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ABSTRACT

Cherubini’®s _égég, his most famous work, came to be an
ppera appreciated by such composers as Beethoven and Brahms, and
was particularly popular in Germany in the 19th century. It has
been revived in the 20th century for especially great singers
like Maria Callas in an unfortunate presentation in Italian with
recitatives composed by Franz Lachner (in 1854) in & very
severely cut version which the present author has found goes back

to the composer himself in Vienna in 1802.

This first detailed study of the opera is organized into
four main chapters. These are preceded by remarks concerning
»Methodological and Technical aspects”, and an Introduction,

giving reasons for studying this opera and a survey of research

The first chapter deals with the historical background of
the opera and the story of Medea. It also discusses the autograph
jocated in the Stanford Memorial Libraryi some investigation is
made of Cherubini’s compositional process as reflected in this
manuscript. A further diécussion considers some changes in
orchestration and the addition of metronome markings attached to
the printed score found in thg library of the Conservatoire Royal
in Brussels. These additions were made for the French production
of the opera in Brussels in 1814. An important discovery is
revealed of the prompter®s part ("Spuffleurpart”) for the per-
formance (the German version) in Vienna in 1802 which contains

Cherubini®s cuts, later incorporated in the edition published b?




www.tsippi-fleischer.com

Peters in 1856. This is the source of the cut performances used

today.

The next three chapters investigate the style of each act in
great detail. There 1is an overview of the action and musical
organization, and a summary of the basic overall mbpods, sections,
forms and proportions. fAnalytical outlines are then provided for
each number, including the overall form, inner formal divisions,

the main keys, and the harmonic functions.

For each act the author offers a detailed analysis of two or
three numbers. These analyses include a summary of the dramatic
context and content. The text is given in French and in English
translation, and the versification is specified. A more detailed
analytical outline is provided, showing the coordination between
the text and the musical material, the inner details of the
structure coordinating the text with the dynamics, phrases,
thematic functions and 1local harmony. Separate discussions
include tonality, sound and orchestration, text-music relation—
ship with a list of musical phrases, a consideration of the
influence of the text on mood and the wvocal style: melodic
contours and highest peaks (with graphs and musical examples);
text and harmony; ensemble, mood and texture; dynamics (sometimes

with graphs); rhythm; and growth options with graphs.

The thesis ends with a brief section of conlusions regarding

the historical and musical significance of the opera.

ro
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METHODOLOGICAL AND TECHNICAL ASPECTS

In this thesis, which is essentially a detailed study of
According to +their importance in this survey, these are the
methods developed by Jan LaRue, Heinrich Schenker, Yizhak Sadai,

angd Leonard Ratner.

While following these approaches, the author has made
certain modifications, according to her own analytical prefer—
ences. These methods are considered and treated as complementary
to each other, a fact which led the author to draw melodic graphs

and special Timelines.

This means that the essence of the analytical process
utilizes the idea of LaRue’s Timeline and develops considerations
of the elements of Soung—Harmony-Melody-Rhythm into very detailed
graphs. In order to aid the reader’s insight into growth options,
much effort and thought have been invested in the many analyses,

maps, graphs and in musical illustrations.

It is important to note that, by wusing Schenker"s and
LaRue’s methods, the panorama of basic tones for a section were
always the same. Reflecting LaRue’s interest in maps of stresses,
the author has included such maps showing the relation between
text accents, melodic contour and harmonic rhythm. The total
picture of contrasting stresses is related to Ratner’s approach
to Expression and Rhetoric, and when needed, reference is made to’

;

his repertoire of Topics.
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Several technical details should be explained at this

point.

Some of the harmonic symbols are those derived from Sadaiz:
tonic and dominant indicate the functional symbols related to the

basic/first key of a number; Il or V! degrees are considered as

a special tonic. Indication of a lowered note as ]Il% . for

example, is based on Sadai’s book on harmony.

The Hebrew terms ‘minorization® and ‘majorization” have
been used because of their usefulness. They refer to the change
of harmony from major into minor and the reverse. In the figures
and tables, lower-case letters indicate minor keys, and capital
letters, major. Other symbols include @fnr tonic, fnr sub~-

dominant,(Z)for dominant.

The orchestral motives are indicated by the author?’s
1
specific sign GQ H QQ refers to the first orchestral motive of
2

a sectiong CQ to the second in the same number, and so on.

The key of symbols used:
Capitals — A B C - formal sections

Small letters — a b ¢ - phrases, segments, motives

Small letters underlined — a b'c musical notes

Capitals underlined - P T 8 K =~ formal functions according to
LaRue

The measure numbers run through a single scene.

In order to simplify the musical example, in most cases the’
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author has not included sluwrs.

The reader should note that discussion of the orchestral
introductions to Acts I, 1I1I, 1III (Chapters II, III, 1v), appear
at the end of each chapter. This was convenient as regards the
order of presentation of material, since most of the analyses
deal with dramatic—musical development, where the presence of a
text immediately dictates the musical content. The presentation
of a purely orchestral section is a completely different matter;
it is also reasonably compatible with the process of composition,
that is, orchestral introductions to an pperatic act, and, in
particular, the overture which initiates the opera as a whole,
are usually among the sections written relatively late in the

compositional process.

The English translations from Hoffman’s French text are not
literaryy they are as close as possible to the original text,
an effort having been made to preserve a suitable English syntax

and stvyle.
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INTRODUCTTION

Luigi Cherubini (1760-1842) has been almost entirely
forgotten in the course of the last 150 years. Nevertheless, his
music most certainly merits a thorough examination, seeing that
19th—-century composers such as Weber, Schubert, Mendelssohn,
Schumann, Wagner, Brahms, Bizet and others, admired him greatly,

1 2
as did his greatest contemporary, EBeethoven. Hugo Riemann

characterizes Cherubini as the leading composer of the "Fariser
3
Klassiker”. Grout places him with his Mégde (1797) at the top of

the list o? opera composers at the turn of the 19th century. #And

yet, Cherubini*s music is hardly ever studied and rarely

performed: his only works included in the contemporary repertoire
4

are his Reguiems.

5
Many reasons may be given for this situation. Basil Deane

claims that Cherubini®s Cours de contrapoint et de fugue (1835)

1 For Beethoven’s admiration of Cherubini, see Thayer’s Life

of Beethoven, ed. Elliot Forbes (rev. ed., Princeton, 1967},

A S L e e e o i s

pp.326, 327, 828.

2 Hugo Riemann, "Epochen und Heroen der Musikgeschichte”,
Spemanns goldenes Buch der Musik (Berlin-Stuttgart, 1909), Far.
127.

3 Donald Jay Grout (with Hermine Weigel Williams), A Short

History of Opera (3rd ed.; New York and London, 1988), pp.347-8.

4 Cherubini’s Requiems are probably still included in concert
series because of their religious subject which appeals to the
emotions of the audience, as well as their most impressive
combined choral-symphonic ensembles (the D ainor Requiem
with men’s chorus is especially popular). It is easier to gain an
audience’s sympathy with a religious work than with the difficult’
story of tedea.

5 Basil Deane, Cherubini (London, 1965), p.47.

6
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caused damage to his reputation, since it was much used in 12th-
century studies of composition, and young musicians seemed to
dislike its "strict and dull” exercises.& Others might say that
the omission of ﬂégég from the opera house is a direct result of
the great artistic and technical difficulties inherent in the
heroine’s part, so that performers avoid singing it. Below are
listed eight additional reasons whiﬁh may have been instrumental
1) The cnmpiicated subject as a whole;

2) The supernatural character of Medea, with her supernatural
herpism which 1is alien to today"s audiences, who have greater
affinity Ffor more natural, human characters with whom they can
identify or against whom they can express antipathys

3} The plot, which creates an extremely negative psychological
reaction according to present-day morality;

4) The harrowing ending to the opera (F.B. Hoffman having
followed Euripides® version of the myth), which causes the
audience to leave the opera house in a depressed moodj

5) The French language, which adds to the difficulties for
singers (in comparison to Italian, which has +far more oOpen
vowels) and especially for Medea. There has also been some
criticism of Cherubini®s use of the French language. Whatever the
reasons, the French version has rarely been produced since 1814
(for 170 years!)

6) The mixture of genres — formally it is ggégg comigue, with a

lyric—dramatic serious plot and musical expression — resulting in

& It is well-known that the composer who denigrated Cherubini *
and damaged his reputation the most was Berlioz. :

7
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some sort of ambiguity that has a negative effect on perceptions
7) The chaotic overall view of Cherubini®s work caused by the
mixture of his original musical sections and Lachner’s recita-
tives, which since 1856 have misled performers (especially con-
ductors in whose hands the decision—-making lies) and audiences,
as to what the master®s authentic composition was! The picture
becomes even more blurred if we take into account that these
recitatives of Lachner’s were almost always combined with
Cherubini®s cuts of the year 1802!;

8) The strong dramatic drive is a result of Cherubini®s very
intimate contact with Hoffman’s libretto while he was engrossed
allow any ‘external® factor (e.g. principal singer, conductor or
stage manager) to interfere with the process of comppsition. This
focused process of composition resulted in an operatic masterwork
which the environment in guestion often finds difficulty in
confronting, comprehending or performing.

7
Alexander Ringer goes so far as to evaluate the role of

Cherubini®s orchestra in ﬂégég as similar to that of the chorus
in ancient tragedy. There is something to be said for this

innovative approach which seems to clarify why this cathartic

opera has not been fully understood until the present day. In his

Revolutionary Opera”, in Essays in Musicology in honour of Dragan

—— i e e e G ias o it S S 2 S S

Plamenac on hig 7O0th birthday, ed. Gustave Reese and R.J. Snow
{Pittsburgh, 1969), pp.281-99. Ringer also states that, in spite
of the great differences between Cherubini and Mozart, the two.
composers share an attribute which reflects the greatness of "
both: "making musical distinctions between different characters

and situations” through "idiomatic variety” (pp.289-70).
8

7 Alexander Ringer, "Cherubini’s Médde and the Spirit of French




www.tsippi-fleischer.com

ppinion, it 1is strongly related to Richard Strauss, Arnold
schonberg and Alban Berg. On the other hand, it is interesting to
note what Grout®s attitude is:B he feels that, objectively
speaking, there is not sufficient focus in Cherubini®s style as
opposed to that of Mozart and Beethoven - which is why Cherubini
has been set aside in the past and will probably be neglected in
the future.9

No matter how one evaluates the above reasons or the degree
of authenticity conveyed by them, they no doubt help describe the
reality which calls for a greater insight into ﬂégég, the
master®s greatest work. This opera reflects his dramatic style at
ite best, and exists as one of the peaks of dramatic musical
expression in the 18th century, at the vanguard of the stream of
pperatic works marking the turn to the 19th century. Its atmos-
phere is strongly reminiscent of the "Rescue"” opera genre, but
the myth of Medea, with its enormous dramatic potential, dwarfs
all the other elements. When praising Cherubini, musicians and
critics mainly referred to him in connection with this work (see
Brahms® comment: "Diese Medea, das ist was wir Musiker unter uns
als das Hochste in dramatischer Musik anerkennen").10

After all that has been said till now, and taking a broad

historical perspective, it cannot be denied that Cherubini’s

originality, reflected specifically in his Médée, enables him to

8 Grout, A Short History of Opera, p.359.
9 The author cannot accept Grout’s statement. In her opinion,

all the repetitions that Cherubini decided upon were made for the

purpose of shaping and strengthening the musical drama. g
10 Richard Heinrich Hohenemser, Luigi Cherubini: Sein Leben und ‘

seine Werke (Leipzig, 1913; reprint Wiesbaden, 1969), p.207.

