig'aie's intimate, 
and urges her to free one prisoner (III.l; she begins, "Je 
cede a vos disirs"). They join her mourning not only in the 
ritual "Gontemplez oes tristes apprSts" but in the aria 
before itj they overhear and sympathise in the narrative
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scenes (the dream and questioning) and although they encourage 
the sacririce (IV. 2, pp.25/4-6} 120-1) it is without malice for 
the victim, before whom they prostrate themselves a moment 
later ("Create?...notro roi!"). In Picclnni they are not 
obviously Greek at all and display no interest when Oreste's 
identity is revealed; they are generally unsympathetic, with­ 
out much increasing Iphige"nie f s loneliness (since their 
tactless congratulations on her forthcoming marriage make 
an impression as little Hostile as Thoas himself). The use­ 
ful resource of choral recitative with which Qluck heightens 
the effect of crucial pirta of the narratives is neglected, 
but Plccinni's iormal choruses are among tht» best and pret­ 
tiest music in his opera. (1.2: "Jeune et belle princesse" 
(p.18) and tiie two-part imitative chorus, "Sans murmurer, 
s&rvons lea dieux" (P.27; see Ex.43B)).

In the questioning (III.2) they seeoi more sympathetic, 
but the music after tne climax of Create'a narrative, while 
quite roreefa-, is measured, formal, and too long. The 
overlapping of Oreste with the rirst bar of allegro sans 
preaser (Ex.UlA) and an open end - on the dominant of Sb, 
quickly contradicted (Kx.UlB) - scarcely hides the division 
from the recitative and the consequent sense of a relative 
emotional stability. Gluck expresses shock simply by the 
exclamation "Ciel!" (p. 156:67 )• two bars of orchestral 
allegro (p. 157:68)_, and the stunned restraint of the short 
ensemble "Do forfaita sur forfeits". Only later (II*6) 
does he transcend the shock into a matifre response. Piccinni 
is rarely Tree from hysteria, but he achieves something 
closer to Qluck in the chorus W0 Jour fatal" (fix.^A), the 
gam of the opera, following an arioso. "Oreste est mort" 
(aee ZX.UitB). The words are stilted but the music flows 
sweetly and is in touching contrast to IphlgSnie's own 
declamatory platitude ^.or the same words (I.lj ;ix
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ithout the orchestral forte (&x«U2A, between bar* 3 and 4) 
tii« music become almost the same as the minor version of 
Gluok's "Contemplez oes trie tea apprete". In ZV the hymn 
adda to the sweetness an unchaste florid! ty (in the horns) 
at odds with the textt-

"Deease seVere et puiasante, 
Une main timide et tremblante 
Va repandre sur ton Autel 
Le sang d'ua malheureux mortal11 . (p.22U)

The contrast with Oluck'e "Chaste fille de Latone" (IV.2, 
from Semiraaia) oould hardly be more marked, Subsequently 
the priestesses are silent, except for a reverent greeting 
to Diane. Their best music adda to Piecinni's musical sta­ 
ture bat also demonstrates the inadequacy of musical ideas 
alone to make good opera*

Iphigenie
One of Picoinni's failures was not to distinguish 

Iphig6nie's ex cathedra utterances from personal ones* In 
I, she neither confides in the priestesses nor speaks with 
authority to them; in III a long trio with Create and Pylade 
brings them into a i'ar too intimate relationship for this 
stage of the drama. In IV.2 an arioso prayer for Iphigenie, 
one of Picoinni'e best ideas, is linked to the coda of the 
hymn (p.229) like a Terse for the priestesses 1 response, but 
it proves to be a personal utterance and leads with an 
unfortunate lowering of tension into recitative and the 
second questioning scene* In Gluck thef rapport; with the 
priestesses is closer but the differentiation of formal 
prayer ("0 toi qui prolongeaa mes Jours") from introspection 
("D'une image, h£la«", III«1) is marked} at the sacrifice 
duty and disinclination are poignantly contrasted and drama­ 
tic impetus thereby maintained until the recognition,
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The soliloquy in 1,1 is an inauspicious start to Picclnni's 
opera. "0 jour fatal' ( X.U23), like Angelique's "Rien 
n'Sgale..." (lix.27)» wo ild lit the opposite sense ( M 0 jour 
heureux") as well; the formality Is salted to prayer rather 
tiiun the introspection of the text. The prayer "Diane, sus­ 
pends ton courroux" (1,2) is more impassioned, and the musical 
poiee Tor addressing the goddess is like mlide 1,1 (Sx,43A) 
(the riaing 5th on "Diane" corresponds but it i* used with­ 
out linear tension). The danger of a too facile lyricism, 
at "suspends ton courroux11 , is averted by formal abbreviation: 
thematic recapitulation appears in the relative major ('<x,i43B) 
with a dominant statement preceding t'u tonic, as in "Je me 
reeonnaie". ' A declamatory passage at trie open end redef­ 
ines £ by its dominant, at once contradicted by the Eb of 
the chorus, The fluidity of fo*m approaches the early scenes 
of fT.'.uGic'a Iphigenies although the material remains Piccinnian, 
IV, 1, before the q testioning, resumes this sort of continuity.

Piccinni's dependence for characterization u;jon the 
arias is misplaced since the Quantity of them dis^olls the 
force of each one and they contain only emotio aal ^nobili­ 
ties, not a definite projection of the heroine. Oluck pro­ 
jected her lo iclineas by the storm and i-^rrative in recitative 
(I.I), reserving aria io^ the prayer .v iich a.-notion.illy 
summarises tne entire first scene and esLij_ishes an impor­ 
tant relationship between Ipaig'nie a.ia the goddess who 
appears later. The introspective aria (p.UO} at the end of 
Piccinni's dream narrative cannot peritrm these functions, 
and, suffering from laci o* rioaol :>.tiua, is weaKer tivan the 
prayer before it ( \x.ii3). In i/hig'nie's ijt^T* arias the 
invention remains uneven. The opening r^ia of III is insipid 

j out after the first questioning scene Piccinni

1. Ex.29< and 0,
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produced one that is Qluekiste in dramatic truthfulness, 
using declamatory phrases over an only slightly more con­ 
tinuous accompaniment (p.166)* The music exactly catches 
a restless unhappinesst Mla douleur 1'accable et lui fait 
garder le silence", but after the chorus "0 jour fatal" 
(Ex.U2A) the aria is briefly resumed (Ex.ljUB). There is 
nothing of the transmutation of shook into accepted grief 
in OluoJc at this pol.it, but in a limited way Piccinni rises 
to the occasion,

The Dream narrations Campra. Qluoic. Piccinni
The dream in Taurlde occurs near the start, as in 

Sabinus and Armide. and is of greater dramatic importance 
than these, Gampra's admirable 'chant franjals* works very 
veil here (Sx.USA). The dream is separated from the recit­ 
ative by the violins' canonic entries. The effective 
juxtaposition of high and low vocal registers, typical of 
the period, is perhaps overdone (at the emotive words 
"effroyable* and "enflftme's de eolere", and, extending the 
i^or-essive opening arpeggio , 'entralner raon pere", with 
more imitation in the bass (bar 8)).

Gluck starts in an atmosphere heavy with stifled emotion, 
of ..nich the storm was a symbol. The recitative is perhaps 
his must economical and controlled of all. The narrative 
is introduced pianissimo by an arresting unison (F<*, p.42: 
14); sostenuto strings punctuate the phrases without dis­ 
connecting them. The vocal line combines exact declamation 
with strict melodic control. The rirst phrase uses only 
f#'» 8*» a '» tne second establishes bV at the first perfect 
cadence. The violins'ascent (b'-d#"-e") is imitated in the 
voice, the semitone d#" (^'oubliais,.," ) to e" ("rigueurs") 
tensely balancing the b'-o" of "embraasements'4 and "doux 
moments"} at "quinze ana de misere" the melodic climax is
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not quite an octave above the original fit*. 3he andante 
aeaurl reverses the modulation from £ to £, and e. prove* 
to be the main key; but the tonality la too unstable to 
aot aa a point of reference. The music is agitated by 
tremolo and a typical aoooapagnato scale, which doea not 
interrupt the voice ("sous mea pas", p.UU:15). From the 
same pitch as the first climax ("quinac ana", f»r"-e") the 
andante meagre* leads the voice to g" for the first action 
narrated (the collapse of the palace - presto). This muai- 
oal coherence and continuity of vocal line recall Raineau, 
rather tnan Italian opera, and although Gluck does not avoid 
conventional orchestral figures (presto. p,li6:l6) when they 
suit hie purpose, he eschews the prodigality of Piccinni. 
The wind are used with care, as a "voix plaintive" similar 
to that in Aulide II*7t aad »* the climaxes of terror (ffp. 
"o'etalt ma mere") and of false hope (the assertive major 
mode (D) at "Create"}. The cloee is masterly in ita restraint. 
Revelation and surprise are over and O'aok'a sinple sostenuto 
holds a sense of doom absent from the fluent, melodic, *chant 
francals' cadence of Caaipra, to remarkably similar words:-

Duche: "Je me sentais forcee a luy peroer le sein". 
Ouillard: "On ascendant funeste forcait mon braa 

A lui percer le sein".
This is one of several directly comparable passages 

which can be adduced to demonstrate that it was Piccinni, 
not Oluc&, who relied on "le secoura d'un o>rchestre bruyant" 
without intensity in composition - in the disposition of 
rhythms and pitches; while in Qluck the prime Interest 
remains in the voice. Dubreuil is not altogether to blame, 
since Guillard's text coild well have led to similar abuses. 
Oluck*s setting of "J'oubliais en ce moment sea anciennes 
rigueurs Et quinze ans de mieere" Ignores the temporary calm 
of mind (in the dream) to concentrate on the actual (waking)
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"misere". Piccinni ehoee to paint each erent ae it came in 
the dream without reference to IphigSnie's feelings as ehe 
tells it. Qulllard, following Euripides, intimately related 
the dream and the subsequent action, and Oluck ensured the 
scene*s resonance throughout the opera* Dubreuil'e dreaa is 
hopeful, without poignant ambiguity; the deaths of Agamemnon 
and Clytemnestre are followed by storm, shipwreck, calm, and 
the aria "Ah, m'est-il perais d'espe'rer"* The music is 
equally inconsequential and spoiled by naive excesses* If 
Piccinni's talents were moderate, a talent for moderation 
was not among them.

Here, Dubreuil miscalculated by designing a dream which 
leads from horror to anticlimactie calm, and Piccinni f s 
music is largely a colourful irrelevancy. The orchestral 
prelude in Eb, including woodwind and horns, seems quite 
disconnected from the gory descriptions which follow. The 
aoatenuto (Ex. 1*58) is not unlike Gluck but Piccinni squanders 
the t orte-piano (bars 9-10, 12-13) to reach a premature 
climax (16) having already traversed over an octave (d'-gb*1 ) 
in the voice; the harmony relies heavily on the diminished 
7th (15-18) and the representation of "eris douloureux et 
funebres* (18-23) is a literal-minded and musically waste­ 
ful Interruption, On peu lent restores the original tonality 
but fails to evoke "tombeaux, poignards, assassins impies". 
For a moment the tremolo and extension of vocal range to ab" 
provide an excitement , and a logic, like Gluck's; but the 
orchestra indulges in more furious climaxes before MA ce 
spectacle affrenx un orage euccede" (bar 3ktt) and for the 
"orage" (at bar Ul for 9 bars). The words do not discourage 
discontinuity but nor do they preclude a better organization, 
some drawing of the diverse elements into a significant 
relationship. The voice stops again for i'our bars while the 
flutes in unclouded C bring a u^te of hope (Bx,U5C); the

177



aria is neatly linked to the 1'inal cadence (Ex.ii5D). The 
vocal part is indeed an accompaniment to the accompaniment; 
stereotyped, with no organic connection to the orchestral 
material and precious little internal control. One device, 
the meagre1 used by Qluck (p.UU:15) and elsewhere by Piccinni 
(III.5, the dispute of Oreste and Pylade, p.197), is here 
neglected although it is a particularly valuable means of 
combining vocal and orchestral expressiveness.

Qreste
The simplest role in the opera is Pylade, the only 

character to whom Piccinni w^s equal. The sane companion of 
Oreste is as adequately represented by the aria "Oreste, au 
nom de la patrie* (III.5, p. 193) as by Glucic's "Unis de la 
plus tendre euance" (II. 1). But the former appears in the 
dispute scene, corresponding to Chuck's "Ah mon ami" (III. 
li) v.'here, altar concentrating most of the scene into a duet, 
Giuck contrasts an urgent but balanced appeal to the self- 
induced frenzy. Piccinni achieved tais contrast in II, when 
Pylade's touching arioso (sung "sur la pointe d 1 an rocher, 
accable1 de douleur et de fatigue" ) is followed by the frenzy, 
and in the dispute, wnea Oreste's "Cruel, et tu dis quo tu 
m'aimes (Ex.l|6) is, like "Dieux qai me :>oursJlvez", a series 
of ejaculations over an orchestral continuity - a rare 
instance in Piccinni of an aria not detrimental to the drama­ 
tic flow.

"Dieux qui me poursuivez" is Crete's only aria in 
Gluck, not inconsistently, since this arioso character* ' is
for once selx-controlled, channelling frenzied speech into a

(2) formal aria. foreover, as Newman remarked, x ' the musical
idea is maiiily orchestral and the voice sings disjointedly

1. noward p.10?.
2. Qluck and the Opera p.183.
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above it. Piccinni's first aria for Create la part of his 
uncontrolled frenzy, "Faites eclater la foudre", a blustering 
movement in Eb of a type in which Piccinni rarely succeeded. 
The fanfare opening is too formal (end of Ex.U7B) and the 
frenzy exists only in the rhythmic drive, which is not main­ 
tained with Oluck's rigorous insistence. The failure to find 
striding melodic ideas exposes the pitiful absence of modu­ 
lation - harmonic unrest wo aid suit the character better and 
In any case this is no place for aria.

With none of the resources of late 18th-century orches­ 
tration, Desmarets, not one of ^ameau's most remarkable 
predecessors, made a fine scene of the frenzy by concentrat­ 
ing for expression on the vocal line (Ex.U7A). The compari­ 
son with Piccinni (neither being a major composer) is perhaps 
a fairer exposure of the limitations of Italian recitative 
t ;ian that of ^ameau with dacchini. ' Desmarets borrowed

(o )
the quaver patinato from Lully v ' and used it strongly, 
ending not with a placid cadence but with magnificent 'chant 
franyais', more ostinato. and (after EX.U7A) the standard 
17th-century chromatic bass descent as "il tombe evanouy".

Piccinni adopts the reverse method; the orchestra 
attacKs the singer with a scarcely musical fury (Sx.U7B), 
self-defeating because as violent at the beginning as at the 
end. The result is as monotonous as Lully's persistent 
restraint, as against Gluck's controlled Increase of tension. 
The dialogue starts well, allegro scales characterizing 
Oreste and an expressive lent Pylade £p.l20). When Oreste 
loses control tremolo appears, touching off an accompagnato 
(allegro) based on scales and dotted rhythms. The conven­ 
tional figures which Oluck deployed so well are mechanically 
applied; we have already heard these rushing scales in the

1. Ex.17.
2. Poland IV, the mad scene; see .-X.32D,
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cheeTul chorus "Chantons Thoae" (p.53)t in trit; dream, and 
the final chorus of I (p«97)« ' (Oluck was careful to use a 
new resource, trombones, in his trenzy). CUuck's II, 5-k 
is not comparable to the Piccinni frenzy because of the 
Furies; 11 ice Deemarets it relies on the voice for the most 
powerful expression (the inarticulate cries, P.139ff:59ff ). 
The second (III.U; p.20?ff:95ff) is comparable, in that the 
orchestra "attacks'* the singer, but the vocal line is still 
allied to it and shares its harmonic motion. The tessitura 
is consistently high, with little below a. Piccinni, with­ 
out the impressive sweep of Desmarets, allows the voice to 
use its whole range after a high opening (a better alterna­ 
tive to Qiuck's high pitch would be the method of Oluck's 
dream, gradual upward extension of range).

Piccinni demonstrates acoompagnato at its worst; with a 
negligible voice pa"t, discouraging sympathy with the prota­ 
gonist, the "orchestra b^uyant" in Ar-naud's "Jours" by vmich 
the situation is by no means "annoncl", "commente" or 
"developpe1".* ' The idea of the passage - showing ur-este 
under ittacK from forces beyjnd his control^-5 ' - is legiti­ 
mate and the fault is in the o^cnestral cliches, unredeemed 
by harmonic or motivic development. The aria shares these 
defects, implying a musical seaii-literacy in the favourite 
pupil of .ueo and Lurante - an unfair deduction, since he did 
better elsevme^e. The excise of haste must be rejected; 
Piccinni devoted uuch time to 'lia Paris operas and, unlike
3acchini, renounced the speed ty ical of an Italian com>oser.•
LacK: of proportion and self-criticism and of a true compre­ 
hension of Olucjc's achievement lies beaind such passages. 
Massive rhythmlcized chords of Bb (Sx.UTB bars 7ff, 27ff), 
scale passages of a violence at odds with the immobile 
harmony (1.3, ii-6, 16-20), similarly immobile dotted figure^

1. See also Ex.Ul.
2. See above, Ch.II p.57.
3. Li*e Agamemnon, -Vulide II.7; see above, Oh. II p.60.
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(9-15) made no more significant by inversion (22, 26-30) - 
these are the over-exertions of impotence, -ifter a brief 
effective interruption with echo (32-7) the device used at 
the atart of the scene, tremolo, is powerless to consummate 
it.

The harshness of this criticism is caused by Picoinni's 
having produced these passages, insisting there were no 
grounds for comparison, after Oreste had appeared on the 
Opera stage in a pwrtrayal by GKLucle as sympathetic as it was 
masterly. This Oreste is musically true to a single concep­ 
tion - a man of sorrows - even when (Milliard's poem permitted 
something else. The single phrase in I: "0 raon ami, c*est 
moi qui cause ton trepas" is already arioso, fiis character­ 
istic medium; an exquisitely controlled legato in a small 
but high vocal range* ' balanced by similar and contrary 
motion in the strings (of which each p-srt contributes to the 
cadence, p.98:40). This contrasts sharply with the uncouth 
"aboyement", with tremolo, of Thoas; even when mad Oreste is 
the more civilized.

The minor keys, as well as tremolo, are part of the con­ 
sistent characterization, "Dieux qui me joursuivez" being an 
exception inserted into the role. The recitative is almost 
always melodic, near arioso (his first words in II, p.101: 
U3). The major key (II.3) belongs to the Furies and the 
following passages are full of minor inflexions ("Le calme 
rentre dans mon coeur"). In the music specifically composed 
for this opera*2 ' the characterization'is most fully developed; 
in the dialogue with Inhig£nie the name of his birth-place 
brings minor following major (p.153 last bar:66 bar 2), and 
this recurs at M Au nom des Dieux" (155 bar 8:6? bar U). The

1. The role is written as; Tor a tenor in the Qerman version 
but in Paris it was sung by Larrivee, creator oi Sabinus, 
Agamemnon, Poland, etc.
2. II,3-U are entirely adapted from Semiramis.
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cadence in c, using a conventional formula (falling utn in 
the voice, perfect cadence, p.158:69, before "grand silence"), 
is ruthlessly simple. Reunited with Pylade (III.3), Oreste 
still turns the sostenuto toward the minor (p.186:83 - £). 
In the dispute he leads the duet (c) "but after gaining the 
ascendancy by the self-induced frenzy he turns to the major 
(in "Ah mon ami", which is Pylade's number, p.215i99; some 
decisive parts of the recitative of III.5; the arioso in 
F, p.221:103? the final "adieu", p.223:104), articulating 
his self-destructive triumph. In IV his innate sadness 
returns, in the arioso "Que de regrets touchants" (p.249: 
118) in bj and he remains the eternally sorrowful matricide 
even after reunion with his sister. Her "0 mon frere" (A) is 
answered in the minor ("0 ma soeur") (compare II*5; p.258: 
122); her arioso ("Ah, laissons-la") is in the major like 
most of her music except "D'une image helas". The denouement 
ie treated as continuous opera, extending the method of 
Aulide. and after Diane Oreete has one further speech, intro­ 
ducing his sister to T;ylade. The arioso, tender, understanding, 
accepting the past with its inevitable influence on their 
ruture lives, is in a (p.285:133), where a superficial jollity 
might almost have been excusable (most composers would have 
provided it). When the music turns to C, key of the final 
chorus, Oreste inflects it to the minor and his role ends 
very aptly on an imperfect cadence.
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°* Piccinnismet its meaning in practice

The panacea Implied in ^armontel'a Kseal - the 
translation into French opera of Italian music, especially 
the "p5riode" - was hardly the prescription he and iccinni 
applied; but it had been tried, more literally, in adapta­ 
tions by Framed of Sacchini's La Golonie and L*01ympiade« 
played before their composer reached Paris. La Joionie 
(1775) was an opera buffa.'* ' little affected by adaptation 
to the spoken cialogue convention of opjira-comique. 
L'Olyjnpiade (1777) was intended as a araae-nirQlque for the. 
^cademie ^oyale, but pe^formmce there was prevented, 
apparently, by adherents of Glue*.* ' Itu only French 
element is the c-iorus: French verse dialogue replaced 
recitative and the arias retained the extensive virtuoso 
gplorat ura (which Sacchlnl later removed when adapting 
ftenaud and Ohi.r^ne), This curious version of Metastasio's 
popular drama, ^ J which La Harpe called "un des chefs- 
d'oeuvre de la musique Itaiienne", ̂ ' was played with suc­ 
cess at the "Italian" theatre; thus j * cry established 
genuinely Italian music in opposition to GlucJc. Uthough 
Poland was Piccinni's most Italianate French opera the very 
fact of its being set to an original French text, as well 
&8 the ballets, choruses, and arioso, raartcs so.netning of a 
r app r o o he men t to .''rench tradition (if no more than ^armontel 
intended), oacchini's ^runcn operas, from Penaud to Evelina. 
adhere more closely to the Italian maaner and make i'iccinni's

1. L^Isola d*amore (^ome 1766).
2. See La Harpe, Co rr eg gondance ^ i 11 £ r» a j re II p,171i.
3. Olimpiade (8aecainirs setting, r'adua 1763). DemofoSnte 
was later twice adapted (see below, Gh.VIII B). Ohastellux 
recommended Metastaslo as a rnouel to the French in 1765 
(Uniqn de la poe'eie et cie _la^ musique p. 20ff ;. 
'•*• Corre8p.ondance Littoraire loc. cit.
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seem by comparison a defection to the Preich, if not the 
Qluckiete, camp.

1. i?iccinniaiBe in the oveyture
Although only in Tauride did Gluck dispense with a 

f ally formed and (with a litole surgery) eeparable over-
Aulide are also dramatic from the start.

Piccinniste overtures disregard thu precepts of the Alceste 
preface; * ' they admit musical connection with the opera 
but ar.; not in themselves dramatic. The relaxed mood, 
leisurely thematic design, and conventional substance have 
jluckiate precedents in Orf ep and Araide. x'ully closed 
forms which introduce the drama generally if at all. 
Piccir..;u f avowed compound structures of successive or 
linked movements: slow -fact like the old French overture 
(Atyg, Taoriuo, Plane, ii^.^-i®.) or a sonata-form v.ith
central slow movement (Poland, like most of
overtures). Au£_J £, ^s a single sonata-like mjV^iTJcnt, with
a bridge r-j.ther than a development.

?iccinni*s best overture-material is for ^9 land bat 
the movement is separated from the opera (by key, ending 
in Cj 1,1 is in Eb ), It contrasts an heroic allegro with 
a tender andantino ampureux (sic; the linraistic mixture 
is typical, matching the musical style). These moods, 
perhaps intended to suggest T> oland*s or -ig*Iique*s dilemma, 
are baldly juxtaposed without any suggestive durchfahrung - 
as in TannhSueep - and the connection* with the drama is in 
no way organic. This holds true for Aty.s where a static 
andante spazioao replaces the majestic opening of stile

1. See above, Ch.II p. 61.
2. Compare Gluck's AUJ. ide and Tauride ("calme-terapete" ).



f rancese and the all^ro is intermittently iugal t with 
stretti between homophonic passages. ' Atys and Tauride 
have t.'iL i irst soene in tue same .coy but, with no aignifi- 
c int link attempted, t i^e prevalence of one w.iic becomes 
tedious. In __'.u.cobte and lulide the opening scenes aevelop 
a;; ay r^orn the ovoi'vavo; in ta^ former Eb is reached from d 
by trie rirst c.io^ao. In l)idon (17'33) Picciuui sensed the 
lo;;ic of such doai^nc, but ror PCnt^ope he reverted to the 
Atys type, largo (i'ea taring riatt, ii^a the slow m^vj 
ui ytys an^ "_^1--AO.) le.ao.ing to a v^eaic allegro ia the 
major (^.).

Didon's three-novt;muxit overture is more liKc a ^ 
tnin tae prel^ae to a tragedy; according to Grimm it was 
"gi i^r.iiom^nt couda;;iUoe; elle est faible; 1* adagio sur- 
tout,,."^2/ Both the allegro maeatosouiQ and the andante 
oosteuuto (F^) have uninteresting material and the final 
section (hunting music) is harmonic"ii.y void and rhythmically 
heavy. ̂ ' Tliis is used again in I.I and there leads Didon 
to muse, ia the third part of her a^ia, u jon En£e and the 
chase; to i'rarne this occac; the huntsmen appear uith similar 
music (divertissement). In Diane et Endymion Piccinni 
introduced bota rriovementt) Oi. ohe overture into 1.2 (accom­

^ 'panied reci oa
J. C. Bacii's inatr'a-ncatal material is ^orc promising 

than Piccinni 's but in i'orm and uramatic int^a»j.ou tae 
overture to ^jaaaia is x-'icciuaiste. oo , for all its use of 
Giucx, ia taat LU ...'•'ii&j.''-ade-> and uiost overtures of the 
period ia -: aria. 3acc:iini's, of *aich uedipe is otill

1. Tais refers to the printed Overture; see above, Gh.IV
P.I 1 :''..
2. GL 3 II P.325.
3. Ging.icno however cabled it "oleiue de caaleur et 
d'originalit'' ; Knc, Mrth> 1 ("Ghasse") :.2U7. 
ii. See below p.196.
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played, are pleasing and facile pieces of little pretension 
with less co.iaectioa to the drama even than Piccinni's. 
Dardanua is an exception; the short largo introduction 
reappears in Sb (major and minor) as introduction and 
accompaniment to a recitative in II.1 (p.67). In Oedioe a 
chorus (1,2, p.23) uses the arpeggio of the overture, but 
this is probably fortuitous. Only avcliaa has an open- 
ended overture; from F it ends on a dominant of d. But I.I 
opens in £, with another mood and new t leuies.

Sacchini's overtures conform .^ore to one pattern than 
Piccinni's; almost invariably they have a contrasting 
(often mit.or) the;;ie, witnout change of tem : <o, in place of 
sonata-development; they have the same cadeutial habits and 
well exemplify Sacchini's fluent accomplishment and lacic of 
depth, -ingarelli IAntigone 1790) used Piccinni'a overture 
design, com lete with flute solo; the material is also 
Piccinnian, although the opera as a whole is closer to 
Sacchini. ' It is perhaps in the overture that i«emoyne 
most clearly .fulfilled his intention, in Sleetre. of being 
Gluckiste and, in Phedre, Piccinniste.* ' oiot until the 
Revolutionary period, which provides so many Holes between 
Gluclc and the ISth century, did a dramatic overture become 
the rule.

2. Picoinnisme in the aria
The matter of the "air periodique" and Gluclc f s supposed 

melodic incapacity is best examined by co:iv aiding examples 
in detail; Qluck's "Ah I malgre raoi" (Alceste (P) II.U) (Sx. 
Jj8) and an aria inserted by Marmo-tel into Atys f "BrulS 
d f une flamme" (1.1), which, at the start of the opera, bears

1. Set below, Gh.VIII A 2.
2. See below, Ch.VII.
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a considerable burden of charvicterization (Bx.U9). 
Piccinni's melody is ready to please and the opening Idea 
might hive served for development; Taut unlike Olucic's aria 
the rnuaic, making no progress away from an Initially low 
emotional temperature, does not grow in stature on close 
ex urination.

Gluck*s introduction (Ex.U8) uses 2-oar units, asym­ 
metrically organised: 1-U antecedent, with the reel of 
anacrusis to 5; 6-7 a perfect cadence but 7 a ne*» start; 
7-8 e iiomarise 1-14; 9-10 repeat ;>-6 but co;n:;lot<j the cadence. 
The voice proceeds 'periodically 1 enough, tout by building 
his nelodic carve ov&r a controlled harmonic growth Gluclc 
projects each phrase onto the next, forming in eiiect a 
single melodic paragraph. The t,xa,u},>le shows five 1*—bar 
puraoes of which - a subtle irregularity - the last two 
form vitually one phraser- 

Phrase: 1 23 k 5 
Bar : 13-16 17-20 21-2U 25-28 29-33 
Text : 1st ohrase ...... 2nd nhrase ....... repetition
Key : iconic ........... IV-ii vi .... to iii

Phrase 1 balances the introduction, bars 1-ti; 2 repeats the 
harmonic structure, the chromatic inflexion (b*? 1 ) in the 
voice giving a new significance to the bass F, with a slight 
extension of vocal r^nge upwards. Phrase 3 establishes a 
new ~ange (bb*-f" for f f -cM ) and brings modulation; it ends 
on a perfect cadence without nalcing & a new tonic. Phrase 
[4 ascends in the same range, balancing the descents of 3 and 
5; the pedal A is a dominant bxit prepares the ear for its 
establishment as a tonic. U and 5 are linked; k is the 
first phrase to end dorainantly but the descent of a fifth 
(A. to D, bars 28-9) suggests a oerfect cadence, withheld 
by the diminished 7th harmony of bar 29. There is no

1. 3ee above, Oh.IV p.128,
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extension of vooal range (g* will appear in bar U5) but a 
climax la made toy holding f" for three beats, and by the 
harmony, the vagrant diminished 7th. The interval A-D 
(bass) is repeated as an approach to E as dominant of a, 
and the phrase is extended by one bar, providing a temporary 
re osc.

The second half corresponds to the first:-

Phrase: 6 7 89
Bar : 35-38 39-^2 U3-U7 U8-53
Text; : 3rd phrase .. (no repetition) .........
Key : to I V of V V v

The longer final phrases (with extension of voeal range to 
g*) balance the extension of ph^nse 5. Phrases 6-7 cover 
the ground of 1-2, with downward extension to e* and the 
inflexions eb" and f#* (bars ^0-U1). The section moves 
from tonic to dominant; 8 and 9, made of 2 plus 3 bars and 
2 plus U, are melodlcally almost the same but the minor key 
adds pathos to the repetition*

Without such power of sustained melodic thought Piccinni 
settles down at the end of each phrase and proceeds by tem­ 
poral succession, not organic continuity (£x.li9): consider 
the crude musical full-stops ("peViodes") in bars 16, 22, 
and so on. The phrases are mostly twos rather than fours; 
31-3*4 is tyoical, a k-Tow phrase made of two bars virtually 
repeated (a convenient cadentlal design which is tedious 
when overdone, since the repetition is unsubtle, not enrich­ 
ing: contrast "Ah! m^l^re moi", phrases 8 and 9). NO 
harmonic interest redeems this monotony; Piccinni reaches 
his dominant (bar 3U) only to relntreduce AJ> (36) and return 
to the tonic for the rest of the piece (39-U2 is on, not in, 
the dominant). The music fails to match the emotions of the 
words; at "II faut qae J 1 expire" (I7ff) it makes no use of
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the musical tensions usually associated with death or inex­ 
orable Fate, and at the end ("sans m§rae oeer dire. .J1 , 55 
and 61) the melodic opera buff a style ia accentuated by an 
increasingly inane ^oasinian bustle in the violins* 
Fieeinni does not control the vocal range constructively. 
He defines the wide iaterval bb-ab 1 (13-15) and remains 
within it; no significance is given these limits by chro­ 
matic imlexions and the extension (to bb 1 , 32) ia inciden­ 
tal, on a trivial word* The middle section (35-42) is dec­ 
lamatory but buixt or similar ideas in the same range; the 
recapitulation (43) retracts to the bb-ab* range, extending 
downwards at the end without affective significance.

An Italian training was sufficient reason for 
";ielo,,uile" to prefer Bach [J. 0»J to "Hayden1*, who pained 
his earj-

"II semble ii'il ne oherche alors qu'lt 1'etonner 
[the ear], ^ I:< tourmenter meme..." (l)

Only Italians understood trao modulation, To such an ear 
the analysis of Piccinni's insipidity might seem unconvin­ 
cing; similarly if

"...in the last analysis Gluck's celebrated 
pu-ity of line. ..[is] among the hardest things 
to 'explain* in all music 1 f (2)

tnis is partly because, as Tovey shrewdly observed :-
"G^a,c^*s highest palLos is expressed in the 
major mode. He uses the minor mode chiefly 
to express protest or energy... The study of 
GIUCK'S most serious melody is a useful method 
of shaking nodern criticis:n*out or its con­ 
ventional values". (3)

And Piccinniste criticlsra:-
"...au mode ; ineur, dont I'expreeeion eat 
toulours plus touchante..."

1. ^elophile It l/aomme de lettr_v.s p. 11.
2 . Kerraan p.iil^
3. Tovey p. 110.
4. Oinguene, Ijotice p. 12 5 note to page 51.
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Piooinnl has little resource in the major and his best 
musio is mostly in the minor - in which minor composers 
are generally less uninteresting since without any compo­ 
sitional effort its intrinsic harmonic properties are 
more complex* (Hack's melody is inimitable but its Tirtues 
are applicable to any style, Piccinni'e failures are 
likewise personal but his lack of harmonic and melodic 
resource can be demonstrated: eyen the dogma of the 
*pe>iode" should falter at the implications of comparative 
study.

3. "Deeeein"
Besides FramSry's strictures on (*luck* ' the 

Encyclopedic Me'thodiq.ue contains a Pieeinniste panegyric 
in GinguenS's article "Dessein".*2 ' Piccinnl is shown to 
have worked affective contrasts into a single tempo with 
one dominant musical idea, achieving unity by good "dessein" 
whereas (Ruck broke up airs into separate tempi. The exam­ 
ple is from Diane et Sndymlont-

Diane: "Cease d'agiter mon Sme,
Vengeance, amour sans espolr.
r aut-il eteindre ma flamme
Ou ceder a ton pouvoir?
Fuis, cruelle jalousie,
Amour, renda-moi raon affiant". (11.2)

The type, "air brise", vigorously declaimed, protesting, in 
the minor, is common in Plccinni.

"•••presque chaque vera renf>erme un sentiment 
different, & semblerolt exlger un motif nouveau, 
un chant & un aooompagnement a part.

MJe n*examine pas si le po§te a eu tort ou 
raison d'accumuler dans le meme air tant de 
mouvemens opposes, & de lea rendre avec tant 
d*incoherence ^ de brusquerie. Je dis

1. 3ee above p.159.
2* Op. cit«, I p.^16. See La Harpe's use of M dessinn ,
above p.156.
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settlement que oet air, tel qu'il est, sembloit 
abaolument exclure 1'unitfi do dessin,.." (l)

Elsewhere Gingueal gives Piccinni's own theoretical 
position:*

"XI bldmait auasi la manie de changer brusque- 
fflent de mouvement et de motifs dans on air.,.. 
Le Compositeur qui ne salt pas pller le motif 
qu'il a pria aux varie^a d*expression que lea 
paroles exigent,., n'e'tait a aes yeux qu un 
croque-notes..," (2)

PramSry was still more uncompromising:-
"Un air peViodique ne eontient, ou ne doit 
contenir qu'un seul sentiment,,,3*il en oon- 
tient plusieurs, ils sont en opposition, ce 
qui forme un rapport entre eux, et eonstitue 
toujours one idee unique. La poSsit la 
presenterait sous plusieurs faces, la musique 
la repete sous lee m&mes formes; voila ce qui 
distingue ces deux arts". (3)

To Insist that opposed sentiaents fora "une idee unique" is 
to justify, even advocate, emotional generalization, neglect 
of the poetic meaning.

In Pen&Lope 11,9 Jlisse's aria:-
"Quel raalheur ai'est pr^dlt encore? 
H*ai«>je done pas assez souffert? 
Je te revois, isle ch£rie, 
£t ne puis te voir sans effroi" (p,13U:lUl),(4)

has two affects, pleasure at being home and thoughts of hie 
suffering. Only the former, although thoroughly soured by 
circumstances, is represented in the music, a placid andan- 
tino sostenuto with pastoral oboe solo, never leaving the 
tonic <£ even at

"J'Sohappe la mer en furie, 
Le calme renalt pour moiH ,

1. Qinguene, loc. oit, p.^17.
2. Notice p,lllj the hit at Qluefc is perhaps more by
Ginguene's than Piccinui'a intention.
3* Piscours p.50 n.22.
km Page references to the 1783 and 1787 versions; see
below, Oh.VXIIAl.
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Ulisse is aware of the presence of suitors in hia palace 
and the problems before himj the last line is ironic, yet 
it alone is built (literally) into the music with a pedal- 
point (J (p.139:11*6).

The problem of uniting contrasting affects ia here 
evaded} even in "Cease d'agiter mon ftue* Piooinni's effort 
seems primitive beaide the 16th-century madrigaliets. 
Philidor had managed better, both in "Oui, Je cede au coup 
qui m'acoable"'1 ' and 3andomir*a aria'2 ' where phraaea 
marked * JVOG fureur" and "avec tendresae"^' are sufficiently 
contrasted by changes in vocal register while a continually 
developed violin figure binds them into a coherent melodic 
succession, Piooinni (Ex.50) neither models his vocal line 
on the syllable nor builds short phrases into a self- 
sufficient melodic line. He is actually more dependent 
than dluoK on harmonic succession, rather than melody, for 
musical logic. The words are expressed by dynamic contrasts • 
"Vengeance" f (bap U-5) "Amour* £ - and harmonic detail 
(the Bb minor, 22-23) but these momentary articulations, 
smoothed over at each verbal repetition ("Amour" £, bar 8; 
the major cadence, 25), are concealed by continual rhythmic 
emphasis in allegro agitato.

"A composer as respectable as Picoinni can 
trust his music to proceed at a comfortable 
amble without breaking down". (5)

The very regularity of alternating £ and p_, legato and 
tremolo* makes the agitation integrated and generalized;
••*"*"**|*-"**—'l-'* •

it might have pleased Framery, but "dessin" ia achieved at

1. See above, Oh, II p.lUu
2. Ernelinde (176?) XXX.1 P.227, (1777) IV.1 p.200 (COF).
3. The 1/69 score lacks these indications.
I*. Ex.50 starts after 21 bars of ritornello and is the
first section of a ternary form with a short middle section
and full recapitulation.
5. Tovey p.102.
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a ooat - which Oluck would have refused - of dramatic 
penetration.^1 '

"Je me reconnais" (ifix.29) la perhapa a tetter example; 
the contrasting minor harmonies ("Je croia sortlr*) are 
integrated yet last long enough to make a diatinct impres­ 
sion. In any case they do not contradict, but supplement, 
the main import of the piece. In "Cease d'agiter mon ime" 
"le po& to a eu tort": generalization alone was posaible 
and its flaw is that the sain of phrases makes an insignifi­ 
cant whole, whereas in an air truly "d&cousu" like "Cours 
et dis-lai" (Aulide II. 5) Olucic projected one mood far 
more powerfully almost by overarticulating the contrasted 
speeds. Even a piece such as that enables one to turn the 
tables on the Piccinnistes and declare Olucic the finer 
melodist.

lu Cantabile arias; J. 0. Bach and 01 acic
In Amadis Bach's aria types are Piccinniant "Mon Sme 

auralt trop de peine" (I.I) resembles Ex.50, and his can- 
tabile has similar if less disastrous limitations. The 
priorities - musical ascendancy over the text - of "Je ne 
verrai plus" (Ex.33) are those of £x.U9 and most of 
Sacchini's arias. Perhaps this is better than allowing the 
words excessive dominance over the musical shape: Olucic at 
best allows ascendancy to neither. *n "0 malheureuse 
Iphige'nie" the music dominates the text - it was originally 
an Italian aria - but completely articilates the singer's 
state of mind. The verbal details - "Vous n'avez plus de 
Sois, je n'al plus de parents" - are not necessary to 
understanding. M Ah! si la libertS" (Armide III.l; Ex.52) 
arises from a close study of the text while conforming to

1. Grimm called this "le plus bel air que II. Piccini ait 
fait en France", CL 3 III P.37.
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musical patterns each as literal repetition; a musical 
affect is enhanced by the text.

Long movements in Amadie are mostly soliloquys (although 
"AhI brieez votre ohaine" is long "dans la scene" like an 
air of the same type in Gluck, "Dieux qui me poarsuivez"). 
The hero pleads for death in a short air. In similar cir­ 
cumstances in genaud Sacchinl produced a characteristically 
touching arioso (Ex.1318) and Oluck a pithy but formal 
utterance, "Ah! mon ami, j 1 implore ta pitit" (Tauride IH»U) 
in which the words, indispensable to dramatic sense, are 
responsible for the musical shapes. Amadis* "AhI si votre 
ame est attendrle" makes concessions to the dialogue con­ 
text - shortness, an open end - but could exist .uelodically 
without the words. Oluci is more formal yet has the immedi­ 
acy of speech; Bach's melody is emotionally vague and might 
have been used for other dramatic contexts.

Bach cannot match Gluck's control of melodic line over 
a simple accompaniment. vVhere Bach (Ex.51) proceeds to 
his dominant with chromatic touches (bars 12-13) and there 
cadences extensively (19-21*) QlucJc (Ex, 52) avoids such 
extension by formula in favour of clear-cut repetition of 
important matter. His first section, formed AABB, makes 
a nelodic climax without leaving the tonic - it is therefore 
unabashedly a da capo aria - and with only a slight chro­ 
matic inflexion (bars 13 and 19). Subsequent modulations 
are the more telling through this restraint and the employ­ 
ment, in the middle section, of tern; o'changes. The g#' 
(from b^r 13) now leads to a (bar 37) defined as a key, 
not a supertonic, by its dominant. Tempo I resumes with a 
new quaver formation (the pattern recalls bars 12, 16-17); 
Glue* intensifies by modulation - a, e, & (bar 43) - then

1. See Ex.23.



arrests the quaver motion and restores the harmonic balance 
by returning to e, relative minor to 0. The consistently 
high .tessitura now uses g" as the top of an established 
melodic position, not a climax. This section illustrates 
a precept of the Aloes te preface:-

"Ifon ho oreduto di dovere scorrere rapidamente 
la eeconda parte d'un Aria quentunque forse la 
piti appassionata,.."

The da capo stylises the basic affection to project it more 
strongly.

For all its relative informality the Bach is emotionally 
uncommitted. The harmonic resources of the middle section 
are used decoratively, not intensively: 0 is established but 
immediately treated as dominant (bar 25) with a chromatic
alteration (26-7» bVI with augmented 6th) that is not part 
of a melodic intensification; the unusual chromaticism of 
bar 30 has no structural function and hence produces no 
enrichment of emotion. Trivial chromaticisms (bars 6-7) 
weaken the device for later use, and high pitches are 
fairly continuously present; the music is pretty, not 
interesting. The range is extended in the recapitulation 
(g#'-a* t U2-U) and the cuimax is not unlike Gluok's revis­ 
ion of "Che farb".^2 ' but it is only a flourish of the kind 
mo c -red by Mozart (who elsewhere uses the technique seri­ 
ously enough) in Oosi 1,3: nearly a third of "Vorrei dir* 
is cadential extension. Bach's aria remains a tenor song 
rather than an anguished personal utterance.

5. recitative
Piccinni'e recitative has been sufficiently discussed 

in connection with specific operas; recitative is in any

1. Compare Ex
2. See above, Ch.IV p. 13*4, note.
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case a difficult subject for critical generalization. 
When Blom says that after Roland

"The recitative becomes more alive,,.It is 
always fully scored and frequently introduces 
short thematic fragments that underline the 
dramatic situation. In the arias t'aore is 
little overloaded and false Sfiloratura... M (1)

he is considering Picolnnl in isolation, forgetting that 
coloratura was unusual in French opera, that the orchestral 
fragments are part or the stock-in-trade for acoompagnate. 
and that the underlining is often gross (as in Ex. 1*78) or 
of doubtful relevance; in Plane 1.2 the use of thematic 
fragments from the innocuous overture (p. 21, andantino: P.22, 
allegro) does no more to intensify the dialogue than if 
they had been freshly invented,

Piccinni adopted various details of Gluok's practice 
and, however ineffectually, lavished equal care on the 
recitative. The forte-piano and agitato accompaniment 
are features which tend to lose their potency through 
excess, like the tremolo - as Berlioz remarked in vagner's 
Fliegender Hollander:-

"Le tremolo soutenu est de tous lea efrets d' 
orchestr«e celui dont on se lasse le plus vite; 
11 n'exige point d*ailleurs d'invention de la 
part du compos!teur, quand 11 n'est accompagnS 
en deeaus ni en dessous par aucune id£e 
saillante". (2)

He thought its overuse there Indicated "chez l*auteur une
certaine paresse d* esprit..."^' The emasculation of this

• 
device is better regarded as the result of trying too
hard. Wagner and Piccinni lacked the saving control, the 
taste, of Oluck, and the ability to stand apart from the 
work and view it as a whole. Wagner's details are still

1. Op. cit., p. 6k.
2. Voyage Musical en Uiemagne et Italic,.> Paris 18U4 P.101. ———

3. Ibid.
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part of a large design and the overemphasis is understand­ 
able in an immature -..or*:. Flccinni'e details arrest 
attention at th<- expense or the whole and the fault is 
inexcusable in a composer with a quarter-century's experi­ 
ence or opera.

6. Jontinuity
*ltaou;*h :iccinniste coutinaity may nave been affected 

by OIUCK its methods and possibly its aims differ. 
Piccinniste dramaturgy is, like Giuck's, randamentally 
bar>ojae made sup,le;^ ' aria remains divided from recita­ 
tive, generally by a perfect cadence. The .vingled forms 
of J:.ulide I. 1-3 are not typical of that opera; CHUCK'S use 
of continuity always has araraatic £jint - as when Agamemnon's 
monologue follows without a brea._ a >on II. 6 because his 
rage allots no formality, or when, in -axide III.6-9 and 
Tauride IV.3-6, the continuity is designed to increase 
excitement. GIUCK v.as too g^od a dramatist and man of the 
theatre to mut^aliae so v Suable a device by making it 
normal practice,

••\ltaoa-:n it hastens the ax....accent of oabinus Gossec's
(?) open end x ' is Piccianiste in teciiai rue. In Sacchini, to

propel an aria cadence in the tonic towards a new key and 
preliminary gesture for recitative is habitual. In Oedioe 
£_vJ£.U;^i£ he begins II with a phrase to be used in an aria 
(:ix,53A.) anti ends tne aria "open" ( vx.533), but the form is 
co'n )lete, unabbreviated, <nd the '-ncic.il co itinuity into 
accompagnato (with different motifs) serves no dramatic 
purpose (unlike the open end to "Alceste au nom des dieux")• 
If onl.v for that reason the aevice, much used in the

1. See above, Ch.I p.11.
2. EX.16B2.
3. Alceste (P) III.
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cannot be called Qlucicisto. 

The abbreviated air^2 ' la a specifically Picclnniste 

method of continuity. The length of a CHuci air can be 

gauged from the opening phrase: a syllabic line ("Ahi si 

la liberte**) augge sting a short fora, aacompanimental fig­ 

uration ("0 malheureuse Iphlgenie", Armide's invocations j 

a long. Vogel was to inflate a Gluck-lifce short-form idea 

into a long ariap*' several Piooinniste short airs are 

lijce truncated long ones, denying the formal implications 

of the musical substance, iiarmontel complained, "Pour quo i 

ne pas finir un chant que 1'on commence?"^' yet hie party,
 

not Qlucic's, adopted this musical illogicality, one with 

distinct possibilities for patnos or sadden peripeteia, 

possibilities rarely realised. Examples are the third 

part of Didon's first aria,' 5 ' part of a 3abinue air,' 6 ' 

and \ntigone*s air (fix. 1/46) where the first section goes 

from Eb_ to Bb. A. variant of this procedure is the air 

which becomes an ensemble; Thoas* "Air d* invectives" 

(Tauride IV. U) is perhaps the model for the end of

Pe'ne'lope I. ' Minute fragments of aria music - arioso(qS 
cantabile rather than recitative in tempo y* of which

Iphig£nie*s "0 mon frere! 6 men cher Create" (Tauride IV. 2) 

is an example - are common in Sacchini, less so in Piccinnl
.

1. A Piccinni example is in Pene'iope 1.7, p.50:U7j see 
below, Oh. VIII p. 316.
2. See above, ChJI p.U9*
3. See Kx.120.

p t !5:l68.
5. 3ee below, Oh. VI 1 1 p. 312.
6. See above. Ch.I p. 37.
7. See Olucfc's letter to Quill ard, 17th June 1778 (Gorrea

gondenoe p. 130; Desnoir
eeterres p. 230;. 

1 §eTbelow, Oh. VI II p. 315. 
9. For this distinotion see above, Gh.II p. 52.
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Two of the most touching passages in Pidon ape, however, 
short forms: "Je veux si tel eat mon malheur" (p.127:137) 
which is virtually a truncated short (syllabic) air, end­ 
ing in the dominant (e_), and the exquisite fragment in 
III,8 (Ex.5U), a true arioso, not implying a larger 
structure. These in no way approach Qluck's musical 
manner; they are highlights of recitative, momenta of

truth, and only rarely does the recitative "build towards
arls,*.* Sacchini once leads from recitative to a short
air by way of arioso, in Dardanus where his key sequence
is that of ftameau's two short airs to these words (Sx. 55).

Di Pastoral Operas

To assess which composers were Piccinniste it is 
mcessary to consider the influence of Oluclc on Piccinnisme 
and the degree to which they differed.^ ' Piccinnisme cer­ 
tainly flourished among Italians and French; and Germans, 
since J. C. Bach is rightly associated with it.*^' Sacchini 
and Zingarelli conformed to the ideas of literary Piccinnis- 
tes more than did Piccinni; others ostensibly followed 
Oluck but for several reasons, particularly their natural 
adoption of a musical language appropriate to their gener­ 
ation, come as close to Piccinni. The position of French 
composers is complicated by the anticipation of the "Spoque 
de Gluck" in Philldor and Oossec and by remnants of 'chant 
franjais*. ̂ ' Old French opera lived on beyond 177U, and

1. See above, Gh.II p.51.
2. See below, Ch.VIII C,
3. Although by Terry for the wrong reasons; see above p.152.
k. See below, Oh,VI and Sis. 66, 67.
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the transition is particularly gradual in non-tragic genres, 
to which most of Raraeau'a works belong; it was some years 
before the pastoral was displaced at the Acad&aie Royale 
by comic or adventure operas such as l»e Paravane du Qaire. 
The revival of pastorale-h *->-oi aue was unsuccessful but Is 
important as an exam le of gradual "modernization": in 
Monsigny's sole work for this theatre, and one of the most 
musically delightful works of its time, Aline. Heine de 
Qoloonde (sedaine 1766); in OSphale et Procrie. "du tree 
bon genre de l*op£ra fra^ois", ̂ ' which preceded and fol­ 
lowed Aulide (Versailles 1773, Paris 1775); and in Oluck's 
revised Cythere AaaiSge'e (Favart 1775). ̂ 2 ' Qluolc's last 
opera Echo et Narcisse (Tsohudy and du Ttoullet, 1779) 
falls into this group as does plane et Sndymion (De Liroux 
178(4) with which Piccinni followed his greatest success, 
Didon.

Transitional as Axine is, the engaging confidence of 
Monsigny's style makes for unity. The rococo fStes which 
fill most of this 1? Ilet-h6roique resemble ^ameaa simpli­ 
fied (II.l, with flageolets); the florid ariettea are more 
Itallanate than his (1.6, II.3). £he orchestration ia 
pleasing and unusual (11,1, low bassoon sixths depicfing 
night) and 1.7 ("Dance") contains some of the most elabor­ 
ate dynamic markings of the oe^iod (continual short fires- 
cendi over minims and crotchets). ' In the dialogue scenes, 
which contain the slender plot, small airs, Italianate in 
style, are used in Lull!an places (I.U; the scene ends with 
a longer air). Some recitative is for continuo only (I, 
1-2) but some ie orchestrated with the voice in Italianized 
'chant fraiicala* (1.3-4) and a profusion of ornamented

1. Letter in Journal de Paris, June 1777, MP8 p.23U.
2. Original version 3chwetzingen 1759.
3. Full score p.100.
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In II.2 the aria is an Italian cantab11e decorated 
In French style, suggesting the same compromise as "He1 dans 
un camp" . ' 1 '

gjbhale et Proorls has Very similar features; Gr£try*s 
Italianlsms also approach French tradition in vocal style 
and orchestration, further than the comparatively austere 
Philidor from central European composers. An ariette. more 
Italianate than ftameau'a, la placed unusually "dans la 
scene" (II.6, p.123);^2 ' the style, which characterizes the 
goddess Aurore (I.I, p.lUl), is reminiscent of Sameau's 
"ttossignols amoureux" (Hippolyte V). When impersonating 
nymphs of Dlane, Aurore (1.3, p.29) and "La Jalousie" (III* 
3, p.169) sing in opera-comique style; while CSpnale's long 
aria in D (II.U) resembles Oossec's Italian vein (Sabinus* 
aria in the same key) and is therefore "Piecinniste".