T o o e —— — ——
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assume an uncontested position as a great pioneer in the transi-
tion from the 18th to the 19th century. As Bellasis explains in
the preface to his book,11 perhaps it was Cherubini®s very
special personality that enabied him to create a character as
original as Medea, full of extraordinary force in spite of the
difficult reality of her complex psychological pxistence. Basil
Deane alsp acclaims the originality of Cherubini’s approach,
concentrated in his Médée. He mentions the huge power and origi-

nality of Cherubini’s overtures which "opened a new path for
12
opera composers, areas of human experience...”. pathia Churgin

considers this work of 1797 as much more advanced in musical
style than Beethoven or Mozart: "an amazing work, the most
advanced piece of music of its time which should be thoroughly
analyzed in order to broaden our knowledge of the Classical
epochy Haydn"s "Creation” of the same period is of an entirely

different style! We cannot continue analyzing Besthoven and
i3

The libretto for Médde was written by Frangois Benoit

o — o oo

Hof fman (1760-1828), a French writer of comedies, lyric

tragedies, and librettos of operas comigues by L emoyne (Phédre,

1786) , Méhul (Euphrosine et Coradin, 1770)j Stratonice, 1792),

Grétry, Solie, and others. His fame rests on his critical

articles in the Journal de l1’Empire and on his most successful

11 Edward Bellasis, Cherubini: Memorials Illustrative of His

Life and Work (London, 1874; new ed., Birmingham, 1912), p.10. He

us to tears or shake us with fear". .
12 Deane, Cherubini, p.9. /

13 Prof. Bathia Churgin, the advisor of this thesis, made these
remarks to the author during a working session.

10
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i4
comedy Roman diune heure ou la Folle gageure (18030 .

mégég is listed among other settings of the Euripidian plot
since the 17th century,15 such as that of Francesco Cavalli
(164%9), Antonio Gianettini (1675}, Georg Benda (1775), and later
settings such as Simone Mayr’s (1813) and Darius Milhaud’s
(1939). Cherubini®s opera with Hoffman's libretto stands as an

example of the use of the classical Greek heritage in French

culture in the revolutionary period.

In its original form, ﬂégég was an Qgégg comigue with
largely spoken dialogue. In 1854 Franz Lachner (1803-1890), a
German conductor and composer, active in Munich, set the spoken
dialogue to music. Lachner®s new recitatives fall far below
Cherubini®s style as regards dramatic value. After Lachner®s

revisions, the opera has invariably been performed in the purely

lyric version.

The autograph of Medée is located in Memorial Library,

Stanford University, California. @ fragment is located in the
16
FParis Opera library.

{4 For further information about Francois Benoit Hoffman see
M. Michaud, Biographie universelle ancienne et moderne, XIX,
(Graz, rep. 1967}, 499-502.

15 See The Concise Oxford Dictionary of Opera, ed. Harold
Rosenthal and John Warrack (London, rep. with corrections 19771,
254.

16 Just before submitting this study, the author has dis~
covered that the Opera library contains one leaf written on both
sides. One side has two added trombone parts (alto and tenor) for
the duet closing Act I. The handwriting resembles the added
material found in Brussels for the 1814 performance (see below).
The other side of this leaf seems unconnected. See the;
illustration on the next page.

11
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The first edition was published in Paris by Imbault in 1797-
99, and dedicated to Cherubini®s good friend and great admirer,
the other leading opera composer in .Paris, Etienne Méhul. @A
farsimile of the original edition was published in London by
Gregg International Fublishers Ltd. in 1971. among the piano—
vocal scores are those by Gustav Schmidt (Leipzig: FPeters, 1856),
Carlo Zangarini (lLeipzig: Breitkopf und Hartel, 1873y, Horst

George, and Wilhelm Reinking (Milan: Romualdo Fantuzzi, 1910).

There are a few helpful biographical studies and surveys of
Cherubini®s music: Bellasis 1874, Hohenemser 1913, Schemann 1925,
Confalonieri 1948, Deane 1965, Croce 1983/86 (for full titles see
the Bibliography). Besides these, several articles have been
published on Cherubini, suggesting his gualities as a dramatic
composer, as well as a few articles about his Les deux Journées,

Mégég, Regquiems and string quartets. Two useful doctoral disser-—
tations by Margery Stomne Selden and Stephen willi5,17 contain
much historical data as background for further research. AR
‘article by Anna Amalie Abert,18 has thrown light on Cherubini®s
importance from the wider historical view. @A collection of
articles and a catalogue are contained in a volume marking the

bicentennial of Cherubini®s birth, ed. Damarini, 196Z.

The main sources of this study are the autograph and the
published edition of Medée of which a detailed study was made

—— s e

from the point of view of style analysis. The author sincerely

17 See Margery GStomne Selden, "The French Operas of Luigi
Cherubini® (Yale University, 1951)3; and Stephen Charles Willis,
"l uigi Cherubini: A Study of his Life and Dramatic Music, 1793-
1815" (Columbia University, 19735). ;

18 Anna Amalie Abert, "Die Oper zwischen Barock und Romantik”,
acta Musicologica, XLIX (1977}, 137-93.

_______________ 12
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hopes that her research into ﬂégég provides the opportunity for
evaluating the work as one of the climaxes in operatic history.
The present dissertation has allowed the author to delve deeply
into this opera, which, until the present day, has never been

unquestionably found the path leading to his innermost soul.

During work on the autograph and its corrections, the author
had the opportunity of making exciting discoveries while visiting
the Stanford library in March 1989 and October 1993, Brussels in
February 1989, and Vienna in February 1993. The two visits to
Stanford for research on the autograph of ﬂégég allowed Ffor a
progressive follow-up of Cherubini®s corrections in the autograph
which reflect a final stage of composition, and a continuation of

research into the style of the opera — a labow of love in which

she had been involved for a number of years.

It was interesting to observe how, in the preparation of the
autograph, Cherubini was beset by second thoughts, resulting in
the deletion of a number of repetitions to his complete satisfac-
tion. The important discovery of the cuts made in Vienna in
1802,19 which had been mistakenly guoted in very many places as

having been made by Cherubini in Vienna in 1809, has been authen-—

ticated by the author after the discovery of the prompter®s copy

19 Klaus Hortschansky, "Médée", in Pipers® Enzyklopddie des
Musiktheaters (Minchen-Zurich, 1986), p.5&0. The fact of the 1802
(and not 1809) authorized cuts was mentioned without any details
or proof. The author made this discovery before reading the

article, however.

13
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("Spuffleurpart”), stowed away in the National Library (Bster-
reichische Nationalbibliothek) in Vienna. In the thorough exami-—
nation made of all Cherubini’s cuts, the author came to the
conclusion that these are only superficially "authorized cuts” as
they do nothing to improve the score or the music but rather

detract from its dramatic-expressive power.

Of great importance was the investigation of corrections and
additions probably made by Cherubini in 1814 in the Library of
the Royal Conservatory (Bibliothéque du Conservateoire Royal de
Musique) in Brussels.éo The alterations in the orchestration
throughout the Overture and at the end of the Finale of Act 11,
the $irst hints of the composition of recitatives (for Medea and
Neris) towards the end of the Finale of Act II, and above all,
two pages of metronome markings which were found in the corrected
edition in the Royal Conservatory in Brussels - throw an
important light on the many rapid musical changes which had taken
place in the world of music during approximately fifteen vyears.
It is most advisable that the metronome markings of 1814 be
inserted into a revised edition of ﬂégég which will hopefully
be initiated in the near future. It would also be most rewarding
to see a revival of this opera in the near future, performed in

Cherubini®*s complete original French version, according to its

first printed edition which is analyzed in this dissertation.

20 The existence of the corrections is cited in the work—-list
of Cherubini’s music for the article on Cherubini by Basil Deane,
NGD, 4, 210.

14
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CHAPTER I

THE MANUSCRIFT AND FRINTED SOURCES

15
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HISTORICAL BACKGROUND

gi Cherubini (1760-1842): A Brief Biography

Luigi Cherubini was born in Florence in 1760 to the family
of Bartolomeo Cherubini, a harpsichord player at the Teatro di
Fergola in Florence. He received his first musical instruction
from his father at the age of six, and studied composition with
prominent Florentine musicians: Bartolomeo Felici, his son
Alessandro, Pietro Bizzarri, and Giuseppe Castrucci. At the age
of thirteen he wrote his first compositions, a Mass and Credo in

D minor (for four voices and orchestra) and an intermezzo Amore

artigiano. By the age of sixteen he was already the author of 36
works, mainly church music. His career as an oDpera CompOoser
began in 1778-81 in Bologna and Milan, where he studied opera
composition with Guiseppe Sarti. His own first opera, [l Guinto

o — Ao o o o — V—

Fabio, was staged in 1779 at Alessandria (Fiemonte). In 1781 and

1782, back in Florence, he composed three other operas, Armida
opera theatre in Florence) and Adriano in Siria (for the Armeni
opera in Livorno). The subject of all his operas of that time, as
usual in opera seria, was Roman antiquity. In 1783-84 a reworked

version of Il Quinto Fabio was staged in Rome, Venice, Mantua and

Florence. He thus became famous throughout Italy.

In 1784 he moved to London where he wrote two operas for the

King®s Theatre (Theatre Royal): the comic opera La £finta

English audience. In 1785 he visited Paris, and in 1786 settled
16
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there. In 1788 he composed his first French opera, Qémggngg,
which was well received. The stormy years after the siege of the
Bastille <(on July 14, 1789) did not interfere with his active
musical life. That same year he was appointed musical director of
a company for the performance of italian operas, which were
staged first at the Thébtre de Monsieur (at the Tuileries) and
later at a new theatre in Rue Feydeau. It was at this theatre
that his first famous opera, Lodoiska (1791), was staged and

e e e e sl e

widely acclaimed.

In 1792, during the Revolution, the Italian opera company
(which had been connected with and supported by the royal court
and the royal family) could not function any more. its director,
the composer Viotti, fled to England, and Cherubini retired to a
country home in Normandy. In the summer of 1793 he returned to
Paris, and was soon appointed inspector of instruction in the
newly—founded Institut National de Musigue. His new opera Eliza
was staged at the Théitre de Feydeau in December of 1794. In 1795
the Institut National de Musigue was transformed into an official
national conservatory (the Conservatoire) and Cherubini was
appointed one of its five directors, together with Méhul, Gossec,
Grétry, and Le Sueur. Together they wrote some republican hymns

i .
in 1793-98. On 13 March 1797 Cherubini®s new DpPEera, Médée, was

staged at the Thébtre de Feydeau. Though in this work his musical
language had attained the height of mature expression, the opera

was not received in Paris with great enthusiasm. It was followed

1 For details concerning these hymns, marches and funeral
pieces, see Selden’s dissertation, pp.121-2.

17
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in 1800 by the opera Leg deux Journées, his greatest success, and

e e e W v At i v T 0 Shn Y B

to this day considered his best—known opera.

The year 1802 saw Cherubini®s most successful season in
Vienna. In 1805 Cherubini moved to Vienna where he was welcomed
by the public and by the leading musicians, among them Beethoven

and Haydn. He attended the premiere of Leonore that year.

After Napoleon®s invasion of Austria, and after having been
invited by MNapoleon to return to Paris, Cherubini moved back to
France. From then on he applied himself to church music which was
well received, unlike his unsuccessful operas of that period.
Under the restored Bourbon monarchy he was appointed "superinten-—
dent of the King®s music” (surintendant de 1a musique de roi).
Between 1808 and 1836 he composed ten Masses (including two
coronation Masses and two Regquiems). in 1822 he was appointed
director of the reconstituted Conservatoire, his activity being
of primary importance for the future character of that institu-
tion. In 1841 he became Commander of the Légion d*Honneur. He

died in 1842 in Paris.

Cherubini’s sacred works include seven Masses, two Requiems
and several short pieces. These two Requiems (in D minor, for
men’s chorus, and in C minor for mixed chorus), are considered
his greatest achievement; they are included in the repertoire of

many concert series throughout the world today.

His instrumental music includes a separate Overture in 6 (in

addition to the overtures to his operas), the Symphony in D and a'

18
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set of six string guartets composed in the course of the years

1814-34.

Cherubini®s didactic works include a collection of solfége
exercises and figured-basses (1798-1840) and his important book
Cours de contrepoint et de fugue (1835), for the teaching of

strict polyphonic writing based on the theories of Fux, Martini

and Marpurg.

ey S e T S o S St o S e S G o i G @ s e S SOHO kS e v i P

Cherubini‘s ﬂégég was first performed at the Théhtre de
Feydeau in Faris on 13 March 1797, and was given a lukewarm
reception by the audience, in spite of the appearance as Medea of
the famous singer Mme Julie Angelique Legrand, known as Madame
Scio, and the first Jason, Fierre BGaveaux, also a renowned
composer: this production was not repeated. The reviews in Paris
mentioned the expressiveness and the majesty of the music, the
richness of the costumes, the excellent performance of the chorus
and of the main female heroine; at the same time they found that

2
the musical style showed signs of imitation of Méhul.

basis of Cherubini’®s artistic fame. One of the contributory

— s s e e

in the Parisian press in Courrier des Spectacles (14 March 1797)

and Journal d’Indications (15 March 1797), as described in
Willis® dissertation, pp.52-3. Pougin presents evidence of,
Mehul’s great anger about this criticism of his esteemed friend.

See Arthur Pougin, "Cherubini: sa vie, ses ouvres, SOn role

19
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the opera on German and Austrian stages beginning on 17 February
1800 with its appearances in Berlin (translation by kKarl Alexan—
der Herclot, Medea’s role sung by Margaret Schick). Cherubini,

who was already well—-known for Eliza and Lodoiska, was acclaimed

after the Berlin premiere. Below is a translation of a gquotation
from the aMZ 11, 29, 16 April 1800, appearing in Willis® disser-
tation, p.59. Herclot’s German translation was aleo highly
praised:

" ..the composer is always faithful +to the main
character, achieves great success in the expression of
vengeance, cruelty, anger...there is unity and perfec-
tion in all and a great variety of detail, much exacti-
tude in accompaniments and faithful expression of
suffering...sometimes too much richness of harmony
which distracte the attention from the singer...this is
the fault of many French composers...".

The opera was performed in Vienna from 6 November 1802 and
from 5 December 1802. The translation was by Georg Friedrich
Treitschke, and Medea was sung by Anna Milder—Hauptmann, both

wt

figures associated with EBesthoven’s opera Leonore-Fidelio. In

Vienna it was produced in a new shortened version with cuts by
Cherubini (see below). Later productions came in Budapest - on 23
December 1803, and in 1812 again in Berlin and in Vienna. The
Brussele French production of 1814 introduced new corrections,

probably by Cherubini (see below).

Commencing with the Frankfurt staging in 1854, it became
normal practice to perform the opera with recitatives composed by

Franz Lachner which seemed to be more in keeping with the tragic

-

3 Treitschke®s Berman translation, first presented in Vienna ;
in 1807 and repeated in Berlin in 1812, was very well received.
See letters in this connection in Willis® dissertation, pp.306&6-7.
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events and their distance from everyday life than the original

spoken dialogues.

In this form ﬂégég was performed in German opera houses in
the ensuing decades. In spite of some excellent achievements,
these performances were paid a minimum of attention, and they did
not result in ﬂégég asserting its position in the regular
operatic repertoire.
q
The following is a list of later performances of the opera:

Germany: Mainz 18653 Leipzig, several appearances until 18933

1925 in Erfurt with Médde arranged by Hans Schuler and Heinrich

Strobel.

England: It was Ffirst performed in London in 1865 in Italian,
with recitatives by Luigi Arditi, who also conducted. The main
role was sung by the Dutch singer, Therese Tietjens. It was

repeated with her in 1870 at Covent BGarden.

Italy: It first appeared in 1909 at La Scala, translated by Carlo
Zangarini with recitatives by Lachner. Medea®s role was sung by
Ester Mazzoleni. In 1953 it was performed at the "Maggio
Musicale" Festival in Florence, again in Italian, based on Zanga-
rini, and elaborated by Vito Frazzi and Tullio Serafin. Medea’s
role was sung by Maria Callas, with the conductor Vittorio Gui 4

the opera produced by André Barsacq and staged by Lucien Coutaud.

Maria Callas® interpretation, her expressive, psychological

4 See Klaus Hortschansky, "Medee", Pipers Enzvklopidie des’
Musiktheaters (Munchen—-Zurich, 198&), p.560.
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insight into the heroine®s very being which gave the original
archetype a contemporary aesthetic response, laid down the
musical and dramatic model for the interpretation of Medea in the
20th century. Again in 1953, this time with Maria Luisa Nache as
Medea, it was presented at La Scala, conducted by Leonard Bern-—

stein, with staging by Margareth Wallmann.

More recently at the Buxton Festival, on 28 July 1984, the
original French version with reduced spoken dialogue was finally
presented. Another performance occurred at Covent BGarden on 1)

November 198%9.

These historic performances saw the renaissance of the
opera. After Maria Callas had performed Medea in 1953, the
following singers followed in her footsteps: Eileen Farrell, Inge
Borkh, Elizabeth Carron, Gerda Lammers, Rita Gorr, Antigone
Sgourda, Gwyneth Jones, Anja Silja, Leonie Rysanek, Cristina
Deutekom, Sylvia Sass, Grace Bumbry, Katia Ricciarelli, Shirley
Verrett and others. The New York stage revival with Eileen Farrel
(1958) was a remarkable event in the modern world of opera
performance. None of these singers, however, succeeded in

reaching the heights of Callas.

Since the middle of the 20th century, after a neglect of
almost the whole first half of the century, a few recordings of
the opera have been made: in 1953 and 1957 with Maria Callas as
Medea, in 1958 with Eileen Farrell and with Callas - in separate

recordings, in 1959 and 1961, in 1967 with Gwyneth Jones, and in.
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5
1978 with Sylvia SBass.

This all would seem to indicate that it is guite possible
the 20th century will see a renewed interest in this opera.
However, since Callas stopped performing the role of Medea,
interest in Cherubini®s opera has again faded away.

)
klaus Hortschanshky writes: "It seems to me that Eduard

Hanslick®s opinion after the production in Vienna was propheti-~
cal: *hoch gepriesen und lassig besucht, von allen bewundert, von
wenigen geliebt, das ist jederzeit das Schicksal der Cherubini-
shen Medea gewesen® (“highly appreciated and poorly attended,
admired by all, loved by few — this was always the fate of

Cherubini®s mégég*)."

Whatever the case, one cannot but agree that Cherubini’s

The Myth

The legend of Medea originates in Greek mythology. She was
the daughter of Aeetes, King of Colchis and protector of the
Golden Fleece, and sister of Chalciope. Having fallen in love
with Jason, one of the Argonauts, she helped him steal the fleece

from Aeetes using her magic powers, on the condition that he

5 For information about performances and recordings, see Klaus
Hortschansky, "Medee”, p.560. d
& 1Ibid., p.5Sél.
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would marry her. When pursued by the Colchians, Medea killed her
hal f-brother, Apsyrtus, whom she had taken captive, and strewed
the pieces of his body in the path of the boat. This slowed down
the Colchians, so that the Argonauts were able to arrive home

safely after numerous more adventures.

Jason arrived back in Thessaly to find that his close family
had all been put to death and that his uncle, Pelias, was in
power. Medea, -again with the aid of her magic, arranged for
Pelias to be carved up by his own daughters; Jason and Medea,
fearing revenge, left Iolchus and took up residence in Corinth
where Jason was accepted as king, Medea being the only surviving

child of Aeetes, previously King of Corinth.

Aafter ten prosperous years and fourteen children, Jason
began to suspect Medea of having procured him the throne through
poisoning and decided to divorce her in favour of Glauce
(Dircea), daughter of Creon, King of Thebes. Medea did not deny
her crimes but insisted that Jason live up to the oath which he
had taken when she helped him to procure the Golden Fleece, to
love her forever. Jason refused; Medea feigned submission and
sent a wedding gift to Glauce in the hands of her children - a
golden crown and a long white robe. However, when Glauce put them
on, they burst into flames, killing all assembled, except for
Jason. By this time Zeus had fallen in love with Medea’s
indomnitable spirit but was repulsed by her: Hera promised
Medea’s children immortality if she would lay them on the sacri-

ficial altar in Hera®s temple. Having done this, Medea fled. Her’
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children were seized and stoned to death by the Corinthiaﬁs,
enraged by the murder of Glauce and Creon. Medea escaped to
Thebes, then to Athens, where she married King Aegeus, and final-—
1y returned to Colchis before becoming immortal and reigning in
the Elysian Fields. Jason, cursed by the gods for having broken
his oath to Medea, wandered homeless from city to city and was
finally killed, just as he was on the point of committing sui-

7
cide, when his boat, the "Argo"”, toppled forward on top of him.

The first important drama to be written on this subject was
by Euripides (c.485-407 B.C.E.). His Medea created even further
confusion in the storyy the Corinthians bribed Euripides to say
that Medea had killed two of her children and that the rest
perished in the palace fire. The plot revolves around only the
last part of the original myth: the vengeance of Medea. The
principal characters are Medea, Jason, Creon and Aegeus (King of
Athens): a group of Corinthian women make up the chorus. The
drama is set in Corinth in front of the royal palace. With all
the art of a great master, Euripides portrayed Medea’s jealousy

and the anguished conflict of her emotions when she is on the

point of killing her children.

Euripides® innovation is the combination of wvarious sub-

7 After Robert Graves, The Greek Myths (Harmondsworth, Middle-
sex, 1960), 1I, 236-59. Graves made a conflation of several
sources of the myths.
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plots: the murder of Creon and his daughter; the murder of the

two boysi the story of Aegeus.

His tragedy, written according to traditional rules, was
first performed in 431 B.C.E.3 it was awarded third place in the

competition held during the Dionysiac festivities.

The play begins with a dialogue between the nurse and the
boys® tutor on hearing that Jason, Medea’s former husband, bhas
married OGlauce (Dircea), daughter of the King, Creon. Medea,
distraught and in a fury because of Jason’s deed, is prepared to
put an end to her life. Creon, fearful that she may murder his
daughter, banishes Medea and her sons. In the first episode (far
earlier than in Hoffman’s version), Medea speaks of the wretched-
ness of women in the institution of marriage and her own
condition as an abandoned and alien woman. By her cunning she
receives a stay in her banishment from Creon in order to decide
upon her next move. Immediately she begins to plan the details of
the murders; Jason offers to aid his exiled wife. She repulses
him in scorn while he justifies his treachery as an acceptable

step in a world of expediency.

The story of Aegeus is inserted here - Medea manages to
extract refuge in Corinth from him (in exchange for her magic
draughts to aid his potency). She presents her completed plan to
send Glauce a poisoned robe and crown in the hands of her sons
(as if pleading with Blauce not to exile them) and in the end, as
the culmination of her revenge against Jason — she intends po

#

murder their children. The desperate cries of the children are
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heard in the chorus, after she has managed to mislead Jason and
Glaucea. She murders the children. Victorious, with god-like
attributes, she appears in the chariot of her grandfather, Helios
(the Sun). She has murdered Jason®s bride, the King and the
children, and it is left to the chorus to convey this to Jason.
He wishes to punish her. She does not allow him to bury his sons
and prophesies a bitter end for him: that the poop of his ship,
the "Argo" (hanging in the temple to Hera) will fall on him and
will split his skull. She disappears in the chariot and the

mourning, sorrowing Jason departs.

Synopsis of Medea by Euripides, Edited in 11 Scenes by Nigel
Watson.

SCENE 1

Medea’s children’®s nurse sets scene. We learn that M. suffers
greatly because Jason has bedded Glauce, daughter of Creon (King
of Corinth) and intends to marry her. Tutor reports gossip that
C. may drive M. and children into exile. Nurse warns children to
stay away from M. because of her emotional state. After tutor and
children exit, M. appears, curses children and entire lineage.
Nurse remonstrates, says children arent to blame, preaches
moderation. M. goes indoors.

SCENE 2

Enter Chorus of Corinthian women. Claim crying over J. isn’t
worth it. Nurse is saddened that music cannot cure such grief.
Indoors, M. prays to gods to destroy J. and G. Nurse fetches her
out.

SCENE 3

M. confronts Chorus. She bemoans women®s lack of social maneuver-—
ability and her fall from princess to refugee without protector.
Ch. acknowledges her feelings are just. Enter C. who banishes M.
and children for fear M. will harm G. M. begs for one day's
respite. C. reluctantly agrees, exits. M. tells Ch. her plan to
kill H.; 6. and C.