G^phale is a work of elegance and ahewv which, unliKe 
Aline, includes tragic scenes. The duet in £ (I»k 9 P»U8; 
usual rorra) is dramatic enough to explain tne composer's 
willingness to tackle Andromaqug. and like other more ela­ 
borate ensembles (end of II; III.U) again seems Piccinniate 
avant la lettre. If the authors' intention was to be 
dramatic, however, it is only intermittently realised; a 
piquant mixture, with almost every available element except 
spoken dialogue, Gephale suffers from the dissipation of 
the strongly foreboding atmosphere at the end of II by "La 
Jalousie", singing 'chant fratals' (p. 1^8) and preparing 
unnecessarily complicated plots to de*stroy Frocria*'•" 
Perhaps because GrStry concentrated on opera-comique the 
recitative is the least "modern" part of the score. A

1. Emelinde II.2 (1767); III.2 (1777).
2. Page references to full score of 1313, no. 12 of the 
"Collection des Operas de Gr£try en Grandes Partitions".
3. Neither "La Jalousie" nor the contrived ha;.py ending 
come from Ovid 1 a version, Metamorphoses VIII.
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"danse infernale" (111*1, P.160) apes Rameau'a habits in 
suoh pieces, alternate violence and silence, but with late 
18th-century syncopations and chromatic practice; while 
Ernelinde must have affected the theatrical oreecendi 
bei'ore the calamity.

Glacier Qyth&re Aasiegee and Bo ho et Narci§ee| Piqoinnii 
Plane ei Bndymion

Scho et Nareisse revived the pastoral idea with styl­ 
istic consistency, but this "sprawling profusion of airs 
and dances'" ' suffers from a monotony which the uninhibi­ 
ted variety of forms, styles, and orchestration in Monsigny 
and GrStry made impossible. Nor is monotony the defect of 
Gythere Asaiep6c. Oluck's main artistic failure in Paris. 
An expansion of one act into three, its plot is no more 
than that of the prologue to Hippolyte. I has no action, 
but a narrative bringing a change of mood. The musical 
idiom is richly mixed: recitative both with continue only 
and superbly controlled accompagna&p (pp.5-6); coloratura 
(p»39)» colourful scoring, angular unisons to characterize 
the barbarous Scythians (II.p.63; the mood returns in III, 
p.13iO without the percussion of Tauride I. Oluofc may 
have regarded Gythere with a certain cynicism;^2 ' certainly 
it c,ucs not aspire to the seriousness of Scho. whose fail­ 
ure offended GHucic deeply.

A wealcness of C&phale and l^cho is the importance of 
deities who do not appear: Diana with»her I4eb3averbo| and 
Apollo who curses Narcisse with self-love. The heroines 
of both are resuscitated to demonstrate the power of 1* Amour; 
in Diane et Endyaion he claims a moral victory by making 
»he chaste goddess fall in love, and so unites Bndymion 
with IsmSnie.

1. Howard p.50.
2. Qee letter to Kruthoffer, 30th May 1775, Correspondence 
p.62.
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Qluck composed Bcho with loving care, and used 
comparatively little material from earlier works. The 
use of "Le bell'imagine" as "Je no pale m'ourrir ta froide 
demeure" is his oddest borrowing from Paride and suggests 
that he did not appreciate that masterpiece as it deser­ 
ved. Scho is less satisfactory: delectably irrelevant in 
small things - the opening of 1.2 - it recalls other operas 
without reaching their level in more massive passages such 
as the choral scenes with grieving protagonist in II: "0 
aortelles alarmes" with fioho (in c, as is Qrfeo I) and 
"Dieux qu'implorent ees tristes yeux" with Naroisse, a 
situation like Qrfeo I.

X.3 treats dialogue in a novel manner; a recitative 
text set to measured music, melodic grace combined with 
good declaration, not a dialogue of alternate airs as in 
Amide but a single air shared. Zt ends on an imperfect 
cadence in the dominant, leading to Echo's air in £, "He"las I 
Je n'ai pour moi qu'une Srae simple et oure" - words which 
this opera might have addressed to the indifferent public:-

"The new qualities in Koho - the extremely rich 
orchestration and the refined, more detailed 
expression of the vocal line - passed unnoticed 
in the face of the poor dramatic construction of 
the whole". (1)

Narciese's acena (1.6) conaiata of aria fragments, all 
types of recitative, and arioso interventions from Echo; 
minute sections succeeding each other with his changes of 
mood. The short 'incomplete 1 forms m%y have disappointed 
a public whose appetite 1'or Italian aria had been whetted 
by k*Olympiads. Roland and 01 vice's own rauride. In II
the Paride aria is overweight, since when Narcisse realizes 
his aberration and repents the anisic is leae richly
expressive and the emotion rings less true; even the echo-

1. Howard o,15»
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song cannot prevent III from dragging. The end, as in 
Hippolyte. was foreshadowed in the prologue, N&reiase's 
suicide, llKe Orfeo's, ia prevented by l f Amour and the 
effect is only less banal because, with so little drama to 
spoil, real tragedy would be incongruous.

The dreariness of Diane. like the monotony of Echo. 
derives from the subject. Material suited to a lighter 
genre is treated as tragic, and Picclnni was not permitted 
the musical indulgence of bal1et~he>oiqua. The plot, an 
emasculation of Atys, depends on a Quinaultian distortion 
of the myth in which Kndymion loved the goddess. His mis­ 
tress Ism* tie is endangered not by marriage, like Sangaride, 
but by an oath of ohaetitjr, li*ce Prooris and Aricie. The 
setting is purely pastoral and the intervention of I 1 Amour 
robs the material of the dramatic auggestiveness of Atya: 
yet the music - mostly in large, strenuously 'dramatic* 
formations - is in the manner of Atyja, Tauride and Pi don.

The continuities perhaps owe something to Sacchini or 
even Lemoyne. The long air "Aimez Diane, oubliez Isme'iiie" 
(1.2, p.23) is formally complete but open ends link it to 
the recitative; it remains out of proportion in its con­ 
versational context* "Cease d*agiter mon ame" ends on 
the dominant of the dominant (bass F#), projecting it into 
the recitative (p.138). Endymion's soliloquy (1,1) is 
divided into a major section (pastoral: "0 doux reveil de 
la nature", p.12) and minor (personal: "Seul Je glmis", 
p.17) but without the expected recapitulation no mutually 
enriching relationship is achieved. Like a 19th-century 
cavatina-cabaletta formation, sections of the duet (1.2) 
are separated by a hunting-call (p.32) which, warning the 
lovers of Diane's presence, motivates the agitated second 
movement. This becomes a chorus in the tonic minor (a) and 
the same tempo ("Diane, vengeons-noua", p.37) developing



into £ - a choral allegro - an unusual degree of musical 
continuity concurrent with the action,

The music fails to differentiate not only mortals from 
gods but Diane from 1*Amour, as the similarity of their 
ariaa shows (Ex.56). Their duet of invective (p.167) 
makes o ily a verbal and visible opposition* the music has 
none of the cut and thrust of Oluck's in fcilide or Philidor's 
in Krnelinde and becomes sensuous when the voices aiite. 
The opposition is no more vital than the pretty abuse of 
the Hippolyte prologue. The role of Diane, fuller than 
Gybele's, sufrurs from a lac of opposition from the humans 
onto whose plane she is drawn - the lovers do not appear 
in II. Her air "Je veux punir 1'objet qae j'aime" (Ex.57» 
from II.2 before Ex. 50) has unusual harmonic variety for 
Piccinni. In t'le trio (p.202} Diuuc is better distinguished 
from the mortals than Cybele in the Atys ouartot but she 
is sabse:,uently released from her "chaine" without a 
struggle and revealed as the plaything of 1* Amour. Her 
exit - "Partons! du bruit des cors ces vail cms retentissent" 
(III.U) - suggests that the care expended on creating and 
developing her character in three soliloquys (I. 5» I«Q» 
11,2) has been wasted.

"Jaiilce tragedy the pastoral naturally includes a quan­ 
tity of integrated ballet. Diane has several relevant mar­ 
ches, a sacrifice (11,3) and a ''Ballet d 1 action dont le 
su et eat le triomphe d'lsmuuie et sa reception de Nymphe 
de Diane iciteo du rit antique" (1.7*). This integration in 
Diane recalls that of Tau-ride rather than Gephale w iere the 
diverti ssements t occupy ing a great deal of tixe, are no more 
part of the tction th n in \ulide. Opera is dominant in 
Diane, hov.over, whereas in ^lline tiiu action was the excuse 
for the ballet. In Kcho integration la complete and the 
elegiac rather than tragic n^oa matches the psetoral setting.
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Gluek's concentration and fecundity of musical idea ia 
never more evident than in these abundant small fowns. 
He lavished his oJcill on the rinal divertissement (in 
contrast to fflth&re!) but it Is a curious end to the career 
of a rugged musical dramatist and the oddity lies mainly 
in his acceptance of Tachudy'a amateurish text. The evident 
inferiority or Diane to Atys. Pi don, and Penelope may partly 
be blamed on the libretto,* ' but the music only inter- 
mitte.rlly suggests any development from the standards of 
earlier operas (the continuity techniques are used to no 
great purpose). If Kcho was not intended to be merely 
pastoral, it at least succeeds, with reservations, on that 
level. Diane. with serious operatic pretensions, has many 
of the properties of pastoral, but succeeds in neither 
interpretation*

1. G-inguene1 considered that the sole reason for its 
failure (ifotioe p. 70).
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Chapter VI 
French Composers

A* The 17708! Ernelinde. Hell*

During the later 1770s the torch of Indigenous musical 
drama was tentatively relit by two works, one a revival: 
Ernelinde (Poinslnet, revised Sedaine, 1777) and Hell6 (le 
Monnier 1779). Before Gluck's arrival and in 1776, L*Union 
de 1*Amour et dee Arts by Floquet (17U8-89) had a success 
which cannot wholly be accounted for by the music, a pale 
reflection of works like Aline and Co1 p hale but without their 
originality* Azolan. a ballet-heroiq.ue. suffered defeat in 
the year of Aulide. and Helle. tra^&die-lyrlque.* *' in that 
of Tauride. when , like Amadia f it only had three perfor­ 
mances.

Two .years earlier Brnelinde had returned to the Opera——————————— e

in a five-act form originally played at Court in 1773, v ' 
and wnich, despite a superficial resemblance to traditional 
French structure, solved the problem of aria in French opera 
better than Poland, by omitting the ballets. Instead each 
act includes a static choral tableau with solo voices - a 
texture common in Ttemeau, In 1.4* (p.57) this celebrates, 
specifically, Sandomir's victory, rather than (as in 1767) 
his commander's (^icimer), increasing Sandomlr'a political 
stature as the revised ballet of Aulide II (1775) did 
Aohille's. Kicimer's "Peuples du Word, on!ssons no8 con­ 
certs*' (11,5, p.UOt 1767 1.5, P.68) is a traditionally

1. MS BO A263a.
2. Annals (1767). Details of the two versions of Ernelinde 
are in Appendix 5»
3. Page references for the 1777 version are to the vocal 
score (COP).
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French conception but uses Italianate oantablle. The 
attractive harbour scene (III.U, P.1UU: 1767 II. k, P. 176) 
and the admirable chorus of prisoners (I V.I, p. 193s 1767 
XII. 1, p. 223) are dramatically relevant; in the latter, 
the chorus expresses Sandomir's feelings also; he utters 
his especial griefs between their phrases, in recitative. 
The best chorus is the oath for Ernelinde: "Jurea sur oes 
glaives sanglants" (1.3; 1767 1.3), mingling differing 
rhythmic impulses in one tempo - the dotted figure at the 
start (p.J*8: 1767 P. 52) and the rainim-semibreva passage,* 
"a demi voix", beginning "0 Mars" (p. 51: 1767 P.5U).

One *?f eet of the revision is a clarification of tona­ 
lity in I, obtained by transposing two numbers : -

3c. 1 : Duo £
Air (Ttodoald) C

Qe. 2 : Air (Srnelinde) B> (1767, F)
Chorus gb

COMBAT C (new in 1777)
8c. 3 : Sandomir's entry F

Recitative ""
Chorus (oath) fib 

Sc.ii : liarche and final chorus ? (1767, £>,)

It this is Olackiste, it is a delayed effect of Philidor's 
study of Orfeo. since the revision was done before 1773. 
1767 I shows no such clear outline, although II (1777 III) 
was framed by scenes for Ernelinde in Bb. Tnis key is 
associated with her in 1777 I» making a symmetry witnln 
the 0 used for the enemies of Norway* (overture, Scene 1 
(Podoald about to fight them), Combat. Scene k (triumph)). 
1767 I ended in a c (the quarrel duet of Sandomir and 
Plcimer) with a different assooiation from the £ of Scene 1. 

Besides the revision or the simple recitative'1 ^ some

1, See Ex, 9*
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orchestral recitative was changed. Though hardly 
"psalmodiefft1 ) 176? (Ex.58A) has a residue of 'chant 
franpais* - the ornament a, the cadence (bass with voice, 
bar 19), the free expressive uee of a wide range - but is 
basically acoompagnato. with orchestral interruptions to 
the voice. 1777 (EX.58B) is simplified and shorter by # 
bars; orchestral economy is matched by careful placing of 
climaxes - Ernelinde's g1* on "sang" (B, bar 7) not MbrasH 
(A, bar 6); Sandomir's g* on "tyran" (Bt 14) not la "oner 
a mon coeur" (A, 1U)« 1777 articulates with qoatenuto- 
forte (B, 12-13) mood changes given more spaciously by 
andante-allegro before (At 15-16), 1767 le richer harmoni­ 
cally and orohestrally, and strongly unified (in A, compare 
bars 3 and 11, and the development of U-6 in 12, 13» 16); 
in 1777 speed hardly compensates for the loss in expressive­ 
ness and throws more articulative strain upon the following 
duet than it is fitted to bear. Such changes may have been 
made before 1773 and were influenced less by Qlucic than by 
the general trend of French recitative towards simplicity; 
they bring Ernelinde close to Pers6e«

The arias are Ernelinde* a most revolutionary aspect - 
aria as distinct from French air. Even the 'chant frangais* 
ornamentation of N Ne dans un camp", reduced in 1777 (III. 2;, 
does not disguise its can tab lie and Italianate phrase 
structure and form. "Transports jaloux" (III. 3) Is short 
and fiery, its character derived from the vigorous violin 
writing; ̂ 3' compared to Laborde (Ex. 6) Philidor'e imitation 
and striding harmonies (witnout supine dependence on the 
conventions of minor- tonality) are decidedly strong. With

1. See above, Oh. I p.29.
- Compare Alceste III, Admbte's aria also in c.; both 

were composed In 1767 and plagiarism is Impossible.
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Brnellnde's touching cantabile in Scene 1 and "Oui, Je cede
au coup qal m'accable", ̂  ' III is structured by aria-like

(2 ) formations, including Ttodoald's compound aria x ' and a
quartet In <£• 'i>re a^las are extremely varied in length,
from tfodoald's of 22 "bars (I.I) to 8andoml*'s of 137 
l)^4 ' (a touch of realism: ^o do aid hastens away to fight 
but Sandomir is at leisure in prison).

ffrneliade suffers from some une venae ae of invention - 
the last set (1777) contains little of interest, and the 
long duet (IV. U) is a disappointment - and from the loose 
plot structure, although the libretto was criticised unnec­ 
essarily harshly. Ricimer and Rodoald are vividly portrayed, 
the former contrasting jealous rage with a touchingly gen­ 
uine love for Sruelinde; on the whole it seems right that, 
in 1777, he is persuaded to live (in 1767 he killed himself). 
Sandomir is relatively conventional and hie initial support 
for ^iciraer, despite his betrothal to Ernelinde, is never 
adequately explained. Ernelinde is no prototype suffering 
heroine; her actions in III and IV are bold and it is she 
who leads the defiance of the villain in V. The scenes 
where she is surrounded by battle-sounds (I) and afflicted 
by imaginary Furies (Kx.10) were often imitated. The exis­ 
tence of the two versions, of which it is hard to say that 
one Is better than the other - 1777 contains less irrelevant 
matter but straggles over five acts - makes the detailed 
analysis it merits almost impossible: one must be content

•

to describe Brnelinde as the most important attempt at 
musical drama in France between Rameau and Qluok,

1. 3ee above, Oh.II p.UU.
2. The first part is Ex.11; the cabaletta "D^testes ce 
barbare1* follows after a short recitative,
3. Replacing a longer movement in c (1767). 
k. 3ee above, Gh.V p. 192. "~

210



Helle1
Hell6 has the familiar theme of a disguised god in 

love with a mortal."' w ArsaraeM (Neptune) is loved toy 
Ino, who offers him her crown in vain (II) and, assisted 
by a magician, Elphfinor, menaces him and Hell6. Although 
there are only three acts, the structure is traditionally 
French, with as many ballets. Except for Ino (she and 
Helle have conventional confidantes) the characters are 
lifeless and the emphasis is on the 'merveilleuz* - 
conjuration, tempest - rather than the psychological impli­ 
cations of the subject. The ballet of I celebrates the 
god's return from military victory; the march mood spills 
over into his air wNon» ohere Helle" (1.6), with trumpets 
(in A) and florid vocal triplets. There follow an Air lent. 
Gavotte retenu (in 6/8) and gigue. In II the divertissement 
inconsequentially follows an apparition produced by Slphenor 
to alarm HellS; her reaction to it is delayed until III.l.

The musical vocabulary, compared to Floquet's earlier 
work, is affected by his visit to Italy;^ ' string accom­ 
panied secoo rather than 'chant frangals* with continue 
(parallel to Philidor's development); accompagnato; the 
ariettes further from ftumeau*8 in style. Helle also shows 
signs of ill-digested Gluc^isme. The overture ends after 
the rise of the curtain, but with a full close and no 
connection to 1,1; nor does it "prevenlr gli Spettatori..." 
fortunately, as it is a medley of vacuous Italianlsms with­ 
out form because without content.

Although the sweeping line recalls 'chant franyais' 
Ino's aria (Kx.59A) is Piccinnesque in temper; *loquet

1. Compare the first French opera, Pomone; also IBBO and
La Danse in Lea F3tes d'HSpe (RameauJ.
2l—KarTy 1775 to mid 1777 ("Ploquet", MOO).
3. oee aoove, Uh.II p. 64.
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wastes the inflexion to Db (bar 10), rejecting its :>otential 
fo** melodic extension or modulation to return to the tonic, 
not made less lame for being ff. The subsequent orchestral 
croacendi (Kx.59B) cruccli aau«rsco T1 ci the not very original 
line, T tia indiscriminate application of dynamic extremes 
is a foretaste of .uemoyne and the result of a technique of 
Gluck as luch misunderstood as his melody. Floquet seems 
to hrivu tried to capture something of Oluck'a pure line in 
the middle section of Hello's aria: ''Inexorable ennemie, 
arrSte" II. U) (Kx.60) but he constricts the voice to a 
rHinge ("bb'-g") which leaves little room for growth and of 
whiC'i the mechanic i-i fillip-In "by chromatic aooggiature 
(bars 2, 5» 6, 8 and so on) unbalances the melody by over­ 
emphasis on d" (5, 6, 7» 8) tn^ough c&". (Trie list two 
sections of this (ternary) arii, and Ino's (compound), are 
marked in the score as cuts).

The predominant character of Helle's music is this 
wea-ic pathos. She does nothing in II, but opens III promis­ 
ingly with 'recltatif oblige* (Ex.61). The gloomy tread 
or the strings (bar 2), tat u^iative bassoons (9) - scoring 
and harmony res oad to tne situation. Oaly the voice seems 
inoii 'i'uri-.nt, and (for all the mono ton;, of tie alternation 
Pj-ff) is metaphoricilly swanped by the orchestral material 
although unaccorapaniua; the trite declaration is heard with 
merciless clarity. The aria is in two sections, the fii»st 
concentrating on the "iieux charmants" in which she finds 
herself (Bb, c Jintabile vtith solo oboe), the second, inten­ 
ded as a contrast: "Loin d'ici, oui, ,je pourrais peut-etre 
oubxier" renders despair with an allegT»o_oom^odo (gJLg) in 
Mb, the key of Piccinniste comraonjlace. (The intervening 
recitative is marked to be cut;.

Ino is more strongly or-ojected at i irst (see Ex. 59); 
bat her jeiloas outburst ending I: "Je n'ecoute jlus que ma
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rage** has the musical character of the preceding diver­ 
tissement. In II.3, rejected by Arsame, she has her share 
of Bb banality. Arsame is more consistently portrayed; 
when we learn hia identity (II.1), the flamboyance of his 
aria in 1.6 is exceeded in a long aria headed ariette. The 
virtuoso writing may be intended as contrast to the less 
powerfully-lunged mortals; it is supplemented, uniquely at 
this period, with a duet-gbbligato for clarinets (Sx.62). 
With the same key and the same defiant mood, Mozart's 
"Parto, parto*" ' also uses clarinet in canon with the 
voice (compare Ex.62A - the passage occurred earlier on the 
two clarinets - with Mozart, bar 21 of the allegro asaai) ' 
and to fill in vocal pauses or rests, as in Ez.62B, Floquet 
even provides a fermata for a cadenza, although it would be 
hard to exceed the brilliance of the written notes (Ex. 620). 
This music gives the god a dominating aspect, and in III he 
overcomes his enemies with no trouble (but they make the 
strategic error of attacking by sea, the element of which 
he is master). It also impresses as the only music in Helle 
in which the composer seems completely master of his mat­ 
erial.

Helle is like a transitional work out of time; an old- 
fashioned poem with partly Italianate music, partly a 
reversion to tradition, as in the Con uration (II. k) where 
words and music weakly echo Bameau ("Qu'a nos cris la terre 
frSmisse"). Although the Furies of Tauride had yet to be

^••f——MMMMM

heard the passage is ridiculous for 1779. The ineffectual 
sea-storm is set as a cheerful 6/8 in D, which resembles 
the f i .al rejoicing*

1. La Glemenza di Tito I, aria of Sesto (Breitkopf CE
p.597:"
2. Ibid. p.65.
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Aloeete (a>Qulnault resetting) was not performed 
although upon It rest the claims made for Floquet by 
Marie Briquet - hie masterpiece and "ein wiohtlgea 2eug« 
nia far die M5glich)ceiten dep frz. Schule neben Oluck and 
Plocinniw .' 1 ' An Alceste was daring after Oluck's and 
PStis said that "la premiere i^aa'tltion suffit pour faire 
voir que lea pretensions de Ploquet ttalent ridicules". 
Floquet, or talk of Tloquetietes", ̂ ' aroused Gluck's 
indignation but Le Seigneur Bienfaisant (Pochon de Chabannes, 
1780), consisting of three loosely connected acts, has 
little to commend it even as tear-.jerklng entertainment, 
and its interest lies chiefly in its introduction of the 
bourgeois pastoral to the Opera, before ^osine. Floquet 
died after starting Uoindor. which is mostly by Dezede 
to whom the librettist (again de Chabannes) handed it. V.ith 
only a slender originality, possibly the result of poor 
techniques, Ploquet seems insignificant beside his contem­ 
poraries. Oluck rightly foresaw that a stronger witness 
to the possibility of a French school could come from (Jossec 
and Philidor, ' who both turned their attention to 
Quinault.

1. MOO, "Floquet*.
2. Biographie Universelle. "Floquet".
3. See Deanoireeterres p.311; Striffling op. cit., p.231,
U. See above, Ch.I p.16.
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B. Persee and Thesee; Themietoole

1. Quinault: the adaptations
Clumsy adaptation partly explains the failure of 

Pere&e and The'eSe, respectively too much and insufficiently 
cut. They retain the leisurely action of Quinault while 
incorporating the a*<ia, and must have seemed carelessly 
made after Tauride. In both poems Quinault was more inter­ 
ested in spectacle than character; the role of Persee was 
confided to an inexperienced singer, Dumeny, and is slight; 
that of The'se'e is trivial beside that of '.edSe. There are 
adult human passions in Pers6e, and even The'se'e contains 
enough for the adapters to make the most of Egee, Phinee 
and Cassiope,

The subject of Pers4e may h*ve been suggested by 
Uorneille*s Andromfede (1650), "Tragedie a machines* with 
music,^ ' a revival oi which in 1682 infringed on the ter­ 
ritory of the Opera. Angered by Cassiope's pride, Junon 
sends .cause, the gorgon, to devastate her country, and 
repulses all prayers (LQ I). Persee offers to attack 'edase 
if Andromede (who is betrothed to hi.iee, her uncle; be his 
reward (LQ II). ilercure lalis the gorgons to sleep and 
Poreee aomewhat anheroically kills MSduse (LQ III); he tiien 
disposes of the sea-monster to which Andromede is exposed 
(LQ IV) and, the goddess having relented, marries the 
princess (V). The affronted PninSe breaks in with armed 
men to claim his bride and after much* bloodshed, described 

with relish by Ovid, *2 ' Persee petrifies his enemies v,ith

1. Andromede has even been afcbcribed as "1'origine de 1* 
opera" (T?en§ Bray, introduction in Co^neille, Theatre I, edn. 
Hachette, p. 12 ). According to fca Harpe the macriinery in 
the l?tiO Pers6e was ineffectual (Correspondance Litteraire III p. 150"); ——————————————————— 
2. Metamorphoses Book V,



Me'duee's head. Marmontel reduced the text to three acts, 
with two major changes:-* '

Lully-Quinault (LQ) Philidop-Marroontel (PM)
Prologue Omitted
I 1-6 I 1-6
II 1-7 I 7-11
III 1-5 II 1-6| II.7 is new
IV 1-3 II 6-10
IV 3-5 III 1-3
V Omitted

He eliminated tf&rope, who loves PersSe, plots with PhinSe, 
and penitently warns the hero of his danger in V. Lully 
gave her much of the best music but the omission allows the 
other roles to be strengthened - including Phine'e, but to 
no avail, since the omission of V removes at a stroke the 
whole Justification for his presence in the action. His 
attack unites the strands of the first acts (hie jealousy 
and the Gorgon); in PM it is carefully prepared for but 
never comes and the drama ends, or rather collapses, with 
the death of the monster. Tnc opera is reduced to an 
adventure story, and the drama of human relationships is 
dissipated.

The merging of L% I and II makes PM I inordinately long, 
with few cuts and long musical movements added. The scene- 
cnaage between PM II.6 and 7 is clumsy (and not, as in 
Gtossec's Thea6e III, 'merveilleux*). Marmontel might have 
adopted this scheme:-

LQ I and II condensed Inore, for PM I (prepara­ 
tory) 

III and IV II (peripet-
eitic;

V III (consum­ 
mation)

1. For a detailed table of the adaptation see Appendix 6A.
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instead of forgetting Phin6e, the most Interesting role In 
II, and leaving III almost aotionlese. It is particularly 
unfortunate that the merits of the adaptation, in matters 
of detail, correspond to Philldor's best sfcills, and its 
defects to his negligence, like Raaeau's, of dramatic 
totalities; b>hiiidoi» couid have been entrusted with the 
former, and needed control in the latter element. Aa it is, 
the "best operatic music or its time by a frenchman is left 
lying in manuscript.* J

Morel reduced Yhe'se'e to i'our acts by condensing i»Q III 
and IV into III and omitting very little apart from the 
comic Intrigue of servants. ' xhesce wins a battle 
(incognito; for his father Kg^e. The latter proposes to 
agle, who loves These'e and refuses sge'e for fear of tfede'e 
( M Que vous Stee ing&nieuse a trouver des diff iculteV1 , he 
complains). Me'de'e, naving lived with the King, now wants 
Th£s6e; learning or nis love for sgle1 she foments discord 
between fauier and son (II), devises torments for £gl£ (III)j 
and forces her to be cola to Trieste in an interview which 
she overhears U»Q IV). * ' *vhen Egll's reserve breaks down 
.!edee feigns forgiveness and deciding upon parricide as 
the only adequate revenge, persuades EgSe to poison his son 
(Quinault here reverts to the usual form of the myth). 
When the plot is revealed she escapes, destroying the palace; 
Athene replaces it,, an ending rationalized in 1782 into a 
promise of protection for -\thens. Handel set another 
adaptation of Thtise'e^ which insteae. of merging III and IV 
separates them with an extra scene, jolo aria replaces the 
choris and dance structure of the original; Gosaec's version

1. BO MS A 281.
2. Omitted in GO?, following 18th-century performance tradi­ 
tion.
3. Joinpare Pacine, Britanrdcus II. 6, performed four years 
before The"see.
U. Teseo U713). 3ee Klrabell, «»The libretto of Handel's 
Teseo« t ML 1963 P.371.
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attempted to combine these elements. Thes£e. its long 
popularity notwithstanding, is one of the weakest worke in 
the Lully-Quinault canon. The adaptation^ ' makes an opera, 
like Sabinus, that is over-extended and occasionally tedi­ 
ous - partly "because the music only comes to life in III.

2. Lully; Perse'e, Thi§s4e and 'chant fra^aia' in the 1780e 
The elements of the old French style tliat remain might, 

given a firmer dramatic structure, have resulted in a crea­ 
tive continuation of the tradition into which ^hilidor 
(Campra's pupil; and Gossec (who, like «ameau, was patron­ 
ized' by La Poupliniere) had been born. Philidor'a mourning 
chorus (III.l) evokes l?ameau as much as Orfeo. * ' particu­ 
larly in the alternation of block harmony with imitative 
passages and the eschewing of colourful scoring without 
wind, let alone trombones (^.63). (The light scoring of 
Perse'e may well have disappointed a public used to Aloeste. 
Tauride, and Amadis). Philidor's recitative is simpler 
than in the 1767 Krnelinde or than that of Sabinus. At 
best it has the delicate sensitivity, the limited but 
real expressiveness, of the composers between Lully and 
Rameau - quite unlike Gluck and Piccinni. 'Chant frangais 1 
dic;d hard and when its formulae, bound up with the melodic 
and harmonic tnlnkinr- or an earlier generation, disappeared, 
French composers maintained its singing quality in their 
recitative even when Sacchini, at the height of his Paris 
career, was more sparing of musical substance in recitative 
than elsewhere. Without returning to the "ancienne psal- 
modie" or imitating Glud$ they sought a modern equivalent, 
an alternative to the Italian recitative "simplement

1. Further details of the adaptation are in Appendix 6B.
2. Tne tombeau in Castor; see above, Uh.l p.10.
3. See above, Oh.I p.28.
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* ' which Qossec expressed in the direction "re'cit. 
chante"" at the denouement of The'se'e. The arioso style is 
found in fragments, a single adagio "bar (Ex.6l|B) expressing 
more than Lully*s imperfect cadence (Ex.6i*A), or in whole 
passages; and in the most insignificant composers. Dezede, 
in Peronne Sauve'e. leaves the voice unaccompanied, declaim­ 
ing with verbal repetition as in formal music; it might be 
the climax of an air (Ex63A). (The quality of the passage 
is explained - not excused - by the situation, a public 
speech). In Alcindor the declamation is more varied and 
successfully carries a considerable burden of feeling .at the 
crux of the opera (£x*65B -Alcindor, refusing to abandon 
Azllie for his crown, passes the test of constant love and 
wins both). For the best effect the music should be sung 
in tempo; .w&ereaa 'chant franjais 1 would provide more 
accompaniment, neither Italian secco nor accompagnito would 
be so melodically formed.

Occasionally the recitative of Persee shows affinity 
to Lully but Philidor is in fact simpler (Ex.66A and B), 
using first-beat chords and sostenuto with fewer note- 
values in the declamation: the resetting has the reverse 
effect from Cardonne's.^ ' vVhere Lully articulates the 
climax of a phrase with triple metre (Ex.6?A, bar 6) 
Philidor flowers into a tiny arioso (Ex.67B, bar 7), "tan- 
tabile avec sentiment". The galant dotted rhythm is 
characteristic of this generation; it recurs frequently in 
The'mistocle. *^' once "cantabile con espressione", in a very 
similar context: "Ma tendresse, grands Dieux, prSvoit tous 
ces malheurs" (III.l, full score p.156).

1. See above, Ch.I p.28.
2. See Ex.5 B-G.
3. See Ex.8?A; also in Ernelinde. Ex.100.
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As well as using ariosi Ooaaec establishes hie 
relation to the past by symbolising the advanced age of 
Bgee, courting Egle, by an 'air de baese* from Lully (Ex.68, 
bar 9),^' without the repeat. This follows two tiny 
arioei (Ex.68, fears 1 and 3), Lull1an in method but 18th- 
oentury in content, using a literalism (trumpets at "Roi") 
as much outside Lully's style as the rather ineffectual 
"modernization" - cadential oboe figures derived from the 
second arioso - which are inserted into the borrowed air.

Like Brnelinde (1767) and Sabinua. Pers_ee and Thesee 
have old-faanioned divertissements, the dances associated 
more with *>ameau than the time of Piccinni. Krnelinde. 
besides unnamed dances (such as Saechini used), originally 
had pairs of Menuets and 1?igaudons (I), a long Chaoonne 
among eight dances (II), and two Polonaises, LourS, and the 
customary final Chaconne (III). Persia I includes an "Air 
pour les Cyclopes", "Air pour lea tfyraphes Querriers" and 
an air for both groups replacing Lully's "Entr£e des 
Divinites Infernales1* (LQ II), all celebrating feats as 
yet unaccomplished; this a year after the admirably inte­ 
grated ballets of Tauride and Amadis. II has six dances 
including Oigue, Gavotte and Tambourin; after only a little 
more action the final divertissement consists of twelve 
movements after the "Desoente de Venus".*2 ' Even ftameau 
generally provides less, and Lully is content here with a 
single Passaoaille. with a crucial peripeteia cut, this 
proliferation - for all its musical charm - is doubly 
absurd.

Thesee I has an almost ftameauesque Gavotte, but is

1. see Lully's Thesee. OOF p.73.
2. See Appendix 6A,

220



mostly "Evolution militalre", entirely fanfare. II has 
Henuet and Tambourin, March® and Gavotte featuring piccolos 
and a chorus (in Lully, "Duo dee Vieillards Atheniens"); 
the dances have minor-key middle sections. The pastoral 
divertissement has six movements against Lully*s one, clos­ 
ing III with Gavotte, Tambourin, and Oigue; but IV has no 
massive final fete, ending rather like AT aide in a specta­ 
cular scene of destruction with the excitement of the 18th- 
century full orchestra. The failure of these operas suggests 

that the public by now wanted integrated ballet or none, 
rtoverre was satisfying the appetite for ballet with dramatic 

worics such as Jason et M6d§e; the rise of ballet and the 
inclusion of lengthy and dramatic musical structures in 

opera was divorcing the genres.
The resources of the 18th-century orchestra, which like 

the minor mode* ' provided effect without compositional 
effort, do not always make the resettings superior to Lully. 

This is shown by some of the A.^mide ballets, which eschew 
these resources, and by Gossec who depended, like Piccinni 
and far raore than Philidor, aeon the orchestration for 
effect. Even the trombones cannot make "his conjuration 
scene exciting and Efc> is again the symptom of musical plat­ 
itude. The ballet is better, using rhythmic disjointedness 
(reminiscent of *>ameau) and some harmonic adventurousness, 
reaching c for "Sue tout fretnisse" (Ex.69) in which the 
block harmonies in 6/k are very Lullian. The addition of 
Medee's and Sgle's voices is a device of Oossec's time:*2 ' 
"Faites-icoi promptement mourir" is recitative in Lully. 

There is a hint of CHuok in the strenuous tessitura of 
iledee (compare "0 malheureuse IphigSnie" ) and the plaintive 

oboe accompanying Egle. When MSdee banishes the desert

1. See above, Ch.V p.190.
2. Compare Amadis II. 2j see above, Gh.IV p.lJ9,
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Lully's simple ritournelle la replaced by a true trans­ 
formation (Ex.70) in which Oossec faintly anticipates Die 
Zauberflgte (between M ewige Nacht" and "Die Strahlen der 
3onnew )^ ' by clothing a straightforward dominant modula­ 
tion in a chain of suspensions and elegantly controlled 
rallentando (semiquavers - the departing Furies - yielding 
to quavers, then crotchets),

Philidor*e lesser dependence u; on post-Olao^c resources 
of orchestration is apparent in his treatment of woodwind, 
more richly inventive but not essentially aii'ierent from 
Tom Jonea fifteen years earlier. The peculiar intimacy of 
his relation to the past must be distinguished from Oossec'a 
crude juxtaposition of old and nev.- f and is aesthetically 
truer. The oise of the slumber music, for instance, a
oavatina with soxoistic woodwind above the continuum of —————— . .
plucked strings, is analogoae to Lully N ' yet the techniques 
are entirely different ( x.71). rally's chief musical 
impulse is in the flowing accompaniment; hilidor's is 
melodic, even in declamatory places like bars 12-1U. The 
response of the Qorgonnes is, in £ts trio-sonata texture, 
very close to Lully in technique. The recitative - 
conventional in this scene apart from the representation 
of the hissing for deduse's hair - striK.es a balance between 
old formulae and new simplicity. It is only in the storm, 
which breaks up tlie divertissement or II, that Pnilidor 
reverts to ^ameau's techniques, arpeggiation over the 
strings (Lx.llTB) with block cho^cio. liurmonies, a texture 
recuilirig the storm of Hippolyte IV (sustained wind are 
added). The relation to the past is also present in 
Oossec and permeates both operas in a manner inhibiting to

1. II, 13tes Auf tritt; Breitkopf C£ p.211*, Kulenburg 
score p,3 c 6.
2. LQ III.2 (COF p. 181).
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generalized comparison. Various other points of treatment 
will be discussed with the scenes, or roles, in which they 
occur,

3. Thes&e
Although he was "Maltre de musique pour le service du 

theatre" from 177U, Gossec had little success even with 
those of his operas that were performed, and was much occu­ 
pied vvith hackwork (ballets for Castor, Cop hale. Alceste 
and go land as well as Tauridej. }Ji'=L§!e. «as written before 
Gossec lost the chance to set Guillard's Tauride. and was 
postponed for four years, not two as Gossec feared.^ ' With 
sixteen performances it fared better than Sabinus. Perse'e 
or Amadis, but remained unpublished* ' save for one aria. 
Hellouin's "honorable, raais pas heureuse"*^' is fair but 
the Adhesion" he detects "aux principes nouveaux de Gluck"*^' 
is no more apparent than in Sabinus; Gossec was closer to 
Piccinni in approach than Gluck, and closer to Philidor 
than either.

"On a dit que si les paroles de Quinault avaient 
etc1 traitles fort leg^roment par le poete qai 
les a marmonte'lise'es, elles l*avaient 5t§ en 
revanche fort lourdement par le musicien..." (5)

The last third of The'se'e., however, suggests that if Gossec 
was hardly a dramatist he was an adroit theatre composer; 
the serious if not strikingly original music is put to

1. Letter to Guillard, Correspondence p.l3ii, DesnoiresterT'es

2! MS BN Pes, F. 1126 (1-2).
3. Op. cit. p.132.
it. Ibid. p.131; La Harpe asserted: "Thesee n'aspire qu 1
a imiter Gluck". Gorrespontance Littlraire III p.37.
5. (Jrimm, CL 3 I P.353.
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Intelligent uses* But ThesSe ended his career in traaedie- 
lyriquet Nitocris waa unperformed - priority being given 
to ftenaud/ ' - and its only successor waa Roaine.

Thesee was the libretto least altered for resetting, 
but differences of approach appear in the first scene. 
Oossec starts with a programmatic overture, running with­ 
out a breafc into I.I and setting the scene. Various pieces 
of material - they scarcely deserve the name of ideas - 
are labelled:-

"Signal de Combat" (Fanfares^ 
•'Combat'1 (Crescendo 
"Prierea dee PrStreooes pendant le Ccmbat" (Woodwind soli, 
"Plaintes"

After a literal-minded recapitulation the -luce closes with 
a "Signal" as fie curtain rises; the aasic is quite lilce 
Lully's (Ex.72\) but whcr>e the latter- separates chorus and 
recitative so that the battle is periodically forgotten in 
the music, Go&sec tries a symphonic unification, using the 
rhythm of "Avanjons...il faut vaincre ou mourir" in various 
harmonic contexts ( ?<& .72B-D). i.uliy stylises, Gossoc tries 
realism, using on^y men's voices - -ali.v nas a part for 
Discus - and gaining a contrast of timbre fey tne rhythm in 
halved nots-vaiues (h^.160). Later "Le choeur doit continuep 
de chanter de naesure tandis qa'Sgle re'citera a volonte", 
bat to accommodate tr;is unusual ririytiimic frcedon Qossec has 
to deprive the ha^runv arid melody of inter-ot (^x.7?D).

I. 1-2 adhtre to Quinault but last longer, ;.ith more 
arioeo and repetition. The minute cut in III of

Oleone: "Pa^donne & la peur qui me force & me taire" 
spoils a rhyme.•-

Egl£ : "Ton silence me deaeapere"

1. Juilien, La .Op.UP et 1*Opera sous Louia XVI p»37»
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and Gossoc leaves no time for the w silence" to make an 
effect. Recitative becomes an air, in D/N'as-tu pas 
ad Lire1 1'ardeur noble et guerriere", and cuts follow to 
reatore the balance. The prayer scene ie expanded - the 
act follows the events of the overture, making it redundant - 
with battle-c^iee added in verbal rather than musical coun­ 
terpoint, before "Victoire" in £ (the key Lully had so far 
scarcely left) ends the opening complex* The structure, 
manifold ideas within a tonal circle, recalls Olucic; but 
the lay-out ie Luily's, and Gossec and Lully divide from 
Gluclc in having opening complexes without later repercussions. 
Slack slngle-mindedly establishes a mood by powerful musical 
invention; his repetitions are musical structures and the 
music being worthy of repetition is made more dramatic 
thereby. There is no question of realism, but the mood 
reverberates throughout the opera to establish a referential 
basis for understanding the trials of Orfeo and Alceste. 
Theatrical rather than dramatic, presenting fighting and 
the inarticulate woe of 3gl£ in alternation (with the 
complication of the vacuously Joyful duo in LQ 1.3:-

"II n'est rien de si beau que ies noeuds de 1* Amour 
Quand ils sont formSs par la 01 o ire"

and Gossec's ternary air for ifigle), ttiis battle is immedi­ 
ately forgotten and serves only to establish the valour of 
the invisible hero,

The action of ThSs^e is dominatSd by the most forceful 
person, Medee. The'sCe himself is colourless, and no improve­ 
ment in ills role is made comparable to that of Pers6e. In 
II he sings two arias, where a combination of the words 
into the Ndessein" of a single air would be dramatically 
stronger. "La sloi^e aj'enflamme des que Je vis le jour" 
(recitative in L>.) increases but does not enhance his role
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wl.th its vacuous belligerence,/ contrasts withr-

eat 1 'unique objet ciu piu8 parfait hoownuge. 
pr£f ure un doux esclavage 

Au sort brill ant dee plus grands rois" (Morel)
which includes roulades less extravagant than Mucien's simi­ 
lar aria.^ ' EglS is more prominent in the action but - , 
unlike Ernelinde - entirely passive. Thfise'e dominates 
their colloquy (III), turning f-^om Joy at seeing her to 
despair at her coldness: while, from tranquil E character­ 
ized by a violin harmonic (e lfl ) the music (mostly recit­ 
ative in temgo) turns to the opposite tonal pole, Bb t for 
his aria "EglS ne m'aime plus" (LQ recitative).

This scene recreates ^ameau's flow of dialogue in 
arioso and air; Egl€ f s "Cessez d 1 aimer un volage" is recit­ 
ative marked larghetto and his rejoinder (tres vite) is 
followed by the aria which was published, "Si la belle EglS 
m'fcst ravie" (in LQ, an air of eight bars), which makes 
the gb aria rfcciunciant. This piece uses well the conventional 
minor-key inflexions of despair (Ex.73A) and reaches an 
unusual intensity for Goseec in the final cadence (:'oc.73B), 
the voice straining to ab' and descending with genuinely 
emotional Iloridity. (The micic.ie section, in Eb , is infer­ 
ior; the first recurs li^e a da capo). The closing passage 
of recitative is particularly rich. ?•?,!' is resigned to 
marrying ig'e to save Th^G^e from ^fedee. Use of the major 
mode recalls Gluck '.x.7k» bars 3-U) and the avoidance of 
interruptions and superficial excitoaent adds intensity to 
the chain of 6/3 ehurde after the unexpected Bb minor 
(bvii) (bars 7-9). The voice is left unaccompanied for the 
crucial lino only (bar 10), in contrast to The'eee's abrupt

1. i-iabinus IV; Bee above, Gh.I p.35.
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rejoinder with strlKing use of tremolo and dotted rhythms 
together (11-12). Ooesec intensifies his modulation in the 
lac-sure1 (14-15) without unbalancing the tonality (in bacchlni's 
^enaud a sudden modulation in iiioao. over-articoJa tes an 
emotional crux in the context of simple recitative.* *) The 
duet (bar 17; Corel's insertion) starts without preamble; 
it is disappointing since in this scene (after the transi­ 
tion, £x.70) Oossec has first seemed to become warmly 
involved.

EgSe is comical in I, coming to life in IV, but his 
part there depends on tfedee. It is unfortunate that this 
leading character is at first /resented inadequately; II.1 
is better than anything in I but feeble compared to Gj.ucJt's 
unfolding of V".-aide's complex passions. The disparity in quality 
between the late and early scenes - the opposite disparity
*° Rlectre or ^ejieloj^ - particularly affects this role. At 
first not the music but the *ords reveal her disturbed mind; 
>uinault's generalities are made personal:-

iiiii^il Morel
 Ooux rfcj.08, innocents ouix, "L'uux repos, innocente paix,
Heureux un coeur qui ne vous Won coeur vainement vous

percl jamais! appelle.
L'i.rapitoyable \nour ir»'a E'vore a'une ardeur nouvelle,

toujcmrs poursuivie..." II vous a perdu pour jamais.

Lully, serene in e, and Oossec, bland in Eb (Kx.75A),miss 
the note 01 tragedy and i^ernal conflict. The next air, 
in which ^uinault*s generalities a^e retained, reveals no 
more than the lirst: "Un tendre engagement va plus loin 
qu'on ne pcnse" (Cuinault). The recitative (accompagnato) 
is conventional and the ilexibi^ity 01' forme is more

1. See EX.131B.
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interesting than their content. Dorine's air in F is 
interrupted by MSdee, who reverts to Bb for

"L«s enfers quand je veux 
Sont constraint a s'armer" (Quinault)

as her thoughts return to th« opening mood of frustration. 
The last short air (Sb), to new words, "Faut-11 done quo 
1'amour", la better music but atili adds nothing. A single 
aMa woold have expressed the situation better but the 
authors lacked the courage of the Piccinnis^Jte age without 
learning the lessons of Armid». The act ends in monologue, 
a rondo: "DSpit mortal, trane orts jaloux", ot which 
neither setting rises to the occasion orfered by vuinault. 
Lully's is nearly recitative, Oossec's is empty, Piccinniste 
bluster (Sx.753), slightly redeemed by the second episode 
which uses tempo changes (allegro, Eb; adagio. Bb; allegro. 
g) and the only piano Barking at "Inventons quelque peine 
affreuse".

.sfter the dialogue with 3gl& (III) and the conjuration, 
the "Changement" (r:x.70) heralds the beat of Thea^e. the 
scenes which, without Piii.lidor's delicate strength or the 
(orten misplaced) charm of Gr&try, ;-<-t it among the beat 
i>rer<ch work6 of the time. Ill sprawls, tuanJcs to the 
gratuitous extension of the lovers* scene by a dull duet 
.-hich ufelaya «ea£e'o entrance - she could effectively have 
interrupted it. E^l6 res.jou^s with affecting arioso to her 
brusque recitattive; Medoe pf^.tt;.ids to relent, and the 
action ends with a trio (words Morel*). A prelude for wood­ 
wind precedes ,;ttd£e'8 "Gar^ez vos tenures amours", which is 
adapted for the lovers (rJc.76) while she expresses her real 
feelings. The orchestration (antlphonal wind and strings) 
and harmony (disturbed by the Ab, bar 12) clarify the con- 
t-^ist of wo'-ds «»a part" and "aux arnants", but it IB chiefly 
expressed by using triplets against smoother duplets - a
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device invented, according to Oretry, by Philidor. *
The music is intelligent rather than serious but creditable
at a tine \vhen opposed words were generally set to the same
music.

Through no fault of Qossec III, vhich leaves the 
dramatic situation exactly as it was, ia hors d'oeuvre 
lixe Armide IV. }<'or Medee's monologue (IV.l) Oossec begins 
•Aith a prelude (3x.77) which quicsly disturbs the major 
mode (by b^r 11; and earlier, with the ambiguity of E«»F*» 
and i.riasBb) and brings the voice in atriicin^ly, anoove an 
unexpected 6/3 on g# (bar 16). Orchestral material is 
repeatec, with the voice (bars 19-22) and the .oa^iga is 
unified by a recapitulation (2;>, ia-jeniously overlapping 
the vocal cadence); the opening idea is captured by the 
minor mode. This is interrupted by more soatenuto disson­ 
ance (28, 32); the voice rises twice to g", the second 
time held (j>i+), emphasising the ineluctable Must (repeating 
°faut-il" ). ihis expresses the sorceress far better than 
bully's measured music, i or all its articulative ingenuity 
in differentiation of the opening and ending:-

(Opening): "Ah! faut-il me venger en perdant ce que j'aime?" 
(Ending): "Nonl il i'aut me v^n^tr en perdant ce que j'aimel"

The detail might have pleased °ameau. ̂ ' Gossec's recita­ 
tive, on vvcrde of an air, b-ilcis powerfully towards the aria 
(to words of recitative), an impressive example of vigorous 
Piccinniste waiting (i'Jt.77, bar 39).

The Lcene with Lg'e (much extended fron L^ /.3) is 
viviu-iy dramatic. ..tdee'e insistence on i lestt's death and 
the King's reluctance are made more articulate by a duet and 
complex recitative. Egee'a horror at the preferred poison

1. In Tom Jonea I.I, p.10; see Gretry, Mgmoires II p.253.
2. GOF pp.199 and ::C.Oj see above, 3h.HI p. 105.
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Is heard in the orchestra; at hla look M£d£e saye "Youa 
semblez etonn§'», after the derai-semi-quaver ahudder (Ex. 
78A bar 3) and the rising minor third, (bars 3-CO, the "cri 
plaintif" of protesting humanity.^ ' (The minor third is 
taiccn up in the duet, lx,78A bar 10). The recitative ie 
simple and expressive, like Philidor'a in Persee; of it^ 
time but related to French tradition. Sg£e, after .'dee's 
matter of fact opening, introduces mi.ior inflexions at once;, 
iia voice deacciids, sad and senile (bara fl-9) and Med£e 
i'orcea her argument "tome with the allegro (words Quinault). 
The King repeats his words of bars 8-9 more firmly in Sb, 
resisting her. She resumes in Bb, then bb (fix.?8B), where 
rhetorical pauses ixiaibit what tended to be a facile musical 
flow. Sgfce oonterapi tee criine, sombrely, in f: "Je n*al 
rien fait jusqu'a ce Jour" (Ex.?QB bar 10). In Lully this 
was dry declamation. Medt-e reminds him, lar^hetto,. of his 
son who might be dispossessed; the fast tempo resumes with 
the King dfcfiant to the xast, crying «Non" (Ex.780) at the 
"open1* end. This closing opposition la splendid. Quinault 
swayed the King with "Vous avez un rils a Trozene", here 
used in the larghetto without affecting his determination. 
Instead t'^-'e repeats in recitative arguments about the 
unstable loyalty of Athens; they join in a lively duet 
recalling the short-lived triumph of Arcabonne and Arcalaua:* ' 
w Venceon&-nous,,,n l 6pargnons pas qui nous offense".^' The 
feeble end to the scene makes its strongest feature the

1. Instrumentation unspecified: on the last stave .vith 
tills up, it coold te 'ceilos or (more GljcK-iiiie) a 
bassoon.
2. Amadis III; see above, Ch.IY p.127.
3. Quinault, adapted; originally: "Que la vengeance a 
d**ttraltB poar les coears Jaloux./ N'e'pargnons pas qui nous 
offense, vengeons-nous". (Omitted in GOF).
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stubborn resistance of Egee; an imperfect articulation (on 
a higher dramatic level than Lully aspired to) which stren­ 
gthens hie character. The recognition scene is appropriately 
theatrical, using tremolo effectively since it has not pre­ 
viously been abused. The careful working of the vocal part 
continues to the end.} it is here that the direction "recit. 
chant^** occurs.