8 Nigel Watson is a scholar of the theatre and artistic
director of the "Theatr *Taliesin® in Cardiff, South Wales, Great
Britain. This synopsis was edited at the author’s request in May
1994. .
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SCENE 4

Enter J. who offers provision for children. M. refuses to believe
him. J. says she has been “civilized® by Greek values and that he
is marrying 6. to ensure children’s financial security. Exile is
her own fault for calling down curses on C.'s family. M. spurns
his offer of financial assistance. (Exit J.). Ch. sides with her,
again pleading for moderation.

SCENE 5

Enter Aegeus, King of Athens, old friend of M. She explains the
situation from her point of view. He swears before the gods that
she may find a home in Athens in perpetuity and will never be
given up to enemies under any circumstances. However, he will not
actively assist her to escape Corinth: this she must do unaided.
In return, she agrees to help him cease being childless.

SCENE &

M. exults, tells Ch. her plan. She will summon J., apologize,
pretend to accept his plan, send the children with golden dress
and diadem to G. as a wedding gift. The latter is smeared with a
magic poison: the wearer and all who touch, will die in agony.
Then M. will kill the children before fleeing, as they will be
without protection. Ch. begs her to desist, asks how can she kill
her own flesh and blood. M — it is best way to be revenged on J.
Ch. predicts she won®t actually be able to do it.

SCENE 7

Enter J. M. acts contrite, pretends to agree to everything,
brings out the children to witness harmony restored. J. asks why
she is so pale and weeping. M. blames it on female weakness. M.
begs J. to beg C. to let children stay in Corinth, or let G. beg
her father for this favour. M. persuades J. to let the children
take (poisoned) gown and diadem to G. Ch. now sees disaster as
inevitable.

SCENE 8

Tutor appears with children, back from royal palace, tells M.
that children may stay in Corinth after all. M. aghast. (Exit T.)
Pity For her children and willingness to abandon plans battle
with wounded pride and hatred of J. inside her. Desire for
revenge wins. Embraces children and sends them into the house. "I
know indeed what evil I intend to do". Exits. Ch. reflects that
the childless are sometimes blessed.

SCENE 9

Re-enter M. and Messenger from the palace. Mess. tells her to
flee, 6. and C. are dead. She, delighted, wants to gloat over the
details. He gives lengthy, gory description of events. Ch. = J.
has deserved these evils, pities M.

SCENE 10

M. rushes into house, intent on slaying chilren lest they "be
slain by another hand less kindly to them". Ch. appeals to Earth
and Sun to stop this. The children’s cries are heard from inside.
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Ch. wonders whether to intervene. (But doesn’t). Claims only to
know of one woman (implied — in the history of the world)
who has committed the same terrible deed.

SCENE 11

Enter J. asking for M.’s whereabouts and children’s. Has come to
protect the children from Corinthian vengeance. Ch. tells him the
bitter truth. M. appears above the house in a dragon—drawn
chariot, the children’s corpses with her. (Chariot kindly donated
by her grandfather Helios). He screams his regret, hatred, racism
at her: "There is no Greek woman who would have dared such
deeds”. They blame esach other at fever pitch. He begs for the
bodies +to bury and mourn them. She refuses, intending to bury
them in Hera’s temple and to establish in Corinth "a holy feast
and sacrifice/ Each year for ever to atone for the blood guilt”.
She prophesies the circumstances of Jd.'s death. Further
expression of mutual undying hatred and recriminations. He begs
her to let him touch the bodies. She refuses.

Chorus: "Zeus in Olympus is the overseer of many doings. Many
things the gods achieve beyond our judgement. what we thought is

not confirmed and what we thought not god contrives. And soO it
happens in this story”.

Hoffman’s Libretto: The Concept and a Short Synopsis

Among the settings which foliowed that of Euripides, was the
important one by the Roman, Lucius Annaeus Seneca (c.43 B.C.E. ~
&5 A.C.E.). The first significant French drama on this theme was
Corneille*s first tragedy, mégég, in 1635 (one year before Le
Cid), based mostly on Seneca’s play. A later French writer who

was attracted to this myth was Jean Maria Bernard Clément (1742~

1812), but his attempt was a failure.

The majority of tragedies devoted to the Medea—-theme have
dealt with the last episode of the story, and Hoffman®s libretto

was no exception.

Hoffman’s setting begins with Dircea and her handmaidens -

her fears of Medea are masked by her lack of faith in Jasong
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Dircea is not convinced by their attempts at calming her or those
made by her father, King Creon, either. In Scene 6 of Act I Creon
frightens Medea. Scene 7, fAct I, is mainly a dialogue between
. Medea and Jason (with Medea begging Jason to return to her); they

curse the fatal influence of the Golden Fleece on their fate.

In Act II Medea is already ordered to leave; her thoughts
are reflected through her handmaiden Neris. Medea remains an
additional day in Corinth and plans the murder of her sonsi she

sends them to Dircea with the poisoned gifts.

In Act II1 Medea is in the midst of her tremendous conflict:
she asks for the gods® assistance so that she may succeed in
executing her vile deed, curses her motherhood, and welcomes the
children in the temple (Neris has brought them there at her
request); when Jason comes to rescue them from the temple, she
emerges with a sword in her hand. She rises up to heaven (after

having murdered the boys) and the temple goes up in flames.

Hoffman, then, starts out with Dircea and expands her
figure (at the same time exposing the blandness of her character
as compared with Medea). It takes longer than with Euripides for

him to have Medea enter.

With Hoffman there is a considerable modification of the

Greek myth, greatly expanding two of Medea’s emotions: those of
vengeance and of the intent to murder. Hoffman also provided

- Cherubini with interesting characters to work with. Medea, even
more central a figure now, more human than before in her fears

#

and her scheming mind, can inspire a stronger psychodrama. But as
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with Euripides, she also curses her motherhood. Dircea (Glauce)
is given more prominence than in Euripides. Jason is also more
visible and appears more often with Medea. Neris, also a
handmaiden to Medea, is a new character on whom Hoffman concen-
trates in particular; she is an especially sensitive character
whom Cherubini developed, thus making for more interest within

the plot.

It is usually accepted that Hoffman prepared the libretto
7
for Médée in the 1780°s. Winton Dean writes as follows:

"ﬂégég (1797), perhaps Cherubini®s most potent opera,
is in one sense the culmination of pre-Revolution
classical tragedy;, the 1libretto had in fact been
written +for the Opera in the 1780s, but not accepted
because of Framery®s (unperformed) setting of the same
subject. Its violence is all the more impressive for
being largely psychological and expressed in a
basically classical style. VYet it derives much of its
urgency from the new leaven."10

9. Winton Dean, "Cherubini”, in New Oxford History of HMusic
(Oxford, 1988), VII1:The Age of Beethoven, 1790-1830, 37-46.

10 In correspondence which the author of this thesis conducted
with Winton Dean and Elizabeth Bartlet in July 1993, no further
clarification in this connection was forthcoming. /
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Since the year of its first appearance, 1797, at the turn of
in the world of opera. It must be acknowledged as the main con-
tribution to the history of the opera as regards Cherubini’s
peuvre. It was he, together with Brétry and néhul, who succeeded
in developing the Qgé;g comigue from a limited genre to a most
powerful instrument dealing both with bold, dramatic character
portraits as well as with themes from everyday life. Cherubini®s
Medee easily surpassed the other French operas of its time, when

Paris reigned as the recognized center of opera at the end of the

18th century.

The reality of the French Revolution encouraged the use of
music in daily 1life: patriotic songs were sung in official
patriotic festivals and in civic fetes angd funeral processions.
Music was also of great significance in its relation to the opera
and the theatre. When the Revolution was at its height,
enthusiasm for scenes of mass spectacle ran high, both in the

popular and artistic fields.

Cherubini enjoyed a most esteemed status in Paris. Beetho~—

ven was a great admirer of Cherubini’s operatic style, and owned
11
a copy of the published score of Cherubini’s médée. Beethoven

was inspired to compose his famous rescue oOpera, Lepnore, after

11 The score is listed as item No.229 in the inventory of
Beethoven®s estate sold on 5 November 1827. See Thaver’s Life of

Beethoven, p.1069. ¢
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seeing Cherubini®s { odoiska and especially Les deux Journdes in

—3—~4_%—-3 423 b—R— A5 A N S

Vienna in 1802.

The qualities of Classicism and FRomanticism co-exist in

Médée as a reflection of the new epoch. The boldness of

conception inherent in Médée, both from the psychological and

musical aspects, will always be regarded as one of the most
unequivocally pioneering advances towards the essence of the 1%7th
century, in the shadow of the events of the time. It provides

clear evidence of the spirit of its time - "jnordinate desire of
12
stimulus, of increased excitement”, which is expressed in its

musical values.

Carl Maria von Weber®s vivid description offers a clear
picture of the strong interrelationship between political events

and musical expression which pervaded the specific atmosphere
13
existing then:

"The epoch in which we live, fruitful in excitement,
has subjected us to the two extremes, the two rigid
taskmasters, death or pleasure. Overwhelmed by the
horrors of war, and rendered familiar with every
species of misery, men have betaken themselves to the
more coarse and exciting pleasures of art, as a means
of relief against the pressures of evil. The theatre
has been changed into a rareeshow, in which...the rest-
less mind seeks relief and excitement in splendid
scenery, in broad humour, in melodies calculated to
tickle the ear, or harmonies of the most stormy
kind...Accustomed in daily life to the strong and
stimulating, nothing but pieces of that character was
relished by the frequenters of the theatre. .. They have

12 Beth Shamgar, "Perceptions of Stylistic Changes: A Study of
the Reviews of New Music in the Harmopicon (1823-1833)", Current
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Musicoloay. 42 (1986), Z&. Shamgar gquotes this from the

e o raan Seses e S Suwes Yo s St

13 Shamgar guotes the translation in the Harmonicon of 1829;
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butchered clearness and simplicity, as heretofore they
butchered the freedom of the people; they have trampled
on the laws of harmony, as they once did on the laws of
nationsy they have broken down the protecting barriers
of the pure and the beautiful, and with savage joy."

Médée is Cherubini’s most monumental opera, the one most
representative of his musical style. In its gloomy greatness it
even brings to mind the architecture of the Revolutionary period.
From the typological aspect it is a mature ggé;g comigue with
spoken dialogue; vyet respecting its dramatic structure, it is
nearer to Bluck and Metastasio and the later serious opera. It is
completely devoid of comic scenes, satires and vaudeville
dialogues — all of which are standard features of ggégg comigue.
The chorus participates fully in the plot and the many dialogues
transfer the main emphasis from external events to the psycholo-
gical process in which love is transformed into destructive
hatred. Cherubini®s musical language allows the listener to
become involved in the internal conflict of the main heroine,
especially as long as she remains onstage. Medea embraces a large
area of emotion because of her psychological condition (pain,
sadness, tranquility, anger, supplication, revenge, lamentation)
and all the conflicting moods are moulded musically: dramatic,
iyrical and declamatory. The instrumentation must also be cited
in relation to its use for the creation of drama - like the
bright flute in Dircea’s aria.in Act I ("Hymen, viens dissiper")
and the sombre bassoon in Neris® aria in fAct II ("Ah! nos
peines”).

The dominance of Paris in the world of opera during the

+

Revolutionary days goes back to the time of Gluck. In his QOrfeo
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(Vienna 1762, Paris 1777), Alceste (Vienna 1769, Paris 1774) and

lgg;gég;g en Aulide (Vienna 1772, FParis 1774). Gluck’s studies
with Sammartini 1led him to introduce the sound of the modern
symphony of his time into the operatic field, and by this innova-
tive addition to the genre, dramatic strength was heightened and
the standard for modern opera came to be defined. Constant
turning-point of the century, thus drawing a gradual line of
connection ‘to Wagner and late Verdi. The topic of opera seria
rules with Gluck, Cherubini and Wagner, as a supremely important
continuity in the world of opera. Cherubini stands in the middle
of the two extremes regarding text-music relationship. In the
operas of J.A. Hasse (1699-1783), the text is subordinated to the
music, whereas in Wagner, poetry supplies the frame for the
musicy and in Cherubini, music is complementary to the text. The
monumental spirit of Cherubinis ﬂégég is nurtured both by the
brilliance of the spectacle-opera and the deep gloom of the
expressive psychodrama. The tension in the plot of ﬂégég results
in this opera being related to, but not identified with, the
archetypal rescue-type opera. The intense nature of the heroine,
Medea, with her incredible emotional range, can be considered as
paving the way for the operas of Richard Strauss, Arnold Schbn-
berg and Alban Berg in the first half of the twentieth century.

For example, the third act of ﬂégég with its atmosphere of

inexorable doom inevitably brings to mind the last act of Verdi’s
14

14 Deane, Cherubini, p.9. ’
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When considering Mozart’s enormous contribution to the world
of opera, it is obvious that his idiom in his last so-called
comic operas, is totally different. Mozart’s search for the most
human of characters involves both a comic and serious atmosphere.
Idomenep (1781) is his greatest opera seria. 8till, despite the

moving conflicts between father and son and the two Ffeminine

protagonists, and the dramatic storm scenes, the intensity is

phere of a basic transition from darkness to a source of 1light,
but the deus-ex—machina which allows the dungeon scenes to
develop by some process into an enlightened, optimistic resolu-
tion, does not exist in Cherubini’s ﬂégég= here all remains dark
and still darker at the very end; a total feeling of black
despair shrouds the stage after the unmitigated suffering of all
the participants in the drama. An excellent illustration of the
profound depression caused by the tragedy of Medea is expressed
by Neris® word "mort”, repeated several times in her aria in Act
11 (Scene4 )3 this aria (see its detailed analysis in Chapter

111, pp.209-27) is a reflection of her mistress’ (Medea’s) own

inner struggle.

Cherubini®s musical traits establish his position at the
inception of early Romanticism or at the juncture—-point of the
contradictory stylistic tendencies of Classicism and Romanticism;

in this connection, the significance of the typical key areas

+
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15
should be mentioned, such as the tragic-heroic key of D minor,
16
the dramatic F/F-sharp minor, the declamatory—-frightening B
17
minor. Cherubini®s position is very interesting Ffrom this

aspect: the key-symbolism in his Médde is related to the general

harmonic plan. In Gluck®s Alceste, the concept is one of tonal
centralization which is mainly to be found in the first act and
is then gradually lessened during the course of the opera. In
Beethoven®s  Fidelio, the symbolism attached to the heroes by
means of certain keys, is the strongest among these three operas.
One Df the earliest examples of the three—key exposition in major
can be found in the overture to Cherubini®s Les dgun ggg[gégg
(1800). The dramatic exposure of heroes onstage in a gradual
manner (Dircea, Jason, Creon, Medea, Neris) and the grand crowd
scenes (all the "tout” subsections, and especially the March of
the Argonauts near the beginning of the opera, in Act I, Scene 3)
should be mentioned here. The powerful overture to mégég,
governed by a daring storm and stress atmosphere, is already very
dramatic, but in comparison to Alceste, for example, the tension

s e s et e e

of drama increases here from one act to another. it is inter—

15 Resembling the importance of D minor in Mozart®s Don
Giovanni, in Gluck’s Alceste (the key of the Overture), and

Fizzaro®s declamatory aria in Beethoven®s Fidelio (No.4). It

tion and in Medea’s tremendously tense recitative, both in Act
111, and in the duet of Medea and Jason in Act II (when she is
commanded to leave). /.

1& F minor is the key of the Overture to Medee, Florestan’s

aria in Fidelio, 6Act 1I, Joseph®s important aria in Méhul’s

Joseph (Act I). F-sharp minor is the typical dark key in the

piano sonatas of Hummel (piano sonata op.81 in F-sharp minor,
1812-14) and Dussek (piano sonata in F—-sharp minor, 181%9).

1 gnd for the declamatory aria of Creon in Act I, Scene 6, of
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esting how, at the end of the 18th century and in the 1%9th
century, the tenor timbre always serves the masculine profiles as
characters of a certain rich psychological strain (Jason,

Florestan, Don Jose, Otello, etc.).

A brief mention of the similarities between Beethoven’s and
Cherubini®s musical traits includes: sensitive orchestration with
many sSolo wind passages, motivic orchestral and contrapuntal
textures, frequent use of third-related keys and more intensive
dissonances, careful placement of melodic climaxes and use of an
extrehe melodic range, and a broad rhythmic spectrum. In terms of
structure, there is a similar emphasis on motivic development and
many effects of concinnity. While the main technigue for the
creation of dramatic peaks with Cherubini is by means of melodic
climaxes, in Beethoven this occurs by means of a wide dynamic

range.

ﬂggég by F.B. Hoffman belongs to the realm of classical

theatrical literature, namely to the genre called in France "high

tragedy”.

Tragedy, born in Ancient Greece, reached its culminating
point in the &th and 5th centuries B.C.E. in the tragic plays by
Aeschylus (born ? 525 B.C.E.), Sophocles (born 497 or 495 B.C.E.)
and Euripides (born ca. 485 B.C.E.). The greatness of tragedy,
after Classical Greece, reappeared with the Renaissance in

Western Europe in the late 1é6th century in England, especially
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with Shakespeare.

In France the tragedy was reborn in the 16th century, first

in Latin and French translations of the Greek classics (Hecuba

work of French authors. In the 17th century neoclassical tragedy

117 53— e, o e e s v S e oo i e e i e e S0 St

18th century (Voltaire, Guimond de la Touche, etc.). The themes
of tﬁe tragedies belong largely to Greek and Roman history and
mythology, but partially to medieval history (e.g. Le Cid). The
tragedy mostly represents famous persons or mythological figures,

their tragic and heroic life and death, the conflict between

human will and the fatality of passions.

In Faris of the late 18th century and the beginning of the
19th century (before, during and after the Revolution), the
theatre was one of the most important cultural phenomena for the
cultivated classes. Louis Bertrand puts it as follows: "A cette
epoche, la Ffourniture des théltres devient une sorte de service
public: l’opéra, la tragédie, la comédie et le vaudeville sont
des denrédes de premiére necessité, des objets de consommation

18

journaliere”. Many theatres were opened in Paris at that time,

as the "theatres of the Boulevards", the "theatres of the Fair".

In the French tragic plays of that epoch, the themes of

18 Louis Bertrand, La fin du classicisme et le retour a 1llanz

tiguité dans la seconde moitid du XVIIIe siecle et les premieres

années du XIXe (Paris, 18%6; reprint Geneve, 1968), p.115.

39




www.tsippi-fleischer.com

classical antiguity went on being favoured by the authors, no
less than modern subjects. The Greek classic tragedy was at the
centre of interest. According to Bertrand (p.117), "on na a la
bouche gque les grands noms de Sophocles et dEuripide, mgme les
plus avances d’entre les ‘modernes’, comme Diderot®. This intense
interest was caused, on one hand, by the content of higher
education of that epoch and by the theatrical and cultural
traditions, and on the other hand, by the heroic spirit of the
epoch in which ideological struggle, sense of citiienship,
loyalty and selflessness played an extraordinary role. Bertrand
observes, "si 1’on tient compte de 1’education de college, des
habitudes anterisures de la scene, on comprendra que
17imagination du public s*accoutumat difficilement a rencontrer
au thégtre, méme sous les noms nouveaux, autre chose que 1les
types dramatiques consacres” (ibid.). It is therefore no surprise
that Hoffman and Cherubini directed their attention to a
Euripidian tragedy - even though the theme they chose was a

particularly violent one.

Al though the revolutionary epoch brought about new
interests, new themes and genres, *high +tragedy® and the
imitation of classical antiquity were still enthusiastically
applauded by the public. @A century earlier Hilaire de Rogueleyne
Longepierre, 1659-1721, had also written (in 1694 his own
tragedy, mégég. This tragedy was performed 24 times in the years
of the Revolution (1789-92) in the theatres of Paris, including

15 times at the Thégtre-Frangais {(renamed "Thégtre de 1la WNation”

on 3 December 1789) and nine times at the "Thégtre de Mlle
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i9
Montansier"” in the Palais—Royal.

In a recent article that appeared after the completion of
this dissertation, FPaolo Russo discusses the influence of earlier
French sources on Hoffman’s libretto, especially the plays by
Longepierre and Clément. He also shows that Hoffman even borrowed

19a
entire lines from Clement.

19 Cf. A. Tissier, "Les spectacles a Paris pendant la Revolu—
tion" (Paris, 1992), pp.70, 218, 455 and S51Z. See also K.
pPerzhavin, Teatr Francuzskoj revoljucii (1932), E. Vinaver,

— s oo s i P e s . e e e wv — i e S B s i S

Racine and Foetic Tragedy (1953), Jules Bertaut, La vie littér-

sire on France au XVITIe siecle (1954), 6. Steiner, The Death of

S et Tmtr e e eumee e e A D M S e S e e s S ———a Vo o G o S Sy vt

19a See Faolo Russo, "Yigions of Medea” Musicndramati;
Transformation of a Myth", Cambridge Opera Jdournal, & (1994},
113-24.




www.tsippi-fleischer.com

THE MANUSCRIPT AND PRINTED SOURCES

ditm R Sl e e ER o e e o e sea s

The autograph of ﬂégég, catalogue no. 208 in the Music
Division of Memorial Library in Stanford University, 1is bound in
a typical early 19th—century French hard, red morroco-leather
binding with gold-leaf decoration. in addition to the title
"MANUSCRIT ORIGINAL DE L& PARTITION DE MéDéE CHERUBINI", the
cover. bears the name of the wealthy French collector who Ffirst
owned it, J. Zimmerman. This autograph undoubtedly passed through
several hands until it was bought by Stanford University,
probably in 1950, when the printed edition was also acquired from
a Dutch antiquarian, while establishing the collection of the
Memorial Library.Lo There is one leaf plus 528 pages. The leaf is
22,15 cm. in width and 28.9 cm. in length; the total span of the
page is 18.8 cm. in width and 24.3 cm. in length. There are
various kinds of paper, ranging from 12-14 staves, which were
collected and cut in order to create this upright format. The

title page in Cherubini®s hand, reads as follows: Médée/ Dpéra en

= Actes/ d*Hofman [sicl/ Musique/ de Cherubini.

This autograph without doubt reflects the final form of the

score in the last version as prepared by Cherubini, with only a

20 This was how the cpllection was established by George T.
Keating, founder and patron of the Music Pivision in Memorial
Library, who was also a collector. This information was given to
the author by Mr. David Sullivan, technical services librarian
in the Cecil H. 6Green Library (Memorial Library of Music),
stanford, on S October 1993. '
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few alterations. The printer made some modifications for the
published edition mainly by means of the indication of page
numbers (to correspond exactly with the numbers of the pages in
the printed edition) in thick brown pencil markings. The title
page of the autograph also bears the date of the premiere, 13
March 1797, in another hand. In the autograph there are no indi-
cations of measures and scenes. Cherubini identified the musical

sections by a consecutive numbering throughout the autograph.

Cherubini®s handwriting in the autograph is clearly legible.
He lmust have worked intensively on the copying of the score and
it is always noticeable where he begins to work on a new day:
when he starts to work, his pen strokes are more delicate and his
writing is finer. For example, in Flate I-1, there is a notable
disparity between the writing at the end of Neris® aria in Act 11
(in the autograph, the end of No.10, or, according to the formal
divisions, #@ct II, Scene 4, 6 minpr), and the beginning of the
duet between Medea and Jason (in the autograph, the beginning of.
No.11 = Act 1I, Scene 5, D minor}), which naturally appear next to
one another in the autograph. It is obvious that the beginning of
the duet was copied at the start of a new day or at least after a
rest or intermission, the copying of Neris® aria bhaving been
completed earlier. One cah also clearly discern the printer®s

brown pencil marking below the tempo, indicating the page number

=27 where the duet begins in the edition.

Piate I-i. The end of Neris® aria and beginning of the duet +D§
Medea and Jason "Chers enfans”, #Act II, Scene 5, in Cherubini®s
handwriting in the autograph. ’
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Note. The work of the printer for the publisher Imbault in Paris
is highly commendable. He made the correct compromises between
the autograph, in which there are only musical numbers, and
Hoffman®s 1libretto, so that the edition most successfully
includes all the spoken text and the sung scenes, as befits the
ggégg comique genre. An unfortunate revelation was that whoever
had bound ‘the autograph, sliced off almost all of Cherubini’s

headings on the upper margin of the pages!