Uti Per see
Aloeste comes to mind when the start of Pers&e is 

recast into a tableau with a sorrowing Queen and chorus 
participating in the disaster. But the short musical struc­ 
tures and restrained scoring make no attempt at emulation 
of Qluck's massive complex, nor would this be possible in 
so lengthy an act. With elegiac poignance in its suspen­ 
sions and chromaticism, but without the grandeur of Ale este.. 
the overture strikes the note of serious drama (Ex,79). 
The harmonic breadth is unusual (four bars pedal ife, five 
dominant pedal) and with a rondo-form allegro in the major 
to tollow, this suggests the form of Berlioz's Symphonic 
Fantaatlque I, * ' The graceful, Haydnesque C. with solo 
flute dissipates the atmosphere of the lento which has then 
to be reestablished in I (and recalled in 111,1; see Kx.63). 
The same C minor to major sequence - the opposite to the 
start of Brnelinde - is used in Themiatocle. 
Choral writing

Instead of repeating the prayer-iike opening:-
"Dieux, redoutables ennemis, 
Pardonnez a des coeurs eoumis" (

*• Largo (c_) t allegro (C), analysed as a rondo despite the
influence of sonata form7
2. Most of the scene is adapted from LQ I, the trio,

231



to frame Cassiope's public confession, a new 13-bar chorue 
(Ex.80A) appears in which without incongruity Philidor 
follows a stiffly vigorous Lull!an rhythm with an expres­ 
sive gesture akin to Oluek (piano* bar 5) although its 
musical substance is more Plccinnian,* ' The next chorus, 
after Meduse's approach has been announced (1,6), again 
recalls Aloeste - MFuyons! M - and effectively pits block 
harmonies against j-ullian antiphonal writing (Ex,SOB; bass 
against upper voices, wind against strings); with gritty, 
13th-century harmony (bars i»-5). There is good chorus 
writing in 1,8 and the divertissement: the chorus gives
dynamic weight to the storm in II; and Ex. 63 is perhaps

(2 ) the noblest chorus of the period outside Giuck. ^ ' If
this pales beside Aiceste - where the choruses structure 
the entire work - it remains a considerable achievement 
and, various influences notwithstanding, it is very much 
Philiuor f s own. 

Oorgonnes
By omitting Merope the authors were able to give about 

equal prominence to four characters, while Ceoh&e, Cassiope's 
husband, keeps the small role he had in L<v. .there is no 
part underplayed, like Thes&e, dominant, like Medee, or 
inadequate to the length of the role, like Egle. Some of 
the loveliest music, though, belongs to the rather undra- 
matic scenes of the Oorgonnes (L-i III; Pll II). II. 1 begins 
with a large ternary structure, a trio of 60 bare framing 
Meduse'e aria in Eb. The former (Bb,* allegro), in angry 
vein, is not Fhilidor at his best and has almost exactly 
the effect of Lolly's version. The trio'a repetition is 
marked cut in the MS, after the first seven bare; it thereby

1. Compare the Priestesses' choruses in Tauride (Ex.U2).
2. The choruses alone escaped censure in 1780; Urimm, CL 
2 V p.209.
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ends on the dominant of F and IB ads straight into "Dans ce 
triete sejour". The aria "Je pcrte l'6pouvante et la raort 
en tout lieu"* ' is compound, lento-allegro. The lento 
(Ex.81) opens weightily with a reminiscence of a 'chant 
irangais' mood* ' and tecnniiue, expressing "aiort" and 
"horrible" by an a*» f approached by the tritone (bar 3) and 
diminished Uth (bar 7). * 5 ' Yet the line is essentially 
Italianate and climbs grandly to bt>" on a surge of o^crie&- 
tral "traits"; the bb" in "^ivinit's da otyx" comes to mind, 
or Ernelinde's great aria. ̂ ' This eause is an impressive 
monster who deserved to be overcome by more heroic means; 
too human, perhaps, too much the dramatic soprano and tPd 
little the gorgon. But Thiildor avoids the bane that £b 
brings in Gossec, Piccinni, and Lemoyne.

"Dans ce triste sSjour" (Ex.82) is genuinely pathetic 
in its hymn-like simplicity, and ushers in Mercure and the 
slumber scene. This half-act is almost hors d'oeuvre. like 
Th6see III, but it brings out the best in Philidor and, 
despite the musical style of the exquisite cavatina (Ex.71), 
the closest to Lully in the style of the trio and the form­ 
ing of the scene by repetition (as in Lv III.2). One's 
sympathy ia uith the sleeping Gorgonnes when fersee appears 
(II.ii) to sing an empty-headeu, railitariutic aria whose 
chief content is vocal showmanship, th ugh not elaborate 
coloratura (not an arietta}: "Je vais combax-tre et c f est 
pour toi" (Marmontel's insertion). He ascends in a scale 
from e to c" to fall at the cadence bacic to g. 'ihe next

1. Quinault (but^originally "toua lieux"); air in Lw, f OOF 
p.167. Lullj*s Mfcduse is an haute-oontre - a man. 
preserves this grotesqae casting for her sisters.
2. Compare Ex.171»
3. Compare Ex.5G.
k. See above, Ch.II p.'j^.
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scenes are much out* ' and the weakest part of the opera 
eo far} the human!sation of the Qorgonnes (and the charac­ 
ters generally) makes the hellish monsters painfully out 
of place and - since it is Uercure who defeats them - 
irrelevant.
PersSe and Andromede

Despite this scene, Perse'e is the character who bene­ 
fits moat by the adaptation. He appears early in I (instead 
of, in LQ, II) and his aria (I.10; just after Ex.67B), a 
Marmontel insertion, strengthens the role which - fittingly 
for a man of action - is not given a serious soliloquy 
(Marmontel provides one for Andromede, II.?)• The aria, 
which fits well into the long dialogue, is a compound 
structure:-

Fierement anim6 in Fj ends on the dominant 
Allegro; moves from C to d 
Recitative for Andromede T4 bars) 
Lent con espreasione in f

(A) is uncompleted} (B) and (C) are marked to be cut in the 
MS so that the dominant of £ ending (A) leads direct to 
the £ of (D). Andromede has feigned indifference to dis­ 
courage Perse'e* s dangerous venture against Me'duse. Ft? st 
the aria proclaims "Quand tout un peuple m'implore..." (A) 
although he later says "c'est pour to!" (II, U). She tries 
to dissuade him further (C) but is melted by the beautifully 
balanced cantabile(CD). Ex.83), which, formed over carefully 
controlled chromatic harmony, is among the loveliest airs 
of the time as well as the perfect articulator of her change 
of mood. The scene ends with a duet, in the usual two 
movements (poco lento and allegro in j5b), more resourcefully 
composed than most. Uthough the singers are in accord the 
situation is too tense for happiness; Quinault's words,

1. See Appendix 6A.
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adapted by Uarmontel, were:-
\ndromede and Perseet "Ahl votre peril eat extreme,

Je vois votre danger.,, 
Dleux, sauvez ce que j'aime".

Accordingly alternation ̂ and imitation are used rather than 
facile parallel motion. Flutes, which figure in the intro­ 
duction to her short monologue (1.9; see Kx.66B), accompany 
Andromede and violins Persfie.

The inserted scena for Andromede (II.7, after the 
"Changement*) shows her desolate, believing PersSe dead 
and btlaming herself for not preventing hia adventure; it 
consists of recitative, "Qu'ai-je fait, malheureuae?", and 
a written-out da capo aria, "Pers^e, 8 douleur mortelle". 
Because the music is conventional the scene seems aper- 
fluous. The rest of the act concerns the threats of 
Phinee and the monster, with the triumph of PersSe (Qiver- 
tiBsement).

In III, as Andromede is exposed to the monster, 
Marmontel's insertions include, beside the opening chorus 
(Bx.63), an air for Persle, "Non, c'est pour voua que je 
respire1*, short and decisively cadenced, excellently setting 
him in relief before his next exploit (Ex.814^1). The surg­ 
ing main tempo, ardent formate, and contrasts of texture 
(Ex.84^, bars 16-1?) recall, in a similar situation, 
Achille*s "Cours et dis-lui" (Aulide II.5); but Philidor 
contrives this variety without abrupt tempo changes. A 
moment of illumination for Andromede.(Ex.8UB) reminds us 
that she like Iphigenie is a willing sacrifice (if less 
improbably saintly); the major-Key pathos Is very like 
Oluck. The air makes a ternary form with central recitative. 
Apart from a 6-bar duet, Persee hardily sings again.

Andromede has an aria in Kb: "0 mon pere, o ic^e trop 
tendre1*, at the end of which (an allegro coda) "elle a* 
approche du rivage A s'elance dans la mer". Holding up the
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action when it should be sweeping towards the ci-imax, this 
adds notning that was not already obvious - one of those 
gratuitous insertions that led to the superflaity of aria 
in Atys. 3he also partakes in a complex ensemble dominated 
by rier» parents and the choruses of "peuples" and "tritons". 

Cassiope and Phi ne'e
With an unusually successful presentation of the lovers, 

Philidor achieves a good balance between the sentimental ana 
tragic. In the latter he matches without surpascing Oosuec's 
Mectee or Bach's Arcabonne (but his characters are human, 
not sorcerers). Gassiope is strongly presented in I.I 
although the musical weight is with the chorus. Her short 
air "Heureuse epouse, heureuse mere" gains by beco.-ning a 
public confession; in LQ it is recitative addressed to 
CephSe in private. She is heard in the prayers (1.5), then 
recedes from the ^icture to return in III, a mother about 
to lose her child, more sharply i'ocussed tnan before, fill­ 
ing the gap made by Phi ne'e's disappearance. Her aria in f. 
"Des maux que j'ai faits j'implore la peine" (Maraiontel) 
recalling Oriane's in the same key (Ex,35), opens with a 
phrase from the repository of Piccinniste heroics (fix.85). 
The accompaniment is also from rhilidor's usual stocit, 
limited by haste or laziness; bit the inodula tion is deci­ 
sive, going beyond Piccinni's harmonic reach (b-r ?ff). A 
sequence (7-li|), itseli almost naive, purposefully estab­ 
lishes A.t> (16) for a 'second subject', tender, tonally more 
stable. In the interest of "desse'in" in an agitated ar«ia 
this constructively denies its ov.n ch^r-acter by immediate 
noaulation, with a Berliozian lilt. Philidor reverts to 
the phrase in Ernelinde already borrowed from Gluclc (bar 
25), ' and the rest of the aria is mechanically compose ,

1. 3ee Ex.SB and above, Oh.I p.28.
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with too many formate on the model of bare 23-U. But just 
as, when his music recalls Ttameau, Phiildor outdoes hie 
contemporaries Laborde and Dauvergne, in this more 'modern* 
music (and in PhineVs) he shows more resource than his 
juniors, Or6try, Fioquet, even Oossec,

Phin^e is the most prominent character in I before the 
lovers* scene. His part hinges on two eoliloquys, in I.3» 
a powerful sonata-form aria in £» "0 ciell a mes tourments 
quel eupplice est e"gal?H (Marmontel) and II.9 (he has also 
a 9-bar air in 1.7 and a duet with Andromeda (l.k) with the 
defect Philidor avoided in the lovers' duet, opposed senti­ 
ments expressed by the same music). The climax to this 
distinguished role^Ahl que plutdt 1'enfer vomisse", 
threatens to emulate the superficial bluster of Oossec or 
Piccinni's Sb (fix.86A); but halts abruptly on Cb to break 
new ground. The voice ranges like 'chant francais* (bar 
8ff), the wind answer one another expressively, but what 
most characterizes this massive sequence are the splendid
string scales like those Mozart used to evoke the smer-f y \
natural in Don Qiovanni. ^ ' The bounding phrase (bar Idff) 
was used again in TaSmistocle III.l (Ex.86B) although the 
nobility there is far removed from the malevolence of 
Phi ne'e. Ideally this air would have forewarned of PhinSe'e 
intervention in III; as it is it corresponds to the point­ 
less defiance of Arcalaus^' and Philidor*s musical strength 
proves misplaced.

1. Performed by Larriv^e.
2. Overture bar 23ffJ 11,15.
3. Also in Eb; see above, Oh.IV p.127.
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5. ThSmistoole

The failure of Pera&e probably encouraged Philidor'a 
absorption with chess, and hie health waa failing.* ' His 
last wor* for the Opera, Themistocle (Morel 1736), although 
marginally more successful (16 ae against 3 performances) 
and a thoroughly reepeotable piece of work, ia less imagin­ 
ative and original. The fluency remains, and the sure 
touch which, haety composition notwithstanding, reproaches 
Oretry, Lemoyne and others, with illiteracy} but cantabile 
and inventive dances and choruses find less place in this 
cool tfetaataaian drama, so persistently noble in sentiment 
that there ia no villain - no Ricinier or Phinee - and no 
psychological trouble like Gaaaiope'a. Themietocle ia 
precisely articulated by short airs and duets, making little 
use of devices for continuity (a rare instance ia in III.l, 
p.150), the method of Aulidc rather than the 1780s. It 
culminates, like Atye. with a quartet. Over this satis­ 
factory whole broods a sense of unfulfilled promise, sympto- 
fflised by lapses into conventionality after original opening 
ideasj for example the second part of one duet (III.3) in 
which the elegant melodic curve straightens into oaderitial 
cliche (Sx.87A). The idea of the duet in III.6, with 
Ifandane pleading for her lover's life, is more remarkable 
than the actual music; she and some instruments in the minor, 
Xerces inexorably in the major (EX.87B). Although Themistocle 
is only a politician his entrance (it.6) is honoured by 
trombonea (Ex.87C) used, as in Aloeste and 3abinus P like an 
invocation of the supernatural; but the recitative before, 
after, and indeed throughout Themiatocle ia simple and 
uninteresting. (III. 5 (p.177) however contains a good

1. See Carroll, wThe History of 'Berthe* - a Comedy of Errors", ML 1963 p.228.
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passage in the genre - accompa^nato - of walch Phllldor 
nearly twenty years earlier had given France Its first 
distinguished example).

The small, sometimes minute, airs lacic the directness, 
the oonnotational specificity, which is so necessary to 
•buck's successful use of such forms. The profusion 
detracts from the significance of each one; 1.3 has three, 
of decreasing length, without ritornelli or any sense of 
larger form: a ternary air in Q, a "Gavatine" in fi>, a six- 
bar air in Q (pp,26, 29, 31). The iorms may be Oluciciste, 
but the achievement is on c^iccinni's luvel. overtly 
Piccinnian is the exceptionally lc/ag, baaai, vengeance-aria 
in D for Xercee (11.4, p. 101).

I includes little action, proceeding from a massive 
tsbic.au of prayer for Xtrces1 return rro/n war to a ballet 
celebrating this event ( xi ter an Eb aria ia w .ich, lowering 
his dignity to the status of a herald, he describes the 
battle in v.nich NSocle, j -•-', uistocie's son, saved his life). 
To win Mandane, ..^icjcie is oraured to destroy Ms own father. 
In his dilemma betwixt "Nature'1 aaa " 4mourrt (II. l)*1 ' he 
has little original to say, but witt* Mandane he Joins in a 
strange, elt-^iac catt ^tlx..88). I'hs coai:>Gsur chose to 
sag est the lost "chirraes" as v.ell as the present "douleur", 
using Tor the latter (bars 12-lii) harmonies 1 ro.n
"Tr-aii«i tf'tL jaloax".^2 ' The ht, ,rt oi II is the reconcilia­ 
tion of oxci e icraies, illuminated by music i irat heard in 
the ,iu<iaj.e of the overture (p. 6). * 1'he 'cello melody, there
unrelated to its uurrounaings, Co:;;cs in II. 6-7 (p. 118) successively on two bass voices (Ex.89), as a duet, and as

1. Compare Gasto^ gt. 'oiiuv (1737) II.l and Ernelinde(1777) III.9-10.'
2. Ernelinde (1777; III.3, GOF p.139.
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a trio with N6ool«. The melody is very like Berlioz's 
entrance of the Cardinal in Benvenuto Gellini.* ' likewise 
in a conciliatory mood; here this noble concordance pre­ 
pares for the splendid ritualistic doee to III, after a 
further reconciliation.

A similar illumination in III is the other fine scene 
of Th&nistocle. Xorces' magnanimity IB carefully prepared 
in the quartet which, unlike that in Atys (Ex,i|0), fully 
articulates the situation. Neocle's attempt to overthrow 
Xercee has just been thwarted by ThSmietocle. The Greeks* 
stoicism (Ex.90, bar 18, 33)» the lovers* plaintive fare­ 
well (2?ff), and Xerces'gnawing doubts as to the rightness 
of severity (26), all find different and expressive musical 
motifs, finely combined in bar U3.

Philidor, who comes closest of the French composers to 
the central tradition of Viennese classicism, was writing 
masterly ensembles in Mozart's infancy.* ' His musical 
individuality is innate, a qualitative matter - not super­ 
ficial like the contrived extraordinariness of Lemoyne and 
the naive charm of Gr£try - and stems from control, balance 
between melody and harmony without preponderance of either, 
supported by scoring whose discretion may result I'rom haste 
but which is never tasteless (see Ex,71 especially). In 
control of line only J, C. Bach and Sacchini match him: 
only Oluck - by adventuring further - exceeds them. 
Plcclnniste literature suggests thatB such refinements made 
no wide appeal, but a good librettist might have helped 
Philidor to recognition as the best French com: oser between 
Ttemeau and, probably, Berlioz; in the 1780s, divided after

1. Especially the second phrase; see Benvenuto Gellini. 
overture, larghetto bar 9ff.
2. For example the septets of Le Soldat Magicien (1760) 
and Tom Jones (1765).



riccinni's last success (1763) between unoompllcated 
Italian oantelina (saochini) and the cult of the bizarre 
(illustrated by 3alieri whose Danaldee and Tarare succeeded 

while the sober Horaces did not), the purer musicalIty of 
Philidor found no place. But it is noteworthy that alone 
of those born in the l?20a he survived ae a serious creative 
force after Glucfe's arrival.

C« Qr&tryt Andromaque

Or6try, the most prolific composer of the period in 
Paris, wrote mostly opfira-comlque. Even for the AcadSmie 
Ttoyale he ueed light, and oomic, genres outside the scope 
of triis study. La Paravane du Caire (1783). in the oriental 
vein of Die Entftthrung, was with 506 performances up to 
1829 among the most successful operas of Its time.

Andromaque (Pltra, 1780) failed, and the measure of 
artistic success therein does not alter the impression that 
the genre, trage1 di e-ly rl quo, and the dramatic complexity of 
the subject (based, like Aullde. upon Racine) did not suit 
Gretry's natural simplicities. His instrumentation has 
charms but generally suggests not so much haste (like 
Philidor's) as the speed that follows from slight imagina­ 
tion.^ ^ In the choruses the violins tend merely to double 
the voices or vocal rhythms; for example, at the end of II 
(weightily swearing revenge for Hermione) where the only 
idiomatic instrumental writing is the division of minims 
into repeated quavers and tremolo (p.lii5ff). (In a similar 
situation, the end of Armlde I, Oluck developed a vehement

*• Andromaque was composed in thirty days, "d*un seul Jet", 
(Oretry, Memoires I pp.355-6),
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triplet figure to emphasise the choral line in the 
orchestra's own idiom). Or!try's method may be better 
than Picclnoi's promising material which he fails to 
develop; but it is the method of semi-literacy.

Ore1 try's facility won him greater success than Gossec 
or Philidor enjoyed, but the apparent variety of detail 
cannot disguise the limitations of his emotional range* 
He distinguished, more intelligently than Picoinni,^ ' 
between a character's public and private function, but 
shows little insight into the latter; for example, Oreetc 
as ambassador (1*2) is characterized by music reminiscent 
of the Greek army in Aulide - strong wiry counterpoint (a 
texture rare in are try) (Ex.91) - but as the frenzied lover* 
of Hermione he is a lay figure,

In \
Andromaque is formally the closest opera to Aulidev ' 

and although no major role is cut (Piladc is omitted) the 
adaptation follows similar lines, v.ith the reduction to 
three acts and the direct presentation in III of a scene 
described in Racine, the interruption of Androaaque's wed­ 
ding to Plrrhus by Oreste on Herclone's behalf. Here the 
action falls apart; for instead of being assassinated 
Pirrhus rallies his forces to beat off Oreste and the opera 
ends with the coronation of Aatianax as Pirrhus' help and 
King of the Trojans. The substantial role of Hermione - 
who opens the opera with a monologue - collapses like Phin£e's 
although she attempts vengeance, we hear nothing after its 
failure of her fate or Oreste's which, rather than the death 
of Pirrhus, were the true culmination of Racine's drama.

Gluck's precepts show in the linking of the overture to 
I.I, in the absence of ritornellj. and in the use of an

1. livhige'nle; see above, Gh.V p.173.
2. See Oretry, §p> cit. I p.3U5, admitting Oluck's influence; 
also Grimm and La Harfro, below P.2U5.
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elaborated recitative in which there is no raor-e question 
than in Aulide of 'chant franjais 1 . In a quite meaningless 
continuity, the overture leads from its easy-going Kb, 
without a break, into new music in a new key (Bt> ) with 
whose mood it has no particular connection (pp.7-8). 
Extensive use is made of incomplete forms and open ends, 
rare la Aulide, and here not attributable to the influence 
of J. C. Bach or Piccinni, Andromaque was rehearsed in 
May 1778: Armide rather than Poland. Oe'phale and Aline more 
than either, are behind this extension of Rameau's operatic 
methods. In I.I Her mi one is torn between love and hate for 
Pirrhus who has rejected her* The recitative is carefully 
marked (Ex*92) but the changes of mood are not articulate 
in the actual notes as they were in Araide.; the intervals 
are repetitive (like Lully's) regardless of the ordained 
•douleur", required to change to "fierte'" in mid-sentence 
(bar 3) (like the change into air (bar 11), a formation 
more interesting than the musical material).

Unlike the play the opera hangs on the role of 
^ndroraaque, greatly increased in relation to the others. 
Hostile criticism made an exception of the role* ' which, 
although it certainly contains the best of the opera, can­ 
not carry it through the mangled denouement, since its own 
integrity is ruined. At her first appearance (p.36) this 
passive and sorrowing widow seems suited to Ore1 try's talents. 
Three flutes accompany her recitative (I*U) like a halo, 
while Pirrhus is accompanied by strings in recitative and, 
in the second part of his compound air "Us me menacent de 
leurs armes", the larghetto "Hals vous, halrez-vous sans 
cease" (p.W>), by pizzicato, sustained clarinets, and a 
walling oboe recalling Qluck's Mcri plaintif in Aulide.

1. De Curzon, are" try p.53.
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(Similarly in II.1 a bassoon enhances Oreste f s "O'est trop 
gemir tout seuln (p.93)). After Pirrhus* short air, "Votre 
vainqueur baignS de larmes" (p.U3), which wo aid have melted 
anyone lesa obsessed than Andromaque, she replies with 
"Laissez une tremblante mere eauver son fils" (Bx.93 gives 
the close). The flutes are now used as part of the normal 
orchestra with oboes, horns, and bassoons, but they resume 
their "halo" in contrast to the strings' indication of "lea 
mouvements d'lndignation de Pirrhus" (bar I6ff ).

The air and subsequent duet suggest that GrStry could 
not maintain even this simple characterization by orchestral 
colour when it presented a compositional problem to do so, 
and in II he abandons the three flutes, keeping two in the 
general ensemble (H.i4-6). In II.3 Androraaque sings touch- 
ingly in a; Hermione, dominant at this point in the action, 
takes the music to a confident C (p.lOU) and exits; the 
music continues in tempo but with new words (II. U)» in a. In 
a passage closely based on Racine III.3^ ' Andromaque recalls 
words of Hector before he died, giving rise to a profounder 
Gluckism, a short air of real tenderness and control (Ex. 
9i*A). Particularly Gluckish are the modulation (bar 9) with 
the unprepared dissonant 7th approached from below (compare 
Ex.<tyB), the modelling of the melody on the text, and the 
irregular, careful placing of orchestral fjj.

In III this role deteriorates; the fp is insistently 
applied (alia Piccinnij although Qlugk is insistent, for 
example in "0 malheureuse IphigSnie", his fp forms part of 
a pattern turned to dramatic ends). As Andromaque reaches 
her glorious, self-effacing resolution - suicide after 
marrying Pirrhus, so that he is bound to foster her son - 
Oretry's musical substance is miserable. In a position

1. See Appendix ?•
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equivalent to GHuok's "»on, ce n'est point un sacrifice11 
he uses a oavatina-oabaletta formation, andante-allegro 
separated by recitative (Ex.95). Doubling of the voice in 
thirds, effective in II (Ex.9^A)i IB here almost cynically 
crude (Ex.95 oar Iff, end of the andante): the interrupted 
cadence (bar 8ff) is a raw kind of continuity (the next 
four bars showing a characteristic immobility of base - 
this pedal under I and V harmony ie overused) and although 
the recitative is adequate, the allegro is as inane as any 
19th-century Italian cabaletta - and in tnia form even 
Verdi achieved inanity. The thumping rhythm, with repeti­ 
tions ensuring a square four-by-four phrasing, (bars 22, 
3l4 t Ul-U), the chromatic appoggiature from which all trace 
of eepresaivo is absent, and, after the spacious chromati­ 
cism of bars 35-9. the abrupt close with a gleeful top a" 
and hammering violins: all combine to undo the good effect 
of her* music in I and II. After this the collapse of the 
drama hardly matters. Gretry shows hie incapacity to rise 
to any other than mildly pathetic situations. One is not 
sorry to be spared hia attempt at ^acine's tragic conclus­ 
ion - or at an Blectre, unperformed because of t*emoyne*s, 
Grimm, an admirer of Or6try, commented on his unsuitability
for tragedy and considered Aadrqmaque an imitation of 
(Huck,^ ' as old La Harpe 
Secrets added riccloni:-
<Huck t *1 ' as did La Harpe. \' The author of the Memoires

"...on trouve que M. Oretry a quittS son style 
& sa manierej qu'ii a voul» se rapprocher 
alternativement da chevalie^ Oluck, A de il. 
Piccinni; * qu'iriferieur & tous deux, 11 n'a 
ni 1'energie du premier, ni le oiiant gracieux 
da second".(3)

1. OL 2 V pp,137-8j Oretry "a cru s'ape-"cevoir que pour etre 
tragiqub en musique, il fallait faire beaueoup de briit...Les 
t^'-i^ quarts de l*o r>era...cont ^ choeurs..."
2.CorTtes -ondAnce Littoral re III p.107,
3. ^ru.;i'"^3 Secrets XVII p.173.
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M'ter Andromaque GrStry followed his true bent at the 
Optra and his emotional limitations mattered less, on the 
whole CSphale is nearer to being dramatic than AndT-omaque; 
La Paravane du Caire deserved its BUCCCBB regardless of the 
birth of one of the librettists, later Louis XVIII. Panurge 
(1785) ie hardly Rabelaisian, and the roughness of subject 
in Amphitryon (Sedaine, after Moli&re, 1788) is similarly 
smoothed over. Vii.j'rl.tryo_i is a rarity - a classical comedy 
at the Op'-T'a - but it had little success and remained unpub­ 
lished. ̂  Both there and in Aspasie (Morel 1789r2 ' the 
central situations, temporarily serious for the main charac­ 
ters, give rise to better (Piccinnian) tragic accents than 
did Aadroiaaque; but neither the long numbers nor the recit­ 
ative have the soontaneity of Gr£try*s comedies - a quality 
without which he has rather little to offer, \3pasie. with 
sublime disregard for history, has the basis of a pleasing 
extravaganza in the quartet of 'Sop astes" - Plato, 
Pythagoras (j), Aristophanes, and \nacreonj but they make 
poor opera and the chief impression, as with Amphitryon,, is 
of Ion.?;-Minded silliness

v D. The non-tragic operas

!• Ariane; adventure op eras; ;lj;x arvlre, Pi zarre
Although the majority of o; eras* at the AcadSmie T»oyale 

after 177^ were tragedies several other genres were avail­ 
able: the pastoral, the adventure-opera which appeared well

1. 113 BO A 325 1-3; the revision for Paris in 1788
(Ampnitryon was /riven at oourt in 1786). Published in CE
2. Onpubiishedj MS BO A 327 1-3.



before the devolution made it the commonest type, the 
exotic (La paravane du paire, Tjarare)- and operas aui gen­ 
eris lilce Alclndor and goeine. PjSronne 3auv6e IB pure 
adventure, episodic and spectacular, showing the successes 
and reverses of Peronne against the English attacker, with 
the slightest of connecting threads. Alexandre and Pi^arre 
ou le Conque'te de Perou (which is headed "trage'die11 ) com­ 
bine adventure with exoticism; the former is almost an 
"opera-ballet" in effect, being without real conflict of 
character. One-act operas were common, and included Gossee's 
pastorals, Mqxls et Daphne and Philemon et Baucis, (1775), 
the latter his most successful opera. The form was used fo*» a 
serious subject in the "drame lyrique" (part of a double 
bill) Ariane (Moline, 1782) by Edelmann (17U9-94).

\riane was played until 1825. It contains interesting 
and expressive music; the apparent enthusiasm for Gluclc was 
transmitted to Edelmann 1 s pupil MShul.* ' It is structured 
not by action but as internal drama, and forms a link 
between the baroque monodrama (solo cantatas such as Handel's 
LucreaJLa) and the later "Prix de ^ome" cantata such as 
Berlioz's Cle'opa'tre (1829). There are two solo scenes, 
separated by key (G, then E, at "Ariane s'lveille", p.34); 
the characters never meet. These'e's scena includes three 
airs with different affects (ending with the militaristic 
"Non, plus de pltiS", p.27). inferior in quality to the 
ariosl. There is no Bacchus; 4riane's long and varied 
scena ends in saicide. This has fiv« arias but what chiefly 
stimulated the composer's imagination were the chances for 
depiction of nature and extreme emotions. Echo, waves, 
"La Nuit", and the excessively violent storm colour each 
stage of the scene (although the latter is one of those

1. See Benton, "Jean Frederic Sdelmann, a musical victim of 
the French Evolution", HQ 196U p. 165.



which desist periodically to let the singer be heard)j when 
"le lion mugit dans ces bols" (p.U6) the trombone crescendo 
suggests not Ariane's fright, but the object of her fear. 
Many devices typical of the period are used* the recitative 
anticipating an aria (p.36), the open fora of "II ne vient 
point11 (allegro, p. 50), and a Picoinnian mood in allegro 
(p.UO). Most remarkable perhaps is the close. After a calm­ 
ing chorus, "Viens gouter avec nous lee charmes du repos", in . 
At, Arlane'a last recitative proceeds from £ to e and thus 
irrationally ends the opera (Berlioz's Cle'ooa'tre was censured 
for something similar nearly half a century later). Although 
it is flawed by the excessive length of some arias, Ariane is 
a lively and literate work enough to cause regret that it was 
Edelmann's onl; opera (except the posthumous Plane et 1*Amour. 
1602),

Alexandra
Alexandre aux Indee. "OpSra en trois actesn (Morel 1783) 

is the only wor»k of N-J. le Frold de Mereaux (17U5-97) within 
this study (it followed a few op&ra-comiques and preceded 
Oedipe et Jocaste (1791) )• Alexandre is the work of a 
nonentity, and contains little of interest in organization 
and articulation of the action, simplified almost out of 
existence from Racine and Metastasio. nhat remains is war­ 
like and noble sentiment, and two battles, placing it with
the spectacular adventure operas. It lacks the musical inter-• 
eat that stylistic transition gave to a less competent
mediocrity, Floquet, and is exactly what was to be expected 
in the wake of Oluok and Plccinni - international in flavour, 
its only French elements the chorus and the mlsplacedly genial 
divertissements..

1. Lajarte I P.37U. Fetis (Biographic Universelle. "Mereaux") 
and MQK* "Mereaux*, give Qedipea Thebes C1780).
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There are some features partially Gluctciste. I.I opens 
with an overture fragment which, however, serves no expres­ 
sive purpose; it therefore rather anticipates Piccinni. * 
The overture shares a Key (D, the main key of I and III) and 
mood with Mozart's Idomeneo and Clemenga di Tito overtures 
Taut, although it introduces chromaticisms beyond the scope of 
such as Fioquet, it can only repeat, not extend or develop, 
its ideas. A similar limitation prevents any full flowering 
of an attractive oantabile. recalling GUucic in its use of 
so-io oboe (Bx.96A). The melodic range is later extended (bar 
50, voice bbw over harmony of Ex.96A bar 1U) but there is no 
harmonic development and eadeatial repetition fills out, but 
does not intensify, the 57-bar movement. Another air models 
the line on the syllable (Ex.96B) and maintains its intensity 
at "il suffirait de vos appas"; Achille, one of GHuck's less 
interesting characters, is perhaps the model (Aulide 1.8). 
More typical is the oantabile earlier in the same scene (II. 
9, p. 182) in which intensity is never suggested. Massive 
tableaux (I.U 9 end of II) may reflect (Huck's influence. The 
latter serves as divertissement, the former includes a broad 
"Entree des p re tree de Bacchus, peuples, guerriera" (p.7U)t 
marred by the crude orchestral tutti with trombones and baas 
drum but* unlike the too frequent expressions of shallow bel­ 
licosity such as the first finale, not unimpressive. "Local 
colour" is applied in the ballets, lacking the dramatic value 
it assumed in Paride or Tauride and having no effect on the 
musical e. instance apart from instrumentation - "tamb,, Ind. 
Oimbale et Triangle1* (1.2, p.37 f Marche), and these with 
piccolos (I.U, P. 91) - the preceding Menuetto (p. 89) would be 
perfectly at home in a European ballroom.

Militant moods overshadow the human feelings of the 
y scenes and inhibit sympathy ior the male protagonists.

. See above, Gh.V p. 196.



Alexandras *Au milieu des combats J'ai brave1 le 
(II.6, p.158) is not heroic but boorish, coming in a dialogue 
with his enemy. In magnanimous triumph (IIX»U) he remains 
priggish, and tedious recitative (typical of tuis opera) ser­ 
ves for him to hand bac* the kingdom to Forus (p»265). The 
latter comes briefly to life in III, not in his monologue 
(III.1) with its long, banal ternary allegro aaaai in D with 
trumpets and drums (p.208), but in III.2 where, refusing a 
chance of peace, he protests with conventional but real energy 
in £ (p.217). This colloquy with Axiane has a semblance of 
dramatic life. The best part of the extensive battle-scenes 
comes when PorttB first admits defeat (XI,2) brt. it cannot be 
claimed that the recitative, after the first bars of allegro 
(Kx.97)» is distinguished; the vocal phrases are squeezed 
between the usual rushing scales, the scoring facilely reduced 
to two parts. The battle in III is a conventional symphonic 
war picture, as in Ttenaud III; the species may derive from the 
method of the Tauride dSnouement. "La fortification s'Scroule 
...Porua tombe dans les debris'*, Axiane cries "Barbaree, 
arrStez", which they forthwith do, and the orchestra with 
them (p.261).

Pizarre
Among battles and ballets t is love interest of AJLexandre 

lights few dramatic flames. Pizarre (Duplessis, 1785) is 
also a spectacular opera, with a similar plot (the European 
conqueror renounces his Indian love to'her native fiance^ )• 
This frame is more ricMy rilled in, however, and the drama 
is complicated by Pizarre, no cardboard hero like Alexandre 
but repulsive throughout and particularly in his final 
magnanimity:-

1. As in Les Indes Qalantee. L'Afrioue. although the setting 
is that of Les Incas. l^^^-^ sU.^ « &nn*^ -vt-UA<«~,L» h " "



Zamore (a Pizarre):
"Bmport« noa tresors, 8*ila peuvent te tenter, 
Je lee ra6prise trop pour te lea diaputer. 
Male Alzire eat a moi, Je 1'adore, elle ra'aime; 
Je la d^fendrai seal contre toue tea efforts, 
Gontre tol qui te die envoy* par Dieu memo, 
Et qui viens 1'annoncer en dfivastant noe bordaw .

(V.U)
To thia crushing indictment the colonialist can only reply:-

(Pizarre, avec majeste):
"Jeune et auperbe Inca, J'excuse lea tranaporta 
De ta vertu sauvage. 
Sensible aux pleura de la beaute, 
A traitor avec toi j'abaiae ma fiertS".

In spite of Rousseau the authors do not seem to realize how 
arrogant and unjustified is Pizarre'a assumption of moral and 
cultural superiority; yet all one can deduce from the facts 
displayed in the opera is tn^t he apsets a civilized and ord­ 
ered community in pursuit of a sexual whim, which denied him, 
he imposes an alien culture and religion. The Peruvians com­ 
plain "Nos remparts sont d£truits, nos temples mis en cendre" 
but aft^r an abortive revolt they accept Pizarre as a bene­ 
volent conqueror and prepare to obey his r-sforms, Pizarre 
gains no sympathy from the treachery of Atabalipa (Alzire 1 s 
rather), who acts against him in his country's interests 
(like "Podoald, in Ernelinde, who however never pretends to 
accept •Picimer'a victory).

The operas of Candeille (17^-182?) were mostly unper­ 
formed, except a pastorale-heVoique, Laure et Petrargue (1780), 
Pizarre revived in a four-act version An 1791, and, in the
same year, a version of Castor et J-'ollux which had 130 per-__•_
formances in eight years. v ' ' Pizarre shows many signs of an
intelligent study of Qduck. Only Salieri and Vogel so nearly
reproduce CHUCK'S technique in recitative, by imitating the

1. The original is discasaed here; M8 BO A 308a 1-5.
2. Annals.
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careful handling of the voice aid the orchestral restraint. 
The dignified opening allegro maestoso in d (overture) inevi­ 
tably recalls Aloeste and is eminently suited to a tragic 
action; but as in Persia the mood is dissipated by the major, 
an allegro graaioso which reappears, transposed to C and 
extended, in the divertissement of X; and an insubstantial 
and repetitive "overture mood " allegro non troppo. 
The Dream

That Qluok's ehlef lesson - control - has been partly 
learnt, is shown in Candeille's handling of a prognostic 
dream related by Alzire in 1.2. It is her wedding day; I.I 
includes a pretty air, "0 Jour, objet de mes voeux", with an 
open end, leading into the recitative, "Dlsuxl cuelle horrible 
nuit precede un si beau jour". Very controlled recitative 
(1.2) precedes the dream - 17 bars out of 36 in arioso. Flutes 
and harmonic stillness (Sx.98A) set a scene of calm, to a 
purpose, unlike Piccinni's;^ ' against this the nightmare 
makes a forceful contrast. The ff following ppmo (bap 7) ia 
no violent contrast, the instrumentation being unchanged. The 
i'irst ahadov, is cast by the flat 6th (Ab in O, bar 8; tn<= idea 
recurs near the end, :.x.98B bar 38). In the sostenuto (Bx, 
983) Candeille does not confine the voice to a low register 
to imitate Gluck's steady ascent;*2 ' his control is orchestral. 
Horns Join the strings, evosing the altar (98B bar U) and the 
tonality clouds momentarily (the minor, bars 7-9). An Inde­ 
pendent string figure (9) mingles with high-pitched bassoons, 
anticipating the "voix f oneste" of bar *28; an idea surely 
derived from OlucK whose "De noirs pressentiments" (Tauride 
1*2, p.63) exploits high bassoon notes for the same purpose,

1. Tauride; see Bx.USO and above, Ch.V p.177.
2. See above, Ch.V p.176.
3. Page references to Bulenburg miniature score.
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or - since here the bassoons are like an echo of trombones - 
from imadis (Exa.36 and 37). (Tne omission of trombones 
suggests a more vivid experience - the dream itself - now 
only remembered). Tremolo is sparked off by "tout a coup" 
(bar 13; Tauride used tremolo in the 12th bar, p.U3)» ^he 
reversion to F. from a allows Candeille his best stroke, the 
modulation to £ via B t>» strengthened by the preceding 
static harmony. Wind, with perhaps excessive violence, are 
used merely for loudness (bar 16), an effect Glue* held back 
(pp.UU-5, strings f but wind pj strings doubled witri wind 
only on pp.U7-8). GlucK also formed his dream tonally (but 
less obviously^ Candeille reverts to P a^ !.n ^Lar 23, imply­ 
ing the f (i) stated in 28). For the climax he reserves an 
extension of range to ab'1 after a period in low tessitupa 
(from 26), approached by leap onto a discord (the bb* of 20 
jarring with the b«» f of 31).

This single, literal prognostication, without the ming­ 
ling of past and future in I;hig' lie's dream, suits the 
"fills de la simple nature" (as Fizarre calls Alzire) as the 
other suited the co.npiex Greek. F is recovered for a presto 
air (Ex.98B barijl), not a mature response to the dream like 
Iphigenie's prayer but an emotional reiteration of its mood, 
without understanding: "llais cette image horrible est encore 
dans mon coeur". The agitation, alternating loud and soft, 
yields to a pp smorzando as "elle tombe appuyee sur une de 
ses suivantes". The rest of the act realizes the dream; as 
Alzire recalls it (1.3-6), the Spanish*cannon' ' sound and 
a tremolo on F with orchestral arpeggiation (like fix.98B bap 
33) bring the narration briefly to mind. Premonition and 
calamity are separated by the wedding ceremony, a divertissement

1. Written on a single-line staff; possibly a bass dram, 
liKe Berlioz's "Ooups de canon lointains" (Le 01nq Mai. 
Breitkopf OE 5 III P.172).
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with some exotio colouring (applied as in Alexandra by 
percussion - "timballes et petits tambours a la mode de 
ce pays" - rather than musical invention). After a Minuet 
comes "EntrSe des PeVuviens" and - rather incongruously - 
a friendly "Air pour lee Bapagnole, avec lea castagnets". 
The form of this *et is Qulnaultian - solo acena . divertisse­ 
ment, peripeteia - but the others are differently designed, 
4fter the battle the Spaniards alone occupy II; III and IV 
include various Intrigues and V, after a monologue for Pizarre, 
the denouement. There are no more divertissements; II opens 
withitwo hundred bars or so of continuous music ("Combat").

Like Or5try (Ex,92), not OIUCK, Oandeille gives detailed 
directions to the singers for what he cannot write into the 
notes. Sometimes the words describe an affect; "Air de 
fureur" (Zamore, IV.2), andantino de'terminft (I.li); sometimes 
they are directions, as when Pizarre offers to restore 
Atabalipa his Jcingdom for the hand of Alzire, The King's 
agreement is marked "dissimulant", and in a duet with Pizarre 
M se livrant a 1'esperance" he sings "a part, cachant son 
d'pit". The use of musical overlap is again like Ore1 try 
rather than OlucJc, The end of Atabalipa *s furious air coincides 
with the start of a duet, and its mood continues, pitted 
against Alzire's pleas for calm (Ex.99).

The two chief roles, Alzire and Pizarre, each include a 
substantial accompanied recitative. Alzire suffers from 
Ernelinde's dilemma, a conflict of "Nature" and "Amour"

5

(IV.l); and Philiaor's example must be behind this passage 
(Ex,100), The trombone entry at the height of a horn cres- 
cendo may derive from Electre and the exploitation of dynamic 
extremes suggests early Berlioz,^' The descending diminished

1. No part is notated,
2. See above p.239 note 1,
3. For example, Ouverture des Francs-Jugea bars 20 and U5-8,
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7ths (fcarg 7-10 ) are heavily crossed out in the BO 
manuscript. The use of two horna in different keya, a 
procedure developed with four by Mehul and Berlioz, la 
common in Pigarre; here it is needed for the minor third, 
otherwise available only with a pair in the rare key of Ab 
(bar !)• The recitative is generally in the worst Plccinaiste 
manner, the mild vocal writing making no impression amid the 
trombones' fury.

The authors intended the title-role to work out a 
conflict like Poland's, between love and duty (or "CHoire" ); 
Fiza-^re's excuse for renouncing Alzire is the need to con­ 
centrate on his metier. Successive airs present "Amour" and 
"CHoire" (II. Jj) - not, more subtly, one air of two affects. 
The short Igrghetto (EX.101) with flutes and attractively 
weaving violin decoration (which Mozart might have enriched 
by doubling in thirds) is linxed to the martial "Pour mettre 
un comble It ma glolre" in C (headed arietta but not a colora­ 
tura movement) with foil woodwind except flutes. The scene 
with Alzire (III.6) misses fire; Pizarre's "air tendre", 
again with flutes, accords ill with his cruel offer of 2amore's 
life if she renounces him. The climax of the opera in V is 
headed *La Halt", and it is Pizarre's turn - although his main 
complaint is insomnia - to be afflicted with horn orescend^ 
(Ex.102) representing not a "funeste voix" but "la voix du 
devoir". The scene is ingeniously constructed, mingling 
arjoso with recitative; a change in mid-sentence (Ex.l02B 
bar 57), as in Andromaque (Ex.92 bar if), follows a modulation 
from the same source (Ex.9^ bar 9). The introductory motifs, 
for horn and clarinet ('A') and strings (*B', bar 3, "marque") 
are separated and used in new ways:-

1. Compare Ex.88.
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Bar 1 Introduction; recitative 'A 1 and 'B 1 gb-«
(EX.102A) (tremolpj

3** Arioso 1 'A 1 at the start Bb 
"Alzire, chere Alzir«M 'B 1 at the end Bb 

^5 Arioso 2 (Ex.1028) "Me sure" 3>-F-£ 
57 Recitative
6i Arioeo 1 repeated Bb 
73 Peelt«-allegro

"Pizarre est aux pieda un eaclave"
A iragment of "arioso 2" acts as coda to "arioao 1" (aee bare 
53-U and 69), and the wind figure of tar 5 influences later 
melodic contours (bar 66). * Arioeo 2* works up rinely to its 
disintegration into recitative, but the whol-j ingenious con­ 
struction is wasted on inadequate material; "arioso 1", the 
main section of a ternary structure, is :nej.udiaally flaccid, 
unable to escape from the tonic which comes on the strong 
beats of two bars preceding the cadence; voice and horn, 6?» 
voice 68. This weakness is accentuated by the use of the 
same vocal range as "Alzire, chere Alzira" after the minimal 
expansion at bar 66. The scene might have turned Pizarre into 
a profounder character and so gone a long way to saving the 
opera, which as it is remains an interesting artistic failure.

2. Dezede; Aicindor. "op£ra faerie"
Pizarre. however, is psychologically profound beside 

Peronne 3auv(§e (de 3auvigny 1783). ^icfiolaa Bezede (c,17UO« 
1792) was successful at Qpe>a-comique and is the only composer 
considered herewho wrote no tragedie-lyrique.^2 ' Peronne 
i'.iled, after poatponement in favour o£ T^enaud. ̂ ' Both 
here and in Alcindor Dezede shows French characteristics which 
perhaps made him an inappropriate person to finish Floquet's 
work; the recitative has been mentioned already (Ex.65). Many

1. Unpublished; MS 30 A 297 1-J*.
2. Except Monaigny, who did not write for the Opera after
1767. , .
3. Jullien, La Pour et 1*Opera sous Louis XVI 00^36 and 59.
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of the aira have the jaunty out of opera-cornique "couplets". 
Like Or6try, Dezede never quite adapted himself to the Gpe'ra, 
whereas Philidor's opera-oomique had an artistic seriousness 
which made the transition natural.

Dezede learnt little from Qlucit, although his overture 
to Plronne leads into I.I and Dears some affinity to the open­ 
ing chorus. I consists mostly of a comic love intrigue and 
divertissement, before the "ArrivSe des ennemis". The discon­ 
nected mutters and silences here recall Pameau's storms,* ' 
but the English dispel the sinister atmosphere and make the 
danger to reronne seem unreal:-

ler Officier: "Ah, que je hais I'heureux franjais,
Quoique frlvole il a da coeur; 
Plein de douceur s*il est vainqueur, 
Dans le malheur tout le console. 
L*air d'opulence qu'on voit en Prance, 
Le del plus doux qu'il n'est pour nous, 
Me rend jaloux.
Uaines fertiles. nombreuses villes, 
L'ordre et le gout regnent partout*.

The very French music belongs firmly to the Th&atre des 
Italiene. As the English depart, diminuendo, I has an open 
end, on the dominant of Bb. II begins in o, leaving it 
unresolved; in any o-iae I is too long for II to follow at 
once. This feature recalls Ficcinni's Tauride^2 ' and was 
imitated - also with a battle impending - in Pizarre. but 
Candeille resolves the dominant half-close onto the d of II.

The best of Perpnne is the monologue for St uentin 
pere (III; recitative/arioso, with sol^ horns; air in cj. 
The war-music (II and III, a descriptive "symphonic") is squarely 
phrased and negligible in ideas. The city is set ablaze at 
the end of III, but relief arrives and IV is devoted to 
celebration. There could be no better illustration of the

1. 3ee also the opening to Alcindor I.I (Ex.103).
2. See above, Gh.V p.171.
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slight dramatic interest attached to mere events, particularly 
in opera, a dramatic form whose main agent, rauaic, IB better 
suited to introspection than to a bewildering series of 
peripeteias without a central character; nor does Peronne 
have the people as hero, li<e Boris Qoduaov. where the Tsar 
is in any case absolutely central.

For Alcindor. "Opera F6erio" (178?),^ tfloquet wrote
an overture, dances, and an air, ̂  ' more original than any­ 
thing in Helle; the measure of Bezede's progress since P&ronne 
ia in the examples of recitative (Ex«65B). The magician 
Almovars controls the action for human good while appearing 
malevolent, like Proapero; another parallel is with Die 
Zauberflgte. The adventuring hero sees Azeiie's likeness in 
a dream and finds her portrait on awakening (I). ±hey are 
united, then separated, by the device that Alcindor must 
choose the perfect wife, not for himself but for Alraovars (II).

The overture is in two movements, in d (Ex.l03A) and D 
(allegro), the curtain rising before the full cadence (Bx. 
103B; compare Hell£). The jerk from D to Ab (Ex.l03B) is 
given coherence by the recall o£ the opening (Ex.l03A; com­ 
pare Auricle). The music avoids any settled tonic; jj*» is 
defined by its dominant (bar 16); the eb/gb of bar 5 is not 
in eb but is part of a 7th chord on the Ab of 2 and 8. This 
menacing scatter depicts malignant gnomes, dispersed by 
Alcindor, la a ixlaz^Af-^i ( SJ^BEOB, 3)» The motif reappears 
when Alcindor, oppressed by the night, ̂ f eels himself bewit­ 
ched (Ex.1030). An orchestral andantino ("le Jour") follows 
and he sleeps. Ilia dream is shown to us, as in Atys. and is 
organized by repetitions: -

1. Unpublished; MS BO A 319 1-3.
2. MOO "Floquet".
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Andantino Bb - Orchestra; 8-bar phrases separated by recit­ 
ative (Alcindor)

The same Chorus: "Dans ces retraites 4coute en ce Jour
Lee interpretes dont se eert I 1 Amour" 

Danoe 1 F 
Dance 2 /.O
Pecitative^« Alcindor 
Andantino |b "Petite reprise1* 
Air (I) g Alcindor

Alcindor is alarmed, fearing seduction from his pursuit of 
"Qloire". He recounts his dream but without musical recall - 
an opportunity missed, Oandeiile having hinted at some such 
technique.

L.iite Luliy's divertissement in Amide V. Dezede opens II 
with a continuity of 2dU bars, subdivided:-

Introduction 
Dance
Female chorus 
Solo (Alcindor) 
Dance repeated 
Male chorus 
Ensemble

After the wooing by proxy, U.cinder and Azelie fall in love 
and Almovars comes to claim her as his bride. The situation 
is worked into an .ensemble-finale of over two hundred bars* 
balancing tne length of the opening complex, but serious in 
intention; Almovars dominates it with apparently increasing 
vindictiveness. His grandiose chromatic line (Ex.lO^A) has 
a musical relation to the lovers' smooth chromatic inflexions, 
but a different mood, and the contrast is enhanced by the 
instrumentation. The suggestion of paittomime Demon King accords 
with the tone of most of the opera; after all Almovars is 
only pretending. Still wita an ope'ra-coiaique tone, although 
the structure is beyond thai theatre's experience at this 
date, the lovers' lines separate (Ex. 101(3} and the music 
appears to be ending, with harmonic change only every two bars.

1. Employing tne same orchestral triplet-figure.

259



Almovars breaks in with a violent Interrupted cadence (bap 
13) and the movement takes a new thematic shape wita the 
male choruses (bar 15ff). Dezede uses no recapitulation 
(as opposed to immediate repetition) of material. The mus­ 
ical shape is dictated by the course of the action and 
dialogue; for climax, since the material has no potentiality 
for organic growth, Dezede has recourse, like Rossini, to 
dynamic means - a crescendo over some forty-five bars.