At this stage we are not concerned with sketches, but rather
with the final version just before the score was handed over to
the printer. The autograph is in fine conditioni the changes and
deletions that Cherubini inserted here, at the twelfth hour, may
be estimated as not more than three per cent of all the music,
all in all at ten places. In most of the places deleted, the
priginal measures are still visible. in a2 few places, the new
version of the music has been pasted over the original measures
which are now illegible; in one place only is there a big
deletion of notes and in another, a deletion of text. It would
appear that Cherubini was aware of redundancies while working on
the autograph, and this even without the pressure of an ongoing
production! There are two very successful corrections — one as to
text setting (in Act II, Scene 7, Correction 6, ppf%-ghere) and
one with regard to the melodic drive (in Act II, Scene 4,

Correction 5, pPSFQhere). The huge deletion (the only one of its
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kind) within Act III, Scene 2, (Correction 3, p;LS&Q here) arpuses

a number of speculations (see below).

At any rate, these last-minute corrections throw an
interesting and relevant light on Cherubini’s compositional work
processes. EBelow are enumerated, with consecutive numbers, all
the corrections and deletions in the autograph in consecutive
order, according to the original edition and the analysis given
in this study. Analytical comments are added, in the author’s
endeavour as musician and composer, to identify as far as
possible with the needs, self-guestionings and dilemmas of

Cherubini, the composer.

Correction 1. Between mm.Z19-20 in the Overture.

= p.26 in the original edition, marked No.1 in the autographl

348 [, 349
in the edition, the harmonic progression is Vil §—>\/9~

in the key of F minor (see there, p.26). Before the final measure

there were two additional measures containing T\_/;‘,"' Y:} .

‘ Bighered dim. B

See Plate I-2.

Comment. The author is not convinced +that Cherubini acted
correctly here. This is the final cadence in the Overture before
the 1last 15 measures of a strong tonic at its very end. While
preparing the autograph, Cherubini must have felt a further

extension of the cadential process was unnecessary and caused

some sort of redundancy. However, what he deleted was a shockiné
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intensification, replacing Eziand'I[g by the diminished seventh
chord of the dominant, with huge léaps in the first violin and
bass parts. But would not such an intensification before the
final tonic have helped to strengthen the last instant, the
ultimate impact of the final cadence of this strong, energetic

Overture?

Flate I-2. The Correction in the Overture including the deletion
of two measures between mm.319-20 in the autograph.
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Correction 2. fAct I, Scene 3, Section 1, before m.40 in the March

of the Argonauts (D major, March + Ensemble "Belle Dirc ")

[= p.&9 in the original edition, marked No.3 in the autographi

Cherubini deleted two measures, an instrumental codetta
exactly at the end of the purely orchestral section of the March
of the Argonauts before the entrance of the chorus with "Belle
Dircé". Before the deletion these measures are still incomplete,

at the stage between partial and full score.

Comment. The instrumental codetta is indeed valueless because of
the five-measure dominant pedal with repetitions. Cherubini
planned these two measures, was perhaps undecided about them for
some time — they were not noted down in completed form - but when
the final stage of the scoring was reached, just before handing
over the autograph to the publisher, he decided to omit them. In
other words, he felt that these two measures had no significance
and so did not complete them. This is interesting from the point
of view of Cherubini®s method of work: he first prepared the
draft with the bass line and a number of lines — mainly signifi-
cant vocal lines. At this stage he was fully aware of what could
be omitted because he was able to grasp the continuity of the

music without getting bogged down by minutiae; then he filled in

the rest of the details, writing everything out fully.
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Correction 3. Act I, Scene 3, Section 2, between mm. 187-8, and in

(= pp.83 and 84 in the original edition, marked No. 4 in the
autographl ,

Between mm.187-8 there were 17 measures which Cherubini had
written in full and then decided to delete. Measures 200-2 are a
short instrumental transition between the end of this section and
the next section (which begins with a short recitative by Creon,

p-84 in the original edition). Cherubini deleted two measures

between mm.2031-2.

Comment. Note the size of the huge deletion between mm.187-8.
Here Cherubini obviously decided to tighten up the score and
avoid overemphasizing Jason®s aria at this dramatic point. With
regard to the small deletion between mm.200-2, Cherubini realized

that they were nothing more than a valueless incident in this

short instrumental transition.
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Correction 4. Act II, Scene 4, between mm.50-1, Neris® aria "Ah!

nos peines”.

[= p.219 in the original edition, marked No.10 in the autographl

Cherubini himself deleted six measures which he had written
here. In these discarded measures there is an almost exact
repetition of what has already been heard in mm. 46-9, including
the text. See Plate I-3 for the exact place of the cut; also
clearly visible is the printer®s mark in m.46 as to where p.219

in the published version will begin.

Comment. This is an excellent example of how aware Cherubini was
of places where he repeated himself and how he gdid away with them
when necessary, still without the pressure of an ongoing
production. In the deleted portion these repetitions included

another presentation of the phrase and its opening, and two

recurrences of the bassoon phrase.

Plate I-3. The Correction in Act II, Scene 4, between mm.50-1 in
the original edition, Neris® aria "Ah! nos peines”, where
Cherubini deleted six measures.
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Correction 5. Act 1I, Scene 4, between mm. 124-5.

{= p.223 in the original edition, marked No.1l in the autographl

Here Cherubini merely decided to cancel 12 measures he had
written for MNeris® aria (in the autograph it takes up one whole
page, one measure on the previous page and thrée measures on the
following page). The cut was made by means of pasting an empty
sheet of white paper over the measures excluded; the pasting was
not very efficient so that the measures omitted by Cherubini can

still be deciphered.

Comment. The tightening up Cherubini aimed for here was achieved

most successfully. The following (Ex. I-1) is a copy of the vocal
line which Cherubini deleted (marked F'T-—‘> from the autngraph.21
When he reviewed the complete melodic context, he decided quite
rightly that it was an uninteresting place in which he repeated

the high e~flat three times, and recalled the secondary phrase

which started the Reprise and had been already presented twice.

21 It was obviously impossible to xerox what had been pasted
over with a sheet of paper, but enough of Cherubini’s original
text could be discerned and copied by hand.
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Example I-1.

The Correction, mm.122-7 (the complete melodic context) in the
original edition.

122 123 A4 4905 i 13%¥
nor N2 ﬁﬁ&@@éuh Wt e Lre- 71 L 7
1{1_—# s e 1" :

6817 g P JJ P P

The +full vocal line between mm.124-5 in Neris® aria which was
deleted, including the existing mm.124-5 in the original edition.
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7. 4:{5' inthe edition

Correction 6. Act II, Scene 7, mm.17-20, ensemble "Fils de

Bacchus".
[= pp.258-92 in the originai edition, marked No.12-in the auto—
graphl
Cherubini altered the melodie line (chorus in unison) as

well as the arrangement of the text, thus resolving the problem

e had encountered with the text in m.20.

Comment. The following excerpt (Ex. I-2) is what Cherubini wrote

originally (and later decided to alter):
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Example I-2. aAct 1II, Scene 7, ensemble "Fils de Bacchus"”
(chorus), the melodic 1line in mm.17-20 before the alteration
(copied from the autograph).

AT :
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Example I-3. Act II, Scene 7, ensemble "Fils de BRacchus”
(chorus), the melodic 1line in mm.17-20 after the alteration
(copied from the published version).
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This is an excellent example of Cherubini’s sensitivity in
his treatment of the melodic line. In the version which he first
wrote (Ex. I-2) in m.20, two syllables appear on the first long
tone a (whole-note in 4/4). When he altered the melodic line,
mainly in m.20 (Ex. I-3) and added more tones to this measure, he
was able to set the word "guirlandes" perfectly. He thus
increased the melodic activity, making a more attractive melodic
liney and he also avoided repeating the same rhythmic pattern in
mm.17 and 18, producing more variety. In the version before the
alteration, both at its beginning and at its end, the text has
been omitted. The reason for this differs in the two cases: in
mm.17-18 +the libretto cannot be verified because of the pasted
sheet; and in mm.21-2 there is no text at all because of the

problem of text setting.
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Correction 7. Act II, Scene 7, in m.162 (choral finale "Des plus

tendres Epoux").

[= p.274 in the original edition, marked No. 13 in the autographl

Cherubini deleted five measures from m.162, beat 2 - m.162,
beat 3. In other words, instead of these five measures, only

m. 162 remained.

Comment. The deletion was made so that the first half of the
first measure and the second half of the last measure originally
composed, become the two halves of the one measure which appears
in the edited score — namely m.162. Flate I-4 illustrates the
above-mentioned section. This is another example of small
contractions which Cherubini correctly made when he felt that an
unnecessary recurrence was interfering with the flow of the
music. The deletion consisted of the music found earlier in

mm.131-5. These were probably omitted to vary the second part of

the choral section.

Plate I-4. Act II, Scene 7, ensemble "Fils de Bacchus” (chorus).
The relevant section between pp.273-4 inside which the
contraction of five measures in the autograph was made. :

;
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Correction 8. #Act 1II, Scene 7, ensemble "Fils de Bacchus"

{(chorus), between mm.311-12.

[= p.292 in the original edition, marked No.14 in the autographl

Cherubini deleted three measures between mm.311-12.

Comment. This erxample resembles the previous one. Even when only
three measures were deleted, Cherubini did not hesitate to make
the decision and effort if it improved the flow of the music
(even though the deletion is shorter — only three measures long

and thus less significant as compared with the previous one of

five measures). Unfortunately, the notes were illegible.

Correction 9%2. #Act III, Scene 2, Medea®s aria "Pu trouble

affreux”" [E-flat majorl, between mm.?1-2.

{= p.327 in the original edition, marked No.15 in the autographl

This is a huge deletion in black crayon and then in dark
ink, so that it 1is impossible to decipher anything written

beneath the crossout.

Comment. Here, where we may estimate a deletion of about 20
measures to have been made, we find that there are deletions such
as this one which are completely undecipherable. What was the

reason for this huge deletion? A composer’®s hysterical reaction?
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Embarrassment? Was he possibly ashamed of these repeats? or did
Cherubini want to make absolutely sure that these measures would
not be performed? This is a basically psychological guestion
which is unanswerable for the moment, and it will no doubt remain
unanswered until the score at this spot is subjected to some
modern technique for reestablishing what originally appeared

here.

Correction 10. @Act III, Finale, between mm.151-2 (from Medea’s

aria "0 Tisyphone”).

[= p.344 in the original edition, marked No.16 in the autographl

Comment. Once again a typical tightening up of three measures. it
works out perfectly for Cherubini: the first measure he deleted
resembles the measure from which the undeleted continuation
begins (= m.152 in the published score). He also made some re—

arrangement of the text as a result of the deletion, so that the

correction works out most successfully.

59



www.tsippi-fleischer.com

The Cuts in the Opera: Vienna 1802

Historical Background

When it was decided to produce Cherubini’s mégég in Vienna
in the season of 1802, the composer, under pressure of this
production, was apparently forced to make as many cuts as
possible in the score. The reviews of the premiere in Paris in
1797 (see above) had criticised the length of the opera and the

many musical repetitions in Cherubini’s music: these were said to

lessen the effectiveness of the drama.

The dates of the Viennese premiere in the kKarnthnerthor—
theater (at the time one of the important Viennese theatres) were
from & November (12 performances) and from 5 December (3 perform-

2
ances),hz five years and eight months after the premiere in
FParis. Cherubini arrived in Vienna where he himself apparently
made the many cuts - in almost every place where he found
repetitions of any kind in his score. The cuts were made in such
a manner that it would seem that only the composer himself could
have made them. Gustav Schmidt who made tﬁe piano—-vocal score
published by Peters in 1856 with the Vienna cuts, states that the
cuts were made by Cherubini. See this statement in the next

23
plate.

22 See Anton Bauer, Opern und Operetten in Wien (Braz—Kdln,
1955), p.&7.

23 The vyear of this score’s publication is not given in the
score itself but is known from the Peters catalogue where the
archive includes “Platten No.12188° of 1856: the plates prepared,
for the printing of this edition two years after the editing of
the cuts by Franz Lachner. ‘
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It is this score that, for the first time, contains the 1854

recitatives of Franz Lachner, as well as Cherubini®s cuts, and

the German version of the text in J.F. Treitschke’s translation
(see Flate I-5). However, the comments of BGustav Schmidt, the
editor of this edition, include a serious error. He writes there

that the cuts were made for the Viennese production of

Flate I-5. The Table of Contents for +he Feters edition of Medea

(1856) with the "Vorbemerkung" of the editor, Gustav Schmidt,
regarding the cuts in the score and Lachner’®s recitatives.

Oper in drei Akten

L. CEERUBINE

o ft-so-3035o-36
Inhalt.
Quverture ... Pags.
AKT L e AKT IL e
Ne 1. Introduetion. Sieh,wie wiruns vereinen ... 1t | N¢ 8. Introduction 102
Arie. Komm, Hymen, rette mich oooeomoveees 28 Recitativ. Kann ich es fassen oo 104_
= 2.Marschu.Chor. Sei uns gegriisst ..o 32 = 9. Ensemble. Ach gewithre, Monarch.......... 107
Recitativ. Ha Colchis! Schreckenston ......... 88 Recitativ. v“"l“"‘ o Medea! e 182
= 8. Arie. Ich bin frei von der Hand oo 88 = 40. Arie. Lass vereint uns alles tragen ......... 132
_— Recitativ. Nurei babt ihr mir.... 150
Recitafiv. Genug und schon zu viel e 44 ur cinen Tag w4

. = 1. Duett. Kinder, ach! ewig trauern moss ich 42
. &.Ensemble. thr hochethabenen Himmelsmach. 42 e .
te. Becitativ. Leicht hast du meine Bitte ... 156

Recitafiv.0 B des Palastes Pfort 55
exe, vor des Palastes Florten 2 = 12.Marsch o. Chor. Horeh! welche Tone!... 157

= 3. Arie. Zittere du, fliche weit .o 58

- 2 AKT IL
Recitativ. Jason, du bleibst 7. e 6t . 13, Introduction. a5
= 6. Arie. Sich die Gatlin vor dif ..o S 85 Recitativ. Gstter cer Unterwelt ... 180
Recitativ. Zu spat ist alies Bitten ... ... 7 | _ 44 Arie. Wie Zorn und Rache mich bewegen 182
= 72 Duet!l. 1br drobet mir umsonst ... i N Recitativ, Verblichen wiederist _....—... 191
« 7P Dasselbe. Zweite Bearbeitang . orm 89 | = 15.Finale. Ha wie? Ich wir Medea! ... 182

Yorbemerkung.

Dic von Cherubini 1797 komponirte Oper Medea warde vom Komponisten selbst; bei seinem Aufenthalf in
Wien im Jahre 1809, zum Zweck einer dorfigen Auffibrang umgearbeitet; den meisten Musikstiicken ward ei-
ne abgekiirzie Form verlichen, das Final -Ductt des ersten Akts aber auch in seinem instrumentalenTheile dber-
arbeitet. Durch Kraft des Ausdrucks, einschneidende Wirkung und die Méoglichkeit einer exacten Ausfihrung diirf-
te die zweite Bearbeitung den Vorrang vor der Original- Partitur verdienen.

Gegenwirtiger Klavier. Auszug ist munichst nach lelzterer bearbeitet, enthilt aber zogleich durch ...+
Zeichen angedeutet, die von Cherubini selbst gemachten Aenderungen, ferner die zweite Bearbeifungdes erston
Final - Duetts als Anhang zum ersien Akt sowic endlich die von Franz. Lachner hinzukomponirten Re-
citative.
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When the author of this thesis visited the music department
of the Osterreichisches Nationalbibliothek in Vienna - she set
out to search for the proof of Cherubini®s cuts.24 On the biblio-
graphical card of the Peters edition (Cat. No. 1362, manuscript
No.7598), to the left, in small handwritten letters, is noted
that it was edited according to the archival manuscript in the
same library, No.281. In addition the author examined the date of
the Viennese production and was suddenly shocked, and a moment
later, extremely excited. Both in the chronological catalogue of

25
anton Bauer, 150 Jahre-Theater an der Wien, as well as in the

alphabetical encyclopaedia of the same author from the year 1955,

Opern und Operetten in Wien, there is no indication that a

production of ﬂégég by Cherubini was staged in 1809. In the
early source (1952), under the year 1809, this production does
not appear at all and in the later source (1955), the dates of

1802 are given!

The author asked to see the *Zettlbucher® in the 1librarys;
the assistants brought them all out, starting with the beginning
of the 19th century, but the book of 1802 had been lost or was
not available. A “Zettlbuch® such as this contains all the first
pages of opera programmes produced in Vienna, a book for each

year, in chronological order. In other words, it is a documenta-

tion of the operas produced in the form of the first page of the
programme or a poster - what one might call an announcement of

the performance of an opera — its authors, date of production in

24 The author’s research in this library obliged her te remain
in Vienna for a week, 11-18 February 1993. d
25 (Zurich, 1952), pp.=286-7.
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vienna, characters and performers. To our amazement, in the
Zettlbuch of the vyear 1809, on the page bearing the date @9
January 1809, there is an announcement of a production of Medea,
not by Cherubini but by Georg Benda! The name of Benda appears in
emall letters, which is why Gustav Schmidt erred, and his error
was accepted for many years by those dealing with Cherubini’s
ﬂégég, because this Feters edition was considered to be the
authoritative Dﬁe. The incorrect information, appearing as it did
on the first page (see again Flate I-3) was never questioned; the
1775 opera Medea by the Bohemian composer Georg [Antonin Ji?f]
Eenda (who lived in BGermany) was quite well—known in Germany.
However, Cherubini®s mégég was much more famous in . the 19th
century, and Bustav Schmidt, while preparing his edition in 18356,
did not bother to read these small letters spelling out the

composer’s name. Thus we know today that it was Georg Benda’s

Medea that was produced in Vienna in January 1809 and not

Plate I-6. A page from the Zettlbuch of the year 1807 in which
Georg Benda’s Medea is mentioned as having been produced on

9 January 1809 (a Monday) in Vienna.
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In the above-mentioned catalogues, there is no mention what-
spever of a production of Cherubini®s ﬂégég as Gustav Schmidt had
mistakenly stated. The latter could not have learned of this from
the musical source with which he worked while preparing his
edition. This sowrece is the same manuscript from the archives in
Vienna bearing the number 281i. Nor is there much likelihood that
the vyear of preparation of a manuscript such as this would have
been noted sihce this is the prompter’s part ("Souffleurpart”)

from the 1802 production in Vienna (see Plate I-7).

Flate 1I-7. The Front Cover of the prompter’s part ("Souffleur-
part”) for the performance of Cherubini’®s Medea in Vienna, 180%Z.

AR

MUSIKSAMMLUNG DER
OSTERREICHISCHEN
NATIONALBIBLIOTHEK
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The prompter®s part was prepared exactly for that purpose,
all of it handwritten, with the melodic line and Treitschke’s
German translation. The prompter apparently made the final
adjustments in the translation to fit Cherubini®s vocal lines,
together with the bass line as well as all the important
instrumental cues. Sometimes long instrumental lines are given
when they are of importance, or other notable markings (for
example, on p.351 in Medea’s second aria in Act 111, Scene 3,
there is the indication ‘dim.&%). In the bass line there are also
cuts. This was a completely practical rehearsal score for this
particular production. The above-mentioned prompter®s score is in
oblong format, with different types of paper, most of them with
pight staves. It is bound in thick grey carton covers in two
volumes. The length is 31 cm. but the staves take up 26 cm.
only: the width is 23 cm. All the sung parts are noted in tradi-
tional clefs and the musical editing is by musical numbers,

exactly as in the autograph.

Technically, Cherubini made the cuts either by crossing out
in ink, or by sewing with thread or pinning, or by sewing on a
new sheet of the reguired size at the place of the cut. When the
cut was a matter of pages, he folded over the pages in question
in a bunch and then sewed the'lot together. In these cases it is
more difficult to understand the nature of the cut he made. In
addition to everything that is to be found in the prompter®s part

of 1802, Franz Lachner®s recitatives are also added, but

obviously in a different handwriting. ;
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As a result of these discoveries made by the author and the
overall picture now gained, it has become clear what primary
importance this prompter®s part has regarding the cuts. Even
though this manuscript receives the same fine care as do all the
rest of the manuscripts in the National Library, there still
seems to be no awareness of the tremendous importance of this
find and its authenticity. In the author’®s view, it should be
afforded a far more honoured place and more careful preserva-
tion. This was extremely careful work done by Cherubini himself,
a continuation of the compositional process, as it were, the
proof being in the efforts of the composer—in-action, as
preserved in the prompter”s score. In addition, even though it is
not our concern at the moment, here is the proof concerning the
work of Franz Lachner on the recitatives. According to the
information found in the National Library, Gustav Schmidt, when
breparing his edition for Peters, also worked with this source

and added Lachner®s recitatives from it.

It is noteworthy that Cherubini never made cuts in his
orchestral introductions - neither in the long Overture at the
beginning of the opera nor in the shorter ones before Act IT1 and
Act I1I1. Nor did he shorten Medea’s recitative in Act 111, which
is of major importance from the point of viéw of dramatic power
and Medea’®s most difficult moment of soul-searching in the whole
opera. What he preferred to do was to cut scenes containing less
psychological and dramatic development such as the crowded
spectacle scenes, especially since they were mostly situated at,

v

the beginning of the opera, in Act I.
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There is no doubt that Cherubini did his utmost to come to
terms with the pressure made by the Viennese production in 1802,
introducing cuts in almost every place where there were shorter
or longer repetitions in his original version of 1797. The Feters
edition of 1856 as source material is unsuitable for anyone who
is only just beginning to study this opera and is as vyet

unfamiliar with Cherubini®s complete original version.

On examining the opera with all of Cherubini®s cuts, the
author s=still finds it necessary to reject them. Today, as 1is
well-known, authenticity is encouraged as a principle for the
examination of works written in the past. What is more — without
any connection to this general tendency - the author is of the
opinion that the cuts do not improve the opera. They interfere
with the deeper perception of the dramatic process. These cuts
together with Lachner’®s added recitatives present us with a very
different opera from the one composed by Cherubini. When ﬂégég
was given its premiere in Paris in March 1797, Cherubini, the
great master in the field of opera, had come to terms with every
tone. As far as he was concerned, tB?é ;;;W{He.greatest work of
his life. Those places that he still found necessary to change
at the 1last moment before the printer began to work on the
Imbault publication were included in the autograph. The insensi-
tivity and commerciality of producers should not be taken into

consideration; they have a destructive effect. GSeveral pages of

the manuscript are sewn together in a number of places, and some
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other pages are folded over, but the original can still be read.
The information below demonstrates how Cherubini trimmed more and
more from Act I and how these cuts add nothing to the musical

impact.

At the beginning of the opera, in Act I, Scene 1, Cherubini
made a huge cut from m.110 to m.285, that is to say, besides the
110 measures from the beginning of the scene, he did away
completely with almost all of the first two musical sections of
Dircea and her women, until the beginning of Dircea’s aria in
Section 3 in C major. Before this huge cut Cherubini had made
zome other shorter cuts: mm.142-3, mm.151-4, mm.222-36, mm.242-
BS5: after this came the stage of a big cut from mm. 159-285: and
in the third stage, the huge cut from mm.110-285, made by folding

over many pages together. The following excerpt (Ex. I1-43} shows

the cuts in mm. 142-3 and mm. 151-4.
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Example I-4. Original score, p.38 with markings of two short

cuts.
L)o o oy £
0 S
Y 5 v

Ve,
Vo,

It iz obvious why Cherubini saw it to take out these
measures in two places sung by one of Dircea’s women (see the
entrance of "lere femme"” in m.137); this is a seemingly secondary
role of a most unimportant character, and the measures occur in
places where their abserce is not felt, the melodic line having
been unharmed. However: with the disappearance of these measures,
the correct background for Dircea’s first entrance ;n m. 152 has
been impaired. If the role of the woman who precedes her is
shortened, Dircea’s entrance is less well prepared and not as
striking. Here, then, is an illustration of how to take the wind

out of a composer’s sails: cut more and more from the body of his

work until the said composer is left helpless and lacking the
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ability to make correct decisions in his own score. Cherubini
later also cut out the whole section from this early entrance of
Dircea until the beginning of her aria in m.285. Well and good!
Dircea®s entrances are joined up and a huge section can be thrown
out, mm.159-285, and Dircea’s aria has still survived! But she
begins to sing when the musical-dramatic background laid down by
her women has been drastically cut: they had been encouraging her
not to despair, but she bursts out again with the same familiar

fears of Jason when she starts her aria.