Ill begins badly, the comj/oser casually providing the same 
music for "Jouisaez dans ce scjour charmant" (Chorus) and for 
Azeliei"0 poar mon coeur 11 n'est plas de beaux jours". She 
cries that axl she w^nts is "Un d£st>rt, Alcindoir, et 1'auteur 
de ma vie" (her father, Gsman); these ore granted forti-u ith 
in "Nuit a deml% lightning, thunder, and trombones, which In 
this ojera are restored to a supernatural connotation. The 
first trio, " \hl quel heureux moment", is repeated to end 
the opera. Here its open end* ' is a meaningless (Piccinniste) 
continuity to si^ule recitative. The second, an oath of loy­ 
alty, precedes ^it.GSB; the third is a contest in renunciation 
(Ex,105). Obsessed by the flat 6th (Eb in g), Deztde produces 
an hypnotic fascination beyond monotony, enhanced by the ner­ 
vous complexity of the accompaniment; the short-term repetit- 
iveness Is relieved by u;ynegated phrase-lengths, three bars 
treated as two of 3/2 (bars 7-9).

Alcindor ^-rtisceo to tht- rf<: cadence of old French opera,
when scenic display mattered more than personality and drama.* The story is less absurd than some fair-j operas - such as
Oberon - but lacks the conviction the far more diversified 
Zauberflote gains from its Masonic substructure, a live 
mythology, whereas Alcindor's, like that of Pie Frau ohnf 
Schatten. is invented. Like the ^etastasian blandness of

1. V in g replacing the tonic, F; Wagner's "continuation 
chord" of Die Meisterainger.
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Alexandra and ThSmistocle. like Helle. Peronne. Bizarre and 
the comedies of Oretry, it is symptomatic of a tendency among 
trench composers to evade the problems of tragic opera and to 
attempt, in a diversity of ways characteristic of the heri­ 
tage of opera-ballet and ,,ustoral, a reconciliation of the 
styles developed since the transfusion of Italian music, not 
by Gluck, but by the Bouffone, Rouseeau, and opera-comique. 
There is nothing Gluckiste about the short forms and contin­ 
uities used extensively in Alcindor; the forms hark bacK 
beyond raaieau, their content to opera-comique (but Gluck eet 
a precedent for such compromises at the Op'ra; otherwise a 
more overtly Italianate style - of which ;;uj.x6 provides 
glimpses - might well have taken over i aria as all other 
European capitals),

3. go sine, "jpaysannerie larmoyante"
Serious subject-matter in a pastoral setting had been 

used in ope'ra-comique in 1768 (Duni, Les Hoissonneurs. based 
on the story of Tmth). Two years after Pichard Coeur-de-Lion 
had Joined Itallanate aria to the diverse resources of ope'ra- 
comique. the interpunetration of genres was carried further 
at the Ope'ra by ^osine, "paysannerie larmoyante" (1736). 
Hellouin' 2 ' Justly adjudged this Qossec'e best opera, but it 
is mainly the mere absence of longueurs that makes it so. 
Aiming less high thaaa Tjaeaea or Saoinus, without portentous-' 
ness, it succeeds best in the solo scenes and especi&Ly the 
presentation or the heroine in II. That the subject and 
social milieu demanded different musical treatment from 
trag&die-iyrique seems only to have been partly realized by 
the authors; the work is thus uneven in quality and uncertain

1. MS (Autograph) BO T\' B . A 3l2a 1-3.
2. Op. cit. p.133.
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In genre. Fine things succeed mediocre; tragic accents sound 
misplaced in the pastoral setting and eituations of pathos, 
In I.I Germont's recitative recalls no leos august a character 
than Egee, and the music follows the text in adopting the 
tone of tragedie-lyrique; »*Qd suis-je?. . .quel sort fatal me 
retieut en ces lieux?". After the long-winded overture in 
A, the ecene is in D, suggesting a lowered vitality; three 
bassoons are used in a larghetto. Germont's drunken sleep. 
The recitative (Ex. 106) uses the language of tragic accompag;- 
nato. the combination of tremolo and figuration directly re­ 
calling The see (bar 14ff; see Ex.74). The air in D is 
unadventurously diatonic and ineffectual, especially at "Tout 
m f accable et me dSsespere", a failing noted in Sabinus. '

Posine contains resoxirceful ensemble-writing in an exten­ 
ded gambling scene, the hearty chorus contrasted to the woeful 
Garment (.parted from his wife, pressed into the army, impov­ 
erished by gaming; all by the machinations: of a servant whose 
lord has designs on ^osine). The three-act stricture follows 
old rench no dels. The substantial divertissement of I has 
little to do with the action, and is iollowed absurdly soon 
by another, opening II presumably because the situation later 
is too gloomy. III ends with a militaristic ballet, like 

I, tneugh the army is a force hostile to Garment's
happiness. After "harmonic mllitaire", "llarche, 'vc 
exercise, et plural*- ere du combat militaire", the pastoral fete 
of I resumes, symbolising the desirable life resumed by Oermont 
and ^osine and parodying the other in a "Combat" of 3t. 3eorge 
and the Dragon and dances which, to thei^ own disadvantage, 
recall T' ameau, Plamande, Gavotte, Oigue, Oavotte, "Cotillon 
pour le Dragon", Sigaudon.

1. See above, Ch.I p.36.

262



In II Qermont creeps home to be forgiven and in III is 
nearly dragged away. The sound of a cannon interrupts a 
co plex ensemble, "flosine tonbe expirante, couche'e d'une 
.u.-mi^e pittoresque sur le theatre" , and the Seigneur, peni­ 
tent and touched by her distress, outbids the friendly villa­ 
gers to "buy Oe-^.ioit out. Cosine's heroic aoena (II. k) ia 
entirely consistent wll-i her splendiu rejection of the 
Seigneur in II and her extreme distress in III. The prelude 
in d to H.ii was heard in part in II. 3^' and is extended 
to accorapany her first words, set in effect as "fte'cit. chante"" 
(Ex.lCTA): "Je n'ai pu le tr-ouver... J'ai tout perdu" - 
recitative i'u '• .al if in tempo; "0 tourraent, ? uouleur* - cries——————— s-r> i ..
aodelled on those 01 Sleotre, in arioso. ̂ ' The scene is 
bailt of short sections, moving towards flat keys:-

fA* d agitato recitative The child calls "raaman"
'B* F aii* becoming thinking of the child"" recitative (i:.x.l07B) •O* c prayer air (fix.lOyc)'D 1 G air
'E* % entitled "T?omance"

*B' is interrupt3J by a change of mood - in her agitated state 
the mood of tenderness cannot endure (Ex.lOTB). 'G' is 
impassioned, even indignant; this accusation of heaven might 
be an Ipfiigenie, an uectre, in the best Piccinniste tragic 
vein (£x.lG7C), a fall ternary movement which gives the scene 
its centre^ y~'t it .7.1^ at .lave ^^xu:.-d the character better to 
write something in the pathetic vein o$ Les
in 6/8,^' is trivial, and G interrupts tne :e:/ progression.

1. Compare ia imadis. Ex»3^*> see above, Ja.IV p.127.2. See Ex.llOJt. In Ex.lOTA the pauses are non-autograph, in the conductor's hand.
3. Non-autograph tempo; andante g
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The "Romance* Is preceded by a i'ew words from the childA '
and is a lullaby, in la capo i'orin, x ' sati-af :otorily ending 
the scene by the i^pii^d stability (but it is musically the 
least interesting part). Taken aa a whole, II. k is among 
Gosseo's better achievements and dwarfs the rout of the 
opera, for which it seems rather too serious - as Sophie's 
scena with accompa^nato in Torn Jonea (III) m •}*:«. 3 the "est 
of that work tririal by approaching the grand manner of 
Ernelinde,

1. Grosbed oat in the score but restored by the word, MbonH ,
2. This direction is ueed although uncommon at the time in 
France.
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Chapter VII 
A. The decadence to Qluck

ATtor Oluok, "decadence" was inevitable. Thie term 
accommodates various phenomena, and the artistic movement 
represented in opera by Berg (to whom the term "decadent" 
may be applied without slight to his artistic integrity) 
must be distinguished from the decadence which follows any 
supreme artistic achievement, and which presents itself 
either by thinning it out or exaggerating it* The latter 
is probably less common but more apparent because more sen­ 
sational; hence Strauss, exaggerating Wagner, is remembered 
while more cautious Wagnerians (Ttoyer, Ju.jperdinok) are 
largely forgotten. The decadence to Monteverdi, including 
the substantial artistic achievements of Cavalli and Lully, 
consists in a thinner spreading of his technique; hence 
Lully's recitative is a restrained, relatively unimpassioned 
idiom. Rameau may have been thought decadent* exaggerating 
Lully, but the true decadence of baroque French opera followed 
Rameau, diluting his technique in the "transitional" operas 
discussed above.* '

The decadence to Qluck takes both forma, most obviously 
in exaggeration, the cult of the bizarre. Orchestral devices 
to articulate psychological disturbance - Paiiidor's horn 
crescendo and Gluck's oboe "cri" - were readily exaggerated, 
and composers became intoxicated with the sheer power of

•trombones, Olucxc's restraint and use of their tone-qua tity 
in piano (Aloeste. the oracle) and in part-writing (Taurlde 
II. k, "Vengeoas et la nature") were forgotten, and they were 
used for harmonic reinforcement in crude block chorda in open

1. Ch.I Bl.
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position^ ' or close - the latter brilliant in Berlioz but
(2) generally coarse in the smaller 18th-century ensemble. %4t '

Electro (Ouillard 1782) by J-B. Lemoyne (1751-96) is 
charged with the grossest of this Kind of decadence; the 
official decadence - official because Salieri (1730-1825) 
came from Vienna as OIUCK'S disciple - began with LBB 
Danaldee (Tschudy and Du !toullet 178U) which combines a 
measure of exaggeration (in scoring, vocal tessitura in aria, 
and accumulating tension towards a climax with ninety-nine 
deaths) and thinning-out (ia recitative which errs on the 
side of restraint as much as that of iqectre exaggerates, 
and in concentration of line). Electro outraged contemporary 
se sibilities, and La Harpe found the Danaldes music "monstru- 
euse". ̂  *

There is a parallel between these com : osers 1 Paris 
careers. Lemoyne pretended to the Oiuc/ciste succession:-

t>L*homme de genie (Gluckj que le gout eclaire" 
de Votre Majeste et sa protection auguste ont 
attirS parmi nous, ra'a encouragS. J ai os£ 
marcher dans la meme Carriere, quoi qu'avec des 
forces in£gales. et embrasaer on genre que son 
genie avait crel".(U)

He was understandably repudiated.^ ' 'ihe year 1736, besides

1. See Ex.12.
2. See Exs. 100 and 108. Compare Berlioz, Le Hoi Lear. 
Eulenberg score p.Slff.
3. Qorrespond<mce i^itteraire V p. 97. On ^xuctre one of the 
milder Judgments is that of Ultra: "Or* Cat fatigu§ de ces 
contrastes continuels...", Correspondance Secrete 2Uth July 
1782, cited Jullien, L'Opera secret a la fin du XVIII* eiecle
P.127.
it. Lemoyne, dedication to the Queen in the printed score of
Electre.
5« "...Oluck refuse aujourd'hui de reconnaitre jLemoynej
pour son Sieve..." Orimm CL 3 I P.501.
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Themietocle. saw another homage to Olucic which was better 
received toy the dedicatee'1 ' than the public: La Toiaon 
d'Or (Deariaux) by J-C. Vogel (1756-88), whose posthumous 
Demophon (1789) was to overshadow Cherubinl's (1788). *2 ' 
The same year saw more restrained works by both Lemoyne and 
Salieri, the successful Phedre (Hoffmann) and the superior 
but unsuccessful Les Horaces (Ouillard) - "...un fort bel 
ouvrage, raais un peu severe pour Paris".* ' Lemoyne's Kadir 
(1787) and Salieri'a Chimene et Rodrigue (1788) were not 
performed, but each composer succeeded in a worn: with an 
oriental setting, Nephte1 (Hoffmann 1789) and Tar are 
(Beaumarchais 1767)*

1. Elect re
Electro seizes upon superficial aspects of OtiucJc for 

exaggeration, neglecting his essential control in details 
and total design. The recitative in I is an apotheosis of 
loth>century expressionism and the thematic integration is 
more prophetic of Wagnerian procedures than any other musical 
repetition of the period (such as AjU-Lft® and Atnadis**'). 
Ignoring the massive repetitions of Alceste. from which 
Wagner's full-scale recapitulations perhaps derive, i»emoyne 
uses hiB overture, liice the Meistersinger prelude, as a 
quarry from which motifs are extracted and fitted to new
contexts.

Introducing the prevailing mood of the drama, the
•

1. Oluok, letter to Vogel, 3rd August 1787» Correspondence 
P.208.
2. See below, Ch.VIII 3.
3. Beaumarchais, dedication to Salieri of the Tarare libretto,
Paris 1787.
U. See above, Ch.II p.66.
5. See above, Oh. IV p. 1^2.
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overture adheres to Gluck's principles; its link to I.I 
recalls \ulide, With unusually varied material, it stands 
up as a form but the main structural pillar, a tutti with 
close-position trombones, relies on sheer volume and beside 
the equivalent place in Aulide is coarse, not pov.erful. ' 
The opening string unison (Ex.lOSA, 'X 1 ) emphasises the 
rising minor third and this interval comes vertically at the 
on-stage .vind entry (bar 6) whose Qb contradicts the appar­
ent tonality, c. Such separation of wind and string material

~ (? } is a feature of I. A sequence v ' with modified intervals
('Y') leads to f (EX.108A); a third motif, a rising tritone 
C^') (Ex.lOSB) alternates with the tutti (bar 22) which 
establishes the main tonic, Eb. Lemoyne rings the changes 
on these and other ideas until bar 125 when the tutti comes 
for the third time (Ex.lOSD), the scoring modified to accom­ 
modate the voice; the movement enas with a doable bar after 

bars (p. 13). The first reappearance of 'X 1 comes ten 
later (Ex.109). 
With open-ended, incomplete and interrupted (rather than 

short and self-contained) forms, merging recitative and air, 
Lemoyne is so far from the baroque divisions visible in

^ ' as to operate '-vithin an apparent convention of con­
tinuity, like late Wagner. In the 16th-century idiom, the 
occasional ritornello seems less surprising tn.in the 4-bar 
introduction to "Wehvolles Erbe",^' but the closed forms 
are exceptional ana BJeetre has need of its compelling dramatic 
substance and the leading motifs to* save it from continual

1. Ex.lOSD; compare ^axide, overture bars 20, 50 and so on.
2. t'isia,;- and falling phrases, tonal ambiguity, and sequence, 
are precisely the material of the opening of Tristan.
3. See above, Ch.I p.il.
k* Parsifal I, Eulenowrg score p.21*9; coaoare Electre p.78,
i k -bar prelude to a 32-bar air.
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musical non eequitur.
The motifs are not labels lor persona or ideas, and do 

not in this respect anticipate Weber or Wagner. Motif 'X 1 , 
like Strauss'a "Agamemnon" motif, ̂ ' is associated with 
impending vengeance; 'Y* with Electre's lamentations. The 
words clarify these meanings in her scene with the future 
viotin, Clytemnestre ( I.6X although 'X 1 is altered, lacking 
the rising 3rd (Ex.ll2B bar 85 it came literally earlier in 
the scene, p.72), and 'Y 1 is softened into string harmony. 
In the first recitative (Ex.109) 'X 1 is literal (bar 10),
*Y' is chromatically harmonised. 'Y 1 preserves its identity 
whether the descent is of three notes (overture; &X.1G8A 
bar 6 and the subsequent bridge passage, Ex.lOSG), four 
(Sx.1103 bar 23) or five (Sx.lOdA bar 13ff; Kjt.llOA). In 
1,2 the off-stage wind which introduced *Y* (Ex.108A) 
accompany Blectre (Ex.llOA, with *Y* and '^'); when she comes 
onto the stage 'Y 1 is transferred to the orchestra (Sx.llOB) 
and the strings' rising pmv.se corresponds to *X* (bar 4). A
figure suggestive of wailing, an amalgam of two ideas in

( 2 ) Aloeste» v ' exploits the tonal contrast of reed instruments
and flutes (Ex.HOB bars 17-20),

The motifs recur through I with decreasing frequency, 
and are neglected in II and III. As in Wagner, other short- 
term repetitions are used. In Eiectre's Invocation to the 
Bucnenides (1.3) 'X* is highlighted as a central lento (Ex. 
111B); the introduction (Ex,MA bar 19) recurs (p. 51), with
*X f and 'Y 1 (p.50) and the "wailing"f*igure (p. 53), in an 
accompa.'.ied recitative too vast for quotation (1.5). -01 
orchestral presto, itself conventional but suggestive of

1. Eleictra, the opening motif.
2. Alceste, overture bars 3 and 26-7.
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Electro's anger, welds 1.6 together. At the start (Ex.112A) 
it interrupts the procession to the temple; it co,ues in 
Electro's denunciation (p.72, with f x' f and Ex.U2B) and 
interrupts Clytemnestre's air at the name "Egiete" (Ex.ll2C). 

Repetition of motifs is an effective device if supported 
by good musical invention elsewhere; but where he co-u.d not 
redeploy his overture material Lemoyne mostly delivered him­ 
self of platitudes. In I.I, after some adequate recitative 
(Ex.109) the trio (bar 17) moves stiffly without Qluck's com­ 
pensating vigour;^ ' the melody and orchestral punctuation -
forte every four bars - are trite. If the contrasted dyna-"~——— (?) 
nics derive from Olucic, the application is Piccinnesque x '
and Chrisothemis' air (II.5) carries it to the point of 
parody (Sx.113). The attempt at forward movement is baulked 
by continual chopping up of the insij id melody (wind and 
bass, ff dim,); the intention, to depict suffering, appears 
on the surface, not in the musical substance (compare, in 
rloquet, Ex.59B).

This clumsy air is representative since almost the entire 
interest of Slectre resides in the presentation of the heroine 
in I before anything occurs to modify her obsession. The 
overture is quarried to best effect for her off-stage cries 
(1.2, Ex.110A) and recitatives (1.3 and 1.5), consistently 
of a higher standard than the airs. The uusic imitates 
OlucK less ttian it anticipates Berlioz's Gassandre (£&& 
Troy ens I nos, 2-3; see Ex. HOC), suggesting feelings too 
deep for coherent utterance. The vocal line has its own 
melodic logic, independent of formulae (Ex.HOB; the corres­ 
ponding but varied falling phrases, bars 20-21, 22, 23, 25, 
28, 31). The airs are short and free in form - anytning as

*• *ulid« I*.J* f the trio (p. 152:108). 
2. See Ex..2k.
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secure as Iphigenie's prayers* ^ was impossible to her 
sister. The first,"Dieux des infortune's, soyez seals mon 
recours" (p.28) goes from a bold £ to a broken sob in Bb 
(p.30). In recitative she forbids herself the escape of 
suicide (ExJllA) and her progress to vengefulness from lam­ 
entation is intensified, with a OlucK-litce control, by 
accompagnato yielding to tremolo, crescendo to a wind entry 
(bar 5). ihe voice is generally accompanied and its sudden 
loneliness (bar 11) is ver>y effective. The harmony is also 
strong (bars 8-9, 15) and the imperfect cadences (bars 15-l£» 
17-18) are only resolved at the vocal entry in the air (bar 
22) (this ends fully cadenced before I.U).

The chorus (p.39) has music similar to the priestesses'
In \

in Piccinni's tCauride v ' but less charming; Lemoyne capital­ 
izes on hie weak invention by interrupting potentially 
extended movements with Electre'a increasingly exacerbated 
recitative (pp. 14.-2, U5). An ensemble In 1.3 is only the 
second substantial and closed form since the overture 
(adagio, 36 bars, p.U7)» a point of repose from which the 
longest and most strenuous recitative follows as Electre 
relives Agamemnon's death (pp. 50-56). Li ice a neurotic sis­ 
ter to Alceste, and inviting the invective poured on Gluck's 
Arraide by La Harpe - "crlaillerie monotone et f atigante" ̂ ' - 
this single-minded portrait of Electre is a considerable if 
limited achievement. If the orchestra if excessively vehement 
the consistent melodic control in the voice preserves a bal­ 
ance of interest with it. The scene ends with a welcome 
tonal stability, the aria in Bb, "Votre justice enfin se fait 
connaltre" (p.60). Electre has Induced confidence in herself

1. Taurlde (Oluok) I.I and IV.1. 
2» See above. Ch.V p.172.
3. Annonoe d*Armlde. loc. cit.; MP3 p.261. See also Corres­ 
pondence Litte>aire II p.169.
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and the chorus, who join In the reoapitulation (but disperse 
(p. 68) as Clytemnestre approaches)*

Musically this is thoroughly undistinguished; so is the 
substantial musical structure ending the act, a scene of 
theatrical, not musical, impact, in which Clyteranostre is 
driven from the temple by an unfavourable oracle while 
Electro rejoices at her discomfiture. The action is enclosed 
witiiiniher ternary ari >, "Qrands Dieux, ne souffrez pas quo 
8a voix vous implore" (p. 90), a little reminiscent of the 
weakest, 6/8, passage of "Divinites du :tyx", which also ends 
I ( Aloes te (P)), The appropriate placing of the large form 
and the tonal link with the overture cannot- although the 
staging might - obscure the musical vicuity,

jue.Tioyne's anonymity as a composer* is conclusively shown 
by the conventionality or his large forms; thus
using them more extensively than his other operas, is his 
dullest (except the still more impersonal Lea Pr&tendus. 
which almost any composer of ope'ra-comique might have penned). 
The sho^t <:uv< ments are more successful although their ausi- 
cal content still suggests Piccinni^ ' rather than Olac*. 
Lemoyne's originality consists in manipulating them; he is 
especially successful in 1.6 where Olytemnestre's "El^ctre, 
votre voix penetre dans raon coeur" (p. 81), following an air 
of Klectre without a break, is an incomplete, not intrinsi­ 
cally short form (18 bars), interrupted ( Jt.ll2C); the cry 
"Egiste" changes her mood and after more recitative comes 
"Fuis, esclave t€me>aire" (p. 86), a real short form (38 bars, 
presto) to end the scene.

Guillard used too much of Sophocles in I and had to pad 
out the later details; but the decline in musical interest 
makes the libretto's weakness irrelevant. ¥»hen Ulytemnestre

1. See Exs. 111^, 112G and 125 and Sx.5U.
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telle her dream to Egiste (II.1. p.101), Lemoyne adopts 
iiccinni's narrative methods?^ ' dull harmony, poor vocal 
writing, monotonous rhythm, and orchestration overloaded 
with trombones. The crescendo is now on the full wind (Ex. 
11UA), a Wozzeck-like effect adopted by Jalieri as the sig­ 
nal i'or nurder in Lea Danaldes. with string tremolo added (£x. 
11L)3). The irrelevant ballet (II. 2-3) does not even act 
as foil to the announcement of Oeste's death (II.it) since 
Clytemnestre's mixed feelings - "Dieux qai me 1'enlevez, 
est-ce faveur ou haine?" (p.1^9) - are left undeveloped 
and the stage is cleared for Chrisothesis' platitudes (fix. 
113). Electee's arias (p. 156 and p.163) are as atrociously 
scored as her sister's; with the leading themes, and the 
abandonment of recitative for Electro's main utterances, has 
gone all originality, all reason to take Lemoyne seriously 
is a corruoeer. II.7 complements the end of Gulllard*a 
Taui»ide II (funeral rites for Oreote). Two varied statements 
(Chorus) of "0 mort, nous implorons tes coups" (pp.167, 173) 
surround recitative with the Piccinnian excesses of the pre­ 
ceding arias, relying upon monotonously repeated quavers 
(p.170), fpp on each group of four, without harmonic interest. 
Ill is better, returning to the methods of I, continuity by 
small forms and ariosi. (*Y* appears, pp.192-3; otherwise 
the leading-themes are missing). The recognition-scene is 
well enough handled (III.2), using tonality effectively; an 
ensemble in f# led by Electre, "Tte^tq^ inanimees...chere et 
fatale cendre'' (p. 197), turns where a recapitulation is expec­ 
ted (V in f#, p.204) to D for the recognition (p.205). The 
chorus, "Jour de triomphe, Jour d'allfigresse" (p.207), IB 
energetically banal and although so iiiany musical forms have

1. See above, Ch.V p.177.
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been interrupted (in III.l there were two choral false 
starts) for no particular reason, this premature rejoicing 
runs ite course to a full close (p.215) Just where inter­ 
ruption would toe dramatically potent. Oreste enters his 
father's tomb and emerges (p.Zkk) like a ghost to Kill 
Egiste - and Clytemnestre by accident. With a procession 
and the melodramatic climax (but not the choral expression 
of horror, p.2U9), and in the purely theatrical ending 
Lemoyne is adequate. The Eumenides mime to an orchestral 
uproar which goes from o to the original tonic, Eb (p.266ff ) f 
in complete harmonic vacuity; it subsides from ff to mezo 
(sic) and piano, still on the full orchestra.

2. Lea Danaldes
The chicanery preceding the most successful horror 

opera was as extensive as that surrounding the Taurides. 
Tschudy and Du Roullet stole Les Danaldes from Calzabigi's 
Ipermnestra^ * ' intended for Gluck; Salieri's opera was 
advertized as partly by Glucfc. ' Salieri's music is not 
pure imitation, although it sounds far more like Gluck than 
EJectre or La To1son d*0r; people were taken ln:-

H It may well have been overlooked that all this 
was more richly and at the same time more con­ 
ventionally orchestrated than a f real Gluck 1 , and 
had a thicker coating of theatricality..." (3)

1« see Calzabigi, letter to Met-cure do France. August 1?8U, 
cited Desnoiresterres p.351ff»
2. See Oluck to Du Soullet, 26th .April 1?8U» printed Journal 
de Paris (see Correspondence p.203); Salieri, ibid, 18th May 
(cited Desnoiresterres p.3U7).
3. Einstein p.180.
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3allerl*a recitative la particularly close to Oluokj hie 
formal music and orchestration sometimea remember Piooiaai, 
while hia nationality and generation * that of Mozart, not 
Saoohini - inevitably affect the style* One cannot quite 
reapply Petls* comment on Lomoyne, that he*manquait de genie 
•t no pouvait Stre qu'imitateur11 . I1 ' Lea Danaldea resembles 
another Greek horror opera, Elefctra. in its technical bril­ 
liance and emotional frigidity; Sailer! avoide Strauss*a 
craaoer banalities and Lemoyne's unequal invention - he 
exhlbita the greateat variety of skilla in any opera in 
Paris after Gluok - but lacks real individuality of style.

The overture shares with Eiectre a multiplicity of ideaa 
and tragic mood, with a measure of festivity inserted aa 
background. But it la disconnected from the mainly festive I 
by mood and key, and its link with II la a matter of vague 
afflnitiea, not related themes. There (the temple of Nomeaia) 
the trombone-laden orchestra and roving harmony (&, dominants 
of 0, £, T, back to &, in ten bars before the voices enter* 
p»66:79* ') hive point; but the intentions of the overture 
are not realiced because it falls to stand up as a musical 
form. Sailer! over-reached himself} he produced a series of 
unrelated ideas, formless and therefore void. The binary 
allegro, with a contrasted middle section, is Insubstantial, 
"overture mood1*, and cannot support the rests-

Andante maestoso 11
Allegro ; A ^overture mood" Itl 

B middle section 25 
A t 32 
Jo da (new melody) 26 
Bridge (dim, 7tha) 6 

Presto k6

1 
2

I.I

41 S O w A K

. II. 1;
». Biographic Univerealle
page references to full a

bara d p. 1:1 
|-A 1:1 
F-d-a Us 6 
I-D ~ 5:8 
D 7:11 

8:12
&9»Q~€{. Q 1 1 P
flk «B* «H» "^ *»fa

§> 12:16

("Lemoyne" ). 
tcore (I78it) and OOF.
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The sections are unrelated; the presto non aequitur has an 
unfornulated relation to the Hades tableau (V). The three- 
mood allegro would stand better alone, controlling as it 
does, like Qlucic in Aulide* varied moods into one tempo. 
The overture to l»es Horaces has internal cohesion but little 
dramatic relevance, cadcncing in D before I«l opens in &>. 
It could be called a Plocinniate overture, whereas Phedre 
adopts Piooinnl's customary flute solo but is linked with Z 
(see Bx.l2l)«

Framed by scenes of horror, Lee Danaldes naturally 
gave rise to musical sensational isat the crescendo at "on 
entend le signal" (Ex, HUB); Hypernnestre's sudden Joy, 
expressed not lyrically but by a top bbn exploding forth 
from simple recitative (Ex. 11140 )j the husbands' deaths (Sx. 

vhere a dissonant eb, unusually placed in the bass
(bar U)» pulls d to a, and the ff "Ah!" is echoed on a diai-— "^ *— • /*\
nished ?th before the grisly remnants of a cadence; v ' the 
blaring trombones and deliberate banalities of the demented 
Danaldes t p»225*226) (compare Oluck's Oreelc army, ujuide 
III). U'ter Danaus* death: -

MLe theatre s*obscurcit. la terre tremble, on 
entend le tonnerre..." (p. 257:253);
"le palais. ..s'ablme et disparait. La d£cora-
tion change et represents les enfars.,." (p. 261:256).

3alieri ends with an allegro of 132 bars, with choruses of 
DanaSdee and demons and the fullest available scoring. The 
trombone syncopations anticipate Berlioz, who knew the work, ̂  ' 
but the obvious parallel is with the end of Don
Salieri has plenty of theatrical elan but, although subtle 
beside the end of Sleet re. he has none of Mozart's hanaonic

1. Compare Sx.32C, from goland.
2* See Les Soire'ea de l*0rcheatre (1854) P. ISO; 2nd Edn.(|«7l)
P. 184.
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richness and strength, and is altogether .nore groas.
Umost actionless, decorating a single idea (the oath 

reconciling Danaus and figyptus), I is a typical Jal^abigian 
organination :-
Ov-"ture (not linked to dcene 1) d
Scene 1 Complex of recit. and chorus 3b-£ p.16:12

Chorus (97 bars) C 26:22
Dance F 36:33
\ir & Chorus (divoT»tiasement) Bb 40:35
jt-ance JHL-O 46:40
^ecit. and air (Danaus) 0 ~~ ~~ 48:42

Scene 2 Pecit. and duet (the lovers) A 55:49
Chorus repeated C 65:60

Here Danaus (and Hypermnestre in III), among tha celebration 
"but at odds with it and masking his feelings, recalls the 
divertissement of Alee ate (P) (not Calzabigi'a idea, "but 
Rousseau's)/ ' The opening, an inextricable complex of recit­ 
ative in tempo and choral arioso rather- than a musically 
formed mass, resembling Paride rather than Calzabigi's other 
operas that Gluck bad adapted for Paris, emphasises the awiul- 
nees of the oath arid p^pa^ej for the sacril*:; jioua oath of 
II, presented with similar techniques. The recitative is 
most^j SCK t«ynatjj_ with uccaisijnal orchestral gestures and 
vigorous accompanimfcint to the choruses. The chorus in C_, 
lijte ""ae d'attraits",^ ' establishes musical formality for 
the fi^st time; it forms the act by its repetition. Ill also 
consists mostly of divertissement, with the human drama cast­ 
ing shadows; it too is formed by a large, repeated, chorus: 
"L'Amour sourit au doux vainqueur du Qange" (pp.137 and 168: 
131 and 160). It und8 with a "Pantomime" :-

"Des hymens avec des flambeaux precedent chaque 
couple...et pai*aissent les condaire dans la 
chambre nuptiale".

1. See above, Gh.Ill p.90.
2. \u.jiide I; see above, Oh.II p.67,
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Salieri does not omit a reminder of the griely sequel, by 
eccentric - in the context - uses of the subdoninant minor 
(p.170:171 and p.172:172). There is no breaic between IV and 
V, but no direct link; the latter's Eb follows smoothly on 
the previous g (Ex.llitf)),

The substance of IX to V is the conflict of Hypermnestre, 
refusing to kill her husband, and Danaus; Lync&e is relatively 
unimportant. Danaus is presented in arioso and recitative, a 
shadowy, sinister presence; Hyperranestre is drawn more fully 
in aria (but is still two-dimensional). The recitative is 
efficient* ' and suggestive, and avoids i.emoyne*s over­ 
emphasis. In I and III Danaus, overtly benevolent, briefly 
shows the audience his murderous intentions; the temptation 
to exaggerate, and so over-prepare the subsequent action, is 
resisted. His speech closing I.I is Introduced by a purpose­ 
ful figure modalating from D to Eb (Ex.115) and the sostenuto 
is disturbed by a simple but arresting fi~uT«e (bars 12-13 and 
eight bars later), casting a shadow without disturbing the 
temperate declamation. His aria almost reveals his thoughts:-

"Jouissez du destin propice 
Dont 1*Amour flatte vos de'sirs. 
3*ns bzuit souvent la tort ae glisse 
Et vous frappe au aein des plaisirs" (p.50:4lj).

I straightforward melody with a small range (mostly g-d 1 , 
occasionally c-e') suggests his genial manner; modulations 
(2, to b, a?, c) insinuate that the second part of the quatrain 
(and the succeeding lines) is not mere banter. ^hen he leaves, 
the atmosphere lightens and the lovers can express themselves 
freely (1.2).

In I and p^t of II Danaus is dominant, but Hypermnestre 
supersedes him and fills the rest as the title-role fills 
Alceste. Salieri is less successful in presenting malevolence

1. Pace Grimm; see above, Ch.IV p.123.
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In aria and damages Danaus* shadowy recitative image in "Je 
vous vols fremir de colere" (II.1, p. 77:8^). The string 
figure is well developed (and continues when the chorus 
enters to complete the structure in the major, p.81:87), but 
the voice part is conventional declamatory "aboyement" - a 
possible source is "Dieux qui me poursuivez* (Oluck, Tauride 
II.1). His admonishment of Hypermnestre is more in character, 
a short and telling arioso arising from recitative; the wide * 
intervals (not the style) recall 'chant franc,ais 1 (p.97:100; 
7th, 8ve, 9th). But in III his mask slips for a moment of 
self-parody:-

"Mlez, apres ces jeux goiter un si beau sort 
Dans les bras d« 1*hymen (a part) vous irez a la mort".

(p.!62:15U)
In the last two acts, apart from a brief soliloquy (V. 6, the 
aria too conventionally vigorous again), he participates in 
scenes which Hypermnestre dominates; he is a dehumanized 
monster whose fate is of little interest, 

Hypermnestre
The lovers* first scene (1.2) is uninteresting in itself 

but, li/ce the rather similar love music of *qj.ide I and 
Arinide V, it establishes the relationship subsequently to be 
threatened. The duet is unusually constructed as a single 
allegretto (not dialogue) with coda un poco lento (p.63:58).

In refusing the oath to kill her husband Hypermnestre is 
strongly conscious of her duty to her monstrous father as 
well as to Lyncee, and ashamed to denounce the former:-

flypermnestre: "Vous osez 1'ordonner, ah! cruel, ah! barbare!"
Danaue : "Perfide!"
Hypermnestre: "Pardonnez au trouble qui m'egare".

The recitative in this scene (II.2) follows GluoJk's principles, 
"building towards" her aria (which follows the above exchange) :-

"Par des larmes dont votre fllle 
Arrose en tremblant votre sein".
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At first Salieri sin ly sets the text, as eoatenuto wi 
occasional fp_ (p.87:91), and intensifies by taming to 
minor at (uanaus) "C'est i t,,i ae me venger" (p.89:92) 
Hypermnestre aares to interrupt, in tempo for one bar 
93); the declamation, hitherto entirely functional, nc 
becomes articulative (as in the expressive rising minor owi 
at "Pluto t taourir sur 1'heure" (p.90:9^)). Danaus grows 
urgent (forte chords, sharpening modulation, p.91:9ii). Before 
the exchange first q ioted, dotted figures lead to a 5-bar 
trc nolo mainly in a; an andante (p.92:96) introduces the 
aria, which begins without p^ear.ble. The middle section to 
this provides a vigorous contrast, ruciiiing Iphigenie's 
"'-?'•! us, mon coear sensible et tendre" * ' bat wiun nj change 
of temijoj anu the recapitulation produces no co up irable 
e notional enrichment, a aeisure or the difiereace betv.een 
Giac< and Salieri.

H... pe^mnestre has sceuas in II, IV, and V, aao a big 
ar«ia in III. Her second aria (II. 3) begins with a superfic­ 
ial vehemence :;ore xitce Piccinni than Glack (^x.lloi.); the 
contrasting larghetto middle section averts to 'JIUCK'S man­ 
ner of unfolding a nelooy, the linu modelled on tne t>-xt, the 
modulation intensifying from F_ to £ and d (Ex.ll6B). I'he 
recapitalation is abbreviated, and made "aensatioaal" (not 
p^oround) by the suucen caoru of jp -jiter C. (p. 109:108); the 
voice s ibsequently ^i;~es to a" but this note was used as 
early as the second bar. This is an effective curtail, but 
the mood and fo*»m of the aria are ai-most reduplicated in III, 
"0 cher £ oux! pere barbarel" (II.3) being followed here by 
" ton pere...mon euoux.. .Uieax! quel aff^eox :/iartyre" (Kx.1160;, 
also persistently igh oitched but reber-ving bb" for the end. 
The middle section is more expressive, unhurried according to

1. \ulide 1.8; see aoove, Gn.II p./46.
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Oiuck's precept,'1 ' Although the recapitulation is abbrevi­ 
ated, with an open end (Ex.ll6D) recalling one in Alceate 
(P)*2 ' r-Ather than the non-functional ones of Sacchini, the 
aria is too strong for Danaus* recitative to persuade Lync&e 
that nothing is amiss. The musical spirit is nearer Philidor 
than Qluck, a relatively short form with central modulations;*"" 
without G^uck's incieiveness, it gives the impression of a 
longer form stunted.

IV.1 contains a fine dialogue in tempo (p.176:176 and p. 
178:178) and IV.2 a richly invented accompagnato (p.!80jl8l) 
in the Italian convention, the voice accompanied by aostenuto 
(but the orchestral interventions are more expressive). The 
aria (p,183:l8U) confirms the affinity to Plccinni; a ternary 
form in which the expected recapitulation is entirely omitted, 
making it binary (compound). The larghetto in £ breaks off 
on a dominant as LyncSe appears (p.187:187). IV.3 is full of 
conventionalities, a flaw in the opera's purposei'ulness - his 
unjust suspicions, her ta^eat of suicide, their long two- 
movement duet (the delay is nearly ratal;. After the muraers 
Hypermnestre rouses herself with more accoapagnato (V.l) and 
an aria, again in £, again "Pere barbare" (as much her 
regular crl de coeur as Electre f s "Grands Dieux").

None of these scenaa fails; but some must be expendable. 
A he music is content to match the verb il reduplications and 
there is no growth of personality as the action develops. V.I
introduces a new feeling, her desire for death, but the music 
(Ex.ll6E) departs farther still from &luck towards Piccinnesque
bluster. Hypermnestre is an aria role with aothing to match

1. See above, Ch.V p.195.
2. II.3, before Admete Je aves. The mood of .Lyncfie's "Kends- 
moi ton coeur1' (p.l52:liU*) recalls Admete's "Bannis la crainte" 
(ibid).
3. Ernellnde, "Oui ;je cede au coup... 11 , above, Ch.II p.UU.
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the development in Alceste's arias from "Non, ce n'est point 
un sacrifice" through "Dlvinitea du Styx" to "Ah! malgrfi 
moi% nor the variety of lohigenie's (Tauride). The last 
aria especially suggest that Salierl, emerging from Oiuck's 
shadow, veered towards Piccinnisme, and that his Olackisine 
was hardly less superficial than Lemoyne's, merely aore skil­ 
ful - a verdict his later operas tend to confirm. The subject- 
matter of Lea Danaldes is not tragic; like &tetre it is more 
a drama of fate, not personality, and a crude melodrama at 
worst. Oalzabigi is responsible for its structure and 
dramatic limitations; Salieri, best where BKill is almost 
enough (the theatrical coups; the efficient recitative) filled 
out the former but failed to redeem the latter, i/.here the 
burden falls upon music he fails and the immense aria-role, 
presenting a supreme opportunity to the singing actress, is 
cold at heart.

$• La Toison d'Qr
Les Danaldes was originally Ipermnestrei La To i son d'Qr,. 

having no less dominant a temale role, could well be rfed&e 
but that Corneille, following Euripides, had used that title 
for another episode of her career (Med&e. 1633). Desriaux 
took little more than the title from Corneille's La Toisoq 
d'Or (1660), a fantastical worn like Andromede with large 
cast, prologue, and machines. Uisiphile, Jason's wife, is 
killed by Medee (II. U); in Corneille she was his fiancee and 
married someone else* Desriaux U6c& the material for a tragedy, 
eschewing ballets (there is one Gavotte (1.2) and divertisse­ 
ment mood in III.l). However he tempered this Gluckiste 
austerity with a quantity of old-fashioned 'merveilleux 1 , 
recalling Hell6. Vogel's music ie skilful rathe** than indi­ 
vidual. His arias tend to be uncontrolled in length and
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content and like Leraoyne (but without his eccentricity) he 
ie bust in short, free forms. The comparatively restrained 
Recitative and orchestration (generally wl.id doubled with 
strings) are less li*e Gluclc's than are -3aiieri's, but actual 
echoes of Gluclc are more ireqaent taan anywhere else. * ' 
After a a overture recalling .\ux ide (largo in c. without Key 
signature, as in .lalide; allegro maestoso in £ with a unison 
opening (p.3)) the first aria, (riisiphile) 'acj-as! % pcine 
on rayon d'esperance" (p.37) vainly invokes "o m:-?.lheureuse 
Iphi f lie" by its structural dependence on oboe and vocal 
lines, here inadequate to the purpose. The "tempSte" (II.3) 
is heavily indebted to the opening of Tauride. It ^ises 
from d f to d" over a druraroll (on the pattern of 'OC.117A.; 
compare Tauride p.3 ) and b^eaics into a scale figure (iix. 
117B) and an arpeggio (Ex.llTC) recalling " meau, or 
Philido^'s storm in '^^rS&z. (Ex.li7E), which is mo^e obviously 
derived from r>-j;neau. Tauride is almost quoted (Ex.llTD, 
Tjiu^iat: p. 11) but Vogel's swaying fiqare, instead of develop­ 
ing itself, : r,oves oa to a tutti which recalls not so much 
QlacK's storv *s the aria "Je t'implore et Je tremble" 
(Tauride I/.l, p.233).

The action is filled oat by eii'ects w.wse justification 
is ta^t they i\>r«m the best pa^tb ^r the role of 'ed'e. 
-lisi hile ia weak, Jason cies. ic:ibj.e and characterized by 
unctuous sentimentality (I,U) and full-blooded banality (1.5 
and II.U, the arin with trumpets "Je euis venu chercher les 
palmes de la gloire", p.257). Havirtg left Hisiohile he 
overtly plans to desert '^e v-hen he has the fleece; his 
behaviour laches even hie amusing evasiveness in Gorneille V.3

1. \3 was rema^^ed at the tiraej see Orimm OL 3 IV p.65.
2. P">ge rei erences to Kulenbi/rg score.



: M Est-ce pour elle, ou raoi, que votre coeur souplre?" 
Jason : "La demande est, madame, un peu bore de saieon; 

Je vous y rSpondrai quand j'aurai la toison".
His denunciation of Med£e for killing Hisiphile, however, 
provides a splendid dramatic climax; it is almost 19th-century 
in technique, a dialogue with chorus in continuous music 
(pp.U27-U^8) from whidh Ex.118 * is an extract. Medee's music 
recalls Gossec (Ex.78c) but Jasonfe indignation is like 
Achille's (Aulide 1.8, "de cette perfidfe", p.79:60), and the 
modulation (bar S) comes from Armide (V.5, "L'espoir de la 
vengeance", p.275:191 )e

Medee raising the storm to frighten the Argonauts (II. 3), 
and her prophetic visit to the Sybil (III.3), are decorative 
rather tnan dramatic scenes, relics of the 'merveilleux* . 
The conjuration (II.2) is completely unlike Oluck (Ex.119), 
its mood recalling rather Amadia| ' by detacning the wind from 
the strings and using trombones as discreet reinforcement, £ 
to the others* ff (but liable to cover the low-pitched voice 
part, bars 9 and 17)* These trombones are supernatural, a 
conservative use that Vogel abandoned in DSmophon in favour 
of more blatant, Piccinniste, use; their association with
MSdee began in I.U (p. 120). The formality of Armide's(•) \ 
invocations v ' and the excesses of Eteetre are equally remote;
Vogel begins to emerge as an intelligent composer with drama­ 
tic capacities whose age- exactly that of Mozart - brings 
him nearer to Saiieri and Cherubini than Oluck. The e> grave 
(Sx.H9A) alternates with allegros in the major (23 and 21 bars 
respectively, pp.190 and 197). The latter ends plus lent 
(EX.119B) with a well-controlled chromaticism and an imperfect 
cadence leading to a 25-bar air in £ (bar 11). This at first

1. Sxs. 36 and 37.
2. Armide II. 2 and III. 3.
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is almost a "real Oluck" in ntloaic poise - expressively 
extending the consequent (u r& 13-1Z;) over three bare - 
and in the ohrase at bar 12. The cadence (bare 15-18> dle- 
sipates the tension, soending too long on the last oa^t of 
the descent g" to g 1 and over-anticipating the tonic (bar 15» 
oeri'cct cadence; melody, oar !?)• Vogei has also wasted 
tr.e top oi the VOCHI i™unge. He made the same mistake in I 
(Ex.120) wuere the Ciiuc<i-liice repetitions occur in the 
highest tessitura from the start, an intense gesture to open 
a musical rorm without inner tension. (Vogei combines the 
elements oi' uecciCience, exag erateoiy ^xpTHsssiive ideas being 
spread thinly over too long a form, 60 bars). -Jason's 
andante grazioso in (J, "Est-ce a vuus de voir un crime dans 
mon ini idelite?" \.I,kt p.110) is a I iccinniste snort air 
(28 bars) without any intensity.

Not alj. of La Toison d'Oi? is skilled pastiche. Especially 
in III Vogel finds his o/n level; the Sybil scene (p.358) is 
well composed and ex u.jits tronbone tone in the rtstrained 
manner of the Ale este or;cie witiiout imitating it (p.363ff).

' ee's monologue vHI.it) includes some finely controlled 
recitative (p.3--'0i'i ) and an ^^±2, (P»3Q2y liKe Oiucii and not 
obviously iuerior. 3ymohonic techniques a^e farther ased 
in the Combat (III, 5, pp.388-^16) w i*n no t.ug.?uttion of Qlacic 
(such scenes were conventionally written in tnis way;, but 
tne 1'^st scene has an orchestral coda (p.it5itff) recalling 
> Tilde (not Les Danaides or Elect re), as x'uoti, although 
spurned, flies ai'ter the uepar-ting \rgo. La To i son d'Or 
(revived in 1788 as 1^^ J| ^LliiJi) is a Promising achieve- 
;aant; for reasons to be discussed this promise was uot fulrilled

1. Compare "Ah! nrilgre1 moi",
2. Jo. up are Ji.lu2,
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B, Later worics of ^emoyne and Salieri

1. Phedrc. Nephte
P^tis* verdict on Sleotret-

"Lemoyne n'avait imite que lee de'fauts de 1'auteur 
d'Alceste, sans avoir, pour lea faire outlier, see 
sublimes beautes" (l)

in which "dfifauts1* must refer to Lwnoyne's most personal 
achievement, "expression!em", is unfair only to Glucic. The 
comparative restraint of Phbdre suggests that Lemoyne's view 
of Olucic closely resembled La Harpe'o - noisy, unmelodic, 
melodramatic. Contemporaries perceived a change of style:-

"...il est Evident que M. Lemoine a essaye de se 
rapprocher...du systeme de l'6cole italienne, 
autant qu'il avait cru s'en eloigner dans son 
Electre. Le r£citatif, sensiblement imitS de 
celui de Pidon, est la partie la plus estimable... 
La facture des airs, et surtout des accompagne- 
raens, annonce combien il a Studie les partitions 
de Sacchini; mais ces intentions...n'ont pu 
remplacer.,.ce que le gSnie seul oeat donner".(2)

The success of Phedre suggests a predominance of Piccinaiste 
taste in 1786, yet Penelope. wprostituee»,^ had failed the 
previous year. Nationalism may have helped Phedre. which 
displaced Oedipe a Oolcme at Court. ̂ ' Lemoyne still imita­ 
ted with "forces Inegales"^ ' and Phedre. which is certainly 
nowhere ve^y Itaiianate, is hardly more - or less - Piccinniste 
than Blectres there is no radical change in his ^ouerMlly 
nondescript idiom, no difference in approach not explicable 
by the change la subject-matte*. Leaoyne's three tr»ag4dies

1. BiographicjJniverselle ("Lemoyne").
2. Grimm CL 3 IV pTTHu
3. Piccinni*s description of the performance; Oinpaene,
Notice p.131 (note to p.71).
in Sufllien, La Cour et 1* Op era sous Louis XVI p.
5. 9ee above p.266.
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mingle approximate Gluckisrae and actual - not theoretical - 
Pioeinniame in similar proportions, the latter preponderant. 
The abandonment of "leitmotif is hardly a renunciation of 
Gluckiarne, and repetitions a~e still used in Phedre: -

Act I Overture C Flute solo 'X1 Sx.l2lA
80. 1 Peoitative *~ P.27

Hymn to Diane Bb p.29
Recitative " Sx.123
Chorus C P.UO

3o. 2 Prelude G Using 'X' p.it2
Hymn to Diane (shortened) P.M*

Se. 3 March* religieuse Bb P.U8
Chorus B» P.U8
Recitative p.50
Marche £ p. 53
Hymn to V&nus 0 Using 'X 1 AX.12IB
Ballet C p.69

The flute solo ('X') (Ex.l2lA) is only slightly altered (Zx. 
121B); the sequence as a whole might have been suggested by 
Atys or by Les Danaldeg.

Hoffmann's Phedre mingles elements from Euripides - as 
the above table suggests, the worship of Diane and Ve'nus is 
placed in opposition at the start - and Racine (the conven­ 
tion of invisible deities and the order of events). There 
is no Aricie. The tragedy i& not evaded; the opera ends 
with its ...oat original passage and with unexpected swiftness 
after Phedre's death (Ex.122), in a pessimistic sort of 
Greece chorus, more accomplished, less theatrical, than the 
end of Elect re. .uemoyne'a iinal pp (,jc.l22B) is hardly a 
bid Tor applause; }fct after the prtrni&re of Nephte" (of which 
the M8^ ' contains three different conclusions, essentially 
the same, all pp) he waa the first composer to be called 
before the curtain at the OpSra.

The last roar of trombones (Sx.l22A bar 9ff) fulfils an

1. MS DO A 330 1-3. Nephte is also published.
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orchestral prophecy froa I.I. The opera opens pastorally, 
like \ty a - a bad cnodel. The insignificant voice part sings 
between fragments of equally insipid instrumental material 
(Bx.l2J bars 1-9).^' The mention of "presages heureux", 
however, brings the ominous u.iison of trombones with bassoons 
and strings in piano, and suggestions of a minor* key (bars 
10-13, 17). This phrase immediately followed the overture 
(p.27, strings only), before the hunting-calls; it structures 
•atofi scene but is only explained emotionally (as "pro"sage" ) by 
events. It is emphatically not a Piccinnian, nor a Qluckian , 
idea. Here at least Lemoyne was original.

The rust of I (like Electre I) belongs to the title- 
role. The early scenes are a poor setting for her, since 
there is only the crudest distinction between the music for 
Diane and V£nus (hunting-calls versus flutes; both use the 
keys of C and gb )• rhedre shares Slectre*s tendency to 
interrupt apparently established numbers (1.3,' p.50) - 
another indioation that Lemoyne*s change of idol was more 
propaganda than artistic f ct. More than in Slectre the 
recitative relies on conventional formulae (I.li, p.97ff), a 
sign of Piccinnisme, and the intensity has to be provided by 
the singer, whereas for Electre as for Armide it was some­ 
times inherent in the pitch and rhythm of the declamation. 
When Oenone pronounces the name "Hippolyte" (Ex.l2it) -Uemoyne 
leaves PhJ^dre unaccompanied and her straightforward inter­ 
vals (bars 5-6) have a bewildered air enhanced by the tonal 
difference implicit in each chord (c,'bar 5; a, 8; £, 12). 
Her air in f is elaborately headed "Lent et toujours I 1 accent 
de la sensibilitS et de la douleur la plus profonde" (p.110) 
but relies on the normal inflexions of the minor rather than

1. Compare Ex.2it.
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any composed "accent",' 1 ' a Piccinnisme alao present in much 
of Electro. Lemoyne continues to be at his least effective 
in arias; even with the greater literacy of NephtS they remain 
conventional* Ironically, the best passages in the "Plccln- 
niste" Phedre are those which most nearly approach Qluck, In 
the short air "Prends pltle de ma souffranoe" (I.3» P. 75) 
the simple pure line (Ex. 125 bar 9 is the recapitulation) 
could be in emulation of Oluck or Pioolnni but the lightly 
scored accompaniment (virtually in two parta) suggests the 
former, Oluok is surely behind "Rends le oalme a mes sens" 
(bar 1) where the "oalme" voice, settling onto a single 
pitch (e'-e"), is at variance with her agitation of mind, 
presented in the orchestra* ^(oresc. to ffj not incongruously 
loud, however: bassoons, not trombones), A later aria, in 
Eb and a closed form, ("Ciel! Je voia le pere d'Hippolyte", 
p. 113), is banal and out of character. Trombones clog the 
texture - tneir music, quite unlike that in Ex, 123, cannot 
be associated with that prophecy - and a scene designed as 
an emotional climax before the peripeteia (the report of 
Thesee's death) declines in intensity. Unlike Pellegrin^ 3 ' 
Hoffmann provided a dramatic opportunity by a choral entry, 
"0 deatin deplorable" which inevitably makes a striking 
effect after a solo scene, ^emoyne's music is inferior to 
the similar chorus in AtJLS.* Such effects without effort
are common in Lemoyne, and include his roaring trombones, 
tonal shifts in Electro, and the weighty opening of Nephte. 
a quartet of sonorous basses, in d: "Memphis, ton Roi n'est 
plus" (p. 7). In Phedre I the final ensemble (in g, the

1. See above, Gh.V pj90.
2. Compare Tauride II. 3, M Le calme rentre dans raon coeur",
3. Hippoly te et Aricie X* 6-7; ^aaieau moves to £, Lemoyne 
w i th similar effect to c, 
it. See above, Ch.IV P.T31.
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overture key) la tame, even placid, and the voices never 
bring their various melodic strands into significant inter­ 
play or combination (p.l2Uff )•

Aa in Electro. II hangs fire at first. The long duet 
with Oenone is socially Inappropriate and cannot justify the 
delay in deciding on a course of action. Awaiting Hippolyte, 
Ph&dre's alp W I1 va venir11 (II.2, p.160; the words were set 
as recitative, p.159, to the same notes) begins agitato, the 
orchestra in 6/8 and the voice in 2/U» but this produces no 
real intensity since the harmony is completely undeveloped] 
Piccinni again may be the bad model. The scene with Hippolyte 
comes unexpectedly from the composer of Electre; all melo­ 
dramatic possibilities are shunned. The orchestra obtusely 
interrupts the speeches with an arpeggio (p.l68ff)* ' and 
Piedre's aria in C (p.l?6) recalls the worst part of 
Andromaque.* ' The end (Ex.126) cleverly embodies her reve­ 
lation of love, the word "amour" withheld until the end of 
the last quatrain; the cadence is complete but Hippolyte 1 a 
immediate response sounds like an open end. This rapid 
sequence of aria-cadence to recitative is more typical of 
Sacchinl than Piccinni, but is consistent v/ith the methods 
of Electre. Aa Pabdre tries to retract, ^emoyne maices effec­ 
tive contrast of Hippolyte 1 s high tessitura with her low 
(Ex.126 bars 17, 19ffj she uses d* to a* after the aria's 
g« and a"). An appendix^' offers three cuts in the subse­ 
quent dialogue w lich shorten the scene without subtracting

• 
anyt ling important. Leraoyne was incapable of controlling
so much text and descends to fatuous "effectiveness" in the 
final duet (p.186), uniting the voices at the end (p. 191).

1. Compare Poland I.I, Ex.20.
2. Ex.95.
3. Pointed score BO; lacking in the Bit copy.
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When Theefie appears his aria "De cent brigands j'al 
pay£ I*univer8* (p.218) continuing "...mais d'etre aime, 
volla le vral bonheur" (p.223) is as banal as the irony 
in the second quoted line is crude. ' Only in III does 
something nearer the best standard of Electre retarn, 
without eccentricities (which perhaps explains the belief 
in a change of style). Although III presents ThlsSe with 
some power, it is spoiled by coarse trombone writing and 
generally poor recitative. The voice in III.2 suggests 
'chant fran9ais* (ix.127 bar22.ff) but the dotted figures 
and string scales invoke the stile fr»ancese lees than they 
suggest the opening of Tauride II.U - another suggestion of 
Gluck in this "Piccinniate" opera. Lemoyne's blaring trom­ 
bones, however, bely the direction "noblement" without 
providing "fureur" - they are too stolid. III.1 and 2 are 
thoroughly integrated. The vehement introduction (p.2UO) 
and contrasting flute solo (p.2Ul) are unified by the inter­ 
val of a minor 3rd, which reappears in many forms (one oiten 
used is in Ex.127 bar 5).

Hlppolyte remains uninteresting and his exit (111.3-4*) 
has little to commend it - unless it is meant to make 
Phedre's monologues finer by contrast. These are more 
restrained than Electro's but hardly less intense. The low 
tessitura (ill.5» PP.293-5) is again strikingly used. Gluck 
seems to be the model for an arioso in £, "II ne m'est plus 
pe-nis de vivre" (III. 7, P.302), in which the disturbed 
string figure (compare "Le calme reAre dans mon coeur" and 
Ex.125) is not maintained, as it could well have been, through 
the various harmonic situations. Lemoyne soon resorts to 
conventional accompagnato scales and tremolo, while the

1. Contrast the irony in Hipgolyte III (the divertissement)y 
see above, Ch.I p. 7.
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trombones roar. The intention mi^ht have been Gluckiste; 
the means and. the failure ire Picoinnlete. Following 
^acine, Hippolyte's death is narrated (p.329ff) and ,-J u*dre 
dies qaietly on the stage (£x.l22A). inis effect is 
repeated more elaborately and less movingly in Nenhte - 
with indeed a Bellinian inanity, both in the bland lament 
of the onlookers and in I'-r hto's recitative, wnere the 
orchestra all too obviously depicts the woricing of the 
poison (Ex.128).

Except for trie repetition of an orchestral maestoso 
figure in 1.5 and 6, Les •-r'tendus. comldie-lyrique in 
one act (1789) f has little to stamp it as i.emoyne's v,ork. 
It was his greatest success; for him pibiic acclaim was in 
inverse proportion to originality. It is, much rao^t. than 
Qr^fy'a 4cad* lie-^oyaie comedies, or go sine, in the stand­ 
ard idiom of •- • . *•-. -?:• -i -*•„ and with subject matter of a 
kind Gretr»y had the ^r> ace to reserve for another theatre.

It was Leraoyne,, not Guillard, who made a brutal melo- 
d-"3tna of Klectre; II especially shows that t'Stis, for once, 
was right. ̂ ' Lemo.yne was an imitate1" and (except in Les 
P""* tcndUB ) an inaccur-ite one; this is apparent particularly 
in his failure whenever- sustained musical invention is 
necessary - in aria, ballet, even in control of narrative, 
wnich in £Jl|_i>g. Ill is as poor *& in •.i.ectre. He could 
a8oe..;ble massed forces with, rough confidence, and his third 
tragedie, ^ephtj, gave him further opportanitieti Tor tais.

^ ;The ^ibretto is derived from Thomas Jo^neillt: but the 
adaptation alters all the n-uies and siinplifies the motives, 
omits in effect tv.o cnaracters (the /aeen's .uiture daughter 
is replaced by atsr ini'ant son) and introduces the priest

1. See above p.275.
2. Gamma. T?eine de Galatie (1661),
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Amedes as a new character. Complex political intrigue is 
replaced toy elevated feelings, and Nephte" does nothing so 
unbecoming as an attempt on the life of her husband's mur­ 
derer. ̂

With the grossness smoothed over, the style more 
consistent, Nephte1 is in some respects Lemoyne'a best opera 
but the least interesting since it affords least scope to 
his indubitable gift for the bizarre. The expressionism of 
Klectre makes brief appearances, as when Nephte" meditates 
suicide (11,5, Ex.l29A); the orchestral ideas are more 
interesting than the voice. The air in Bb, "0 toi que j'ai 
perdu" (p. 196), ingeniously sets the same music in largo and, 
with doubled note-values, allegro (p.200); the substance Is 
conventional. Expressionism appears, quite unusually, in an 
aria ("Tout me trouble, tout m'lpouvante", 1.6) as a synco­ 
pated gasping (Ex,l29B).

Nephte inspired a curious pamphlet addressed w aux manes 
de l*abb£ Arnaud".* ' The author suggests that Lemoyne

n en marohant sur les traces de Olucic, a su eviter 
see dSfauts. II a raieux connu 1'art d'Sraouvoir et 
d'exciter les passions, en augmentant par degr&s 
1* inters t au spectateur, et le conduisant de 1* 
attendrlssement, des larmes jusqu'au dernier terme 
de la pitie1 , 3usqu'& la terreur".(p.17)

Lemoyne combines the dignity of QJ.UCIC, who "montra a Paris 
un spectacle digne de I'ancienne Grece..." (p.15), with 
melody, that wields the greatest power over human minds. 
Qinguene1 described an ensemble in Did+n in similar terras; 
after explaining the several passions expressed in it he 
ends: M ce morceau est non-suiiement sabliiae, mais strictemcnt 
p€riodiquert . ^' Toscan is in effect proposing Nephtl as the

1. Gamma III.2; a type of scene - on-atage peripeteia with 
detailed stage directions - unusual in French tragedy.
2. <*. L. 0. Toscan, De la Musique et de Nephtl. Paris 1790.
3. Notice p.66.
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synthesis, and culmination, of Qluocisme and Piccinnisme. 
Hie overpraise leicls one to loader* what hia reaction ml ̂ h 
h^ve been to La Ve stale.

2. Lea Horaces; Tar a re
Les :to races is b ised on the iaost austere of Gorneille's 

ea^ly tragedies.^ ' The three brothers Hor-ace right the 
three Guriaces as cnampione of ^ome and Albe, despite ties 
of friendhip and marriage. One iioracw is loi't aj.ive t and 
Kiila his sister, Gamille, wncn she lu;;K-nts Juriace, her 
lover. In the ooera Camille is tiie c iiei cnaracter and is 
given some or the lines of .-jabine, aister to Juriace and 
wile to Horace. Besides omitting fc;»is character juillard 
palliated Comeille's severity by evading the murder of 
Camilla and hence omitting all Gorneille V, ana by adopting 
the pv»incipie of ju-iide and 'mdroma^ue. direct presentation 
of events described ifi the play. I'haa tne opera opens in a 
temple;, with an o^acie described in Corneille 1,2; the very 
vividness of the scene, inevitably Recalling \lceste although 
the scoring is without the abaiio. aupernatu--" .-il trappings, 
acc&'.ituates the rirvai siusia^ace of the dra.-aa, since tne 
message to J-iaiilie:-

"La guerre entre ^ibe et ^oirie aujourd'hui doit finir.
e jour *^ ton amant va pour jamais t'unir", (2) 

is o.ily half fulfilled and the irony - the price of peace 
being the uaity of Camille and Cur^ace in death at Horace's 
hands - is made pointless. The liurotto suffers from

1. ;ior.ace (16^0).
2. Corneille: " Albe et VJMG oe;.nain _?rendront une autre face;

Tes voeix sont exauc's, elles auront IJL paix, 
Et tu seras unie ivec ton Curiace, 
Sans qu'aucun mauvais sort t'en separe jamais".
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Guillard's tendency to mitigate the tragic implications of 
hie material; his beet librettos, Tauride. Evelina, are not 
tragic. He wants the awesome oracle bat not the repulsive 
sororlcide;^1 ' similarly in Qedipe a Colone he keeps the 
terrible curse of Oedipe upon Polynice, but reconciles father 
and son at the end, omitting the death of Oedipus which is 
the goal of Sophocles' drama.

The principle of direct presentation is further used to - 
structure the opera by two interm'edes. substitutes for 
divertissement (hence the severity Beaumarchais noted; the 
gloom of Les Danaldes was palliated by irequent dances )« 
These come after I and II and present the political back­ 
ground to the human drama. The iirst, also called "deuxieme 
tableau'* in I, represents a parley in the temple of Capitoline 
Jove and preparations for the choice of champions to settle 
the war. Imposing but dull, it acts as foil to the second 
which starts in a similar mood but is interrupted by the 
people's violent protest against the fratricidal combat; it 
is decided to asK the gods to confirm or reject the choice. 
This derives from the "messenger" speech (Julie) in Gorneille 
111*2, to which Sabine's response is "Que je vous dois d* 
eneens, grands Dieux qui m'exaucez!", now adapted as an air 
for Camille (III.1). The intercedes might have gained in 
weight, and the interruption of the second surprise, by 
musical formations like the opening complexes of Alceste or 
Les Danaldes. The second is mainly an ensemble in £, the 
first, without even that much tonal structure, provides a 
specious link to the first scene:-

1. V<hlch a critic sympathetic to Gorneille calls "a gratu­ 
itous outrage"; Oeorge Steiner, The Death of Tragedy. London 
1961, p.57.
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Overture : ) 
ler Tableau fc - 0 - c (aria)

. F (aria)

) (quartet and chorus) 
2me Tableau (intermede) £ ~ 0*

The adaptation, and the uae of Corneille' s lines, ia 
otherwise good. One aria for Le Yieil Horace cornea almost 
directly from Corneille :-

"Que dee plus nobles fleurs leur tombe soit couverte"
(Corneille III. 6)

M Que des plus nobles fleur>s leurs tombeaux solent
couverta" (duillard III. 3),

while its second part replaces twenty -five verses by:-

"tfais leur indigne irere, apres aa lachete, 
^>u f ll tralne avec mfiprie aa honte et sa miaere". (l)

The tremendous political rhetoric of the argument between 
Horace and Camille is similarly curtailed, as unsuitable to 
music; Corneille 1 a climax: -

Camilla: "florae, 1 'unique objet de mon reasentimenti
Pome, a qui vient ton bras d'immoler mon amant! 
T?ome qui t'a vu naltre, et que ton coeur adore! 
Pome enfin que je haia paroe qu'elle t'honoro!"

(IV. 5)

is replaced by:-

"Itorae, je la deteste aiiisi que ta valeur. 
...plus elle t 'applaud! t, plus ta me fais horreur*1 .

But here Ouillard indulges in an expansion: -

Camille: "Puisae-je de mes yeux y voir tombef ce foudre,
Voir ses ma is one en cendre, et tea lauriers en poudre, 
Voir le dernier T?omain ^ son de^ _ier soupir, 
Moi seule en 3tre cause, ot mourir de plaisirl"

1. See Corneille III. 6, IV. 1 (Le Vieil Horace).
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becomea:-
"Puissent lea Dleux Ian9ant sur vous la foucipe 
Et sa^ elle et sur toi me vonger aujourd f hul. 
Puiese-je voir rfidaire en cendi»e ces feroces Remains 
Dont ton bras fut 1'appui;
Qu'on oublie a jamais *?ome et son deTenseur, 
Qu'enfin de tant des maux seule Je sols 1'auteur, 
Pour accroitre a la fols ma Jole et ton supp-i-ice".

Horace:"C*est trop souffrir un mortel dSshonneur*.
Valere:"Ah, seigneur, d'uneauante exauoez la faiblesae".

Valere, who challenged Horace alter GamiHe's death, here 
saves her.

One prerequisite for the success of this scene Is the 
strong presentation of Caaiile's love, earlier achieved in 
one of the best duets of the period. Another la the control 
of recitative, or some other musical shaping; this is mis­ 
sing. There are good moments; as when Gurlace's spoils are 
brought In and Camille weeps over them (Sx.ljJO). ̂  ' Here 
Gluck's techniques are intelligently applied in combining 
aostenuto with accompagnato, enabling the orchestra to support 
the voice, and, by preserving continuity, to be more expres­ 
sive elsewhere. But the voice part is undistinguished, and 
in default of vocal expressiveness the orchestra's progres­ 
sion fr»oa) figuration to tremolo climax seems mechanical and 
leads to no dramatic musical utterance. This scene, headed 
"scene derniere*, follows a ballet of two movements and a 
choTMs In D:-

*Les Dieux de I'univers nous ont promis l*eraoire, 
Le bras d 1 Horace accomplit leurs decrets",

alter which is written "Pin de 1'OperV*. Presumably the 
chorus is repeated after the "scene derniere", making a tonal 
link to the overture.^ 2 '

1. A scene deduced from Gorneille's direction (IV.5): 
"Procule porte en sa main les trois SpSes des Guriaces*1 .
2. This is not indicated although the MS was apparently used 
for performances.
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The recitative ie generally leas inventive vocally 
than that of Lee Danaldes. tout still coolly efficient. At 
another poignant moment, when the choice of Curiace ie 
added to that of Horace, the moat expressive response is 
from the chorus. Curiace sounds matter-of-fact (Ex.131A, 
"bars 1-U) and his interjected "Ah! Camille!" (Ghiillard's 
one invention in this adaptation of Corneille XI. 2' l ') 
passes almost unnoticed, articulated only toy a simple return 
to Ab, with one note sfz. This excessive restraint contrasts 
with (lessee's nice balance at a crucial moment in Tnegje/ ' 
and to Sacchini's arloao in Kenaud I.U (Ex.l^lB) where the 
bars in tempo are of a tonal and emotional complexity (the 
music wrenched from g to to) to overwhelm the surrounding 
ei'n. ie recitative and disrupt the development of the scene, 
inhibiting any Oluciclan "building towards1* musical formality. 
Salieri gives the chorus an arioso (Ex.l31C) mingled with 
Camilla's recitative, which it complements but does not dis­ 
turb. She enters strongly but f.des away at the cadence 
(bar 7) and - as in Ex.130 - Horace sings the merest formulae. 
Salieri's restraint is all too similar to oacchini's raoidly 
composed simplicities; neither (alter Les Danaldes) developed 
much control of increasing tension.

One major flaw is the neglect of Horace, no longer 
precisely the title-^ole he was in Corneille. His father's 
role is ;nostly dignified recitative leading to the aria in 
III.3 praising his dead sons and bemoaning the cowardice of 
the eldest who ran away. (It is only learnt later that this 
was a ruse: Horace separated the Curiaces and overcame them 
singly). Horace's recitative is uninteresting; when he is 
chosen to fight (II.2) he sings an *ir, "Dieux protecteurs

1. In which Canille is not present.
2. See Ex. 7k.
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du Tib re", inserted Into the M3 in autograph/1 ' a abort, 
incomplete movement overlapping an ensemble:~

"0 de Pome heureux defenseur, 
Co are, vole ou la Oloire t f appellett .

The ai^ goes from C to G, the ensemble returns to 0, The 
style ia banally militaristic and brands the character as 
superficial; later in the act, more subtly, this mood infects 
Guriace even in the presence of Gamille. The domestic 
little trio, MDoux paix, transports pleins de charmes" at 
the start of II cannot be taken seriously as an example of 
Horace's humanity - he is a monster, like Danaus and Atar 
(in Tarare) but less fully drawn than either.

Open ends and short forms are freely used in Lea Horaces 
which, like Phedre. makes its contemporary Themistocle seem 
reactionary, even Italianate. There are many ensembles, 
Including the close of I in an illusory stability before the 
choice of champions shatters Camilie's hopes, 
Gamille and Curiace

The lovers are presented strongly in their arias and the 
duet; Camille has three arias in I.I. The first expresses 
her dilemma of "Nature" (love of Pome) and "Amour" (love of 
Curiace* '). Its musical matter could be called Piccinniste 
(Ex.132). The vocal position is high from the start and 
extensions of range (bar 10, f", bar 21, downwards) are 
mostly casual, while the easy melodic flow lacks Gluck's

1. Presumably a revision for the seoond Paris performance 
(10th December 1786); the first, at Versailles, was on the 
2nd; Paris, the 7th). The first part of le vieil Horace's 
air (III.3) is also autograph. 3ee Jullien, La ooar et 
1*Op era soua Louis XVI p.212.
2. Not of Albe; the 1'irst words of Ex.132 are properly 
3abine f s (a native of Albe married to a Roman; see Gorneille 
I.I).
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Grabbed intensity. Yet the aria is more subtly dramatic 
than any in Lea Danaldee. The melody is non-repeating, 
near arioso, unified by the dotted figure in the orchestra 
(bars 11, 16, 22, 30) and formed, liJce Oluck's, closely on 
the text, becoming declamatory in bars 13 and 28-9. -u.ter 
the harmonically intense inflexion towards d (bar 26) comes 
a modulation flatwards (30), where the same vocal range has 
a new harmonic interpretation; the music returns to the tonic,, 
in the minor mode. A. significant extension of range to ab n, 
with a new orchestral agitation, characterizes the end; the 
violins' melodic semiquavers (bar 4*1) are more Intense than 
the repeated chord semiquavers (bars I8ff and 28). The mel­ 
odic poise of the opening, a cool consideration of her own 
feelings, has as the inevitable result of that consideration 
become warmly emotional; initially a lyrical impulse, the 
aria both hangs together as a single dramatic statement and, 
as a train of thought, develops the scene. The next aria la 
appropriately static, a prayer in F: "DSesse eecoarable, 
je t'invoque en tremblant". The oracle is optimistically 
interpreted in the Bb aria "Oui, mon bonheur est assurS", 
the allegro providing a good contrast to the preceding 
larghetto and adagio. These last arias are, however, more 
distinguished in their intentions than their substance.

After the choice of conbattante, Camille and Curiace 
are left alone (compare Corneille II.5). Cuniace's aria, 
which gives him more substance as a character than Horace, 
is a developing one like Camille's (Ex.132); the initial 
Piccinnian sentimentality (EX.133A) is given an unexpectedly 
strong development. \fter an interlude in Bb and £ the 
opening returns but the ternary impression is belied by an 
extra section (Fjc.l33B) in which the tender oantabile is 
effectively pitted against the call of duty, represented
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rather strikingly with the main key Eb by trumpets in D. 
The tonio returns for the cadence (Bx,133& bar 10) but the 
opening mood is left behind.

The duet adapts the usual form (slow-fast, with an 
intervening slow section) to fulfil, for once, its dramatic 
potential. The orchestration is different for each singer, 
as in PersSe.* ' but the e asemble of clarinet, bassoon and 
horn is Mozartcan (Ex.l3UA). Iftith closer entries the groups 
merge but clarinets still double Camilie, violins Curiace 
(bar 3i»ff, not quoted). This device is not pursued in the 
andante (Ex.l3iiB), an in tempo exchange recalling Echo. ' 
but sharper rhythms characterize Curiace (bar 5, like a 
gesture; bar 11 (voice), bar 13ff (orchestra)). Her ques­ 
tioning produces imperfect cadences, his firm responses, 
perfect ones. Caraille's line is dismembered by rests and 
fp. as her hope wanes. Tremolo and rapid modulation lead 
to his decisive statement (Ex,13UB bars 21-2; doubling the 
bass, compare the end of Ex.l33B). The progression of mood 
continues In the allegro, from expostulation (£x.!3i|B bar 
25) to acceptance of destiny (Ex.l3liC), characterized by 
renewed cantablie (with Camille's clarinets and bassoons). 
After his W 0*en est fait" the voices at last Join, not in 
opposed sentiments but for a coda of shared regret. In these 
lingering repeated cadences Salieri again shows an affinity 
to Mozart.

With the arrival of the Horaces (II.5) Camilie loses• 
self-control; but the recitative soetenuto sounds weak after
the duet. The dramatic method Is recognizably the refined 
baroque of Aalide and of Sacchini; only with more formal 
music, a quartet, does the situation return to lire, just as

1. See above, Ch.VI p.235.
2. See above, Ch.V p.203.
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the duet of Achilie and Agam&amon (Aulide II.6) brings their 
antagonism to life after the dull recitative. The piece is 
led by the men:*

Horace, Guriace: "Allons remplir notre devoir". 
Le Viell Horace: "Allez remplir votre devoir".

After a brief recitative Camille expostulatea (Ex.135); 
Curiace too is now a "tigre" and she is alone.' ' The music 
returns to £ for» the briskly contrapuntal trio (bar 8) with 
trumpets; Camille in defeat loses the tonic A. but inflects 
the established C to the minor, juxtaposed to the major as 
in the Themistocle duo* ' but with less obvious contrivance* 
Again Salieri avoids combining contradictory emotions; the 
piece recalls the first aria (Ex.132) by ending, as the men 
leave, with Camille despairing in the minor.

Ill opens with Camilla's false optimism: "Que Je vous 
do is d'encens, 6 raes Dieux tutelaires'* * ' acting as a foil 
to her subsequent sorrow. Like Hypermnestre she is an aria 
character, and it is a moot point whether the lacK of an 
aria in the "scene derniere" is not the main flaw of Lea 
Horaces. She is presumably by then too overwrought for any 
orga li/.ed expression of feeling and therefore recitative is 
the right technique. On the other hand Salieri1 s recitative 
is consistently weaker than his formal music. The psychology 
of the solution adopted (Ex. 130) is sound, even consistent 
with the conception of the character, but the quality of the 
recitative leaves an unsatisiied desire for something musically 
and emotionally more substantial; an*aria could have saved 
the opera. Although all in all it is the best of 3aiieri's 
French operas, Les Horaces lacks a focal point and a sense 
of purpose at the end*

1. Sabine's words in Corneille II.7.
2. EX.87B.
3. See above p.295.
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Tarare
Tarare* ' reverts to the old French pattern, five acts 

with prologue and much ballet. The poem is unworthy of the 
author of Le Mariage de Figaro. It contains various naive 
political Implications - the soldier hero "becoming King, the 
corrupt Priest - which led to revisions to suit republican 
taste after the Revolution,' 2 ' There is a satire on 
Italian opera in the eunuoh Calpigl's couplets (themselves 
French in manner):-

"La tins celebre cantat*ice 
De moi fit bientdt par caprice 
Un simulacre de marl. 
Ahi, povero Calpigil" (p.29U)

The popularity of Tarare must have owed something, in a per­ 
iod of single-minded WO^KS (whether melodramatic or bel- 
canto) on Oree* subjects, to its comprehensiveness; it 
embraces tragedy, comedy, pat ios, heroism, bathos, satire, 
everything except the serious dramatic purpose of Gluck which 
Salie^-i had followed in hie earlier works.

These qualities and its grandiose degeneracy, which 
links it through Catel's Les Bayaderes to the applied exot­ 
icism of Meyerbeer, make Tarare. in its time an opera sui 
generis, irrelevant to the main theme of this study - a less 
frivolous counterpart to La, Paravane du Caire^ Salieri's 
develooment led him closer to other Italians (Piccinni, 
Zingarelli) in leaving the unaccompanied voice to sing
———————————————————————————*———————•——-——————
1. See above, Ch.V p.160.
2. The revisions may be found in Beaumarchais, Theatre 
(Bibliotheque de la Pleiade pp.i+5^-5). They are not in the 
1809 edition, perhaps because the career of Tarare, in the 
original version, shows a marked parallel with Na^-leon's. 
Fof the revival in \ugust 1790 see Grimm, CL 3 V p.503. 
The 1794 revival, with new text by Kramery, Theatre (Biblio­ 
theque de la i'lciade p.80U).
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functional phrases without the harmonic support (aostenuto) 
which in Lea Danaldea gave continuity to conventional 
shapes. The recitative is spiced with directions - "avec 
dignitft", w avec aajestS", "aveo fierte"" - wnich, as in 
Ore1 try, Gandeille,* ' and later Bellini, are poor substitutes 
for musical and declamatory invention. The recitative is 
exposed, and fails, at crucial moments. When Aapaeie, Tarare'e 
wife whom Atar has Kidnapped ior hie harem, interrupts a 
divertissement with her plaint (p.275) the dances make the 
strongest impression; the second intervention (p,28l) is 
sung over a dance rhythm and shares its mood. Atar's suicide 
is similarly neglected in the music (pp.U33-U)»

The recitative is also aligned with Sacchini (and later, 
Gherubini) in its frequent enhancement by single in tempo 
bars and brief ariosi whose emotional intensity - higher
than that of the airs - still further breads up the progress

(2) of the recitative.* ' The airs are mostly short, a reversion
like the opera's whole scheme to old r reach forms, but the 
change in texture from recitative to air is marked, as in 
Aulide, As in Lea Horaces the best passages are formal music, 
notably Astasie'e allegro agitato "0 mort, termine mes 
douleurs", which opens IV> in effect a da capo form in £*» 
(p«3UUJ with the middle section recitative and andante and 
the recapitulated allegro written out with an extended coda. 
Tarare and Atar were successfully presented in I, but she
was colourless there and in 111, and only comes to life here,•
V, granted that the authors' aim was lively melodrama, is 
skilfully worked out, the recitative excepted; a maseive 
chorus with solos for the priests, whose leader had a fine

1. See above, Gh.Vl pp.21)3, 254.
2. Compare Ex,131B.
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monologue, II. 3, sets the stage fot* the execution of 
Tarare and Astaeie.* ' They feel triumph In dying together, 
expressed In & trio (p,U26):-

Tarare, Astasie: "Le trSpas nous attend..." 
Atar : "0 rage, affreux tourment,

G'est mol qui lutte, 
Et leur coeur eet content".

After this it might have been grander to martyr Tarare than 
have him clowned when Atar, despairing of degrading the 
eoldier whom he hates but who once saved his life, has 
killed himself.

Ta^are is even less a drama of character than Les 
Danaldes; its purpose is the story and the effects, and 
Beaumarchais may be seen as an ancestor of Scribe. That he 
had something more philosophical in mind is suggested by the 
prologue, an inane and pretentious illusion which tries to 
show the development of human consciousness out of Chaos, 
moulded by "La Nature" and warmed by "Le G£nie du Feu". The 
characters of the opera appear and are told their destinies, 
but no thematic or othe~ link makes this significant. Salierl 
must have enjoyed composing the extended introduction ("La 
Mult" dispersed by "La Nature" ) but other-wise dutifully set 
what was before him with some fine inventions, some drab 
recitative, and the characteristic conscientious efficiency 
by which rubbish is treated with as much care as tnly drama­ 
tic n.'iterlal.

The success of Tarare relative to Les Horaces suggests 
that the taste for Oluc.<ian austerity could not survive the 
denar-ture of Oluck himself. Les Horaces is a sincere 
attempt by Ouillard to recreate a great play (departing

1, Compare Erndinde. the final tableau; or indeed Amide.
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further from Corneille in detail than in Chimene. he 
remains closer in spirit).^ ' In view of the meretricious- 
ness informing his other French operas 3alieri*s sincerity 
remains open to doubt, although Les Horaces displays more 
than mere sicill. Certainly the mantle of Glue*, which had 
eluded -emoynrfe eager grasp, slipped quickly from Salieri; 
the two operas of Demophobn suggest where it might have 
settled had not Vogel died at thirty-two, and Cherubini, by 
force of circumstances, not devoted the best of hie operatic 
activity to op6ra-comique«

Les Horaces wae re-set by JPorta in 1800.
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Qhapter VIII 
A. Piccinni and "Saochinisme"

*• Picoinni'a last works
After Poland. Atya and Tauride. three reasonably 

successful works, Piocinni had more varied fortunes. Adele 
de Ponthieu (1781) and Plane failed and Pidon (Marmontel 
1783) triumphed, on the whole deservedly. P&nelooe (Marmontel 
1785) failed under se^vedly*1 ' and Glytemnestre (Pitra), of 
which Oinguene spoice highly, ̂2 ' was withdrawn after a few 
rehearsals. Adele suggested to some that his powers were 
declining,^' a theory Pi don refuted, but his Paris career 
ended sadly between waning popularity and managerial 
chicanery.

Adele de Ponthieu
Adele remains unpublished. *^' It is his weakest French 

opera and the drama, such as it is, barely comes to xiie in 
the music. Piccinni relies chiefly on a^ias and ensembles, 
and the»*e is comparatively little recitative; when this has 
to bear a serious dramatic burden, as in the argument of 
Alphonse and ttaicnond (II.£j), it fails. The scene is better 
served by the two short ai^s; the final duet, "Alijns,
audacieux guerrier", is thoroughly banal and inferior to 
the earlier setting.* ' The quartet in 1.3 sets "0 Jour 
affreux" (\dele and Saimond) and "0 joar heureux" (Le Corate

•

1. The 1787 revival was overshadowed by the season's novelty,
Tarare (Orimm, CL 3 IV p. 400).
2l ScTtice p.135 (note to p.79).
3. See La Harpe, Correspondance Littgraire III p.297, and
Desnoiresterres p.318n.
U. MS BO A 288 1-3, including alterations for a projected
revival in 1787.
5. See above, Ch.I p.38.
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and Alphonse), characteristically, to the same music. This 
movement and the following chorus consist of block harmony 
made oppressive by the monotony of pitch ranges used (the 
soprano especially lies ilgh ail the time), a failing para­ 
llel to Piccinni' s tendency to dispense with modulation; for* 
example in Adele's aria "Allez, servir raon espeVance" (1.2, 
in D with wariifce trumpets), and the last of Ttelmond's three 
airs in the same scene; Piccinni allegedly saidt-

"Moduler...n'a en soi rien do difficile...0 f est 
de er£ev» du chant dans une modulation donn&e. .. 
de fair»e du chanjgement de modulation comae de 
tous les autoes proce'de's de 1'art, un moyen d 1 
expression juste et de varietS sage; c'est-la, 
ce qui eat diff ioile" . (1)

Xnd "c'est-la11 that Piccinni is prone to fail. For all the 
professions of his admirers Piccinni in Paris showed more 
imagination in short airs than in arias. Adele contains a 
few short airs - two in 1.2 (Raimond); one in III. 3 (i/a 
Comte) - but the majority are long and empty, or blandly 
dull iiKe the opening of III (Adele's monologue). In II.3 
Adele and Paimond have consecutive airs, slow and raet, 
like the movements of a duet; more usually the airs intrude 
in the scenes, in the old French position but with a form 
unsuited to it. .Up,ionse f s vengeaace aria, ' ending I, is 
almost the only aria which is well placed, emotionally appo­ 
site, and adequate to the situation; the allegro in £ for 
Le Comte (III. k) has some power but, with a duet to follow 
in wiiich he expresses the same feelings and a virtual hiatus 
in the action since I, it is far too long.

Of the ensembles, the trio (II.7) and the lovers' duet 
(1.5) are very poor; the latter a model of "pSriodique"

1. Qingu6ftS t Notice p.111.
2. "Suivons le transport qui m'entraine"; compare £x.6-i..
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inanity, cries of distress eet somewhat floridly in the 
major (Ex.136); the dynamic contrasts are not incompatible 
with gaiety. This and the duet in III,U are in the usual 
two-movement form, the latter coming near to making a drama­ 
tic crux, Le Comte's penitence - he nearly rained Adele's 
life by trying to make her marry Alphonse - brings a sugges­ 
tion of divine retribution from the trombones (Ex.137): the 
trombone tone is heard, if coarsely, for its own sake (with 
bassoons and strings) and not merely as dynamic reinforce­ 
ment. * ' There is a rich and moving sequential modulation 
(bar lUff) which Philidor might have penned, but the faster 
movement characteristically lapses into servile dependence 
on minor-mode im'lexions, without modulation, the voices 
joining to bewail their "sort cruel11 . The action ends with 
Ttaimond triumphant over Axphonse, and the third ballet.

Pi don
Pi don and Pfene'lope are closer in method to Tauride 

than .jqcle, and to Oossec, Bach or Leraoyne (and hence Gluck) 
than to the more fundamentally Italian methods of Sacchini. 
Penelope approaches Electre in the flexible continuity of 
its first act, likewise discontinued in II and partly recov­ 
ered in III. Didon makes more use of short or incomplete 
aria forme. This does not Itself represent a rapprochement
to Giuck, but Didon, one of the most successful works oftn\———— 
the period, v/ is typical in method, an amalgam of long and
snort arias, occasional ariosi. frequently dry recitative, 
large ensembles, choruses; all rather loosely designed 
dominated and directed by the title-role.

1. See above, Ch.VII p.265.
2. Performances until 1836; 250th in 1826 (Annals).
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The dramatic diffuaeness of DIAon is the consequence 
of forcing moet of the action into III* This begins with 
the issue of the battle against larbe uncertain, and ends 
with En£e gone and Didon dead. In Berlioz's Troyens « for 
which Didon may be to some extent regarded as a source,*1 ' 
this action occupies over two acts, the greater expansive- 
ness allowing greater concentration since every situation 
receives full musical weight, uncluttered by mere events* 
Although Didon is generally said to be Pioeinni's best 
opera, P&nelope is not inferior* The less tragio subject 
is better suited to his temperaments intentions are matched 
by achievements. The action is better spaced and although 
XX is almost redundant it provides a complete contrast of 
mood and setting; the heroine does not appear*2 ' and the 
dominance of Atys or Didon is avoided* (In relative weight 
of characters Tauride is Piccinni's best work). Didon suf­ 
fers from monotony. Piccinni's lufce-warm emotional gener­ 
alities* derived from a sameness of tempi (predominantly 
andante)* of harmony and especially harmonic rhythm, and of 
melodic ideas, are here made worse by monotony of key* The 
allure of Jfr for Piccinni is inexplicable* Unlike Mozart's, 
his invention* in this key are almost always among his 
weakest - Roland's "Je me reoonnals" (Sx,2U) 1* a Qualified 
exception* In Didon it comes in 1*1 and I.5| XX*1) and 
predominates from III.3 to the end (p.2lil:262ff )*^3 ' The 
music is reasonably suited to the sjage ritual preceding 
Didon's suicide but the final chorus, allegro:-

1* There are several correspondences of mood, scene, and
verbal detail} see Julian Tnishton, "Berlioz* Roots in 18th
Century Preach Opera", in The Berlioa Society Bulletin L
(April 1965) PP*5-7.
2* In the 176? version (full score, BM) she appears at the
start of XX, the scene for LaSrte being suppressed*
3. Page references are to full score and COF,
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N A eette race orimlnelle, 
Maine, fur our, guerre e'ternelle" (p. 303:312)

would serve bather as a song of triumph. In Pen&Looe the 
mourning chorus In Ab after a prelude in £, "Pleurons le 
plus sage dea rois H (p.221)* ' is far superior to the end 
of Oidon and is enriched by irony, for Ulisse is not dead, 
Piooinni was simply not equal to tragedy. The fate of 
Didon moved him deeply:-

t

"11 me disait en sanglottant: '...*&•« quand Je 
ne composais pas, je ne faisaie que pleurer en 
peasant a Didon...'%(2)

but his tears blinded him to the inadequacy of what he set 
down. He depends upon the sympathy aroused by events. His 
Didon does not rise to meet her doom with tragic awareness, 
as Berlioz's heroine does in her aria "Adieu, fiere cite14 , 
like "Che faro" "Beyond grief...a considered solution, a 
response to the catastrophe".^' Perhaps the quantity of 
earlier arias made a final one undesirable, but the role, 
like Camilla's, ̂ ' seems to lack substance at the end. 
Pathos Piccinni does achieve, in the exquisite whimper "0 
toi qui me condamnes" (fix.34)* The reference to her dead 
husband balances the appearance of his ghost in a dream, 
related in I.I.

Such negative, restrained pathos suited Piooinni better 
than tragic passion - hence his suitability to compose 
Pene'lopa. Didon's denunciations of Bn£e (III.3 and 6) are 
leas convincing, recitative in which the voice part, in 
Piooinni*s usual manner, seems under-articulated, at most

1. Page references bo the full score of the original version 
(copy Pendlebury Library, Cambridge). The chorus is sup­ 
pressed in the 1787 version, in the Interests of a quick 
denouement; Instead Minerve appears, ex maohina. (See 
Orimm, CL 3 IV p.396).
2. Oinguend, Notice p. 6k.
3. Kerman p.l*3^
U. See above, Ch.VII p.302.
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permitting the actress to rant (a method surely more 
"monotone, fatlgante" than Glucfc's composed inflexions of 
anger). One harmonic effect does not save it; after a £ 
crescendo the piano eostenuto texture with an augmented 
6th chord (Sx,138A) as she realizes the impossibility of 
Tengeanoe is very similar to what Berlioz does at this 
point (EX.138B) with lees striking harmony. Picclnni, like 
Sacchini in arioso (£x,131B), vent too far from his normal . 
practice and thereby aroused expectations which he could not 
satisfy,

Li ice many operas of the period Pi don opens with a 
soliloquy for the principal character; Pe'ne'lopq. more imagi­ 
natively, and remotely recalling Alceste. opens with her 
against a baclccloth of the hostile suitors' chorus. The 
dream narration in Pidon is too short for comparison vith 
other such passages. Its elements are those of his Tauride 
dream, vocal conventionality and a futile orchestral energy 
which does little to weld the narrative into an organic 
whole (p.23(2U)« The aria is compound, three feelings in 
succession."' The allegro in Eb, "Vaines frayeurs" (p.26: 
26) concerns the dream; the lent in Ab, "0 toi dont mon 
coeur est char me" (p. 30:32), refers to En&e, for whom her 
love conflicts with that for her husband; the short andante 
in Kb (p.33:35) is more frankly amorous, and oversoored 
(flutes, oboes, bassoons, horns, strings; it might effec­ 
tively have been characterized by flutes onij, in contrast 
to the following hunting music). The air ends on the dom­ 
inant (Bb), the incompleteness serving no dramatic purpose, 
and Scene 2 brings the hunting music (heard before the 
andante in part). The lent begins well but collapses melo- 
dically in the eighth bar; the allegro is undistinguished,

1. See above, Oh.V p.185.
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and the best music is the last movement, with which the 
vacuous hunters might make, on stage, a brilliant contrast*

Didon has more facets than the sentimental, and her 
aria in I.U» addressed to larbe disguised (p.67:7U), is of 
a type not uncommon in Picclnni, sweeping, diatonic, with 
proud top bb°B, but here used with unusual appooiteness for 
a regal and public utterance. Otherwise the role is better 
suited by slighter form*. In II.3 the long sentimental aria 
in E with a touch of Italianate floridity (p.119:127) makes 
a superficial impression beside the tiny, incomplete form 
(ending in the dominant minor), "Je veux, si tel est mon 
malheur* (p.127:137). Again Plcolnni's slight emotional 
range enables him to succeed in a public scene (11,6, the 
grandiose ensemble praised by GlnguenS)* ' but not a private; 
the duet (11,7, p,170:19U, in the usual form) receives some 
vitality from incorporating action - Dldon faints, and Elise 
joins in (p,176:203) to make it a trio - but is conventional 
in substance, like the trio of Tauride III, Her best aria 
is in 111,1, "He1 las, pour noue 11 e*expose" (p.201:228), 
where a typical Piccinnlan agitato is suitably placed be­ 
cause there is as yet no tragedy, only nervous anticipation 
of the battle's outcome (contrast the last air of Atys).*2 ' 
The lively opening string figure is left undeveloped: after 
the introduction it appears only twelve times (seven in the 
first part, five in the longer recapitulation which follows 
a contrasted middle section, p,205*232). This neglect hardly 
accords with Plecinni's stated prlncioles of aria-composition, 
and weakens both affect and "deseein".

1. 3ee above, Oh.VII p.293.
2. See above, Ch.IV p,132,
3. See above, Ch.V p.191.
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Despite Didon's dominance the character best served in 
aria is larbe, who sings two in Metaetasian position* - 
ending I (p.87:9*4) and, threatening the rain of Carthage, 
as he leaves in II (p.l3U:lU6). Both are vigorous and 
effective compositions outside Pieoinni*s usual stereotypes. 
En$e is a lesser figure except when defying his formidable 
opponent in a duet (p.75I81) modelled on Aulide 1.6* He 
enters with an heroic aria (p.53:59) but persistent harmonic 
Ineptitude spoils the imaginatively conceived coda, DP:-

"81 pour vous il est doux de vivre, 
Pour vous il eat doux de mourir" ip. 56:63).

II opens with a solo for Enee, somewhat the weaker in impact 
for being addressed to the entirely insignificant Ellse, 
His ternary aria n Au noir chagrin qui me dfivore" (p. 95:102) 
has a bitter edge added to Piccinni's usual smoothness and 
a genuine .pathos *Mch is lees than heroic. The impression 
is dissipated by the recitative and the effeminate Eb aria 
"Plaignez un roi, plaignez un pere" (p.101:107). Unlike 
Berlioz's Enee he is unworthy of Didon; in HI.3 their con­ 
secutive airs articulate the scene crudely where a composed 
dialogue like "Errante sur tes pas'" ' would have been 
stronger. The ghost of Enfie's father, accompanied by 
"supernatural" trombones tres doux (full score p.265) ends 
his wavering and he goes.

Penfilope
Penelope is besieged by suitorA and the people of Ithaca 

whom they oppress (1.2); she is warned of a plot against 
T&l&maque by Nssus, who demands her hand in return for help 
(I.U)» Uncertain what action to take, she seems to see her 
husband's shade rising to accuse her (I.7)t she confronts

1. Les Troy ens V.7. no.Ui*,



the suitors, demanding confirmation of Ulieee's death (1.8), 
and at the climax of the argument Tel&maque appears, having 
eluded ambush. There are only three ariaa: for T£l£maque, 
with heroic trumpets, leading without a break into a massive 
ensemble in the same tempo (p.75:69);"' and two for P&n§lope, 
carefully placed between the various pressures brought to 
bear on her (Scenes jj and 7). 3cenes 1-3 present a situation 
that has been in existence for some time; the rest is as it 
were a departure from routine, demanding a new response. 
With the roistering suitors in the background, P&n&lope 
laments in arioso; the direct confrontation is carefully 
postponed. In 1787 Scene 1 was replaced by a formal "Choeur 
danse" in D (p.13) tout originally, and far more dramatically, 
the first two scenes were flexibly structured and formed by 
repetition of the suitors* musie:-

Overtur* largo-allegro a/A p.l/i* Scene 1: *?itornello and suitors' chorus "~ 13 A ("Laissons les amans de la
gloire")

B ("Dieu de 1'amour") A Penelope - recitative a 20 Suitors' chorus B A 21 [Further alterations of these]Scene 2: Ithacans - chorus a 26 Penelope - arioso to g. 27 Ithacans - pTmeTope , a 28 Suitors' chorus B A 29
The scheme is hardly Gluckian and anticipates rather the 
first scenes of Phedre.* 2 ' The dialogue with the suitors 
(1,8) is developed by a similar use ̂ f choral arioso, and 
the recitative becomes measured dialogue, allegro (p.60:55), 
with an active violin part against simple declamation; a 
climax is made by an open end, interruption by recitative

1. When two page references are given the second refers tothe full score of the 1787 version.2. See above, Ch.VII p.287.

315



(p. 66: 61). The scene is rounded off by repetition of a 
short female chorus, "0 malheureuae mere, votre file va 
pSrir", led by Penelope in Scene 5 (pp./U and 68:1*2 and 62). 
The recitative is generally of high standard both for
enSlope and the chorus, which is Riven more in the final 

scene of III*
After using predominantly sharp Keys the music, in 

accompagnato which more than usually develops (rather than 
statically reiterating) a dotted ligure (p.30:29), snifts 
in 1.3 to Eb, for the first aria (p.32:31). The form is 
very free:-

Words: A "Seine captive, B "Reviens, C new B
mere craintive" mon filsrt text 

Music: A BCD 
Key : Eb (I-V-I) to Bb (V) roving (V) Eb

1.7 is the weakest scene, a grave flaw since it should be 
the emotional core of the act, preceding the climax of 
action. PSnSlope's recitative relapses from the earlier 
arioso texture to the crudest accompagnato. with more 
orchestral than vocal involvement. The aria in Bb, "Oui, 
3e la vois, cette ombre errante0 , is as inexpressive as 
Oreste's vision of his mother's ghost (Ex.UTB) although the 
voice at least is the leading part (Ex.139). The form is 
again free and open-ended for no particular reason.

I.It presents dialogue interestingly. Nesus enters 
allegro (p.36:35) (full orchestra) and PcmSlope answers 
expressively lent (p.38:37) (strings)., The instrumental 
differentiation r^c^ills Andromaque (Ex.93). Nesus 1 reply 
proceeds from allegro accompagnato (p.39:38) through sosten- 
uto to rour bapa.iaesurl (a threat). At the end of the scene 
he cadences with the orchestra, in Luily's manner, and the 
allegro of 1.5 begins on his last syllable (p.l4l:UO). Such 
continuity is unusual in Piccinni and may well have been
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learnt from his French contemporaries or Sacchini rather 
than Oluck. Continuity tempered by repetition, variety of 
action and music, make this perhaps the best act of the 
Maroontel-Piccinni collaboration.

There is no real divertissement in Penelope but II 
provides a substitute, with nymphs, pastoral scenes, an 
ariette for Telemaque, and the storm which brings Ulisse to 
Ithaca. The storm (quite without Homeric justification) is 
Plccinnl's best, and approaches although it cannot equal 
equivalent movements in Pameau and Oluck (p.106:113). Like 
the latter*s Tauride it brings in voices as dynamic reinfor­ 
cement (p.109:116) having already intensified its clamour by 
shifting to the minor (p. 107:111*). The climactic musical 
number of II is a trio in which Telema^ae and fiumee mourn 
Jiisse (who has started a rumour of hie own death) and won­ 
der how they will break the news to Penelope (allegro. P.151: 
196). Ullsse reveals himself immediately afterwards, so 
that the Irony, as well as being laboured, proves gratuitous. 
The lesson of Electre, where the recognition is contained in 
an ensemble which furthers the action, is ignored,

Ulisse, weak in II,^ ' grows impressive during III, 
from his soliloquy (III.2) to hie public self-identification 
near the end, -if ter which he and the Ithacans dispose of the 
suitors. The narrative to Pendlope (p, 180:1 9^ ), which makes 
use of all sorts of techniques for continuity, is unnecessary 
to the action (as Wagner's narratives never are) and more 
s ilted to e;>ic than opera. When the suitors rush in with 
news of Ullsse'a death - which he confirms - interest re­ 
vives and the last scenes are among Piccinnl's most tneatri- 
cally effective, Penelope's aria (p.201:215) in g articulates

1, See above, Ch.V p. 191.
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a conventionally frenaied despair, again recalling Atys' 
last aria.* ' She then resolves to die rather than oiarry 
again - a poignant passage omitted in 1787* It is notice­ 
able tnat Picoinni set the superficial despair as an aria, 
the nobler feelings as recitative, whereas Gluck is more 
convincing when transcending grief in aria: "Che faro* 
follows some unconvincing recitative despair, and very 
little recitative precedes H0 malheureuse IphigSnie" and 
"Ah, malgrS moi". There is one clear exception, Admete's 
aria in c ("Alceste, au nom des Dieux", Aloeste (P) III.2*) 
agitated yet "plriodique" and Oluck's most Piccinnian move­ 
ment. The agitated aria is better placed in Penelope than 
in Atys but less well than in Pi don. Whether Piccinni's 
last performed French opera is better than those is a mat­ 
ter of personal preference; in spite of its poor reception 
Penelope is certainly a characteristic, if uneven, achieve­ 
ment and artistically a decent end to Piccinni's career.

2. 3aechini; .aingarelli
In a study devoted primarily to dramatic articulation 

it is unfortunate but inevitable tn.it Sacchinl (1730-86), 
one of the leading composers of the "e'poque de Qluck", 
should receive only a cursory discussion. Arriving after 
Frame1 ry 1 e successful adaptations of his work, he suffered at 
Court by the proximity of Pieolnni (PJLdon eclipsed Chimene**) 
and Lemoyne.*^' He fared better a! the Opera but through 
disappointment and dissipation did not live to see the

1. See above p.313.
2. Jullien, La Pour et 1*Opera sous Louis XVI p.63.
3. See above, Ch.VII p.286.
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exceptional success of Uedipe *t Col one (Ouillard 1787)^' 
and leit A^virc et__riv_c.lina, (Ouillard) unfinished (completed 
by Bey, performed 1788).

Sacchini was the most proliric and the most lyrically 
gifted composer in Paris at this period. The notion that 
he was a follower of GlucJ^ as Grout suggests; 2 ' is quite 
ialse. Here is no trace in the Italian operas of "this 
graceful, elegant, and judicious con.oeer"^' of any striv­ 

ing towards 'reform* opc^a comparable to that whid^ with 
French influence, makes Traetta's worts: problematical; but 
Howard's Judgment, that "Traetta's drama often loses power 

by the continuous lyricism..."^', applies equally to 
Sacchini in Paris. Unlike Picclnni he made no attempt to 
go below the surface of the trench forms and use them as a 
vehicle fo^ co'iiolex Tiusical drama; hie wo^k is, o 
a sinple phenomenon.

He was no dramatist bu» abundantly a musician. He 
concentr ted on aria; hia charactc-^istic arioso
(Exg 131" and iLji) is a detail, fo-Tiiri7 only a minute pro­ 
portion of a whole opera. He adapted hiraseli mo^e readily 
than Piccia ii to the composition of dances and choruses, 

without 3tr<in on his natur?i musicality, riccinnl paid

1. Oedipe's total of 583 performances (up to l8liU) exceeds 
tnat of any op«ra originating in tnis ( it^ioa. The next, 
^iiJ^iE* nad ^28 up to 182U ( ^^xa).
: . Grout p. 301. 3ee also Correspond ence p,96, editors' 
note: "...un .-,?> the influence of Q/ ,cZ r 3 Dara^nua I eicJ 
(178U) • Sacchini j wrote his .aost ijaoor^aTit v. o^, Oedipe a_ 
Joljne, .,". ^en if Dardanua is an error for Lee Danaldes 
(also 178 U) to v.-nich ?-j ucic was supposed to have contributed, 
no influence on Qcdipg is detectable. Orinn (CL 3 II p. 160;

to be M gl
3. Burney, A General Hi stor-.y o_f Mueic_ IV p. 521 
LI. Howard p. 30.
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more attention to detail and consequently overeoored 
recitative and aria; hie attempts to match Qluck'e sensi­ 
tivity to words eroded hie perhaps overrated melodic 
Invention. Sacchlni's arias are musically of higher quality, 
uninhibited by detail and more varied In affection. The 
defect of this fluency is a too ready abandonment of good 
ideas; not only does he not re-use especially characterful 
material, like Oluck, but he eschews the concentration 
achieved by thorough working-out of a single motif. ̂ ' His 
arias are too sweet, too "peViodlque", at best finding the 
right accent and so articulating a situation, an achieve­ 
ment more undisgulsedly baroque (or Neapolitan) than 
Gluck's;* ' for all the thematic interlocking and continuity 
this is true of the passage from Oedlpe II already quoted 
(Ex,53). More often an aria disappoints by its quality 
or irrelevance, and leads to a diffusion of sentiment, to 
generalization (see Ch.V C). Dardanus* "Lieux funestes", 
a compound aria, cannot match the intensity of Rameau's 
setting. The opening (Ex.lUOA) is elegiac and mildly 
touching but the middle section (Ex.lUOB) falls even below 
this Inadequate musical response. (The thematic link, *X*, 
is probably coincidental^ Dardanua"air as he awaits Iphise 
is entirely superficial: Arraide in the midst of violent 
action and conflicting loyalties improbably banishes mental 
turmoil to sing a poised, mellifluous, organized rondo.

Sacchini is more dramatically successful in shorter 
movements. The short air is Oluck's speciality only in that 
his use of it is unmatched; the fo^ra belongs to old French

1. For an exception see Ex.LU2A-B; compare ^iccinni, above
P.313.
2. See above, Ch.I p.11.
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opera and the Pioolnnistea adopted it readily. In a 
Piccinniste short form the cantabile tends to imply further, 
omitted, extension, rather than self -sufficient brevity. 
There are possibilities for pathos in the stifling of a form 
but these are usually neglected and the result is less 
intense than an extended arioso, such as that in Roland 
(Ex, 30) - a species from which it must be distinguished, 
In a thoroughly Italian idiom, Saoohini occasionally pro­ 
duced spontaneous, self-sufficient short forms: a perfect 
example is in Ghitnene (Ex.liil). Although the words are 
syllablcally delivered they do not seem to be directly 
responsible for the melodic shape; the music suggests aria 
stylo aid therefore a stifled form yet is fully cadenoed 
before Chlmbne falls silent and the chorus begins. There 
is no contradiction of musical logic; the pathos is in the 
musical substance and does not need the overemphasis of 
Lemoyne (3x.ll3).

Penaud and y_hijifene contain short airs despite their 
Italian origin, Pardanue, directly derived from an old 
French ope^a whereas ^enaad drew one in irrelevantly,* ' is 
closest to traditional French forms. But the recitative is 
already grown drier than in ^enaud and G h 1 mene and the 
orchestration Is slightly tiinned; Oedipe and Evelina con­ 
tinue this simplification. The following shrewd, and not 
unsympathetic, criticism of Chlrcene applies to all Sacchini:-

"Ceux qul croient que la grande puissance de la 
musi^ue reside dans les airs et qui n'apprecient 
le mcrite d'un op'ra que par le plus ou le moins 
de beaux airs qui s'y trouvent ne pourront guere 
ref ase" a Jhi-nfene le premier rang dans ce genre 
de beautS...

1. wameau, Dardanus (La Brubre 1739; ^oviaed 17^U); Desmarets, 
T?enaud ou la 3ulte d^rmide (Pellu.^in 1722), "ma^montellel 
par le sieur Le Boeuf, revu et corrigl par M, le Bailli du 
Pollef* (Orimm, CL 3 II p. 158).

321



"31 noue considSrons la musique do 
relativement a l*effet dramatique. nous y 
trouverons beaucoup a de'sirer". (l)

Kith some exceptions Sacchini has banished Italianate 
"redondances" (ornaments, ritornelli) but

"II peut juger, par le beau raouvement de Wodrigue, 
au trolsi&me acte, loraq^e, animS par an mot de 
Chimene, 11 dSfie ses rivaux, qa'une simple phrase de rScitatif, lorsqa'elle tlent a one situation 
intoressarite et qu'elle eat rendue avec on senti­ 
ment vrai, peut avoir, au thSatre, un effet fort 
superieur a celui du plus bel air, lorsqu'il eat 
dSplacS ou qu'il n'a pas 1'expression ni le 
mouveraent convenable". (2)

This is criticism from a Gluckiste standpoint of an attitude 
advocated by the Picclnnistes but of which Sacchini, rather 
than ^iccinni, ie the most consistent champion,

Penaud; Ghlinene
Unlike JU'Olymplade. Penaud (1783) and Oftl;r,ene ((halliard, 

using Corneille, 1764-) were so much adapted as to cease to 
resemble Italian operas;^ ' they are Piccinniste-Freneh with 
features which night bear the label Sacchiniste,^' shared 
perhaps by Zingarelli, but that they come closest to the 
Piccinnistes 1 Ideal. The published arias of II Old ^' show 
little resemblance to Chi...%ne; long, with goloratura and 
extended ritornelli, they are perfect examples of Neapolitan 
opera in decadence. For Paris the operas must have been com­ 
pletely recompoeed^ ' and the result is within the French

•
1. Mercure de France. "Annonc*" of Chimene. dtecl de Th&mlnea t preface to Chimene in COP, p.7»
2. Ibid. p75I
3» Armlda. vilan 1772; II Qran Cidde. Pome 176U»
it. Qrlmm referred to "les iacchlniotesw , CL 3 IV p. 105.
5. II Cld, a new version, London 1773.
6. COF provides Italian words for both operas, but in a version prepared for the edition. Page references to Penaug, and Ghimene are respectively to the full score and COF.
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tradition, with ballet*, choruses and a massive Conjuration 
(penaud II.9) ae well as arioei and the devices for continuity 
already mentioned,

^enaud II io unusual in detail but typical in layout. 
It starts with a chorus of Armlde*s confidantes which she 
interrupts, wrenching the tonality from Of to gb (p,102:K>3)» 
and from Q to Eb (p.106:109) with continuity into recita­ 
tive. This builds towards the aria, with an orchestral 
andante phrase and four b3T-s recitative in tempo; the voice 
ends with the first note of the largo, a short, abbreviated 
form going from £ to Sb. A brief recitative (p.108:110) 
precedes the full-length ar-ia in Eb. From tiis a quaver 
figure, crescendo, at

*Et que le poignard de la haine 
Dfichire son coeur inauaain" (£x,142A)

is taken to accompany choral recitative in ;cenes 2-4 
(p.llSff :ll6ffj 3x.lii2B). The Saracen kings are trying to 
murder T?unaUd; Arvaide rescues liia. When they are together 
(11,6) an earlier orchestral figure recurs (pp.106 and 120: 
109 and 120), flowering into arioso at "ui le plus che>i 
das ingrats" (p.120:121). A"aide'a short air (26 bars) ia 
fully closed, wituout ritornelli. and a little more recita­ 
tive leads to the duet, in the usual 1'orm but with a short 
minore between the main movements. Armide sends Renaud 
safely away and einga her cantabile rondo "Barbare Amour". 
Hldraot furiously urges her to vengeance, and they conjure 
the powers of Hell - in val.i, for trfe "souvcrain de I'univers" 
holds them bacx. This scene is one which suffers from exces­ 
sive length and lac* of concentration; a massive aria for 
.'Idraot and a duet in j§b (p.l5C&150) lead to a long chorus 
(p. 153:157) with solos. Si^.ilir scenes had been presented 
more succinctly in Amadis and TJiftsee^ The act ends with a
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massive ensemble in D whose sweep and passion, and freedom 
in modulating, would be beyond Piooinni.

^enaud may seem a ramshackle opera and the denouement 
is appalling. Armide IB sten alone amid the symphonic 
sounds of battle (III.1-5) - the opening figure with demi- 
semiquavers (p.179:191) reappears as late as hep aria 
(p.l88:20/4ff). Benaud rescues Hidraot and is united with 
Armide, presumably in Christian matrimony. £very character 
loses hie integrity except Armide's admirer Adraete who, 
worsted by ^enaud, comes before her with an arioso into 
which his d.ying gasps are affectingly composed (Ex.lJ*2C).

Penaud is nevertheless ^acchini'a most exciting opera. 
Chirriene. with the advantage of Ouillard as librettist and 
Gorneille as source, is better drama but less rich in action 
and music; this can best be seen in II where ^odr-lgue's 
great narration* ' is given to an Herald (p.133:110) and 
made less pertinent, less interesting. Ouillard's adapta­ 
tion begins at the en a of Le Cid II with Chi-nene's father 
already dead, and o.Tdts the Infanta. Its chief flaw is to 
weaken Don Dlegue and the ending; Corneille's Chimene, 
admitting her love for ^odrigue, still holds out in her 
final speech: -

rt T?eleve-toi t Rodrigue. II faut l f avouer, sire, 
Je vous en ai trop dlt pour m'en pouvoir dedire. 
Podri : ;uc i dee v^rtas q.ue ^e ne puis hair, 
Et quand an roi commande, on lui doit obeir" (V.7).

Ouillard softens this:-
MVa| c*en est trop, Podrigue, leve-toi. 
En vain je voudrais me defendre, 
Ghi.^icne i'orc'e a ee rendre
Ne doit plus qu'obe'ir aux ordres de son Pol" (p.2Ul:

225)

1. Gomeille, Le Gid. IV. 3.



From dry recitative this leads to an allegro in Bbj-
Ttodrigue: M1uuin 1'amour triomphe, il deaarme Chiraene,.." Ghi-nene : "Ah! puie-je me defend^e,

Centre un amour si tendre",
insipidly genial music which turns into a quartet before 
the ballet.

Ghimene opens with an accoiipagnato^ soliloquy and the 
stylization of feeling continues throughout in the aria*. 
The short air (1.3$ Ex.lUl) has deeper emotional penetration 
th.n the aria which follows, "Je vois dans mon amant I'aasas- 
sin de toon pere" (p.39:31). Cniinene is nearer to the 
Italian form than Benaud. *ith more a^ias, simpler recita­ 
tive, less arioso; and with some expressive inventions within 
the accompagnatp convention (between unaccompanied vocal 
phrases) in I.I (p. 13:8) and 1.2 (p.26:20), where a sustained 
oboe above tne strings recalls Gluck's "cri plaintif" and 
Kozart'a often magical use of a single oboe note.*1 ' The 
""beau r.ouveraent de ^od^igue" hailed by the Mercury is not 
recitative but a 23-bar air in D (p.22ii:205) which might 
have been inspired byAchille's "Cours et dis-lui" (Aulide 
II.5) or his defiant exit (II.6). Its brevity is the more 
effective because two full-scale ari-xs "dans la scene" pre­ 
ceded it in defiance both of r^ench tradition and the 
Italian scheme of exit-aria. (There are ariaa "dans la 
scene" in 1.2 and I.U also, the latter before a long duet). 
Just so in the formality or Neapolitan opera (especially 
Jomelli's) tne stylized passion of acco.T.pagnato. used only 
in two or three soliloquys, made a greater «fi'ect than the 
accoapagoato aoliloquys in Piccinniste French opera where 
orchestrally elaborated recitative ia the rale in dialogue 
also. Ohimene I.I (scored, including the aria, for strings)

1. See Die ZauberflSte. overture; 5;ulojbtfrg score p.17.
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is an example, very different from the unstylized feelings 
and arioso formations of Aulide I.I*

Dardanus
Dardanus. as revised in 17kk, has been proposed as 

T?ameau's last attempt at real musical drama, * ' second only 
to Hippolyte in dramatic integrity. The first two acts 
remained essentially the same as in 1739, the last three 
were completely altered,* ' sacrificing some lovely music 
for a more human action, less 'merveilleux*. Originally, 
as in Cadmus, the gods controlled everything. In 17kk the 
so-called "nouvelle trag^die"^^ reduced VSnus to a final 
Pea ex Machina; IsmSnor, the magician, appears in IV as 
well as II, and III and IV give opportunities for develop­ 
ment of character missing in 1739. Quillard attempt ed a 
still firmer logic. He retained the first two acts almost 
intact, altered the order of events in III, and condensed 
IV and V into a single act;'^' he used a third appearance 
of Ismenor Instead of Venus at the end. He made a few 
cuts and, like Marmontel adapting ' ainault, inserted some 
arias (the alterations are not so extensive, hovicve^, as to 
justify the title-page's "Paroles de M. Ouillard").

That Dardanus. Sacchini's rirst opera composed expressly 
for Paris, is also structurally his most French, is due more 
to the libretto than to the music. Sacchini coald capture 
the spirit of French opera and even approach it musically;

1. See above, Ch.I p.3.
2. 3e« Oirdlestone, "Plan lor a Stage Production of Paraeau s 
 Dardanus'", ML 1959 P.39* 
3* Title-page of the printed score (17Ui). 
4. This is as pointed; details of the adaptation, Appendix 
8. Dardanus succeeded best in a three-act version, perfor­ 
med in 1786 (Versailles 1785).
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might almost have written the opening of 1,1 (Ex. 
1U3A) at least until the word "ftrae" OP even the orchestral 
oontinuation with its galant appoggiature (bar 19). This 
is followed by a Quillard insertion, an aria (3x.lU3B) 
more in the Piccinniate manner, short with the spirit of a 
long fora, (The theme ia ainilar to that of the overture's 
allegro). There is more arioso in Dardanua. than Qhimene 
but in the generally French context the longer italianate 
arias stand out as trie more incongruous.

Succinct forms help make Iphise one of the best charac­ 
terized of 3acchini's heroines but her personality is the 
simplest. Dardanua himself is too frequently sentimental 
(as in iRameau). His air in II. 2 (£x.H3C) ta&es, as Piccinni 
and perhaps ^ameau would have, v ' the "charme" as the affect 
whereas more dramatically "charme" and "tourment" might 
have been combined, as in the Thenustoole duet (Ex.88). 
Antenor is similarly sentimental (1.3; p.26) but his fury 
is convincing enough (III,1-2, aria, inserted by Quillard, 
p.130). Teacer and Areas, who is built by Ouillard into a 
sort of lago, have virtually no muaical existence, because 
of the general blanicneas of the recitative.

Act I is largely introductory, and prematurely cele­ 
brates Dardanua* downfall; II introduces Ismenor, The 
recitative (Ex,1?) suggests tnat, compared to Rameau's, 
Sacchini's magician is a trivial figure, although his role 
is longer. The Conjuration in d is more impressive (p.8U)» 
bringing trombones which in Sacchiifl still denote the super­ 
natural. They play an important part in the i npressive 
andante (corresponding to Raraeau's ai* grave), which ia

1, The words are recitative in T?ameau (II. 3),
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flavoured by sudden contrasts 11 ice those of Rameau'e 
invocatory dances and OlucJc'e serious ballets (Don Juan 
and Semiramis. not operatic divertissements). Dardanus 
also contains varied and affective choral writing; on the 
whole it is the big arias and dry recitative which make it 
diffuse, at odds with the libretto which was intended for 
the flexible methods of ^uraeau. If it is musically one of 
the best resettings, Dardanus is the only one with nothing 
definitely superior to the original version.

Oedipet gvelina
The return to Italian etyies visible through the French 

structure of Dardanus reached unabashed foifilment in Oedipe 
ancl Svelina. The 1'ormer may nave owed its long popularity 
to an aesthetic simplicity wnich mau&es it barely relevant 
to the development of French opera and to this study. It 
is almost consistent even in its mismanagement of the story, 
ior the happy ending is prepared by the sympathetic presen­ 
tation of Iolynice in I (mostly occupied with preparations 
for his wedding to a daughter of Thesee) and II. In an 
exciting,; if over-extended, movement (1.5) the gods refuse 
to bless his attacx; on Thebes, since he is his father's 
enemy. No prophecy prepares ior the old man's volte-face 
and forgiveness; Oedipe and Gr£on* ' both go too far in 
cursing their offspring for their ultimate clemency to be 
convincing.

Oedipe contains much pi CMS ing* music but its most 
interesting movements are the Irequent ensembles, unusually 
relevant to the action. There are few precedents: the duo-trio

1, In Marmontel's Antigone (see below); contrast his 
plmophoSn (set by Cherubini; below, VIII B). Qrimm found 
the denouement of Cfcdipe satisfactory (CL 3 IV p.183).
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of Pi don XI. 7,' 1 ' liice the ensemble in 11.6 and that ending 
Benaud IX, leaves the mutual feelings and situations of the
characters unchanged. In the ensemble of Bleotre III.2 the

(2) musical change at the recognition ends the uuvc.-iuont. The
The* mi a tool e quartet and duet in Adelg (MX.137) embody genu­ 
ine dramatic conflict which (in the former especially) helps 
articulate the denouement, but they no more include action 
than the Atys and Idomeneo quartets. The two arias of Les 
Horaces during which the singer's state of mind changes are 
no precedent; Oedipe was performed first (at Gou^t). While 
Sacohini goes nowhere near as I'ar as Mozart in marrying 
important action to the musical continuity, tie trio in 
Oedipe III (p.192) includes not the whole of Oedipe*s volte- 
race but tiie crucial change, from righting hi a inclination 
to forgive, and accepting it. au has cursed rolynice irre­ 
vocably with fratricide (p.lSU), despite tho latter*s aria 
(p.!73)t indicative of good character. Antigone's few plead­ 
ing Vror£a in recitative aiTiosttuwn the aoale (they are not, 
however, purticula 'i,y eloquent, p.191). In the trio "Ou 
suis-je? mea enfantsi" oedipe struggles with himself and 
prays, his children Joining in: "Dieux Juates...vous savea 
seals s'il eat sincere*'. In a new tern <o Oedipe continues 
to address the gods (p.!9U) ^^t before the next section he 
reaches his decision: "Je cede a sea rc-norda, je retrouve 
mon f'ils" (p. 196), and embraces them. The final section, 
w:iich alone onda in the home Jtey, ^rings the voices together*.

The luuaical -suastaace of this is a regrettably mild, 
too facile oantabile. The scono had already included an aria 
for Oedipe and two for Polynice; an aria for \ntigone and a 
duet rilled out the ea^-ly part of the act. The inclusion of

1. See above p.313.
2. See above, Gh.VII p.273,
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action In the trio does not satisfy a dramatic need for 
musical variety. In II another ensemble embodies a change 
of mood (p. 111). Oedlpe is In the throes of a Eumenidean 
visitation; Antigone soothes m.,n and their voices unite 
(p. 118). Immediately afterwards comes a choral outburst 
and the people of Colonus surge on to surra and Oedipe, 
their hostility expressed in choral arioso and vigorous 
orchestral writing. Thesee and Antigone have an aria each 
and the act ends with a static trio. Oedipe is very much 
an opera of separate numbers (w ich may, as in II. 1 and In 
Verdi's "numbers", include recitative): in this it is far 
removed i>om Slectre or indeed Tauride.

The subject of Evelina resembles that of 3abinus. a 
Celtic rebellion against ^ome, this time across the Channel:-

Un Barde: "A 1'instant ve*>s ces lieux retires,
Dans ces sombres red lits a onowdon consacrSs, 
Deux mo rt el s ont os£ paraltre. .. 
Je les crois de Lenox. . .".

Not until Osslan ou lea Bardes was exoticism really to 
embrace Britain - neither Sabinus nor Svelina employ even 
as much "local colour11 as Alexandra, Pizarre. or the laurides. 
Evelina has a good libretto, with a lively iction and four 
fully -drawn personalities, Arvire, alias Caractacus, the 
Sing; Evell.ia, his daughter; and the brothers Vellinus and 
Irvin, with as "bacKground the enmity of Romans and Druids. 
3acchini*s setting reveals either his poo~ health or cynicism. 
It is full of mannerisms: plain r^pitatlve, a i'ew
fully cadenced arias with functionless open ends on the 
pattern of Ex. 1632. The recitative is mostly automatic, ae 
is shown by the casual recurrence of one orchestral figure

1. Evelina is based on Ja^actacis, by Masjo.i, performed 
London 1776» (Jullien, La Qour et 1'Op^ra sous Louis XVI 
p.131).
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on at least sixteen pages of the score^ ' in different 
contexts. It stops where Hey too* ovei» (p.25U» hinted at 
PP.306-8). A.rvire at his first appearance is honoured with 
a tremolo (p.63) but neither his nor the chief I>uid*s 
recitative arc impressive vocally (1.4 and II.l). The 
orchestration ia less varied than ever, relying heavily on 
the contrasted timbres or oboe and flute, witn trombones 
used for the supernatural.

The a^ias are li*e musical i itc^xudes holding up the 
action, which is conceived with sometning of the complexity 
01 old i?renc i opera and (again like jabinus) seems at odds 
with tho type of setting, ^ameau's snort dialogued arias, 
Metastasio'e exit after the aria, Olacic's careful placement 
of long and short aria, all valuable f o^jn-^1 principles, 
have alike been forgotten. The musical subat.vice seems 
irrelevant; 3acchini comes nearest to Piccinni in his brisk 
allegro setting (II.6) of "0 Jour affreux" (Ex.lULA). The 
central largo is mo^e characteristic (ix,14i»B) and gains 
some intensity by ~aitting 3b for c. Yet Vellinus* air of 
penitence (III. U) is well placed and worthily ends Sacchini's 
career (after it is written "Fin de la rausique de M. Sacchini", 
p.253), for cantablle is here the servant of feeling*

where Jean-Baptiste Rey (173U-1810)* 2 ' took over 
Evelina the scoring is enriched '.with solo wind in Evelina's 
air, p.256), the recitative is elaborated, and recurring 
motifs are used as in Lemoyne but with more subtlety. 
Evelina is led into captivity and'battle begins (fix.l45A); 
the C (bar 9) recalls the 'Combat 1 of 3ablS!ia» Arvire 
assumes her to be dead. In the introduction to his scena

1. The figure ia semiquaver-dotted quaver-semiquaver 
crotchet, the last two up a ^rd (usually minor).
2. Chef d* Or chest re, at the v,?'raj author of contributions 
to several operas and a. Diane et Endymion (1792).
3. Ex.l6Bj compare also Tal"8ee I (fix.72).
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the Tlolae throb with the battle's rhythm (Ex.l^5B); the 
aria (Bx.l^gc) uses the music of hep captivity. The task
of ending Evelina waa originally offered to Piocinni* ' but 
^ey, uaing music by Sacchini,*2 ' did the woric well while 
aligning iiimaelf to the post-: iccinnian methods of other 
irench co-nposera. It would be interesting to know if any 
of this repetition waa Sacchini's intention; there is no 
opera of the period by *ey ftiraself ,vith which to compare 
the etylietio implications of the passage, and, although 
it seems untypical of Sacchini, it night have been sugges­ 
ted by Ttenaud II (Ex.lii2) or III 1-5.

4in%arellij Antigone
Despite its date the one French opera of Niccolo 

Zingarelll (1752-1837) belongs very much to the pre- 
wevolutionary period of Piccinnisme , Antigone (Marmontel 
1790) was unsuccessful; its chief f<mlt is the lacic of 
variety in the arias, whose incessant bland cantabile is 
remote from the seriousness of the subject, if not from the 
improbably contrived happy ending. Zingarelll seems to 
cultivate discontinuity. II. 1 consists of an aria in 1,1, 
fully closed; baldly juxtaposed to it II. 2 consists of a 
long chorus in 3b; II. 3 begins in 0; in III.U a duo (G) 
again follows Bb (an air) with no linking recitative (p. 317). 
The melodic idiom is Sacchini an but the scoring resembles 
Piccinni'e, conventionally rich with much use of flutes 
(whereas Sacchini, like Philidor, scores lightly with oboe 
predominant). The ensembles a«e maesive, as if Marraontel 
was following up the success of Pi don II. 6, but they are

1. Jullien op.cit. p.127; Grimm CL 3 IV p.511.
2. Jullien op. cit. p.131; Grimm implies that only the 
final number* was Sacchini*e (loc. cit. p.51U).
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static and assist neither action <nor characterization. The 
rapport of music and words also leaves much to be desired: 
in III. 1 Orion's "Songe affreux, nuit funeete", set to a 
robust allegro con "brio in Bb (p. 281), makes Pi-T^rre's 
sleepless night (:£x,102) seem psychologically profound. 
Ill shows throughout the insufficiency of reliance on the 
"pSriode"; and this last ciiild of Piccinnisme ia also the 
weakest. Near the dramatic crux a typically decorous can- 
tab lie (Ex.ll46A) would suggest a superhuman calm in face of 
death were this not the mood of Antigone throughout the 
opera. Otherwise the poised "Adieu" (Bx.lU6B) might have 
made a touching farewell, but Heraon appears and taeir duet 
is ridiculous (Ex. 11460), recalling iadromaque's inept aria 
(Sx.95).

Frjm these strictures Act I may be partially excepted. 
There is some arioso to strengthen the recitative and make 
it emotionally relevant; Uitigone addresses Cre"on in sub­ 
dued toncjs which give more fo^ce to her wo^ds by eachewal 
of Ticclnnian rhetoric ("ix.lUTA). Croon's inexorability is 
marked by a maestoso (bar 11) whose style gives his edict 
an oracular force. In 1.5 Antigone's recitative builds 
towards tne duet with controlled aindulations in eostenuto 
(Ex.lUTB) (the prosody » howeve«, seems uncomfortable), 
With the dramatic achievements jj later Picoinnisine apparently 
iTnored, Antigone may be regarded as a final attempt to 
establish in Paris the naive delights of bel -canto. The 
Queen's former support for Piccinnl and jacchini doubtless 
identified tnis, a year before i.odolaka, with the aacien

Not only was the Revolutionary itmo sphere uncongen­
ial but a stronger oantabile had been experienced in Vo gel's 
De'tnophon; and the career of Cherubini, wno seems virtually 
of a different generation than £ingarelli although only

333



eight years younger, was already launcnsd. The "Bpoque de 
GXUCK" properly e -ias t not with ^ingarelli, nor wii>a Paisiello's 
belated resetting of .vaiua alt's rroB .r» :J ine (1803), bat with 
U.G adulations ul <'e ta jt jsio's JJvs^o-t'oo.itc.

3. Vo^cl a:ici Qherupini;

".;, trends - continuity, •i-'ia - i..i .ost-
k and ?iccinni-ia opera .\cc.jjnt fo r- the radically differ­ 

ent struct ireio of the ^j n „ t c_'o n t^ adaptations, i'.ie differences
in the d^r^ ̂ ati o ^e^i^aie d.ya.pto^ise trsis:-

.lini^ 1?!^. ( Gifi ) ^esriaux
L-emoi'oo'nte i2£ ••''•'• 
;; i "o <i a D i •

Tiraante
Matasio vstor ^arLjti 
Creu?a I^cile Onitted 
Ghcriato :'ade 
\dr^sto Idr.irito

ci, rar« i'-r-om "introducing a superfiaous sub-plot",^ ' 
simply retsins th-_ full cast ijut curtails tne action by 
omitting III. Desri-v.ix Keeoc the whole lencrth of action 
"but o'^its two eri-<T"-'cter3, ^ fii'armo .tel expands I into
two acts, the division made natural by a scene-change; he 
li^<;t follows the original ;,iore closely, only to depart 
from it Tore radically. The expansion v as needed to accom­ 
modate cho^asfcs, "ballet and - on the pattern of .ues
and ^Iceste - the direct presentation of the oracle which 
in Metastabio (1.2) uid VD (1.3) is narrated. The lorn of

1. Deane, C'ierubini_ (OxioT-d Studies of Composers), p.2.
2. retails in A£ .••-



OH ia therefore much closer to the post-Giuok main stream 
than Vogel'a opera; VD replaces the sub-plot by chorusee 
and spaces out the action much as in Demofoonte. with arias 
In corresponding places and followed as in Metastaaio's 
scheme* ' by the singer's exit.

In changing the denouement Harmontel had also to change 
the oracle, which became still more enigmatic; it is fulfil­ 
led when Demophofin suddently regents and spares Osmide (his, 
son) and Dirce, married contrary to the law. The sudden 
magnanimity is Uetastasian, but does not come from Demofoonte: 
it recalls Qedipe a Golone and was used again by Marmontel 
in Antigone, but only in De mop noon is it logical. In Gil the 
mistaKen identities and the suspected incest when it is 
thought that Timante and Dircea are siblings (Demofoonte III) 
are.omitted. Uetastasio's ending has no cumulative or clim­ 
actic effect because of the persistence of the exit-aria 
formation (III. 3-d; four cna^cters on the at vre are gradu­ 
ally reduced to one). VD abandons Uetastasio at the end, 
replacing three arias by a quartet (III.6) and providing a 
more grandiose conclusion within the French tradition by a 
descent of Diane. The psychological complexity of VD is 
balanced in CM by the directly presented oracle (1.1-2) 
which invoices \loeste in its monotone declamation (Ex.1^8) 
although there are no trombones; its weight is enough to 
make its f cui'ilment, of little moment in Metastasio, a
satisfactory climax, helped as in both I,;aigenies by the

• 
splendid sacrificial ritual.

Furthermore VD suffers, liice many operas reliant aoon 
aria (including Lea Danaldes), from emotional monotony. The 
arias are richly varied, unlike /.ingarelli'e, but the

1. Tnere is an exception in Demofoonte (1.5-6; see 
Appendix 9),
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Uetastasian pattern remains. Vo gel's Chirac tere address 
their emotional outpourings to the audience; Jrie^abini's 
are involved with one another, a consequence oi' the small 
forma and arioai, al.nost absent in Vogel, *ith which CM 
abounds and which produce a continuity li*e that in
or Blectre. CM is altogether richer on the surface and the 
compararlve success oi' VD a year Inter perhaps demonstrates 
an increasing tiste for aria in Paris, soon to be satisfied 
by Cherublni hiraseii in his very discontinuous opera- 
comiquea.

Vogot Demophon
Vogel's I)6mophon is nevertheless an interesting work 

which perhaps comes closer than any other to »hat Mozart 
night nave written as a i' re rich opera; It somewhat resembles 
laGlemenza di Tito. Although the structure is liKe Sacchini, 
the music is more varied and more imoassioned. The recita­ 
tive is Iesi3 careful tnan in La Toison d'Or (or CM), so that 
Vogel appro tches the Italians rather than Glucic. In I 
Narbal'a explanation (ror the audience's benefit) is impres­ 
sive, welded together by rnytnmic repetition (Ex.1'. 9; bars 
13 and 26, and, controlling the vocal line's chmge from 
declamation to arioso, bars It, 21, 22, 23» 2k f ). Vogel 
depends heavily on the rhytnmic motif of bar 13 in later 
recitatives, and his stoc* oi inventiuns in conversational 
sostenuto is acvcreiy li sited. Liice Evelina, Demophon was 
composed hibtixy between illness and dissipation which led 
to Vogel's premature death. J a ri,i'ai recitative is the pre- 
fogax-ivu of ooter comj o. OT»B iiKe Ciierabiai ana OJ.UCK, and 
undisguised discontinuity is easier to write. Tne recitative 
is indifferent, the emotions being chanelied into sepi^ated, 
formal a^ias, however distr.ictud tne characters, and when
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the apparent disaster or incest is revealed they join in a 
quartet (III. 6; p..203), perhaps suggested by Aulide (the 
trio, II. U) and quite unilice the At ye or Idomeneo quartets 
since the style is of a cnjr»ai tableau. In itseir i ;.jres ,ive 
but .ibsolutely static (tnt; cnorua joins in tots very iormal 
recapitulation, p.322).

The emotional climax is Timante'e monologue (III. 5) where 
something of a synthesis of 16th-century operatic methods 
takes lace, with procedures more interesting than the musi­ 
cal invention as such. Vogel flings his orchestra into the 
_acco-npq.";i.uto (Ex.l50A); the vuice p-i^t, rising from frequent 
f*s to a sustained g* (bar 17) is mai .ly based on secco 
formulae such as Piccinni would have used (i'or example at 
"de mon sang odieux ou rlp-ind^ les riots?"). A similar 
orchestral mood was used buio^c the disastu" in _-\t;y s. but 
Voxel's principal model must have been tne Eumenidean 
recitative or _^ulide II. 7. gainst vehement strings and 
wind Bostenuto Agamemnon also sang unaccompanied cliches; 
although the orcae^trax soana is coatiaajas limante need 
not adapt hime^ii to its tempo. ' Agamemnon's persistently
high tcsbita^a ia jitore expressive and his recitative is in 
any case a distracted ejiboce in a complex scene, ending in 
another mood (compound aria). Vogel continues the same 
texture; tnroa * K,ut und his aria (Ex.lJOB) has a similar 
mood to the ^ecitative ana a Picciaaist© formality unaffected 
by one of Vogel's few u en ends. The sense of organization

1. See above, Ch.II p.60.
2. A making i>c juently seen in the couducto»» f s crayon in 
SIS scopes ut cd i'o 1  perroT»raince (iu^ ex'tiuxe the BO scopes of 
Les Ho races y j\lcindor. tnd t-izarre), a dash (') over a rirst 
beat in the voc il p^t to indicate w ^e^e, in a 1'roe rhythm, 
the conductor gives a down-beat, is acttiiiy printed through­ 
out De iiopnon; see EX.150A, b^ir 6ff >.
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induced by the it-bar "peVlodes" and tnu devexo ment in 
different harmonic contexts of the dotted motif, is stronger 
than the Incoherent agitation which uppers to be (and 
wo ad be the most suitable) afreet intended. Tne method is 
undieguisedly "baroque", and in the light of Tauride and 
the climax of La To i son d'Or (Ex.118), and from an admirer 
of (Kick, disappointing. The scoring is too thick; the 
trombones roar (p.272ff ) and t iair parts in the quartet 
recalo. ^ noyne's crudities rataer than Gi JCK or even La 
To 1 son.

At best, howuvt;~, pemophion is a more miture and indi­ 
vidual achievement than Vbgel's first opera. The arias 
art not so tainly spread, being long by the native of their 
material, and rtroiin emotionally re-lev • at. The chromatic 
mannerisms of La To is on (a fondness for a f-tat oth in the 
Tiajor, Ex.llTD, and flat supertonic, Exs. .1.193 and 120) 
remain and become part of an individual chromatic style, 
including joine convincing enharmony (pp. 31 -2, ii^, 51, 72-Ut 
107). Wit.i this goes a •* modern" aria form, a unity oi ciosely 
related parts not falling into binary or ternary patterns; 
to" example the aria ending I, in f (p.9fl):-

Introductlon ABB Jo da 
bars 22 bars 21 b^rs 27 bars 13 b »ra

In which A, B and the Cod t h ve common material. The thema­ 
tic unity and literal repetition are a stable element to set 
off complex harmonic material; it J.s quite unlike the ne-:r- 
Sonata-forra ariau of Piccinni, Sacciini, and others, and 
looks to l c,th~centur<7 structures where ext^cne chroraaticiam 
is balanced by literal sequence. Cheribini also used this 
rorm, In DemophoSn 1.3, an air of Aai^r;.-^ '

1. De le, q lotee a passage from p. 51 or 55 (Vivace) op. 
cit. p. 3.
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Page 
Words
Music
Tempo

U9 
A
A
Soutenu

51 
B 
B
Vivace

53 
G
A varied
Tempo I

55 
B
3
Vivace .,

57
C

58 
B

One 8-bar passage in 'B 1 comes three times, unchanged. 
Later in Jrierubini's career such literal repetition became 
a vice. In YD the form appears in I.I (p. 30), 1.2 (p.39)» 
I.U (p. 67), II. k (P.1U3); the later parts 01' De'mophon use 
more conventional s tract -ires.

The aria in II. U is among Vogui's finest, a firmly 
controlled c ..ntabile modelled on tae text (£x,151A). The 
rise to g* is not a significant extension of range in Gluctt's 
manner, bat tae whole range ia -u,e is now under nore harmonic 
control t ian in La To i son d*0r (Ex.120). v change to the 
major (bar 15) is soon quashed and the tonic persists, amply 
irulected so tn^t interest is maintained to the touching 
orchestral coda (Ex.l51B) as Dirce is leu to be sacrificed. 
The tone of the aria is verj similar to Mozi^t's "Ach, ich

Apart from tne arbitrary use
rhythm - the resaxt oiv haste, not escalation - v'ogel ases 
little repetition; he ta<eb an iuea irom the overture (p. 23) 
for a chorus u ter Diane's a ijpeai"~mce (p. 333; and, presumably 
influenced by ;axide, begins I.I (p. 26) wita a fragment of 
the introa action to the overture. The rousic is not continu­ 
ous, nor does it recur alter tne fi^st burs ji 1.1; it is
haraly more relev .: -it tn^n riccinrii's use of the ovt-rtur©f 9 } • 
matt-rial in Diane. v '

1. Die auberf15te II no. 17.
2. 3ee above, Ch.V p.196.
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Charubinit
Cherubini's overture is a chaste terlstically surioua 

piece, suited to the opera's mood tout a closed rorm, 
unconnected thematically. Before Demophoon Jherubini's 
experience had been in Italy, and he now collaborated with 
an arch-Piccinniste, Significantly the result la as far 
from the Italian tradition as Oj.ac ; hi-os^r. l>e nophoSa 
stands i truly in line wit, a Salieri, ^emoyne, laadis. P^dpn^ 
La To i son d*0r; it has not Philidor's or Gossec's relation- 
chip to French tradition, but neither' has it much in common 
with the Italiaa infiltration of rrench opera from L'Olvmpiade 
to V.tti /one. Chembinl is perhaps the rullest example of 
soraet/'ing t^:irda whic'i ^acn, Le.iwyne, ^nd Vogel hinted; a 
synthesis but-een HUCK and Piccinni. de had a strength of 
.iiiod lilce aiuck's, bat Italian birth and training induced 
a suavity or melody .vhica a^aCiC, perhaps deliberately, 
avoided.

It is tae cUu'te ritacr t:.an tac a^ias which, with 
ballet and chorus, acc-uat ror one tfetaolasian ,ict becoming 
two. The arias ^re mostly not x-jng, and there is a profusion 
of c^re^'ully instr juento-d recitative and arioso; in 1.5 
Ob uide h s three nHLosi (flp.76-79> and liter (II.l) almost 
all the dialogue is in arioso I'oraiitljn (an effect emulated 
by Spontini in La Vcat-att. II. 3). The qaic«t chmge from r** 
to a (p. 181) is controlled, not a shock xiice Sacchini's 
pgnaud arlojp. (EX.131B). Dirc^'s jrioeo before the sacrifice 
(pp. 311-2) is almost as touching as Vogel f s i^ia (Ex.151). 
Open ends and linics between numbers nre tho r-ilc ritaer than 
the exception, bat the mueic a«vcr becomes incoherent. The 
handling of forme and language in no w iy suggests a strange^ 
to French opera (no more than did °anadis); Lc moyne is i.ore 
prone to false prosody thm Cherubini. Deane*s comment, that



"The rigid distinction between recitative and 
aria Is broken uo#n by ucco ;pinied recitative 
and arioso. The chorus plays a ma lor pirt... w (l),

indicates how tfio^ourrily Cherubini had assimilated the pre- 
vai.iar st, lee, which unlifce Sacchini he never made 
Italianate.

The intelligence T-ithe-* than the at le of Philidor 
("x.87B) are rec illed in one trio (III, p. 289): the lovers, 
legato, pie 3d witn the angry De'mpphoSn, who sings in unison 
wit , the strings. Trie role of Oamide (Timante) is cat by 
the omission of Demofoonte III, bat ^emophoon himself is 
mo^t; articulate than in VD - he appears earlier, in 1.8 (a 
scene Metar.taeio describes), he is saown as a po alar fig­ 
ure in 1.9 and spe IKS with Oemide in 1. 11 (from lletastasio'e 
I»3)» iiis ri**st a*ia, nowcver, is rather sentimental (p. 127), 
In VD he is a remote and monstrous figure, and only appears 
at the end of II; the stronger portrayal in CM makes his 
change of heart a mo^e valid climax. One aria (fix. 152), 
which accorn mies a declamatory "aboyement1* with a vigorously 
developed orchestral motir, cones closer to 3j.uck (*i>ieux 
qui me ^oursaivez" ) than siraila" movements toy r'iccinni or 
Bach.

In one respect Cherubini surpassed all his contempora­ 
ries; in processional music, less severely functional than 
in the Ijhigdnies;-

"There is no mo^t; boautii'al march (.than 
I.''*. Tip ̂ noon's | or ei'i'ectivt; recitative in 
J .i_T>^ui;ii T"c operas". (2)*

Even Me dee has none mart, splendid tn^n tnis Marche (p. 318) 
and cnorus (p. 324).

1. Op. cit., p..,.
2. Bellaais, j.-i^-^qjini, _ >1e ..o rials... p. 21.



Very little TT\, ,iuu can toe I'jand lor ..i'-'cct comparison

*itn V gel. One instruct- ie a B0i.ij.oquy of ,^i ;' in which 

she utib-ttiS whethc^ to save f.r»^ 0 i.j by  "evealing tae illo ;al 

ma-p^i ^c iv )ic j makes msr ineligible for virgin b ..cririce 

(CM I.ii; YD 1,2). Chu-obini 's t^ itraent (i-lx.l;>>'0 is seri-

--1.S, uting Quack's "o;v.o ioii i'^oai sostfcaato (b*r li, 

t-ir-icacd uy flutes) tc jL2_i2.^~2 i_iJL^L (^ ar J1 ^} an<^ JLHi;.-L2JL°_ 

("bar 17); tn-.; tatter ex .odea into a scale (ba^ 19) - the 

xe;, hiS T.ovrc i'^sm ^ tc b - foilo-vcd by an ab^uot change 

of in. jd (b -r ?2, andarit  :- s oa tenuto ) . The orchestral ideas 

ai»e "ichiy vi w ied; the vjcri, a.-i^ ore he ;.- traj. sig ,s (bars 22-3) 

a^e is i'n:jaiiKi-"ied as arioso, Thu ?ria ia int^o  ..laced (bar 25) 

by tne onrase wuioh op.rvou v^c scene (taca in 0, p. 62),

-ach imaginative ^^s onse to  . jtaic detail is Gca-^ely 

to be j.-jund in Vug'-l, who^- e^aiv.ilt-at p.it,e t ,;e (...x.lj^) is 

set in a a aicc^tone (:, ov. t^^itara. d 1 to d" ; t^ simple 

oo.^l- j ' ...to; t'ic iliL^lJi^ (u.-.r 23) is iacX

pointing a ciicr--changt;; ^.ry c^otc/iets i'-jllow Cb^r 28i'f ), 

The aria "v^e d'Or, 6 bel 3, : :e ( » la separated f^-j the recita­

tive, not b -j.il t to-, i^as, aac ia a Met'iistaoi':n. m...it

ruaotc i>om tae singer s

Gne^ubini, ti->e^, is iiearc-T» trnn VoiTti to QI;ic/. and 

Piccinniitc o^ictLce. Trie sco T-i!ig is rich but, n^ 

li<e L^.iiuyne's, ^iccia .i's, ar^d Vogtl's, economical
L^-^.' t

trombonei'* vvitiiout Sacchi'ii s L inness. The accoifipagnato 

is an ti:i"ichiEc.rit. or Giao«-..'3 jr a c^at^olled Vc.ruion ci 

i-iccinni *s, -3 ad the o^cTamost liite L'c:ao_; :!oon, f^o-u another 

co : 06C" ai'i'i.i Lated to the It ui in ana central European 

traditions, is -V' ^^ is. >'0^ci on th.j ot'ic^ 'Vtnci remains 

aiiifci to t its decadtnce. Vet t;i_re is rnac?i oi Q^ UCK in 

hi , a s«-"iouBnesB OL pn^poae Atiich, while it does not alle­ 

viate monotony, allots him to be considered with



as one who closed the gap between Italianate and Oluckiete 
trends. The dividing line was always vague; here - 
particularly in Cherublni - it has virtually been abolished, 
and the synthesis leads without any aesthetic (as opposed to 
temporal) gap into the next epoch when the Opera exceeded 
the Opera-comique in importance, under the Empire, with 
Lesueur, Catel, Kreutzer, 8pontini.

C. Conclusions

1. Subsequent operatic developmentst Revolution^ topire 
and 19th century

t

In the 1790s, liite the 1760s, the main operatic activity 
in Paris was in opeVa-comique; the main genre was rescue 
or adventure opera, and although Medee is one of the finest 
worses of the time it failed, partly becaase Greek subjects 
were no longer in vogue. Opera with spoicen dialogue is at 
best a dubious species. The repeated change of convention, 
from the "natural" spoicen dialogue to the artificiality of 
sung speech, and the impossibility of musical control with­ 
out musical continuity, are enough to enaare its aeatnetic 
inferiority to opera sung th^oug^out, ' wnich, more unnat­ 
ural, is at least an artifact consistent with itself.

The genre QpeVa-oomi-iue can v^pr*. in comedy, but in the 
^evolutiooary decade the chief co.mosers were not in direct 
succession to Duni, SJonsigny, or Oretry (who was still active).

1. A point well made by ^ousseau: "un contraste ridicule 
qui dStruit toute illusion..." (Lettre sur la musique
Franco!se p.70) and d'Alembert (op. cit. p.U23).



Uthough the lighter genres continued to exist the dominant 
"rescue opera" followed Salieri, Leraoyne, even Qluck. Just 
as in the 1780e, with Ore1 try, Dezede, Cosine and Les 
Pr6tendua. the opera-comique Invaded the Acad&mie Royale, 
so in the 1790s did the Opera's tragic vocabulary and more 
complex methods invade the other theatres, Mehul's operas 
from 1790 onwards

"were important in establishing the type of opera, 
comique on serious subjects, approaching the mus­ 
ical style of ordinary opera...".(l)

His instrumental innovations and use of leitmotif* ' which, 
in SuphroBJne. is not unlike Lemoyne'a, are strong pointers 
to 19th-century Romantic opera. 3at spoken dialogue remained, 
and the gulf widened between passionate musical expression 
on the one hand and unadorned speech on the other, delivered 
by singers, not trained actors. Thus in ^edee II and III 
the stormy preludes prepare for some supreme utterance from 
the sorceress, alone on stage as the curtain rises; the 
words fall flat because they are s.joicen. .aerial goes so far 
as to le-ive musical numbers uncompleted, on an imperfect 
cadence or diminished 7th,^^ an abuse of inherited devices 
for continuity since the contradiction of musical sense 
arouses such expectations as to make plain soeech flatter 
than ever.

Departing from the manner of Demophoon. Che^ubini, more 
austere, less a proto-romantic than ehul, made another 
artistic imbalance by constructing passive closed forms 
wfiose musical self-sufficiency separates them from the sur­ 
rounding dialogue :;^re sharply even tnan the old Italian

1. Grout p
2. See Dean, "Opera under the French Devolution", in 
Proceedings of the Royal Musical Association 1967-8 p.86.
3. See Dean loc. cit. pp.93-U.



aria was divided from seooo recitative* He further compli­ 
cated the issue toy using both dialogue and musical /u.ii: ere 
for action, so that two conventions operate to one end. 
lotion fills the long finale of Lodolalta II; there IB action 
both in the penultimate number of Lea Deux Jpurneee III and 
in the dialogue before the choral finale. Nevertheless these 
rescue operas a-noueed the Justifiable admiration (and espec­ 
ially in Li-pao^e the sincere flattery) of Beethoven.

iceiue (ifoffmann 1797) is closer to the main stream of 
the "' o ue de QJ. ICK" . Its seriousness and undoubted arama- 
tic force m.-i.^ej its genre the more lamentable, as Deane 
admits.^ ' It is no accident that it is most often heard 
today in an Italian translation, with ;»o;;t- eber recitative, 
and yith Cherubini's music ruthlessly pruned - not always 
to its disadvantage.^ ' The contrapuntal pedantry wnich 
was pa-"t of jh'; 1" ibini* a complex musical personality la 
pa»»'illeled i.'i his dramatic r:iuj.ic by unimaginative nanipula- 
tion of good ideas; dramatic force is dissipated in gratui­ 
tous repetition (tie overt ire and prelacy in j^seo):-

"the initiaj. idea is nearly always striding, but 
its development is str :.incd for the eaie of
s.ymi.etry"

'Inis resuj.te in "a cert ;iii coldness and xacK of dr.-jfi;itic 
' 1 ^ ' IT. re ai^^-s special J-eaaia^ to regard vie clue 

as a dramatic masterpiece; B^ahras's accolaae^ J is of 
doubtf ai value coming fi»ora the least d^a untie ax ly inclined 
of ma,jor> com;;oseT«s, and adverse circumstances f*»o:r. which it 

Ciu.aot m i^c it bttt-j^ tn.ia it is. Deane alludes

1. Deane, !Jho^-jbini p.8.
2. This version t,y L-ichne 1" 'w* been t.'<.ice
3. Bloai oo. cit. p.8i<.
ii. hooper, Gp'ra Go ..ivae p.i»S.
5. Quoted by Deane, o-. cit. p.12.

3U5



to ite "ftaoinian intensity", *unprecedented and almost 
unparalleled in later operatic history".* ' Glue* 1 * 
Tauride is sufficient precedent and its fastidious control 
ie more Pacinian than Cherubirxi'e

••sudden interruptions o£ pnra&es, unexpected 
pauses, ostinato cr;ord repetitions, extreme 
dynamic contrasts, fluctuations of tempo, new 
orchestral sounds and colours...some of his 
effects startle rather than convince". (2)

The source is tiie decadence to Glac,;, and especially -uemoyne 
although Cherubini is immeasurably the "bettor cora;»oter; the 
aevices derive not from Gnerubini's "earlier- experiments"'^' 
so much as rroa widely used procedures or the "gpoque de 
QtucK11 . Yet the assertion that Medee is "reminiscent of 
OlucK in its general plan and treatment" ̂ ' cannot be upheld. 
The intention to be d^jioatic is the sole co.nmon factor; the 
general plan could not be more different from the small 
forms, the continuity, one ca^eiul control, 01' late viuci. 
Deane's statement, that Gherubiai stripped away everything

/ j» >

"merely decor itiveH ^' is belied by tne bassoon obbligato 

to Meris's iria (Meo.ee II.U). Elsewhere the strenuoasness 

of Jedee_ overcompens ites i or tac c^aposer's inability CG 

control timing and ae-tut-nce 01 moodb. idoru taan vilacK's 

in 1762, Cherubini's dramatic gii'ts needed i'irm guidance 

i'T-o.B a ^ibretti&t and congeaia^ conventions ror taeir Tul- 

filratsnt; tne "epoquo dc C-iac*t" and Guilia^u might 

suited him perfectly.

1. Ibid. p.8.
2. Ibid. p. 9.
3. Ifcid.
U. Grout p.302.
5. Op. cit. p.8.



Empire and 19th century
Orwell's despotic pig Nipoleon^ ' became indistinguish­ 

able from the human tyrants he displaced} under the First 
Empire Bonaparte restored to supremacy the Opera of the 
and en regime whico, alter some years as "Acadfimie Mationale", 
became "Imp Sri ale", M^hul continued to v, rite mostly opera- 
comique including such serious worses as Joseph, and Jnerubini 
was oat or r .tvourj Leeueur came to the AcadSmie wit:; his 
Ossian ou lee Bardes (180^). His weird and sombre La Mort 
d * Adam (1809) Tailed but Pee Jan. a bi&nd of exoticism and 
rescue ope^a and, music ally , of originality beside rather 
faded 18th-century melody, aroused the Emperor's enthusiasm, 
Certainly tnis, and Paisiello's resetting Proserpine, were 
serious artistic endeavours in the spirit of the "epo^ue 
de Oluck", but their contemporaries were no&tly meretricious,

The con losor wao ea;ns u;>, rather than initiates, this
period is Spontini. Einstein called him ''the last of the 
Qiucicians11 ^ ' but Lajarte began the next "epoque" with x.a 
V^ot iie. *** ' For Orout "S^ontini was the laet of the great
opera cor.vo8t.-r8 in v. nose music the dramatic methods of 
GXUCK were stil^ 01 living rorce". * ' Like Chenbini's 
his dramatic methods derive rroin tne whole period 177U-89; 
some a^c not Oiucic's at ail; anu tiere is a definite I'eel 
of Piccinnisoie in his rich scoring and cantabile - consider 
the heroine's a^ias in i-'uTianu Gortez (II. k and 1II.3), and 
Cinna's in La Vestale (I.I, III. 2), all "dans la scene". 
Even in the suguii icent second act of La Vestale Jxiie's 
aria "Impitoyables Dieux" exploits the same minor Key

1.
2.
3.
k.

In Xnim-ao. i-'-irm.
Sinfitcin p.' 2. 
Lajarte II p. 61. 
Or^ut p. 306,
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rhetoric as Piccinnl, Bach, Vogel or Salieri,^1 ' but not 
Oluck (unless in "Alceste, au nom dee Dleux" ).

Above alo. Spontini ie not austere. Hie debt to Oluck 
is simply the idea of a dramatic opera; something he shares 
with Piccinai. The techniques are familiar from the Giuck 
e och although the opening of Cortez anticipates the flavour 
of Alda or L*Africaine. La Vestale contains very dry recit­ 
ative (1,1, p. MO besides orcheetrally dominated accompag- 
nato (III.l, p.3/42ff), much arioso (I.U, P.92; II.3, PP.261- 
2), even a duet in the "usual" form but with thematically 
linked movements (I.I, p.i*7). There are some short arias, 
in unabbreviated, self-contained oantabilet the devices for 
continuity are Sacchinian, without dramatic significance. 
Indeed the pattern - fairly continuous, dramatically rele­ 
vant, but still very much a ••number" opera - is closer to 
Qedipe a Colone than Gxuck. Besides looking back before 
1789 the long-breutheu paragraphs of La Vestale are a 
3^u~ce for the 19th century; there are 'lints of Possini in 
the first finale (pp.119 and 129; it is meant to be dramatic 
but sounds a. lice opera buff a) and techniques of Donizetti 
and Verdi are aieo anticipated.

Oatel's Lee Bayaderes, three years after La Vestale. 
seems conservative; the Frenchman mingles the elements of 
tne Oluck epoch and integrates ballet into the action (II) 
whereas Spontini separated it off, pointing the way to the 
tasty choreographic dishes served by Meyerbeer and HalSvy'•

between important events. The music itself almost belongs 
to the Gluck period; being a minor composer's it is the more 
representative and suggests that the continuity of tradition 
at the Op£"i was ai ..ost unaffected by the Revolution. In

1. Spontini prepared a vision of Les Danaldea in 1817.



Leaueur 'a vein of eccentricity, and good inventions he was 
not always abo.6 to sustain, disc/aiee thought rooted in the 
earlier period, ^ce Bayaderes, exotic and melodramatic, 
links Tarare to the 19th century, but this period which, 
like Me'hul's opera-oomique. contains seeds of Romanticism, 
is still essentiallypre-romantic. Only with Hugo's Hernani 
and, in opera, La aluette qe ^ortici and P.oloert le liable. 
was Romanticism truly 1>unched in the French theatre; and 
even then limes with tradition remain strong.

The presence of Meyerbeer contributed, for better or 
worse, to the exclusion of France's greatest 19th-century 
compose1' from the GpeVa. Berlioz's opera semi-stria 
Benvenuto Cellini (1838) f aii^ed and the Carthaginian acts 
only of Lee Troyenf appeared at another theatre (1863) 
although this ie the belated culmination of the CJiucic- 
Spontini tradition. 3abject, mood, ana method set it apart 
from its contemporaries; the text is at times alnost 
anachronistic, harteing back to *?aoinian imagery (the connec­ 
tion with Pi don has already been mentioned). i'ne multipli­ 
city of -orma is buv, ii^fing. The ensembles ("Chat-ioicat 
efr^oyable" (I, no.8^ ') and in IV the quintet, septet, and 
duet) are static, but the grandest set-piece, the JSarche 
Troyenne (I, no.11) is part 01 the action, and recalls the 
end of puee II: the heroine smoulders in the foreground 
while a recession, dominating the music, passes over the 
stage; as it le vts both '.edee ana Gassandre wrench the 
music to the tonic minor, i'he atmosphere of II (the sack of 
Troy) recalls Lea Danaldes IV-/; /Uceste might iruve inspire^ 
III, the "raeen anon;? her people, although Pi don II is the 
obvious precedent. V raa^es vivid use oi choral participation

1. The numbers, which are Berlioz's, are those of the New 
Berlioz Edition.
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and places the two solo scenae expertly. 4f ter Knee's 
de- irture (V, no. 1*6) Berlioz exploits the whole gamut of 
recitative techniques: accompagnato, aoetenuto. tremolo.

and the intimate association of voice and orchestra
(no. k7 t "Je vais mourir" ) characteristic of ftagner £nd 
hinted *t in parts of Aiceste (P) (I, before and after "JSon, 
ce n'est ooint un sacrifice* ). Generally the recitative 
seems not to be modelled on Oluok's - indeed it might be 
termed iecinnistu. The voice is often swamped by the 
orchestra, in volume and interest of material. In I, no.3t 
which includes pe^i'*. ct short airs^ ' and arioso (for 
Chorebe, the stir-coi.troiled character, not dist^u^nt 
Gaseandre), Berlioz balances a relatively conventional 
geniality with passionate, ammia^ exclamations recalling 
Sleet re (see ;^s. 110-111). Later, Cassandre's vision of 
Troy devastated, although it gains in musical relevance 
fro-n its \n.e of the theme or the sabauq'.tuat, duet, is vocally 
not unlike the si::* le exclamations in Lavinie's vision of 
rained Carthage (Sx.i»), *hilo t.m orciiestra is full and 
frenetic. The hysturia of the recitative is ap. ropraate 
here and in Didon's last scenes; in V, no.M> there are too 
ijvan;; words (from rt Et voil^i done la foi de cette arae picuse"), 
but no.J 7 is perfectly controlled, building from inarticu­ 
late frenzy tn^ough arioso to trio wonderful aria "Adieu
i'iere citS" (no.U8). Only viis last is nearer to OlucK

(f) ) tana to Lemoyne, Piccinni, or Vogel.^^'
»

Berlioz was a conservative, oat the reforming ttagner 
also owed so ething to the Glue* e,)uc i. iiinatein heard

1. Ernest Newman thought the ai~ in g "Seviena ^ toi" 
particularly Gluck-like (Opera Nights, London 19U3 p. 293).
2. See above p. 311.
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Spontini rather than Meyerbeer In Rienai.*1 ^ but the main 
link is theoretical. i.agner'a indignation againet Gluck in 
Qper and Drama was based on tau true observation that uauck's 
reiorm, at tae expense of the singer, was not helpful to 
the oet:-

MVon jetzt an geht die Herraohaft in der Anord= 
nung der Oper mit Bestimmtheit a of den Komponisten 
uber. . .

"In der Stellung dee Dichter>8 z am Komponisten. 
war nicht das 1'indeate gelndert; eher war die 
3tellung dee Korapo-'.isten gegen ihn noch diktato= 
tieoher geworden. . .'• . (2 )

This tyranny led to Spontini and Rossini (who wrote out his 
orna.ncnts ana orchestrated tne recitative, like the French)*-'' 
and to the opera dominated by melody. ¥vag ler'a position 
was not without sen '-cLoctj tion: no com; od.fc-^ dictated the 

of hii. operas aiore thoroag i±y t i -n he. Thae he 
^a what Oiuc^c pructiaed, and in t icory aaopted

"Pensai di rie triage^ la Musica al auo vero 
ufficio di servire alia i^oesia per I'es

Mdae ein Mitte^ dee \asrir acnes (die Musiic) zam 
2wecKe, der ^wec.< des vaed^ ac.es (d,*s I'^ana) 
aber zam Mittel geinacht war". (5)

The devices for continuity in this period ^aperi'icially 
suggest Wagner, leu. ing as trie;y do to the idea of a continu­ 
ous act. Concurrently with Mozart's con lex i'iaaies, Qluck 
thrust much of the musical weight to the end or his acts*

1. Einstein p.192.
2« Qp e r und Dr a ma, 0£bj£,i; aelte vSc^-ii'ten III p.238.
3. Froai Eiiaabetta. "•-•giaa d'Ing ii.1 terra (1815).
I. QlucK, preface to Alceijte.
5. Wagner, op. cit. p.231.
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A final aria in Cluck, not one of fifteen but almost the 
only ar«ia of an act, has a climactic effect Handel or 
Metastasio's composer's couid never give it; their act-ends 
are a^bitr-jry, even the second-act duet being generally 
o".iy an aria & deux. Old French operas even ended icta 
with recitative (Hippoiyte I and II) but also used the 
seena (Hippoiyte III) or a complex scene (riiopolyte IV), 
This so»»t of tning OlucK developed not only throughout • 
•Uce^te I, where the climax is an aria, but at the end of 
II (particularly (V)) <and Tauride II. The orchestral con­ 
clusion of Armide leads though ^ossini's Mose in Sgitto 
to Die Aalkilre. QStterdamaerung II ends orchestrally Vkith 
motifs of vengeful plotting and tae Oibichang wedding (com­ 
pare Me dee II). The complexity of musical meaning, without 
voices, depends on leitmotif, of which such passages are 
perhaps the main justification; at the end of Per King tne 
motifs provide clues for emotional as well as musical 
analysis. The e ids of Oiuc^'s onf-as are comparatively 
pe^fanctory, because of the Peats ex M^chlna; -but in Pa ride 
Pallas appeals to compile ite, not unravel, the ending, and 
music fron tae overture recurs (V.3-U)« The overture was 
used thus in Demophon;^ ' in La Vestale, before the final 
ballet, .-Jpontini recalls the great duet (p.ii53» headed 
"Duo da 2me acte" ). Giucic's linal expansions are a better 
precedent than Mozart's finales for Wagner's symphonic con- 
cluaions as they deal with one bita.ition, and do not develop 
the action along witn the musical continuity. Thus Oreste's 
funeral - Liebestod. Va^ide 1.8 - Siegfried III, Armide II - 
>_.alit'ir*e III, -^ ;icie III - Tristan II» with a sudden change

1. See above p. 339.
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of mood, a late peripeteia, ai'ter the expansion; but in the 
absence of leitmotif the Tightness of OiucJc's editions has 
to be aerified more intuitively,

2. Qiuc^israe and Piccinnismet a n He* union dee Qouta*
It is perh'os op'./o 1- tune to poee again the question: 

"what is Pleoinnisme?". I-i t^is - and concomitantly, "what 
is Oj-ucJclsrae?" - lie some c^ues to the unity of the period 
and ite relation to preceding and subsequent epochs.

Several misunderstandings have confused the issue: 
'it, -pry's ie but one such. ^ ' Oluck, He-have established, 
confirmed a tradition in Paris by ^-generating it, perpetu­ 
ated in a new for-n ideals in danger of being lost in deca­ 
dent French opera. Via he was ;ot alone in t ;ie endeavour, 
Picciimi, whitever the intt ition of Marmontel, did not 
Italianize French opera, and tHe uovc to adopt Italianate 
music and the a^la into t'r'ench operatic ro^ms involved 
Oiuck, Oossec, and fiiiidor before hi r.; even Dauvergne, 
Jardo'me, and Lajorde, Yet a -/rasp of the qualitative, 

thin dog.atic, natar-e of the ^ivalry may lead to

"The ^iv ;li" between the two con-odors coald 
have xea to a decisive contest only if Piccinni 
had been allowed to disoiay hi ,:.s&j.f as an 
Italian co.ajoser, arid if he h.d been capable of 
ta^niag out a :a .st-o^ )iece of It.aj.ian opera 
seria. 3acii a nastc^.-'lece alone coild have 
proved ti-tt oge-"a aerja h id not been detn^oned 
by GJ-UCA'S reforms". (2 ) '

Clcarl.N uuch a :nastt;^-)iecc vio ild huve hud to be produced in 
Vienna, -Alongside Uofebte (V) or P 1*7*1 do; in 1'aris opera

1. See above, Ch.V p.152,
2. Einstein p.152,
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seria had never been enthroned and the rivalry was - 
consciously - about music, not dramatic forma. what Qlucit 
and iccinni both did - French forms, Italianata music - 
was Implicitly admitted by MaT» lioritei, who accepted 0 ic**e 
dramatic fo^ras while rejecting his nuslc.

The rivalry w 4 a real - as real as it would have been 
had Qlack and Piccinni both written opera aeria. Sinstein
rightly .j^rinte to a Prenchness in Poland, if for the wrong t 
reasons.^ ' The challenge to tradition from : icoinni was 
stronger- because his reliance on ari ri - especially in 
^j^na. yty__s_, and Tauride -; exceeded GIUCK'B. (31a reoit <-
tive is also no^e j^onounoedly Italian), One of 
achievements, wnile preserving the sepi^^tion of a^ia and 
recitative, was to ma*e a smoother continuity and vary the 
forms so that eac.i ae^a only be used when it w is the nost 
appropriate. The French compoec^s cached a similar position 
from the opposite direction to OlucK and Picciani; froa a 
tradition oi' contiaaity they introduced the a*»ia. The syn­ 
thesis differs mainly in personality and quality of ^criieve- 
raent, and may be regarded as a "Reunion des Gouts", an aspect 
of the problem that preoccupied Coupe^ia, Ca.-a ra, lutborde 
and many theorists.

T'iis synthesis, not " r amellian opera", ̂ 2 ' is what the 
Aloes te preface proposes: the union of French and Italian 
elements, of structure (forms and continuities, chorus and 
ballet) and oi' music (arias, recognizably Italian but in a 
different "godt", without coloratura). By way of 
comiaue and ?"-te indg the s^ntnesis is approached
177U; in Ernelincie fo^ instance Phiiidor did not "scorrere 
rapidamente la seconda parte d'un aria". In th°t pnrase

1. linetein loc. cit.; see above, Ch.IV p.132 note.
2. Oirdlestone p.56U; see above, Gii.I p.2.
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the refutation of Oirdleetone'e tnc-sis,* ' ror the
im lie itione ^ the -;lce.;.tg_ prv-u ace ue well as of Alee e> to
it.sc.if are tfv.it •.;*•!;.! - a i orva abbunt in ^a ..cau unless one 
c^ui-itb trie jiA'-Jij^c; - oHuaici stiix be usea, bat ULcd wisely.

The iai'lmnce of 0+aciC on Piccinnlstac
Piccinai and all riccinni-ote ..o^Kb are ceeply indebted

to 01 uc*.. The latter aaid, "^e lui ai i>a;-* le chemin, il 
;i'j qu";; i.'ie saiv-";". ' 2 ' Giac--: definitively est 'hiiahed the
sj nt lesiL OL" '..iiich icciuai;: ; -^ t *.& w>;xo. as the overtly 
Giuc;ciste *o^'< of -Salicr-i and Vo ••"-!, is pa*-t; he ro^^-a it 
in Vic-iin: and .-"odaced in Pa^is iis m^ste^-'iece, Tauride, 
In Pa^is, "-hiiido" 1'vi.ti ^ter). the fo->—> inc' .:.••»• so'ie influence 
of Oluc-c, and _•*-•• •~'<L'li_:-id_e as well as l^Ugjl^ shift's /. itn Gmcic 
and Piccinnl the a •"la without coLo^-ita^, t-e ci: /rt j.'orsna 
and c-io^'i ,es, the occasional liaison c-i air and, ^ecitative: 
French contiu ity with - fr»om the French ^-oint of view - 
Italian T^sic. The influence of "-..uc'. on T'j_con was noticed 
at on^er-

"ucs zel^teire de GLuck..»sont Its J.UB grands 
p.-irti&ane de Li don, et p^'tcnat-ut q ie iccini 
s'est fait gj. .icv;isi^. Us ne font point att«a- 
tioa iue ie --"^id ^n-.t.i.p;enent '•-'•• 6 dans le 
raire iasical uc ce qraad compoeiteur n'^st 
es^e.iLieilement >rocait gue oa^ l'int'-'"t du 
sujet, la 7i u^cne d^-i-natique da -o?me et : -' 
coupe piua &e 'Ox^bie *a celle ..oat 1* L; L _tJ.*:v^_ 
^.fi aiiv.. ^ a uoa * un j

Tovey went so far as to call .-*cci'i ii ''an out and out 
•'! uc/cisf';^ ^ .1 Bore Ijal ..icod /i'o«v is in the at.t-jTipted 
«e.:co iciliatioa Ly De ^omigny: "^iacic 'tait le papa; ;,riis

I T - i 0 X > 1 U. e
2. Letter to Uu "oallet, July--ur'ust 1776, r?3 p.U2,
ijoT.T--Japonoence p.8ij.» 
"3^ r-Fl mm JL ^ II p»^2(.u 
'i* Tovo p.73.
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fallalt-il pour cela chagriner Piccinni...?". ̂  '
Orimm rightly observed that greater truth and energy 

in aria and recitative did not detract from Piccinni's 

melodiousness.*2 ' That a change in "faire musical" should 

be produced by a libretto is, however, irrefutable evidence 

or the composer's dramatic involvement; it suggests inten­ 

tions, at least, like Gluc^'s, whose "faire musical* alters 

from On.i6e to Alceate to iTvnide. Gluck insisted that his 

works should not be objects of comparison :-
"...comment peut-on comparer oes deux ouvrages 
qui n'ont rien de comparable?". (3)

Indeed tne influence of Aulide on the Pi don poem is neither 

here nor there. Piccinniste French opera is dramatic in 

intention and adheres to the general principles of the 

Alec ate preface, against iorrner Italian pr ictice. .kith long 

arias, i"ich scoring (a difference from Srnelinde) and sub- 

st .ntial ballet, sever ~il operas - ^.lecLre. Penelope. 

Dc.aouhoSn - approach the general structure of Valide and 

Alceste (P).
A .:j.ance at the figures showe tnat although none of 

Oa. ac.-t's operas was ^e stormed as iiuch as Oedipe. he was the 

most performed composer; ai'ter Vji-iae's 428, Tauride had 

U06 peri orinances to 1829, Armida 337t Alceste and Qrphee

ar>_and 300. 'lu^re. and Lee Danaldes surpassed 120 oer- 

formances; rew others achieved more than seventy.^' All 

tne successful works, witn the exception of La Jaravane du 

j.,ire, were of the genre (tragedy ̂  in which GlacK was at 

his best, another factor which contributes to the unity of 

the period.

1. >nc. Meth. II P. 126, "u-i
2. G^imm loc. clt. p. 325,
3. 01 uck to Du ^oiuict, MPB p. kU t Co rr e a pjmdenc e P. 63.
it. Bee jUiaals and i.ajar«te.
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T 10 influence of Olucic must have been pervasive, and 
it included his limitations as well as his skills. CHUCK'S 
greatest scenes have a simple pattern: they are dominated by 
a single actor, eometi nee with choral background (Alceste 
I and II; Orphe'e I and II, with sympathetic and hostile 
Clauses,, sometimes ^cal soliloquy (\ulide I.I. 1.8, II.7, 
III.6 - where the attendant ladies are silent; Armidc II.5t 
III.l, the end of V). CH ac*c left comparatively few succes­ 
sful colloquys. The love -nusic of Aulide and Armide. the 
conflicts of wills in Vulide II.6 and Orphe'e III, are among 
the tteaKtr scenes; the early part of Mceete II and most of 
III, although impressive and influential, are dwarfed by 
the monoloiTues. Even in Tauride. where the colloquys of 
Oreste and Pyiade are more successful, the greatest scenes 
art for Oreste with the Furies, r higenie with the ctorus; 
while Thoas is so strongly projected because, although 
I p hi g', lit; is on stugt, his aria (1.2) is in effect a mono­ 
logue. This limitation led Tovey to pronounce that

"Jo account of Olucic's operatic reforms is aoneht 
unless it faces the f.ct that in the two works in 
waich tnis reform was accomplished Gluck and his 
librettist simplified the dramatic problem almost 
out of existence".(1)

Ah it is simplified, and com dicated, as Tovey adds, in Paris, 
is not "the dramatic problem" but the ction. Oluck is 
n^ver go dramatic as when his protagonist is alone. Hia 
successors (if we except Kdelmann's Ariana) were more inter­ 
ested in mobile draru, like uilidft. with several characters 
in conflict. The choral com iexes of Aiceste (V) with their 
ftagnerlan time-scale round no successors and were diluted 
for Paris.

1. Tovey p.81 (see also above, Ch.I ff-IO <*«J /3).
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For colloquy CJluc/c lei t comparatively little 
galdanoe, except In methods of controlling the tension 
in recitative which were sometimes learnt out more often 
applied without control, for an overstatement (Leraoyne, 
riccinni's Create, Vogel'a Timante) hardly preferable to 
the eeooo or f ch .nt frangais* thus displaced. Moreover 
limited powers of characterization led to an unintended 
dominance of one character. In Lee Danaldea. Thlsee. 
Electre. La Toison d'Or. Didon. the heroine's dominance 
stems as much from superior music as the length of the role, 
and the composers were unable with Danaus, fiRle, Clytemnestre, 
Hiaiphile, Eaee, to achieve an independent interest for 
lesser roles, as Qluok did with Admete and ^enaud. Only 
rarely (as in Lee Horaces. Tir-ire. Elect re 1.6) do colloquys 
approach the standard of the monologues.

Imitation of Olucic was doubtless conscious but often 
inept; imitation of Piccinni was probably rarely conscious 
outside Phfcdre. Piooinni and others needed Qluojc whereas 
Qiucic had no need or anyone. He controlled his French 
librettists, hie contemporaries respectfully set what was 
oi'fered.

"Piocinnisme", then, is a loose term covering a wide 
variety of individuals with similar methods, mai ay Italian 
by birth or training but including Frenchmen, ihe French 
position is con licated by respect for their own tradition - 
even liter an Italian journey, Floquet's Hell6 adheres to 
the French past - and by opeVa-codtique. ^hiiidor was able, 
as Oretry and Dezede were not, to separate comedy from hia 
serious style, in which the relation to the past was deeper 
than in Flo iuet or Oossec. The French either lacked sKill 
(Floquet), emotional range (Ore1 try, Dezede), or, given faci­ 
lity in imitation, individuality (Candeille, HSreaux,
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even the superficially original Lemoyne). Prom another 
tradition, Salieri and Vogel also showed limitations of 
personality and from theoretical Qluckisme became aligned 
with Oosaec and Lemoyne ln"Picclnniate" practice.

Piccinnlsme is nebulous, a trend, an atmosphere, not 
a school. Piocinni cannot "be regarded as leading a group of 
composers, and to give the trend his name is a convenient 
falsification. Hie methods were the normal practice from 
177U (or 176?) to 1790 and beyond; the 'reform* operas 
before Olucic (Adele. !->nelinde. Sabinus) aimed at the same 
synthesis. The trend, or "revolution en musique", should 
surely be called after its most consistently successful 
practitioner, who definitively established the form, per­ 
haps the only bo^n dramatist among so many composers attempt­ 
ing dramatic opera; Oluck,

Thu heritage of Qlucfc
Olucic was the Colossus. Other petty men did not, 

however, creep between his legs to rind dishonourable graves 
in imitation. They developed independent idioms with simi­ 
lar alms. Oluc* in fact made possible their genuine and 
individual achievements, detailed in this study; he had 
"fray! le chemin", provided precept and example. For the 
others as with Shakespeare's contemporaries, "when everything 
is set out for a minor poet [composer] to do, he may quite 
frequently come u. on some troavriiiici. even in the drama", (l)

Piccinni was no Colossus, merely an official rival. 
Yet most minor men's operas come closer to his style than to 
Olucic*s. Partly this independence from Olucic stems from

1. T. 8. Eliot, "The Possibility of a oetic Drama", in 
The Sacred Wood. London 1920; 2nd edn. (1928) p.6^.
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poor understanding of hie workj not of hie dramatic 
power, which wae unmistakable, but of the means towarde 
it, especially the control which makes the power possible; 
control of recitative, in placement of aria, by short forma, 
of the time-scale of an act* In this misunderstanding, 
rather than by avoiding GUuckisme, Candeille, Mlreaux, 
Lemoyne, Salieri after Lea Danaldes. Vogel, Cherubini, come 
nearer to Piocinni in dramatic method. Mostly however their 
remoteness from Glue* stems from musical idiom, for yo iogei* 
men, and Italians or "hard drinkers at the Italian fountain" 
like Bach, coald not capture the density of Oluck's musical 
thought, his ability to say much so briefly. Even their 
short forms are diffuse. Their more voluptuous and expansive 
manner never approaches the austerity which la part of 
01 ucit's peculiar moral fibre and integral to his dramatic 
vision.

Should we infer that Gluck had no heritage? Grout 
seems to suggest this:-

"The influence of Oluck on later composers waa conparitively small. He founded no school and had few disciples. Vie may trace his style of serious opera on heroic subjects treated in 
the grand manner through his one-time rival Piccinni, his pupil Salieri, through Gherubini,ehul, and Spontini, to the greatest of his 
spiritual descendants, 3eriio&. But the line of descent is through similarity of dramatic aims and ideals rather than actual musical 
idiom". (1)

The 11 Gt of n^mes - to which Vogel* deserves to be added - 
is quite impressive, .and the link from them to 19th-century 
Grand Opera can certainly be traced through Spontini to 
Rossini's GuillaumQ Tell. Meyerbeer, Rlenal. Lea Yeores 
Slclllennes and Pon Garloa. Very few grtiat artists found a

1. Grout p.2U6j but see above p.3U7.
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school; Oluck expressed disappointment at the lack of 
imitators^ ' but to expect them was naive. Yet he la the 
key to a unified and extensive movement in French opera towards 
the synthesis of French and Italian elements. Its climax 
may be La Yes tale rather than any pre-Hevolutionary worJt 
and certainly Oluck was not its only begetter, for Philidor, 
Goesec and Piccinni contributed to its early stages; but 
GIUCK'S Tauride is its most enduring work. The line of 
descent is indeed tn^ough "similarity or dramatic aims and 
ideals" (we may say, methods and intentions) rather than 
musical idiom, and nothing else was to be expected. How 
could a composer born, like Cherubini, in 1760, Spontlnl in 
1779* or even Salieri in 1750, approach without disaster 
the idiom of a composer born in 171U? Certainly if Oluck- 
isme is confined to a musical influence we are left with a 
few passages in Vogel, Salieri, Gandeille, Lemoyne, Berlioz. 
Should we say that all except Qiuc£ are Piccinnistes? If 
01nek's austerity is integral to Gluckisme then Oluck is the 
sole Oluokiste, wit a no disciples, no school, no heritage* 

For all the variety witnin the picture of the period 
under study such a deduction wo aid be absurd. In any case 
its premises are wrong, for the "iiuluence of OlueK on late^ 
composers" was in other matters tnan musical idion. Their 
idiom was based on the international language of 16th-century 
music which prevailed from Dublin to St. Petersburg and, 
having surrounded France, conquered it last. The most 
French composers, Gre'try, Dezt.au, 'Monsigny, show features 
of it while Gossec, Philidor, :.;ereaux, Lemoyne, Candeille 
are as much part of it as Piccinni, J. C. Bach, Cherubini, 
Vogel; the most Italian, Sacohini and Zinrarelli, f^ced with 
a more acute problem of adjustment in Paris, stand only a

1. See the dedication of Paride (1770).
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little apart - their methods are not dissimilar but there 
is more room for doubt about their dramatic intentions. 
Gluck was remarkably travelled even for his cosmopolitan 
age - Bohemia, Italy, London, Austria, Paris - and his 
music is an earlier manifestation of the same international 
manner. It would be unreasonable to pursue the argument to 
the length of naming Oluck the greatest .iccinniete: it ia 
hie operas which arouse interest in the period and justify 
the title "epoque de Oluok". Hia rivals, contemporaries, 
and successors were inferior; they did not learn all his 
lessons; but they are part of the pattern he dictated and 
so, if not a school, they are an heritage.
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LI3T OF THIS MUSICAL

Chapter I
1. Dauvergne, Enee et -fcavinie. recitative
2. A Colasse, B Laborde. Thetis et Pelee. duet
3. A Destouches, B Cardonne, Omphale. air 
U. Dauvergne, Bnee et Lavinie, acoompagnato
5. A, C Cardonne. B Deetoaches. Omphale. recitative
6. Laborde, A Adele de Ponthieu. B TheTis.

accompagnato and aria
7. Bet-ton, Adele. duet
8. A Qluck. Orfeo and Philidor, Le Border

B (lluck, Qrfeo and Philidor, Ernelinde. duet 
C as B

9. Philidor, Ernelinde; A, C 1767, B, D 1777
10. Philidor, Brnel: nde, accompagnato
11. Philidor, Ernel: nde. arioso
12. Oossec, Sabinua. chorus with trombones
13. Oosset Sabinus. recitative-petit air 
Ik. Qoseec, dabinua. arioso-aria
15. Oossec, SabinuB. dream narration (accompagnato)
16. Ooesec, Sabinus. the denouement (1773 and 1774 versions)
Chapter II
17. \ Sameau, B Sacchini, Dardanus. recitative 
Chapter III
18. A Lully, B Oluck, Armide. declamation 
Chapter IV
19. A Lully, B Piccinni, Upland, recitative
20. Piccinni, Soland, accompagnato
21. J. C. Bach, Amadia, linking passages
22. A Lully, B, C Bach, Amadia, recitative, transition
23. A Lully, B, C Bach, Amadia. recitative 
2k. Piccinni, Atys, accompagnato
25. Piccinni, Atys. air
26. Piccinni, Atys. recitative
27. Piccinni, Upland, aria inci it
28. Piccinni, Poland, recitative
29. Piccinni, Poland, aria "Je me reconnais"
30. Pi coin.li, Roland, arioso
31. Piccinni, Boland, introduction, recitative, short air
32. Piccinni and Lully, Roland, mad-scene



Musical examples
33. Bach, Arcadia, aria "Je ne verrai plus"
34. B~ch, juaadit. aria "A qui pourrai-Je avoir recours?"
35. Bach, Amadle. aoooapagnato
36. Bach, Amadie. recitative, air de danae. ghost scene
37. Bach, Amadis. thematic recall of Ex.36 
36. Piocinni. Aiye. aria "Malheureuse, helas!" 
39. 4 Picclnni, Poland. B Mozart, Cosi fan tutte aria
40. Piccinni, Uys. recitative a 2 and quartet 
Chapter V

42 
43 
44

. 

. 

.

Piccinni 
Plcoinni 
Piocinni 
Piccinni

t 
• 
> 
t

lohigenlei
•
f
fauride.
'auric
'auri<

i«»
1«.

en Tauride. ensemble
A chorus, ""5 aria "0 jour fatal" 
aria "Planet suspends ton courrouz" 
aria inciplts

46.
47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.

A Campra, B Pioclnnl, ^aurlde. dream narration
Piccinni, Tauride. aria "Cruel, et tu die que tu n'aimes"
A Deemarete, B Piccinni, Orestelan frenzy
Oluck, Alceste (P), aria *Ah! malgrfi moi"
Piccinni. Atye". aria MBrul4 d'une flamme"
Plccinai, Plane et gndyaion. aria "Cesse d'agiter aon ame"
Bach, Aaadls, aria "Ah! si votre ime est attendrie*
Qliek, Armide. aria "Ah! ai la liberte"
Sacchlnl, Oedipe a Co lone, scena
Picclnni, Pi dog; . arioso
Sacchini, Dardanus. arioso-air
Picclnni, Plane, aria Inciplts
Piccinni, Plane, aria "Je veux punir 1'oojet que J'aime"

Chapter VI
53. Philldor, Srnelinde. dialogue A 1767, B 1777
59. Floquet, He! * .jb, aria (Ino)
60. Floquet, Ke'.'.A, aria (Helli)
61. Floquet, Se]Te", aecoapagnato
62. Floquet, Helle. ariette with clarinet obbligato
63. Philldor, Persee. chorus "0 Neptune, o Junon"
64. A Lully, B Ooeeeo, Th^aee. recitative
65. Pezede, A Peronne 8auv6e, B Alolndor. reel tat ive-arloao
66. A Lully, B Philldor. PeTs^e. recitative
67. A Lully, B Philidor, Persfee. reoltative-arios
66. Lully-Oosaec, •rloao-alr de basse adapted in
69. Oossec, Thfisee. ensemble (Conjuration)
70. Gossec, Th6seel transformation
71. Philldor. Peraee. arioso-trio (slumber scene)
72. A Lully, B-P Ctossec. Tnesee. opening (battle) scene
73. Oossec, Thjsje. aria W 3i la belle Bgl6 m'est ravie"
74. Oossec, Thesee. lovers' dialogue

o
T
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Musical examplef
75. Ooeeec, Th^soe. aria inoipits (M$dee)
76. Ooaaec, ThSs^e. trio
77. Qoaaeo, fhiia?e. agent "Ahl faut-11 me venger?" 
76. Oossec, Thuaee. dialogue-duet (MSde'e, Kg6e)
79. Phi11dor, Per » fa. overture
80. Philidor, Persee, ohoruaea
81. PhiUdor, Peraie. aria (Medusa)
82. Philidor, Pereee. trio "Dane oe triste sejourrt
83. Philidor, Pereie. oantabile air (Peraee) 
8lu Philidor, ^ers^e. ahort alra
85. Pbilidor, 'ereee. aria "Dee maux qae j'ai fait a1*
86. Philldor, A Persia. B gh^aietocle. aria
87. Phi11dor, Themibtocle. excerpta
88. PhiUdor, i'h6mietoole. lovers' duet
89. Philldor, Vh^mistocie, ensemble, theme from overture
90. Philidor, fhemlstocle, quartet
91. Ore1 try, .Indroaague. ensemble
92. Oretry, Androaaque. recitative-aria (Hermlone)
93. Oretry, Andromaque. air-recitative (Andromaque)
9U. A Qretry, Androaaque. at r» 3 Oluck, Alceete. excerpt
95. Or6try, Andromaque. aria (AndroraaqueJ
96. M^reaux, Aloxandre aox Indee. alra
97. Mereauxt Aiexandre, accompqgnato
98. Oandeille, Pizarne. dream narration
99. Candeille, Pigarre. linked aria-duet

100. Candeille, PiaaT«re t accompagnato with trombones
101. Candeille, Piearre. air
102. Candeille, |*izarre f aoena (Pizarre)
103. Floquet-Dezede, Alclndor. overture-thematic recall
104. Dezide, \lcindor. eneemble-flnale
105. Dezede, Algindor, tergetto
106. Ooesec, Poalne, accumpagaato
107. OosstJC, Roaine, ecena
Chapter VII
108.
109.
110.

111.
112.
113.
11U.

115.
116.

Lemoyne, Eleotre. overture, Se.l
Lenoyne, KLectre. recitative-trio
A-B Lemoyne. Slectre. recitative (KLectre)
C Berliox, Lea Troyena. recitative (Caesandre)
Lemoyne, ^ilectre. recitative-air "Fillea dea Dieux"
Lemoyne, Sleotre. dialogue
Lemoyne, Eleotre. aria (ChrisothSrais)
A Lemoyne, Slectre. B Balieri, Lea Panaldes

rnueloal sensational ism 
Salleri, Lee Danaldes, »»ecitat,lve 
Salieri, Lea Danaldes,, aria ijicipits

III



Musical examples
117.
118.
119.
120.
121.
122.
123. 
121*. 
123.
126.
127.
128.
129.
130.
131.

A-D Vogel, La To 1 son d*0r. E Philidor, Persee. atom
Vogel, La To1son A*0r« ensemble
Vogel, La Tolaon d'Or. invocation
Vogel, La Toiaon d'Qy. air (Hisiphile)
Leaoyne, PhftAre. overture and hymn (musical recall)
Lemoyne, Phedre, conclusion
Leaoyne, Phfedre. recitative with trombone "prophecy"
Lemoyne, PhSdre. dialogue

aria "Prends pitil de ma souffranee" 
_ __ aria-dialogue 
PhSdre. scena (Th4s£e) 

conclusion 
scena

recitative

Lemoyne, Ph¥dre. 
Leaoyne, Phedre. 
Leaoyne,
Lemoyne, Nephte,
Lemoyn*, ____ _____
Salieri, Lee Horaces.
Salieri, Lea Horaces, recitative, 0 choral ariosp 
B Sacchini, ffenaud, arioso

132. Saiieri, Les Horaces, aria "Pour Albe, helas"
133. Salieri, Lea Horaces, aria (Ouriaoe)
131*. Salieri, Les Horaces, duet (Camille, Guriace)
135. Salieri, Les Horaces, quartet
Chapter VIII
136.
137.
138.

139. 
1UO. 
lijl.

Piccinni, Ad&le de Ponthieu. lovers' duet 
Piccinni, Adele de Ponthieu, duet (Adele, le comte) 
A Piccinni, Didpn, B Berlioz, Lee Troyens.

Didon's despair
Piccinni, Penelope, recitative-aria 
Sacchini, Dardanus. a^ia "Lieux funestes" 
Sacchini, ChlmeneT short air 
Sacchini, Renaud. aria ilth ostinato, G arioso 
Sacchini, Dardanus, aria incipits 
Sacchini, SvelinaT aria incipit and air

11*5. Sacchini, Evelina; completion by Key, thematic
cross-reference

1146. Zingarelli, Antigone, aria Incipits. duet
11*7. Zingarelli, Antigone, rettit^tive
11*8. Cherubini, Demophoon. oracle^
11*9. Vogel, D^mophon. recitative \ ;racle)
150. Vogel, D^mophon, aocompagnatQ-aria (Timante)
151. Vogel, D6mophon. aria (DlrceJ
152. Cherubini. Demophoon, aria (Demophoon)
153. A Cherubini. Dfmophoon, B Vogel, D^mophon.

monologue aocompagnato

IV



List of operae 
played at the Aoademie Ttoyale

This list, based on Lalarte, Bibliiothegue 
1676; lamusicale du theatre da 1*Opera (Paris 

intended to suggest the i'ull extent of activity 
at the Opera; references in the right-hand column 
indicate the section of this study in which the 
principal discussion of a work is to be found.

The list is chronological, by dates of the 
first performances. No revivals are included.

Abbreviations used in this list:-
e (asterisk) resetting
AR icade'mie $oyale
b ballet
bf bouffon
e come1 die
d drame
h he>olque
1 intermede
1 lyrique
o opera, oplra
p pastorale
pt pantomime
Q Quinault
t tragedie
(EQ: ob * opera-ballet, dl = drarae lyrique)

Date Title Genre- Composer/librettist
no.of acts or choreographer 

1758-177U; selective list of operas
1"
14.2 *Enee et Lavinie tl 5 Dauvergne/————————— Fontenelle I.B 1

1760
12.2 Lee Paladins ob 3 ^ameau/Montlcour
11,11 eCanente t 5 Dauvergne/La Motte

3.U Hercule Mourant tl 5 Dauvergne/Marmontel 

11.1 Polyxene tl 5 Dauvergne/Joliveau

loTlb *Thetis et P^lee^ tl 5 Laborde/Fontenelle I.B Ij 1766 —— —— —— ———
15. U Mine, i?eine de bh 3 Honsigny/Sedaine V.D

Oolconde



List of operas played at the Acadeaie Boyale
1267«—••-*•- / ̂  \
2U.I1 
1769
275

1770 
11712
iZZlntir
1.10

26.11*a

Brnelinde 12)

•Omphalete )

Ismene et Isme'nias

La Cinquantaine
Le Prix de la Valeur

*Amadls de Gaule Q)

Adele de Ponthieu(2)

t

tl

t

P
bh
tl

tl

3

5

3

3
1
3

3

7.9
Ovide et Julie b 1 
L'Union de 1* Amour et bh 3 

des Arts

Philidor/Poinsinet I.B 2 

Gardonne/La Motte I.B 1 

Laborde/LauJon

Laborde/Desf' ontaines 
Dauve'rgne/Jol i veau 
Laborde/Q

Laborde A Berton/ I.B 1 
de 3t Marc

Cardonne/Fuzelier 
Monnier

177U-1790; complete list of operas, etc.

227a
["Efcoqt 
19. U 
2.6 

22.11m
1.8 

26.9

1776 
26.1 
23.U 
30.7 
30.9
1.10m

21.1 
23.9 

[ 2.10

Sabinus
le de 01ick"J 

Iphig6nie en Aulide
Orpn6e (adaptation} 
Azolan

C&phale et Procris

Cy there .\esilgle 
(adaptation) 

Alexis et Daphne A 
PhilSmon et Baucis

Me'de'e et Jason 
Alceste (adaptation)
Les domains 
Lee Caprices de 

Oalathie 
Suthymo et Lyris

Main et Rosette 
Les Horaces 

• Armide . .
L'ClympiadeV 1 '

tl

to
dh 
bh

bh 
b

&J
b
to 
bh 
b

bh

i 
bt 
t 
oc

k

3 
3
3
3 

3
1 
1

3
3
3
1•
1
1 
5 
5 
3

(adaptation)

Goeaec/Chabanon I.B 2 
(Versailles 1773)

Olucfc/Du Roullet II 
Oluek/Holine II A,C 
Floquet/le Monnier

Grltry/Marmontel V D
(Versailles 1773) 

Olack/Pavart V D

Gossec/Chabanon

Noverr-e, Oardel, Veatrta 
Olucjj/I>u Roullet III A 
Gamb i ni/Bo ine v al 
No verre

Desormery/Boutellier

Pouteau/Boutellier 
Starzer/Noverre 
Gluck/Q III B

V.O



Liat of operas played at the Academic Boyale
2.12 Myrtil et Lycoris p 1 De'aormery/de Lian-

oourt A Boutelller 
[Second stage of the H 6poque de <Huck": Piccinnij

m
1.3

26.3
U.6

11.6 

9.7
13.8
18.8
10.9
20.10
8.11

12.11
7.12

1779
5.1

18.1
15.U

16.5
18.5
10.6

8.7
5.8 

2 it. 9 
30.9

18.11
14.12
1780

•Roland tl 3 
La Cheroheuae bpt 1

d* Esprit
La P8te du Village i 1 
Vertumne et Pomone (3} 1

Lea Petite T?iena A bpt 1 
Le Plate Oemelle obf 2 
Xnnette & Labin A bpt 1 
Le Due Contesse obf 2 
II Curioao Indiscrete obf 3 
Ninette a la Cour bpt 1 
La Frascataaa obf 3 
La Spoaa Collerica ibf 2 
La Provengale 2ntr6e 1 
La Finta Qiardiniera obf 3 
La Buona Figluola obf 3

Hell* tl 3
II Geloao in Cimento obf 3
La Buona Figluola obf 3

Maritata
II Vago Disprezzato o(6)l
Ipaiglnie en Tauride tl k
L^Idolo Cineee obf 3

Piccinnl/Q-Marmontel IV 
Oardel 1'aine

Gto saeo/Deafontainee 
LaJa nde & Dee to aches,

an*. Rey/Ttoy 
Ho zart/Hoverre 
Piccinnl 
No re rre 
Paialello 
Anfoaai 
Oardel 1'ai .e 
Paieiello 
Picclnni 
Candeille
AoiO83i
Piccinnl/^oldoni

Floquet/le Uonnier
Anfossl 
Piccinni/Ooldoni

VI A

L 1 Amoroso Soldato 
II Cavalieri Er^ante 
Echo et Narcisae 
II Matriaonio per

Inganno 
tfiraa 
-\aadis de Qaule

22.2 
6.6
2.7 

2U.9 
27.10

1U.12

et Jason
* \tys 

Andromaque 
Laure et P6trarque 
Erixene

•Peraee

i 3 
0(6)2 
o 3 
1 2

b
to 3
btpt* 
to 3 
tl 3

Piccinni
OluoK/Gulllard V B
Paisiello A

?i ooinnl/Lorenzi
Sacchini
Traetta
Oluck/Tschudy V D
A;ifossi

Oardell'alne
J. 0. Bacn/ -Deyiemea IV

ph 
p
tl 3

Le Seigneur Bienfaieant
o

o verre
Piccinni/*-2Iarmontel IV 
Or^try/Pitra VI C 
Jandeille/Moline 
D'saugiera/de Voisenon 
Philidor/Q-Marraontel

VI.B

3 FloqueVde Chabannea

VII



Li at of oneras played at the Academic

iDhig&nie en Tauride tl k Pieclnni/Dubreuil V B
Qoeeec et al./

Oardel l*aine 
Ore'try/Guill **& 
J.B. 4 Joseph Rey/

Kuzelier 
Ani'osel/de ttozoy

Piccinnl/de ot Mare VIII A

17.2

21.2
3.5

21.9

27.10
4^f
ll3
2.7

2U.9

26.11

La Feste de liirza

La Feste de liirza
\pollon et Coronis

L'lnconnue

• Adele de Ponthieu

La Double Epreuve
•Thes6e

Electro
Le Feu A
Ariane dans 1'Isle

de Naxos
L'Snbaras de

^icheaees

bpt

c
o

CO

tl
el
tl
t
bh
dl

cl

k
1
1

3
3
3
3
1
1

3

[Third stage of the "6poque de
1763
2d«2 «Renaud (adaptation)

Panurge dans 1'Iele cl
dea Lanternee 

PizarT'e oa le__0ojau8te_ tl
de

3.5

26.7 i'® Premier Navigatear bp 
9.12 Penelope tl

Gretry/de Santerre 
Ctoeeec/Q-Morel 
Lemoyne/Guilla rd 
BdelmanV^oy 
Bclelinann/Moline

Gretry/de Santerre

VI B
VII A

VI D

27.5 
29.7 
26.8
1.12m
9.2

21.3

26.J*

7.9
30.11

Peronne Saavee 
La Posi&re
Aiexandre aux Indes
Didon

La Oar a vane du Cairo

Chimene (adaptation)
Tib all e et Delie, ou

lee Saturnales
Lea Danaldes

Diane et Endymion
•Dardanue (8)

o 
b 
o
tl

o

t
(7)

tl

o
t

k 
2 
3
3

3

3
1

5

3
k

tl 3 Sacchini/Pellegrin, VIII A
le Boeuf

Dezede/de Sauvigny VI D 
Oardel l*ainS 
M^reaux/Morel VI D 
Piccinni/Marmontel VIII A

Gr^try/Comte de
Provence A Morel 

3acchini/0uillard VIII A 
de Beaumesnil/

Fuzelier 
3alierl/Du T> Oullet VII A

A Tschudy
Piccinni/de Liroox V C 
;: a echini/La Bruere VIII A

& Guillard

3 Gre'try/Comte de
Provence & Morel 

5 Caudeille/luplessia VI D

3 Qretry^Voardel 1'aine 
3 Piocinni/Marmontel VIII A

VIII



Li at of _. ojgerag played at the Aoadamie ^oyale

23.5"
1U.7

5.9
31.10
21.11
7.12

1787
1.2

17.2
17. U
8.6

17.6
11.9

1788
IbTT
29. U

15.7
5.12

H~3
aU

22.9
15.12
1790
MMwJMW

22.1

23.2

30. k
15.6

Themiatoela
Poeine ou iVtooasa

abandonnee
La ToTaon' d'Or
Lea Sauvagea
Phedre
Las Horaces

Oedioe & Golona
La Coqi'du Villaga
Alcindor
i'arara (3)

Le Pied de Boeuf
Le ftoi Theodore a

Venise

Le Deeerteur
<\rvire et Iveiina

Amphitryon
DemophoSn

Aspaeie
Lea Pretendua
Damophon
Napht6

Lea Pomraiers et la
lioulin

Telemaque dans 1'Iele
de Gal. -p so

Antigone

Louis IX en Egypte

tl 3
o 3
tl 3

(10)
tl 3
tl 3

o 3
bo 1
o 3
o 5

(10) 1
one 3

Dpt 3
tl 3

o 3
tl 3

o 3
ci 1
ol 3
tl 3

cl 1

bh 3

ol 3

o 3

•

Philidor/Moral VI B
Ooeaao/Oereln VI D

Vogel/Desriaox VII A
Oardel fraree
Lamoyna/Roff asann VII B
Salierl/Qulllard VII B

Ba echini/*! HI ard VIII A
Qardel I f ain6
Dezede/de Ghabannee VI D
3alierl/Baamnarchaia

VII B
fardel 1'aina
Palaiello/Uoline

Miller/Gardel l'ain£
Sacchini & Day/ VIII A

Gratry/Sedaine VI C
Cherubinl/Marmoatel VIII B

ar^try/Morel VI C
Lemoyne/de Cha'bannes
Vogel/Daeriauz VIII B
Lemoyna/Hoffmann VII B

Lemcyne/J»'orgeot

Mi liar/Oar del le jeune

Zingarelll/ VIII A
Marmontel

Lemoyna/Ouilla rd
A Andrieux

1. Not played at the Acad6mie ^oyale.
2. Revival in five acts.
3. , ith Prologue.
it. "Entries des fregmens nouvcaux"«
5. "Fragment".
6. "OpSra Italian".
7. "Aota dee festee Orecques et
8. Revival in three acts. „ , A9. Pasticcio of other works by Oretry.

10. "Divert!seement".
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APPENDIX 1 
8abinu» - the final divertissement '

A, statue is raised to Charlemagne, The movements of the 
divertissement are as follows:-

Le Choeur Sabinus: \««_,„•, ~ a /vous n'avez \ Peuples:) Peuplee '(nous n'avons'

L'air en pasaacaille en Sol
Entree des anglais (aprfee la passacaille)
Hornpjfpe
"Laieser place pour un duo"
L'air espagnol
"Laisser du blanc - les violona seront changes"
La Oavotte angloise en 31
Air Qrave en Sol
La Chaconne

See Chapter I p.38. The divertissement is clearly intended 
to show a united Europe (including Britain) celebrating 
release from ^oman tyranny under the benevolent leadership 
of Oaul.

1. Source BO A 228, a list of movements which directs 
the copyist to another musical source,
2. The dir-ecti^n in parentheses is inserted from BN
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APPENDIX 2 

The derivation of Iphigenie en Amide from Racine

Abbreviations: RI Racine, lohige'nie
OA Oluok-Du RooUet, lohigenie en Aalide

RI Acts I-II » OA Act I
Ac to III-IV m Act II

V - Act III

presents two deceptions of Agamemnon; to sjend for Iphi­ 
genie and to inform her that Aohille no longer wishes 
to marry her,

RI Agamemnon to Areas :-
"Si ma fille one fois met le pied dans l f Aulide 
Bile est morte: Calchas, qui 1'attend en cee lieux 
Pera taire les pleura, fera parler lee Dleux."

OA Agamemnon alone, in prayer:-
"Si ma fille arrive en Aulide, 
Si mon fatal destin la conduit en oes -daix, 
Rien ne peut la sauver du transport homicide 
De Gale has, dea Oreos, et des Dieux."

Agamemnon, Achille, Oljsse; deception deepened to include 
Achilla.

OA Agamemnon, Galchas, Greek generals; direct presentation 
of forces Impinging on Agamemnon.

RI Agamemnon, Ulyeeer-
"3eigneur, vous le saves, J'ai donni ma parole; 
Et, si ma fille vient, je cons ens qu'on I'immole."

OA Agamemnon, Galchas :-
"Je connais mes engagements;
3ur oea bords malheureux, si ma fille appellee 
Oheit, je consens qu'elle so it immolee."

I, J4-5. the arrival of Iphigenie and failure of Agamemnon's 
schemes to save her.

RI Bury oate :-
11 . ......... une foule chjirm^e
Surtout d'lphig&nie admirant la beaute

Jamais pere ne fut plus heureux que voue 1'etes." 
dA shows this "foule charmSe" (Chorus,"Que d*attrait8rt ).
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Appendix 2
RI, Agamemnon to

"...Hals dependant faites taire Calchas; 
Et, ra f aidant a cacher ct> funeste raystere, 
Laissez-mol de 1'autel ^carter une mere."

OA.: M ...Ahl Gale has, que eon nom aolt encore un miatereI 
Dieuxi que de pleura va rSpandre une mere!"

End of PI I. Centre of OA I:
Divertissement

RI 11,1; scene Cor Briphile Omitted
til II,2} Agamemnon and Iphigenie, omitted in OA

II.3; Iphige"nie, Eriphile; the former*a anxiety at not 
seeing Achille is reflected in GA 1,5, her air in 
divertissementt-

M Achille a mes yeux iaquiets 
No s'offre point encore,"

RI II.Ul OA 1.6. Agamemnon's deception has complicated conse­ 
quences; Clytemnestre enters to announce Achille's alle­ 
ged infidelity. Substantially the same progression of 
dialogue out OA has no Sriphile to lend substance to the 
story of "nouveaux liens".

RI.II.5; Iphig6aie and Eriphile; replaced by OA 1.7, 
IphigSnie seule.

T?I II>6. OA I.6t Achille is snubbed by Iphigenie.
RI: "Seigneur, rassurez-vous: vos voeux seront contents. 

Iphiginie encor n'y sera pas longtemps.*
OA: "Quelque soit le destin qui de guide,

Ma gloire ne pourra du molns me reprocher
Que c'eet Achille ici que raon coeur vient chercher."

HI: Iphigenie goes, and II.7-ft» involving Eriphile, are 
omitted from OA.

OA: Iphigenie stays, and the scene precedes to protes­ 
tations and rcco leiliatiom.

Knd of RI II and OA I.
RI: The reconciliation of Ipuigenie ana Achille takes 

place between II and III..
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Appendix ft
*I III l-4u OA II 1-3 build a sense of well-being for Iphi­

genie, Aehille, and Clyteraneatre. 
HI Eriphile la freed.
OA divertissement; chorus, dances, quartet with chorus 

{in 1775 the freeing of Achiile'e Lesbian captires 
brings the sequence closer to HI. 3ee appendix 3).

BI 111^5. QA Ijr U» revelation of saorifice. Clytemneetre's
plea to \chillei-

RI "ELle n'a que vous aeul: vous dtes en oes lieux 
Son pere, son ipoux, son sails, ses dleux. 
Je 11 s dans voe regards la douleur qui vous prtsse,"

(Aria) "Par son pere cruel a Is aort oo ndamne'e 
St par lee Dieux abandonn^e,
Bile n'a que vous seul, vous §tes dans ces lieux 
oon pere t son 4poux( son asile et ses Dieux. 
Le oourroux Sclatant qui paralt dans vos yeux 
U'en donneil Assurance. 1*

RI III. 6, Iphigenie and Aehill«t a scene reserved for OA III.
HI III>7. with Clytemnestre^ OA II. k. contiuued. Similar 

assurances end pleadings of Iphlg&nie:-
vi M G*est rnon pere v seigneur, je vous le dis encore, 

Ma is un pere que J'aimev un pere que d* ado re, 
Qui me cherit lui-afime, et dont Jusqu a ce jour 
Je n*ai Jamais reju que dea marques d* amour."

0 A (opening of trio)
"C'est mon pere, Seigneur, male un pere que j'aime.* 

Clytemnestres-
"Son pere? et le cruel veut lui peroer le seinl" 
"Un pere infortune1 , qui me cherit lul-m§me.. n etc.

of RI III.
SI IV l-5» the largest cut in OA. 

IV. 1 involves Eriphile.
2-k involve meetings of Agamemnon with Clytemnestre and 
Iphigenie; in OA they are never on stage together until 
the final scene. • 
5: Agamemnon alone, to be discovered by Achille.

OA 11.5} Achille and Patrocle, an inserted scene; 
Achille alone, to be discovered by Agamemnon.
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HI IV.6. QA II. 6; Aohille and Agamemnon.

Ri Is longer, more dense in argument, leee overtly
abusive, partly because of orose-ref erence to 1.2, an
early appearance of Aohille not paralleled in OA.
KI has already demolished Agamemnon by the arguments of
Clytemnestre and the gentle aoquiesoence of Iphlge'nie;
to spare him these scenes, as OA does, is to make him less
unsympathetic.

HI IV. 7-10 t Agamemnon* s vacillations, the essence of whieh, 
without minor characters on stage, is conveyed in 
OA II. 7.

HI IV. 7t"Et voii^ ce qui rend sa perte inevitable.* 
OA II.7:"Tu decides son sort."
HI IY,8: N Qu'elle vive. Male quoil peu jaloux de ma gloire 

Dois-je au superbe Achille aecorder la viotdreT

He puls-je pas d 1 Achille humilier 1'audace? 
Que ma fille & see yeux soit un aujet d* ennui: 
II l*aime; elle vivra pour un autre que lui.*

OA II.7: fl Faut-ii sacrifier 1'interet de la Orece? 
Paut-il d* Achille endurer le mSpris? 
Hon, que plittSt cent ft> is a 1'autel entrainte 
Ma fille par ea raort...Ma fille? Je fremis..."

OA: the change of mood is completely articulated in the 
music, and Agamemnon's determination to save IphlgSnie is 
initially stimulated by paternal feeling. Although his fear 
(very vivid in the muaic; see Chapter II p. 60) of the 
Eumenides is a motive of self -interest there is nothing eo 
repulsive as his desire in RI to save his daughter to 
spite Achille.

End of OA II after an aria.
PI 10: IphigSnie and Clytemnestre given instruction to escape. 

11: iriphile resolves to tell Galenas of the intended
flight of the Tantalids, the discovery of which is not 
clarified in Q ..

End of RI IV.
BI V. OA IIIi the major difference between spoken tragedy and 

opera is forcibly illustrated, since OA shows what HI 
can only describe - the angry army, the sacrifice and 
armed intrusion, the denouement (see Chapter II p. 77).
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KI Y 1-2* OA III 1-3 lead to a dialogue i-

II Achille:-
M . . . . Venez, madame, auivezHBoit 
No oraignez nl lea cris ni la fooule impuissante 
D'un peuple qui se preaae autour da cette tente." 

Iphigfnie:-
11 Qui? mot? que contra un per* oaant me revolt er, 
Je m^rite la mort que j'irais iviter? 
Ou serai t le respect? Et oe devoir auprSme. .." 

Achille:-
MVoua aulvrez un epoux. . . " etc.

OA Achille:-
H Prlnee0a«l aulvez-aoif
Ne oraignez nl lea or la nl la rage inutile 
D'un peuple, a mon aapect aalal d'un juste effrol. 
Marohoz en auretS aoue la garde d'Aohllle." 

Iphigenie:-
"Arrfttea, quel eat votre espoir? 

\vez voua cru qu*IphlgSnie 
Peut oublier aa gloire et son devoir? 
Ila lul aont plus chore que la vie,"

31 I phi genie: -
"Ma gloire voua aerait molna chere que ma vle?N

OAtAohille'a parting threat ia contained in the aria
"Oalehaa d'un trait mortd. blesse". 

OA III,U replaoea Iphig^nie's last speech of RI V. 2, and
included a repetition of the eoldiera* chorus,

RI V.3. OA III. 5. Clyteraneatre and I
RI "Voa yeux me reverront dana Create mon frere.

Puisse-t-il $tre, hSlaal moina funeate a aa merej"
GA "Vlvez pour Create mon frere. ......

Puieae-t-il 8tre, iioiae, raoina fUne^te a aa merel*
RI V. U^ QA III. 6, Glytemneatre (monologue: accompagna tp/aria ) .
HI V. 5: ircae describes the arme^ intervention of Achille.
T?I V. 6 ia the last aoene; containing the "messenger" speech of 

Olyeae, whose appearance unifies the play by relating the 
end to I, Similarly in 6A III the reappearance of Galenas 
frames the action,

OA III. 7ff; direct presentation of events, therefore not com­ 
parable to 1%I in detail.

See Chapter II p.6lff.
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APPENDIX 3 
Iphigenie en Axilide 

The versions of 177U and 1775

The following table presents the differences between 
the original IphigSnie en Aulide of 177U and the version 
of 1775. The former appears In the printed full score by 
Haguet, Paris c. 17714, Bopkinson UOA, the latter in the 
printed full score by Wishault, Paris 1873, edited by F. 
Pelletan and B. Damcke, Hopkinson UOA (1).

There we^e undoubtedly other differences from one 
performance to the next, probably untraceable and not 
worth the trouble of tracing. These will not have origi­ 
nated from Oluck but rather from managers and performers.

The versions presented below contain major differences 
in the conception of certain scenes. The 1775 version 
has revised divertissements and the denouement with Arte­ 
mis (Diane) ex machina. This version, although it was not 
pblished while Aulide remained in the Opera repertory, 
was the one played at the Acad&mie Royale and that on which 
Wagner based his version.

The 1873 score is based in part on the Huguet score 
but mainly on the orchestral parts in use at the Opera 
and the M3 score in BO.

Self-borrowings; ior rullet* act ails see )<otquenne. 
Abbreviations used in this table:-

DJ Don Juan (1761)
CA Cythere Assiege'e (1759 and 1775)
PE Paride ed Elena (1770)

Acknowledgment: the form of this table is indebted 
to P. ft. Sternfeld's essay, "Expression and Revision in 
(Slack's Orfeo and Alceste'* (in SB says for Egon Wellesz. 
London 1966). I am indebted to Dr. Sternfeld for his 
permission to imitate his methods.
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177U

Act I
Overture, ocenes l-k t and 3co 
Chorus "Q.ue d'ittruits"; the 
Tonal cycle iu G
Air (Clytemneatre) 0

Divertissement
Ballet: Air gal D

Lento d
Chorus with solo 5

Ballot (DJ, CA) A 
Minuet a (CA) D
Air (Iphige'nie) D
Ballet: Paseepied D

QraKlofco (DJ) A
Air gai (DJ) A

1.6
Recitative - opens in A

from "bar 1/4:- 
I higenie:-

"Qu'entends-je? 3 cieU"
Jlytemnestre:-
"Fuyona la honte d'un

refus,
"Et ne lui montrona point 

une I3che i'aiblesae".

Ipnigenie:-
«Hoias!" 

Clytemneatre, ariai-
^Armez-voua d'an poble 

courage"

C
F

1775
Act I

ie 5 •""*& i';ir as tne end of tht» 
bame in botn versions.

The same: 2-bar ritournelle 
added, new inatraraentition. 
Divertissoment

The same
Dance (lento 177U)

The same 
Paesepied

Recitative - opens in
corfeeponda to 1774 from 
bar 2, Uth beat:

"II raut..." 
until bar 1U:-

Cytemnestre:-
M Agamemnon, redoutant que la 

Qrece/Ne voua Tit expoaee a 1'af­ 
front u'un refus,/Vou8 ordonnait 
de t'uire loin de l*Auiide,/At 
d'ailer, dans Argos, oublier le 
pei*fide./Areas nous apportait ces 
ordres ab8olus;/Maia, noa pas 
Sga^Sa troiapant sa diligence,/ 
II ne vient que aana ce momenV 
De s'aoquitter des soins/Comrais 
a sa prudence,/ Kt de me conf irmer/ 
Je fatal ohangQinent.*

11 He las I" (the same cadence) C 
Clytemnestre aria (the same) P
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Act I; the remainder corresponds in the two versions.

Note: the divertissement In 1775 I i» shorter ana is 
all in D/d, in which key, with a return of emotional 
stability, the act ends.
In the duet of 1.8 some bare ire given as 3/U i n tne 
Huguet score (p.9k t the word "hymen") which iu others 
remain in k/k*

1774 1775 
Act II Apt II
II. 1-3 correspond in the two versions up to the chorus with 
solo (Achille) "Chantez, celebrez votre reine", in C, which 
initiates the divertissement;-
Ballet: Marohe 32 bars 0 Marche (the same) 32 bars 0

Moderato 56 D - - - - -
Chorus with solo (Patrocle)"" _ _ _ _

66 bars A
Air (une Orecque) 32 5 Tne ^ame » words 32 A

wo»»d6:- "" adapted:-
"Son front est couroni^" "Achllle est coarorine"

Ballet: ----- 
Paseacaille 114 bars D-A 
Oavotte 96 AaA 
Passacallle 7k A-D

Chorus (PE) 53 bars C
- - - - - Ballet;Moderato (i>J) "

56 C 
».t^letes (?E)

92 a
Lente'nent 45 G. 
Chaoonne 110 C 

Entree des Esclaves Lesbienne"s
56 a 

Choeur des Eaclaves Lesbiennes
52 a

l?ecitAtive (Iphiglnie), giving 
the slaves their freedom

8 £
(177li III,"air pour les \ir pour les Ssclaves iiesbienn 

eeclaves") 2/U 160 F
2/2 allegro 96 ~

Quartet and chorus d-F Tne same d-*' 
'•Jamais k tea autela"
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Vet II; the remainder corresponds in the two versions, with 
only one email change, not necessarily dating from 1773. 
The final allegro In A ("Kt toi, dSesse Impitoyable*) has, 
in the 1873 score, a IT-bar* pitojrnelle before the voice 
enters (not in Huguet, PV&), presumably to give the singer 
time to catch breath.

Note: the divertissement of II is far longer in 1775j 
very little of it corresponds to the original. (1775 
has 782 bars as against U70 between "Chantes. cele1 - 
brez votre reins" and "Janais a tes autels".) 
The emphasis is shifted from the future punishment of 
Troy (lllkt Patrocle: "Hector et les Troyens vont mor- 
dre la roussiere") to the past ieats and hence present 
political strength of Achille; a minor incident In the 
divert! see TIB nt of 177U III (the freeing of the i^esbian 
slaves, derived from Racine's Sripiile, see /v^endix 2) 
becomes the centre of the section. 
1775 Is a looser tonal structure.

i22k 1221
Act III Act III
III.1-9 correspond in the two versions, through the sacrifice 
scene, entry of ichille, and Galenas' "Arretezl" on the cnord 
V7 in D (the prevailing tonality of the act having been 0).
The music of 1775, In the intervention of Diane, is a version 
of Calohas* speech in 177^.
Calcaast- Calchas:-

rt tohllle, et vous Orecs, "Calmez cette fureur extreme. 
teoutez, le ciel s f explique, La deesse vient elle-meme^ 
II m'inspire, 11 m'eiaire! 11 No is prescrire ses volo jtes. w

Cfalchas:- Diane:- 
"Votre zele des Dieax 
A flechi la colere; 
Les vertus de la fille 
Et les pleura rfle la mere 
uat troavfi grace devant eox."

M t-;t du fils de Thetis HJe ne vous retiens plus 
La valeur immortelle Dans les champs de 1'^uj.iae. 
Force leur justice eternelle Mlez ou la gloire vous guide. 
De revoquer ieurs ordres 

rigoureux.
PRESTO

"Le bacher se c.nsumet « Etonnez 1'univers par vos
et 1'autel se djtruit, fa$; tes gloy,ieux> 

Les vents agitent 1'air, gt you jeune8 am . inta Vive2> 
La raer- a'enfle et mugit, * " «0v««y he,iT»eux Et vos triomphes se prSparent!"
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177U 1225. 

Andante
G'Uchaa: "Adorez la ollmence et lee bont&a dea Dieux.
The veT»8ions correspond throitth the qaartet-c horus (" 
coeur ne aauralt contenir" ) In F-C.

." etc. 
Mon

Dive^tiasement 
Amablle (PB) 121 bat»a C
QrazloBO 68 (J
Danse d'esolaves 164 F
Air gal 40 0
Tamburln 32 D

minore, da capo 32/32 d/D
Menaetto 128 OgQ" 
Air (une grecque) (PB)

82 vJ
Chaconne 279 D
Chorus"Par»tons, volons a la 

victoire" (strophic) d

Divertissement
Amablle (the same) 121 bare C

Jsed In II

Used In II

Allegro moderato 82 5
Gavotte UO Q-g
Qracieux 66 G
Minuet 75 <[

mino^e 56 g
Andante 102 0
Passacaille 11U D
Oavottes 96 Wj
Passacaille (PB) 7k D

Note: the flail divertissement may be expected to be more
"hors d'oeuvre" than earlier onea, and the reasons for the
alterations are relatively obscure. Bit in fact 177U is
strongly ^e^evant; the 279-bar> Gfeaconne (subsequently used
in Orphie, a possible reason for its omission in 1775) has
some bars sung by Calohas ("Volez a la victoire") which
introduce the iinal chorua and the thoaght of war,
The final chorua can be sung with the verses as iolos for
Agamemnon (who has said -icxt *to nothing in III), then ^e-
peated by the chorua. Tiiere are two sets of words, and a
dance intervenes betwe' 2* the verses; the patters ie
A (aolo) A (chorus) dance B (solo) B (chorus) a (chorus).
The relative tonal unity of 1775 is no compensation for
tnu loss of this chorus.
The 1873 score also includes a ?igue in F and an
for \chille in D with trampet,

3ee Chapter II pp.50 and 78.
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Ro1and: the adaptation

Lolly -^ulnault
(B-0 « liasse-co itlnue 

only)
Prologue
Act I
1.1 \ngelique seule

(Air - strings)
1.2 Angllique. Them! re 

"ecit.

1.3 Medor seal
(Alp - strings)

Z,U Medor, Angelique 
B-C )

1.5 Aa ;eliqae,
(arioso, strings)

Duet: "Le secours u 
1'absence"

1.6 Divertieseaent 
March
Chorus with solo 
Dance; arietta

Act II
II. 1 Angelique, Themire

(Air for Themire) 
^eclt. , ensemble

Piooinni-liarnontel 
(Q « Quiaault)

Overture
Act I
1.1 Angelique, Themire (Bx.20) 

^ria ("Quelle trouble..'1 
^ecit. slightly cut

(Ex.l9B) 
Aria inserted:

"Oul, Je le doIs"
1.2 Medor seul

^ecit: words Q (air) 
Aria inserted: 
"Je la verrai"

1.3 Uedor» AngSlique
^eoit. somewhat cut 
Ur, words Q (reoit) 
"Voas servir est ma 

seule envie" 
Duet inserted:

heureuz loin d'elle"
1.4 Angelique, Themire

Aria adapted Q: (l)
*Non, rien n'^gale mon 

malheur" (Sx.27) 
^ecit. on Q's duet 
Aria inserted:

"Je renonce ^ ce que3'aime"
1.5 divertissement 

March 
Chorus 

. -Three dances

"Soyez

Act II
11.1 Divertiasement

material from Q II.5
11.2 Angelique, Themire 

(cut) 
Cut
Aria adapted from Q (recit ' 

"Hon, 3e ne cherche plus1
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II. 2 Poland; II. 3 Roland;

Angel ique invisible Angfilique invisible 
"AngSlique ingrate, ^ecit. (Ex. 28)

inhumalne"
Air de Basset Aria instead (inserted) 

*Quelle cruaute" "Tu sals ce que j'ai
fait pour elle"

Pecit. Abbreviated 
"Le deplt eteint ma Aria:

flamrne" (2) "Je me reconnais" (Ex.29 II. 3 Angelique, ThSmire II. k Angelique, Theoiire 
4irs (B-C):
"Mon coeur est engage" Out
"C'est 1* Amour qui prend Aria, fully scored with

soin" ritornello (Ex.39
II.ii Medor (suicide scene) II. 5 Ml dor (suicide scene) 

"Agreables retraites" Words revised 
(Strings, arioso) (aeoompagnato ) 

\ng6lique - rescue Angelique - rescue

da dlseepolr" "Je Tiv"at"
II. 5 Divertissement (see II. l)

* * # « * 
\ct III No scene change
III.l Medor, Thlraire (harbour) Cut

II. 6 Angelique seule
III. 2 Poland, .Angelique II. 7 ^oland, Angelique 

Pecit. ^ecit. 
\irs; ^oland:-
"J'abandonne ma gloire" Q set as arioso (Ex.30) 
"En des li eux" ^ecit. 

(False rendez-vous) (False rendez-vous)
Duet insertedIII. 3 vngelique, Medor, T^emire Cut 

III.U Xng^liqae, Medor Cut
(Jealousy scene) • 

Troupe de peuples de Cathay
Scene change - harbour 

III. 5 Divertissement; homage to
Medor. II. 8 Mldor and sailors

Ariette
Alrj chaconne II. 9 A^geTique, Medor 
Songs, dances Chorus, dance, elopement
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IV. 1 Poland, Aatolfe III.l Roland, Aatolfe

Air: "L'objet qui Aria, adapted from Q
m'enchante" M L;e 1'airaable objet" 

pecit. Recit. cut down
Duet 

IV.2 ^oland eeul /,» III.2 Poland aeul
Arioso (strings)*-5 ' Ariosi. short air (E*3l) 
Discovery of inscriptions Uniting Angelique A Me dor 
arioso continues accompagnato

Aria: "Que 1*insolent
qui m*outrage"

Dance heard (oboes) ..... 
Air de basso As recit., cut down 

IV.3 Divertissement (pastoral) III.3 Divertissement 
March; chorus Chorus 
Minuets Dance 

IV. k Corydon & Bel is© Luet:- 
Duet "J*airaerai toujours ma belle" (Q)

III.U Roland 
Duet continues: Solo song - new

"Angelique est ^eine" movement, same words 
IV.5 Tersandre III.5 Tersandre 

Air with chorus recit.
Duet: "Benissons Q's words set solo (Ter- 

1'amour d'Angfilique" sandre) then chorus,
interrupted 

Roland disperses villagers: Chorus "ruyons. s " (Q)
IV.6 ^oland seul (maci scene) III.6 Poland seul (mad scene) 

Voice and B-C Accompagnato
quaver ostinato \ria: rt Temoins d'une 
(Ex.32B) odieuse fl^mme"(Ex.32A 

Arioso;"Je suis descen- Accompagnato 
du dans la nuit du
tombeau" (?.x.32D) (fix,32C) 
***** Symphoni e (andantino

amoureux) 
\ct V
V.I ^istolfe, Lo %istille Cut
V.2 Logistille, ^land endormy III.7 Logistille, Roland endormy 

Symphonic, chorus recit. only (Q cut)
V.3 Roland awa&es: II1.8 ^oland awj;Kos:

Final tableau TT»OUP of heroes 
La Gloire, etc. March, chorus

1. See Chapter IV. p.119.
2. See Chapter IV. p.120.
3. See Chapter IV. p.137.
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APPENDIX 5 
Ernelinde; 1767 and revised, forme

The table sets out the movements retained, omitted, 
or replaced, and the key scheme, sometimes affected by 
revisions.

Recitative, unless otherwise indicated, is always 
recorapoeed (see Exs. 9 and 36).

176? is the version published in full score in 1769. 
1777 is the version played for the first tine at the Aca- 
dfimie Po.vale in that year; it had already been played at 
Court (1773). This is the version published in vocal score 
(COP); the full score, withoat t^e overture, is in BO, 
A 2l5d 1-2.

Abbreviations: 
E.
a.
Pod.

orch. 
orchtn.

1767
Overture 
Act I
1.1 £. , Pod.

Duet (Ex. SB-0) 
Air f od. )

1.2 E. seule 
Aria

c
C

Chorus (off-stage), 3j> 
recit. intervening "~ 

Chorus (1) c 
Symphonic pour la F 

destruction "" 
I. 3 S., S., chorus

cnorua with solo (S.) £ 
recit-a^ioso "" 
Aria (§71P 
Chorus; o ith in sup- Eb 

port of S. , with 
solo (3.) 

'Annonce de la tfarche* D

Srnelinde
Sandomir
Podoald
^icimer
orchestra
orchestration

detained 
Act I

1222

detained c_
Retained £ 

1.2 F.. seule
Aria transposed and Eb 

slightly shortened
detained, orchtn. Bb 

revised ""
Omitted (1) 

Combat (orch.) C_
replacing "" 

I. 3 S. f 3. , chorus
"utained (2) P 

* Pe..et recit -arioso ~
Omitted
Retained Eb

Omitted

1. Chorus in c: inexplicably omitted in 1777; it is musically 
the best pa-rt~"of the scene.
2. Words revised; in 1767 all sing "^animez ces feux dSvo- 
"•ants", in 1777 Sandomir, alone, sings "Eteignez ces feux..."
3. Aria between (S.)"...de ces iieux" and (E. ) rt «oi ne par- 
tag erais"; better omitted.
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1.4 Marche D
1.5 Elnter Pic.

An nonce dee Prisonniers
Apia (*ic.)
Ballet

lT pieces mostly in D 
Marche repeated D

1.6 Pic. f 3. 
Pecit ( 
Duet (1)

Act II
II. 1 B seale

Introduction (orch.)
recit
Aria: 1st section 

Middle, D.C.
11.2 E., Pic.

Aria (Pic.):- 
M Ne dans un camp"

11. 3 pic. seul 
Aria:- 
" Transports Jaloux"

II. k Pic. t chorus
Aria (with chorus) 
Ballet

fl pieces,mostly 
Cnoras with solo

Bt>

LBb 
F

I.U Marche, transposed C 
Enter Pie. 
Omitted
Transferred to II. 5 
Omitted
Chorus (new to 1777) C 
Marche repeated C

• • • * •
Act II
II. 1 Sic. seul

Aria (new to 1777) C 
II.2 "ic. t 3.

^eset (£x.9B)
Duet retained c 

II. 3 plc. seul (recit) 
II. k *ic., Pod., B.

(words 1767 1.5)
II. 5 Pic. f chorus

Aria with chorus D 
from 1767 I.5» rewritten

• » * • *
Act III
III.l £ seule 

Omitted 
Omitted

J?'
Omitted

III. 2 E. , Pic.
Stained (slight 
alterations) (})

I II. 3 ^ic. seul
detained (3)

Omitted 
Pic., chorus 

Omitted 
Omitted

lined
II.5 Edelbert, telling 3.'a Danes not to depart

Cnorue of 7 ba^s C III. 5 Shortened to k bars C

1. Duet din £t see Chapter I p. 39.
2. The Eb ar"ia has a longer rltornello in 1777, because it 
now begins the act. It is interrapted by a phrase of 
recitative.
3. piciffler f s arias: see Chapter VI p.209.
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II. 6 Pic. seal
11.7 *ic. t Pod.

Pecit-arioso
11.8 ric., Pod.. E. 

Aria (Pod.):
1st section(Ex.ll) d "eolt. " 
2nd section (c*ta- D 
letta)

11.9 *ic., Pod., E., 8.
Quartet cii.ie *io.. s. (2)
Aria (E. ) u ' E 
[ B. seulej "~ 
Accompjignato (^lx.10) 
Short air 0 
Ac c o mp agna to "" 
Aria: E> 
"Oui,je cede au coup1 
qui nraccab-Le" (3)

Act III
"("prison scene) 
III.l 3., chorus 

Chorus,
recit. intervening

Aria (5) :

III. 6 Pic.seul
III,7 Ric., Pod., later B.

New introductory music
Newly set

Retained d 
Retained
Considerably shorte- D 

ned
111.8 Pic., Pod., E., 8. /,x 

Substituted quartet v 'C
111.9 flic., E.

Peplaced by short air Bb
(E. seulej
Retained: little change

Pctained
Retained, little Eb 

change

III.2 S.

III. ^ 3., E., Pod.
Trio '->

111.5 UJ 3., E.
Orch. recit.(Kx.58A) 
Duct f 
Pecit., 'petit 
duo 1 (r.jc.9C) 3

111.6
Ghangement

Act IV
('r^iioon scene) 
IV. 1 3., chorus

rotained Eb

— Transposed, slight C 
"" alterations ""

IV. 2 S. t E. 
3b Omitted («ecit. left)

IV. 3 3., t., Pod. 
Tib Retained 3b 

IV. li S. , E.
Newly set (3x.58B) 
Transposed e, 
Newly set ~

-low March (new in 
1777)

* *

1. Another Inexplicable alteration; although the new piece
in C has some power, the original £ his more.
2. Between E. * s (retained) short air "Je tombe ** tea ge- 
noux" and (^ic.) "Ton deseeooir su^ moi n'a que trop de 
puissance." Tr.e short air- of 1777 1 its the dialogue c^n- 
text much better.
3. See Chapter II p.im.
U, The 1769 score has two choruses, "cote du Poi" and
"cotedela Peine", oi'f -st, -e.
5. See OHapHr V p. 192.



Appendix *>

(Ternvie scene)
IH.7 'Prelude 1 

Marche §b 
Chorus (2 ) lib^

III.9 ^ic., later B,
Chorus Bb

III. 9 *ic., £., S.
(Threat of auiclde) 

III. 10
"od. ; a^med Inter­
vention
Combat (oroh. ) D

(leath or
Trio (£. , S. , Rod.) d-

mostly in D 
Ariette (o) A 
Lour 6, ehaconne D

Act y
(Temple scene) 
V.I

Omitted
Retained ]&>
detained (2) i*> 

V.2 ^ic, t later fi.
Omitted
Hew orch. prelude Bb 

V.3 Pic., S., 8.

Ulric wa^ns

"eplaceci toy lanfare- D
recit.

Chorus (new 1777) d 
Go mo at (ensemble) D 
Quartet (E. , Q. t Rod., F

Sic.) 
Replaced by

Chorus (* solos) 
^'inal chorus (solo D for i-^

*****

See Chapter I p.25 and p.27ff; Chapter VI p.207ff.

1. Continue only - a Luilian survival.
2. Central section 1767, duet (Pretre, ?r§trease), 1777 
solo (PrStra).
3. See Chapter VI p.220.
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t ae

Lully-Quinsult 
Prologue
.ct I

1.1 Caseijpe, LJc,/het; f ..leropt; 
(not Per-see) 
Trio

1.2 C-tssiope, Me -ope
1.3 y'rope seule
I.U Ajidromede, Phinee,

..icrope
1.5 Di V-i-r't.i^c.e: i ent 

Praters to

1.6 Messenger (ya Ethiooian) 
(News of rvirtaer havoc 
wrought by '.ieuuse)

Act II * * * * *

II. 1 Phi ice, Cassiooe, 

11.2 the sam^, >,vitn Oepiie

II. U M'.rope seule 
II. 5 '

"I::! octanes, q.u'un

(Ex. 66-0 
II. 6 noro'-'ioae, P

Duet 
Mcrcart; sort-mt des

* * * * * Ac t III
II I.I The Gorgons ^^l 

voices)

III. 2 Me^cure; siumber
scene 

III. 3 : tr>see
De^ith of •••i

Philidor-Marmontel 
Overture (dx.79)
'ict I
1.1 T~ec,ut as caoral scene 

(r'e^-ee on stage) 
'•<, set ab chorus (Ex.80}

1.2 C ;ssiope f i hiaoe
1.3 Phinee seal
I. ii ^uiu^o^Qode, Phinee

8c>-ne re-cast i"oi,i rucit. 
I. 5 L i v o T» -Q j a e, ^ i/i en t

1.6 Messenger (ureas)

1.7 PhinSe, Cassiooe:
tria (Phi-iee) inserted

1.8 "ecast with <

Omitted
1.9 "uid^o ;;e 

The s
s,.aie 
words

1. 10 Andronude, Ptr'.iec
Aria ( e-c'c ) inserted 
(i.x. 83) 
Duet (^}

I. 11 SssentiQlly the same

jjivcrtlBsement 
Act II * * * * *
II. 1 i'ue Qorg^ns ^S T 3)

Xria ( ':,use/ (i'-x.Sl)
'irio (Kx.82) 

1 1. 2 :3crcur-e;
::Ksenti illy th(, s ir'ie (;-x.7I,. 

II. 5 L-'eret'.-, Mercure
Hv. w words 

II. /^ . orscc; a^i., insertua
I'e-tth of e
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Appendix 5
II. 6 "ic. seal 
II. 7

fl TV] _ 
. \J J. O . , '''-'• f J ••

(Tod.): 
1st section(Ex.ll) d"ccit. "" 
2nd section (j.~ D

II. 9
Quartet 

II. 16 r ic. f i. 
Aria (i. ) 
( li. seilej
Acjo:n

3.

air
(.ix.lO)

III. 6 Pic.seul
III. 7 r ic., T?oci., ;ut«r .

New introductory music
Newly set

~etained d
r etained
Considerably shorte- D

ncu 
III. 8 *ic. t pou. t ii. , 3. /,>

ouostitafeed quartet v 'J 
III. 9 ^ic., i.

Peplnced by short air Bb
[£. seulej
^etained: little change
^a twined 0

qui

_
cede au coup 

(3)

ACt IVict j: ii ^___
(pr'i'sc/a sc^nc) /, \ (/r^ioon scene) 
11 L.I ;i. , chorus^' Iv.l Z. , c wrus

Chorus, Kb ^c twined 
r>ecit. intervening

Aria (5) £

TTT X JL J.. '• »
>

III. 3 •'., £.,
Trio 

11^.5 [k] 3.,
Orch. T>
jj-uct
"escit., ! pt;^it
ciuo ' ( 

IJ.I.6

Traiiiposcd, slight 
alteritio is

T'' 9 ' V * - • <- - • » -••
Omitted («ecit. lo

17.3 3., E . ,
3b

IV. U 3., I::. 
. x 1-^. 58A) Newly set (-JC.58B)

Nt.-wly sjt 
(no duo ; ( ;ix . 9ij ) 
flow March (new in 

1777)
*****

1. Another inexplicable ^Iteration; aj.thoi.ich the new piece
in C has some ; :cv e^ t the original £ has ^o^e.
2. Between "'•!. f s (retained) short air "je to .'i"be * tea ge- 
nuax" and ( r"ic. ) "iou aosee oir su^= r.ui n'a -^uo tro :j de 
pui63Aiicc." 'irie si'urt ^i-p of 1777 i its tne dialogue Cv/n- 
text Ti.ica cotter.
3. See Chapter II p.ii,,.

. The 1769 score has two choruses, "cote du ^oi" and 
"cote de l-i ^eine", oi'f-st . "e. 

-.« ---ap'^p " p. 192.
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IV. 5 Cassiope, Cephee, lineemblei Uaorus of people (x^ IV3)

Andromeda: Chorus of AT! tons (IV. 5) 
Thetis, chorus of people, Recitative (Cassiope, Go hee, 

chorus of Tritons \naro.:iede) cat down from
i.x IV. 3

IV, 6 Death of the monster Death of the monster 
Cnorus Gaorua (words <*) 
Divertissement

Changement
V.l-7 Gut

3oene Pe^nie^e Scene Dernieret divertissement 
Venus, 1' Amour, 1'i^men, Deacente de Venue 0 

etc. Moderate % (l)
Oavotte~ A (2) 
i-oure Paasacaille D

C t res lent e) 
Qua tuor (main characters) O

(Da capo form) 
Gavotte (rondo form) D 
A idantino 5

Oigue a demi ,1 eu 
)(Venus

Ghaconne D 
lavotte ? 
Oigue /... d 
^ecit. (Venus) o; 
Maestoso (rondo with D 

3 couplets) ""

See Chapter VI p.2l5ff.

1. Marked to be cut. •
2. Marked "en T?£ f'.
3. The two recitatives for Venus have the same words, to 
different settings; they are alternatives.
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Appendix 6A
III. M Pf t,eb, (/or,/ons

Monster'0 born from 
Gor 'on blood - 

DivertissementCi nf c ̂ m
III. 5 Mcrcure T»

IV
*****

IV. 1 ;.'ioT»ope f Pfj
^etarn oi' P 

IV. 2 J'C^ope, rrii "ice
Intimations of soa- 

tempest

IV. 3 *te s s en.'?e r>
Choruses :

Bcene of se^ -mo aster* 
and its desvu

nt —

[ \ct V 
ct IV;

victory over 
the ^loii
*****

in PM III

IV.3,a,5:
incerverted ana

IV.3 r '^o )e, rhiaee, chorus 
TJ,U Gaasiope, Gephee

II. 5 Pe^.u'e, Oo r> .-;o."i£j,
ivio At5 tc""b , 6tC.
Retained • much cut

11.6 Mercure

11,7 tnur^mede scale 
(insertion)

II. 8 Chorus; Cassio : >e, Jfcp;'iee f 
'uid^oiaede: r'^ta»*n oi' Eu 

II. 9 Chinee seul
NO Sc'-J-tumi fcfct i; : ,i -. iiC.'it 
v.ords piT'ti.^ Q, ar«ia

11.10 Messenger, Phi ate
rei f e ict to sea-mon.jter 

(1)

Removed to III 
Divertissement -

for victory over i caj.se

OnittedJ
vet III
III.l Chorus

"0 ^...tune, 0 Jun^n" 
I.isur-ted (not ^) (Sx

III. 2 Aiid.ro :'!itue, Je:aec,

-ir 
III. 3 icenu of sea-monster, etc.

^ia ( \ndroraede) instated 
rrora IV. 5:- 
"Dleux qui :au destinez
un mart si cruelle" (;ix.8i|B 

Ensemble; Ceph^e, Gas^iooe,
cncrae (from IV. ^-,'4)
.^ia (;/assiooe) inserted: 

" es (7ia.ix que j'ii faits" 
( x.85)
.ir for And^oiiede inserted

1. 11.10
30 sco^e.

and '.Aus^ is t^- be cut ia
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Appendix 6B

IV. u

IV. 5 Lovers' di )lo.--me:
Metiee overhw tring

IV. 6 Medee, Egle, Thesee

Di ver tl s & ement 
* * * * *

Act V^
V.I Medee scale

V.2 Meuce,

V.3 Recognition
Final seqaence:

Destruction of pal-ace 
Athene ^nises a new

pal .ce

Tranerorfflation music (Ex.70)
Similar cuts
Out in speech of ^£dee telling

Thesee that Egl£ no longer
loves him 

Extended:
Aria (The8ee) (fix. 73)
Arioso dialogue ( 

Extended:
Trio inserted (ix
DivoT'tiasetnent

Act IV
IV. 1 Medee aeule

. IV. 2 :!odee, -igle
uiight change of empiisis

IV. 3 Stained (<;)
Final sequence extended

New words for 4ed£e, caorus 
Athene oilers protection to

Athens

3ee Chapter VI p. 217.

1. 3ee Jhapt'jr VI p. 230.
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APPENDIX 7 
AndromacLue: the adaptation

gacine;
l.T Create, PIlade
I.2-4
II. 1-3
II. 4-5 (Pirrhus agrees to 

give up Andromaque, and 
marry Hermione)

III. 1-7 (Pirrhus melted toy 
Andromaque)

III.8, IV.1 
IT. 2-3
IV. k -6
V.I Hermione seule

V.2-5

Pitra-0r6try;
I.I Hermione seule
1.2-4
No direct equivalent
I. 5-6 the same 
Ballet

*****
II. 1-6; Pacine III. 2 (breste and 

ii«rmione) is cut.
I II. 1-3,
II. 8-9 (II. 7: Inserted chorus)
Omitted

111^3 Andromaque, Cephise: Pa cine
III. 8 :mu IV. 1 

Omitted
weeding scene, failed assassina­ 
tion, ballet; in part bised on 
Create* s natation, ^acine V. 3.

^acine III. 8:
Andromaque: "II demanda son fils, et le p^it dans see bras: 'Ghe^e ^poasu, ait-il,en essuyant mes la^mes, 

lJ'ijiinore quel succee le sort garde a mes armes; 'Je te lai^se raon ills pour gage de ma foi: 
'S'ii me pe«d, je pretends qu'il me retruuve

en tol.
'Si d'un heureux hymen la memoire t*est 
Montre au i'ils a qa«l point ta c

le pere. '
St Je puis voir r-epandre un sang si prScieux! 
ISt je laiutie avec lai per-i-p toue ses aleaxl"

Pitra II. 4 (air-, ri*.
j .iaque: M I1 prit son fils, Ble a^rr-^t dans scs or^s, 

'Ohere c;.-o ise, dit-ii, 
'Je te laisse ce gage de mon amour et de ma foi.*3i Je .neurs, qa'ii ^et^uuve en toi
1 Et mon amour et ,a t tendresae.
'Seches tee pleurs, che»*is sans cesse ce fils,
*Le gu ;e de ma fwi... f 
Et sa mere ponrrait supporter son trSpasI"
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APPENDIX 6 
Dardanus; the adaptation

Quillard based hie Dardanua libretto (set by Sacchini 
in four acts, 1784) on the version prepared by fcameau and 
L^ Bruere for a revival in 1744, entitled somewhat optimis­ 
tically "riouvelle tragedie". In fact the first two acts re­ 
mained much wh^t they were in 1739, but the last acts were 
completely r-ewritten. (For suggestions as to how the best 
music and better drama may be preserved together, see Girdle- 
stone, "Plan for a 3tage Production of ttaraeau's'Dardanus*", 
ML 1959.) The title-page of the printed score of Sacchid's 
opera states "paroles de M. Quillard", but in fact much of 
what La Bruere wrote is stained verbatim or only slightly 
altered - or Mmanaontelie6M .

aaillard
La Bruere
Saochiai-Quillard (1784)
Omitted
Overture: see II.I 
Act I
I.I Ipiise & femme de sa suite 

L3 retained: same air form

Abbreviations: 0 
LB

T?ameau-i.a Bruere (1744) 
Prologue

\ct I
I. 1 Iphise seule

"Cease, cruel amour11

fatal"]

1.2 I 'hise, Teucer 1.2

1.3 Jitenor, Guerriers,etc. 1.3

/\n tenor:
"Princesse, apres 1'espoir"
Ati» (Teucer)

Duet (Teucer, Antenor): 
" MSne8 pliintifs" 
oolo & Gftorus. "Par des 
jeux eelatans"
Entree......
"Mars, Bellone"
Air vif;-
"Allez, jeune guerrier"

["en.iemi cruel" (G)j 
^ecit, A snort air:( 
"0 combats d'un coeur incer-
tain" (Q) (Ex.li43B) 

Final recit: femrae:- 
" Consul tea Israenor"(L3 1.4) 
Iphise, Teucer

Slight altGT»ilions 
Antenor, etc.

Marche (same eiTect of
contr1 ist) 

Detained
by (Antenor):- 

i a po ar lui les 
*bieux,/J'ai pous?ijnoi,l'>uaour 
et la aioire" (G insertion). 
Retained

"etuined (recit. 4 cnorus)

Andantino galante non lento
Omitted
Duet:-

jeune guer^iev1* (LB)
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Appendix 8
[1.3] ^igaudone: doable 

"Ouerriers, suivez 
I 1 amour"
fecit. (Ant£noi*) 

I.U Iphise seule
"Consultons Isme'nor"

[I.3J
Omitted 

Omitted

Act II
II. 1 I sine1 nor seal

II.2 Israenor, Dardanus

Cut

II.3 Conjuration scene 
Air grave 
"ivusrends ta trii 
Air vif
"Noe cris ont pe'ne'tre'. .*' "C'en est fait" 
Ghoeur vif "ObSis aux lois" 
^ecit.jexit of Ismenor:- 
"..n'esperez plus en moi! 
Le charme ceese et le

pe^il commence; 
Telle est du sort 1'irre­ 

vocable loi" 
Dardanus (disguised),

Antenor Omitted

Used in I.I 
I.U (0 insertion)

Un officier (messenger):
"Prince, courez aux armes" 

Choral finale
***** 

Act II
11.1 Ismenor seul

LB (Prelude: cf overture)
11.2 Ismenor, Dardanus

LB: slightly altered
Air (Dardanus): (Sx.lU3C) 
"C'est on charme supreme" 
LB (recit), G additions 
Duet: (Israenor: 
w Du danger qui vous suit, 

lion coeur est alarm^e") 
0 insertion

11.3 detained
Andante maestoso

LB) Csee Kx.17) 
tres vif

II.

Retained (ijB)caoru8 in 
LB sligntly changed:- 
"..n'espcrez plus en moil 
De Teucer a 1* instant vous

sa'bissuz 1 -i loi 
Et vous tomb 32 en sa 

puissance" (l)

II.k Dardanus seul sous les 
traits d*Ismenor. 
Aria inserted: 
"Jour heureutie" (G) (2)

..... ___________ 6
1. A characteristic Ouilla^d re^sion, which clarifies the 
subsequent action by explaining Dardanus 1 captivity.
2. See Chapter VIII p. 320.
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Appendix 8
II. 5 Dardanus, Iphise II* 5 Dardanus, Iphiae

Almost entirely LB 
Iphise (recit. ):- 
"A peine devant lul j'oee 
lever lea yeux" (2) ie 0. 

The final apeech (I hise):- 
HVoue trlomphea en vain 

de ma faiblesse, 
C'est un motif de plus 
Pour fiteindre mes feux" 
ia 0.

^ ^ 9 ^ Aria inserted (Juardanus):
"Aveu charmant, trans­ 

port supreme" (O) 
*****

Act III _Attt HI
il I.I Chorus:- III. 1 Antenor; later Areas 

", irdanus gerait sous Aria (AntSnor,:-
noa fera, ^Sombre chagrin" (O) 

Qu'il plriaae..." 
I II. 2 Teucer, Antenor, Areas 

Chorus : -
"Livrez-nous Dardanaa"

III. 3 Antenor, ^cas LB material from II 1. 3 
III. 4 Antenor, lohise III. 2 Antenor, Iphiae

Duet inserted^ G) 
III. 5 AntSnor, Areas Exit Iphise: enter .vrcas

LI5 adapted: textual
detail 9 

'Jhorus:-
(III. 2) "Livrez-nous Dardanus"

Teucer, recit. (L3 III. 3) 
III. 6 Divertissement Omitted 

Chorus:-

Dances, ariette
***** III* 3 Antenor, \rcas, suite

. d* Areas

1. Includes the passage in ::x.
2. Another Guillard rationalization: she does not perceive 
that it is not Icmenor but Dardanus aisgaised.
3. -iat^nor: M Mon coeur s'abandonne a la rage" 

I;hise: "Je dois m^priser qui m'outrage,
Et votre amour me fat horrea^" (0). 

k. 1739 version III.3.
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Appendix 8
[III.3J Kecit. LB adapted 

Cnorai recit O 
Aria (Antenor):-

11 Le aeeoepoir et la rage 
cruelle" (O) /,\ 

. . leads to choruev '
gemit. .." (LB)

Act IV
IV.1 Dardanus seul

"Lieux funestee"

* *

seul

"Lieux iunestes" 
IV.2 Dardanus, IsmSnor 

Symphonic

DC

Duet:-"Vole amour, 
dans ce sSjour"

Divertissement
(Duo• air tendre.
ariette. Gavottej 

Peclt.CDardanus):-
"Ges accens de mes 

maux/oaspendent la rigeurrt

• «
Act IV 
IV. 1 Dardanus

LB (^x
Air 2 (£x.lUOB) LB adapted
Ho DC 

IV. 2 Dardanus, IsmSnor

LB ad .ted, some cuts 
Duet, LB adapted: -"Vole 

amour, a nos voix hate- 
tol de descendre"

Set as air

Divertissement (dances) (2)

Isme'nor:-
'"Yaul transport me LB retained

saisit" (recit., air) 
IV. 3 Dardanus seul IV. 3 Daruunus aeul 

M Puls-.1e ^ ce prix LB retained 
afi'reux/Voaloir sauver 
mes jour;:?

IV.U Da^u^nus, Iphise IV. k Dardanus, lohise 
1?ecit. LB adapted (3) 
Duet: Duet:

*Prappez, Dieux Iphise:"Eh oien, avec 
tout puis-jans" transport/Je vous les sacri­ 

fice" Dardanus: rt Est-ce done 
me rendre ]a vie/Qae me fra- 
p.jer d'un trait E^ue cruel..'

1» A chorus from LB III.l is linked to the aria (Q) to make a 
massive tableau in the spirit of the Qluck epoch. It is also 
the visible result of Areas' demagogic activity.
2. The divertissement in orison is a luxury Ouillard might hav< 
done well to dispense with.
3. LB, vaguely: M On menace vos Jours"; 0, specifically, 
is named as the villain, not Antenor.
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Appendix 8 
^V»uJ Bruit de Querra

IV. 5 Dardanus, Ant4nor

IV.6 Iphiae eeule

[IV. Uj "On entend un bruit de 
guerre, /interior parait 
blesse1 ."

IV. 5 LB adapted until An tenor dies 
Chorus inserted:

"Delivrone Dardanus" 
"Perisse Dardanua" 

[IV.6J

Act V
V.I I, hi so eeule

V.2 Iphise, Dardmus 
V.3 Teucer, disarmed and 

s^ved by Dardanus:

M Quel odieux secours" 
^ecit.
Short duet (Dardanus, 

Iphise)

"Quels do ix concepts'*

IV. 7

IV. 8

l;iverti 8 s em en t

LB, r»ecit. extended
Aria inserted:-

"Gruels! quelle aff reuse
valeur" (O)
Chorus 4 reclt. (O) 

Combat (symphonic) 
Da^danu8:*Qa f on desarme 
Teucer" Iphise:"Mon perel 
Justes cieuxl" (0) (l) 
LB retained, oaHly snort air 
L3 slightly altered 
LB used for successive

phrases of recit 
Trio inserted: -

"Quela doux concerts.. "(LB)
Later words 0. 

IsmSnor
LB (Venus' speech) adapted
Quartet inserted
Divertissement

See Chapter VIII p. 326ff.

1. inother* instance of Ouillard's effective condensation. LB 
has IV.6 and V.I as solo scenes for Iphise in different places. 
Ouillard's aria serves for both; and the battle rages in a 
continuity like that of ^enaud III, Pe'ronne II, or P^zarre II, 
after the model of the Tauride dSnoae aent. LB Y.2 is a dialogue 
of Dardanus and Iphise, perfectly calm in tone although the 
outcome of the battle is not known; Guillard shows the reluc­ 
tant submission of Teucer on stage (although this character 
remains thinly drawn).
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APPENDIX 9
DemofoSnte: DemoohoSn; Demophon 

Abbreviations (Dramatis personaa) 
DemofoSnte, Detno^hoon, Demophon
Diroea, DircS 
Timante, Osmide 
Matusio, Astor, Narbal 
Creuaa, Ircile 
Chcrinto, NSada 
Adrasto, Adr*ste
(See Chapter VIII p.334)

Darn., Deft. 
Dir. 
T. f 0. 
M., A., H.
Cr., I. 
Oh., H. 
'.dr.

Ifetastaaio:
Demofognta

[Sinfonia] 
I

I.I Dlr., M. 
Aria M.

1.2 Dir., T.
OT?ACLE related

1.3 . ,
(Dem. tells T. 
he is to ma^ry) 

I.k T. solo
vria

Scene change 
1.5 Gr., Gh.

Aria Ch.(l)

Uarffiontel-Cherubini:Desrlaux-Yogel: 
DemophoSn. Demophon.

tragedie-lyrique opera lyrique
Overture Overture 
Act I Act I
1.1 Chorus
1.2 OTJACLS(Ex.li;8)
1.3 Dir., A. I.I Dir., H.

Aria A. Aria N. (Ex.lU9) 
I,k Dir. seule 1.2 i^ir. seule 

(Ex. 153A) (Ex. 153B)
Aria: "Age d'or, 
S bel age"

Harche 
1.3 Dir., T., drorus

OP-iCLE related 
I.k Dir., T.

DUET

je vivrais pour raoi- 
mSme"

1.5 0.

DU /.T
I.6-7 0. 

^ecit.
1.8 Dem., A.
1.9 D§m,, peuples
1.10 chorus
1.11 Dem., 0.

(the aame) 
Aria. D6m.

Ballet

Act II
II. 1 I., N.

Duet (2)

1. He ie prevented from le iving; otherwise " Ar-ia" implies exit 
or the singer.
2. CM II.1 takes elements from other Mutastusio scenes than 1.5 
and thus curtails the misunderstandings of these lovers.
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Appendix 9
1.6 Or., Ch., T.
1.7 Cr., Ch.
1.8 Ch. eolo 

Aria
1.9 Dir. f M.

II.2 I., K., 0. 
(in II.l)

I.10 Dir. f T.

II. 3 ki^.f *. t 0.
Aria Dir. 

II.U Dir., 0.
DUET

1.11 Dir., T. , U. II. 5 Dir., 0., A.
M. in panic A.simile ____

1.12 These and Adr. II. 6 These and Adr. 1.6 These and Adr.ATTEST of Dir. AHPEST of Dir. A^PKST of
Aria Dir. (no aria) (no aria)

1.13 T., M. II.7 0. seul 1.7 T. . ».
Aria T. vria Aria T.

[I.Ul Dir.. T.J
[DUST]

1.5 Dir., T., H. 
H. simile

Act II

11.1 Dem., Cr. 
Aria Gr.

11.2 Dem. f T. 
Aria T.

11.3 Dem. solo

II. U M., T. 
Aria U.

11.5 T solo - exit
11.6 Dir.-

Sacrificial
Procession 

Aria Dir.
11.7 Cr., Ch. 

Aria Ch.
11.8 Cr. sola 

Aria Cr.

Act III /let II 
III.l D£m.,0.

Aria 0.
Aria Dim.
(!•*. 152)

III. 2 Dem. t I.

(in III.l)

(in III.l)
III. 3 Dem., I., N. , 0. 
III.U Dem. , I., N.

Trio 
III. 5 I., N.

III.6 Dir.-
Sacrificial
Procession 

vria Dirj

(elements in 
II.l, III.5)

II.l M., T.
\-ia N.

II. 2 T. solo - stays 
II.3 Dir., T.,

Procession 
II. k Aria Dir. (Ex. 151)

II.5 Chorus of people 
(insertion)

XLY



Appendix 9
II. 9 Temple scene III. 7 Temple scene II. 6 Temple scene

Ma rone
Priests* chorus

[ Combat J III. 8 Jombat II. 7 Combat 
11.10 Dem. III. 9 L£m. II. Dem.
[T. (0. ) comes with arms to save Dir. ; Dera. (Dem. J presents him­ 
self unarmed to his son's (or (T. ) tup oaed son's; swurdj 0. 
(T. ) yields -it onceaand reveals his illegal aurriai :;e to Dir. j

Aria Dern. Aria

II.11 Dir., T. II. 8 Idr., T. 
DUET [Henceforth new DUri'i1 
* • * * • material to end; * * * * * 

D£jn. displays un­ 
expected clemency, 
to fulfil the eni­ 
gmatic oracle. ] 

Act III Act III
III.l T. , Adr. III.l H. seul

.ria Adr. 
III. 2 T. t Oh. [ Elements in II. 2] III. 2-3

Aria Gh. Ballet 
III.3 T., M. III.U T., N.
[A letter which reveals that Dir. is daughter of Dem.; ana that 
T. is therefore her brother as well as husband (not 0., Ok'J.J
III.U T. solo III. 5 T. seul

Incest mono- (Ex. 150A: aria
logue Ex. 150BJ 

I II. 5 T., Or., Dem., III. 6 T., N. , , ,£;n. , 
Dir., her- son. L>ir. , her son. 
Aria T. ^ria T.

"Mieero pagoletto" "Gher eni'ant" 
ix it No exit 

III. 6 .r-ia Dem.: exit QUARTET 
III. 7 Ari i Lir. : exit replacing arias 
III. 8 Or. sola a.ui becoming

Iria, exit Ohorus 
III. 9 T. , Ch.
III. 10 T., Ch., 91. , Dir., Xdr.
III. 11 These and DCTI. Descent or Diane 
III. 12 Tnese and Gr.

Cnurus

See Chapter VIII p.j>3U*T.