After this, in the third stage of the cuts in Act I, poor
Cherubini becomes even more desperate, less sensitive to his own
music and cuts another section of 49 measures more from earlier
in the women®s section; we are now left with the huge cut from
mm.110-285'! Thus the lovely entrance of Dircea’s women early on
in ﬂggég, establishing the pseudo—calm atmosphere of the
beginning of the opera, remains as nothing more than a short,
ingsignificant statement, becausezzircea enters immediately with

her aria, "Hymen! viens dissiper", and we have no perception at

all pf the nature of her character nor of her distress.

Furthermore: we have noted that there were other cuts before
m. 110: mm. 29-36, @mm.S50-65, mm.?3-100. Cherubini, the well-

disciplined student for the moment, discovered every spot where

26 See the detailed analysis in Chapter 11. Here Cherubini
creates a new norm of drama and dramatic force with a high
threshold in this opera. This is an unexpectedly dramatic Dircea
who astonishes us by her dramatic power from the very beginning
of the opera, anticipating Medea who will be far more forceful
still when she enters the stage. !
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it was possible to manipulate the melodic line (where entrances
and exits are made on the same tone) and may be said to have
savaged it, so that his tremendous power of expression was lost
to him - and to us. One is left with the feeling that what has
survived after the cuts is an excerpt from Act I! Much of the
power of expression has been destroyed and nothing added to the
musical perception; it is also a crime against the compDser’s

innermost feelings.

After what has been discussed above, the author recommends
that students of Cherubini®s ﬂégég familiarize themselves with
the original version. In this way it would at least be possible
to encounter Cherubini at his best as opposed to an emasculated

Cherubini, forced to make the cuts against his will in Vienna in

1802,
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27

Act I, Scene 1, Section 1

(Dircea’®s women)

Act I, Scene 1, Section 1-2

(Dircea + her women?

fact I, Scene 1, Section 3
Dircea’s aria (C major)
"Hymen!"

act I, Scene 3
Creon’s sma£1 aria (F major)
"Dieux et Deesses”

Act 1, Scene &
Creon”s aria (B minor)
"Crest a vous a trembler”

Act 1, Scene 7, Section 1
Medea’s aria (F major)
"WYous voyez de vos fils"

mm. S56-65 (bound)

mm. 23~100 (bound)

mm. 110285
In this huge, folded-over cut,
shorter garlier cuts are

included (as described above:
mm. 142-3, mm.151-4, mm.159-285,

Very many short cuts:
mm.zi(}"i, mm.317_85 mm--s 1 2,
mm.326-35, mm.3I58-62, mm.3I70-3,

mm.375—6, mm.380-1, mm.3B8-7,

mm. =92

mm. 266-F, mm.274-8

i
mm. 16-57 - a big cut
Z 3
mm. 62 -3

mm.33—-6, mm.42-8, mm.59-68, mm.
2 3 1
72 =90, mm.111 -14

27 The measure numbers ‘are according to the indications made by
the author in the original score while analyzing it.
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Act I, Scene 7, Section Z.

Duet Med.-Jas. (E minor)
"Parfides ennemis” mm. 142-4, mm.233-6, mm.Z280-71,

mm.304-55 -~ a big cut

Act 11, Scene 3 (one section)
March + Ensemble (E-flat major)
"A du moins a Médée" mm. 40-6, mm.53-147 - a huge cut

Act 11, Scene 4
Neris®™ aria (6 minor)
"ah! nos peines” mm.11-18, mm.55-8, mm.&5-100,

mm. 119-29, mm.144-7

fact 11, Scene 5
Duet Med.-Jdas. (D minor)
"Chers enfans” mm.116-27, mm.132-3, mm.165-82,

mm.214-19, mm.232-3

Act 11, Scene 7
Ensemble (F major—-F minor)
"Fils de Bacchus"” mm. 74—-83 {(pinned)
=
mm. 124-50 (pinned, folded over)

mm, 234~-43
Act 111
fict 111, Scene 2
Medea®s aria (E—flat major)
"Du trouble affreux” mm. 34-53, mm.107-8
Aact 111, Scene 3
Mgdea’s aria (D major)
"0 Tisyphone" mm.82-5, mm.131-3, mm. 135—6,
mm. 139-40

mm. 143-89 (bound — a big cut)
Finale mm. 216-26, mm.303-11, mm.329i
38, mm.382-9
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s S e s oott S w

Plates I-8 and I-9a, I-9b below show us the type of score
prepared for the prompter, with the main instrumental obbligati
linee or bass lines. Flate I-9 presents a cut made by Cherubini:
after becoming familiar with this type of score it is easier to

identify the cuts.

In Plate I-8 (Act I, Scene 1, mm.269-74), we see the
measures which #first introduce the brilliant flute solo which
will later serve as a prominent obbligato in the course of
Dircea’s aria itself (see its reappearance with variations, from

m.301 on). This plate is xeroxed from the prompter’s part.

Flate I-8. Measures 269-74 from Act I, Scene 1, end of Dircea’s
short recitative and the beginning of her aria.
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place of

Flates I-9a, I-%9b. This pair of plates includes both the
23-31 in

referral in the full score and the prompter”s part — mm.
fict 11, Scene 7 (Ensemble).

Flate I-7a.
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Flate I1I-%b.
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mm.23-31) in order to indicate the opening march. In m.28, he
moves to the bass line, which suddenly appears very prominently.
See first the full score; the arrow indicates the starting-point
of the prompter’s part (Flate I-%b). (In m.32, the women’s chorus
enters with "Fils de Bacchus”"). The prompter®s part indicates
first the clarinet part (at the bottom of the left side page) and
then the bass part (right side). The transfer from clarinet to
bass takes place at the end of m.27, exactly in the changeover
from one page to the other (from left page to right here). The

scribblings higher up in these pages cover up some unneeded text.

Plates I-10, I-11 refer to Neris® aria in Act II, Scene 4,
with the bassoon still playing its long opening sole. This one
section includes five cuts. The first cut, in mm.11-18, is repre-
sented in Flate I-10: it is xeroxed from the full score, p.Z217,
the cut indicated in brackets. The prompter®e score in this place
in the aria (Flate I-11) consists of the bassoon part only, and
mm.13-18, are scribbled over (mm.11-12 are not *.=J'n:n«ln).‘t8 A5 can

be seen, the bassoon obbligato continues in the prompter®s part

as the only line until the entrance of Neris® wvocal part.

28 Measures 11-12 of the bassoon part which are also scribbled
over in the prompter®s score, belong to the previous page of
the prompter®s score which is not given here. It results in a
poor connection between measures 10 and 19.
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Flate I-10. Neris® aria, #Act II, Scene 4, first cut, mm.11-18

(full score).
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(prompter®s part).
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A copy of the published score of ﬂégég with revisions is
found in Brussels. Alterations were made on handwritten sheets,
both pasted in and attached to the volume, which is identified as
Catalogue Item No.1447, located in the “Biblinthéque du Conserva-—
toire Roya1 de Musique" (the library of the Royal Academy of
Music). It seems logical that these corrections and additions
were made for a performance of the opera in French in Brussels on
31 March 1814. Wotquenne, the compiler of the catalogue of the
library®s collection, stated that these "corrections and
modifications” in the edition were made by Cher‘ubini.29 These
corrections and additions are also described as autograph in the
catalagus of Cherubini®s works by Fran;ois Lesure and Claudio
Sartori.go Unfortunately, none of the biographical references

consulted by this writer contain any information about a visit to

Brussels by Cherubini for this 1814 performance.

In addition, the musical handwriting of the added trumpet
and trombone parts differs from the handwriting in the autograph
of ﬂégég in such details as the clefs, and form of the flat and
natural signs. According to the flat and natural signs pasted on

the score, this handwriting is also different from the opera

autograph. The added material includes two handwritten pages with

29 See Alfred Wotguenne, Catalogue de 1la Bibliothéque du
Conservatoire de Musique de Bruxelles (Brussels, 1898), I, 206.
30 See Adelmo Damerini, ed., Luigi Cherubini nel il centenariop

della nascita (Florence, 1962), p.156.
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remarks about the tempo of the various numbers with metronome
marks. The handwriting of the names of the main characters is
different from the opera autograph, but the remarks resemble the
handwriting found in some of Cherubini®s correspondence available
in -F.au:'-:-,imi1¢.=a.;:’1

This remarkable volume is very carefully preserved in the
library, under sun- and light-resistant conditions. It has

obviously been restored and is glued into a new, brownish-red

leather binding, gilded and decorated with gold.

The Conservatoire Royal was established in Brussels in
1832, that is to say, after the production of Cherubini®s ﬂégég
in 1814. There was fortunately a new prqduction between the years
1870 ang 1880 in the excellent new concert hall of the Conserva-
toire Royal (B00 seats) in the framework of several performances
of Italian and French operas promoted by Frangois Auguste
Gevaert, second director of the Conservatoire during the vyears
1871-1208. Fétis, the first director, initiated this idea oOf
historical concerts in the Conservatoire. Alfred Wotquenne, the
librarian at the time of the new production, an expert on opera
of the 18th and early 19th century, probably discovered these

32 '

revisions, etc., at that time. Of course, it is possible that

the materials date from the later production of the opera. From

31 See Vittorio della Croce, Cherubini e i musicisti Italiani
del suo tempo (Turin, 1968), 11, 48, 107, 270, 322.

32 Item No.1446, a clean copy of the original edition without
the corrections, was presented to the library by Jules de Glimes,
a voice teacher at the Conservatoire, who had previously included
it in his own private collection, according to the correspondence
in the library®s archives.
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this point of view the paper—-type must by analyzed. However, the
relatively poor French of the pages about the tempo also seem to

point to Cherubini (see below).

No correspondence from before 1919 exists in the archives of

the library today, so that it is impossible to trace the history
33

of certain early manuscripts and volumes, including the

These materials are found as follows:
a) the revised orchestration of the Overture;
b) the many new tempi indications plus only very few recommenda-
tions as to optional cutsg
c) a new recitative, with a number of verses composed for Medea
and Neris (which had been spoken in the 1797 edited score), and

revised orchestration for the Finale of Act II, Scene 7.

All these corrections are of great interest. Ferhaps most
significant is the fact that very few cuts were made in the
score, perhaps showing that Cherubini returned to the original

version as the best version.

33 The Bibliothéque du Conservatoire FRoyal de Musigue in
Brussels contains 700,000 volumes, including 8,000 iconographieg
and 20,000 autographs.
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Two trumpets ("trompettes”) in F and three trombones (alto,
tenor and bass) were added to the scoring of the Overture, and
the four horns that comprised the brass section. These five parts
were written separately on four pages in the score. The additions
are in tune with the developing concepts of sound in the early
19th century, with more emphasis on a richer sound and on brass
instruments. Here the renewed orchestration emphasizes certain

beats at the beginnings and ends of phrases and measures, etc.

Flate 1-12. The first page of four (all from the Overture)

containing a score of the added parts for two trumpets and three
trombones.
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This new scoring immediately resulted in the need for
doubling in the strings in order to balance the orchestral sound.
The alterations in the strings led to the doubling of the first
violin by the secénd violin, while the violas were provided with
a part basically resembling the second violin part in the
original edition. Thus, in addition to the four separate pages of
brass parts, strips of paper were pasted on the score throughout
the second violin and viola parts in the tuttis and places of
rhythmic stress which were emphasized. In the very beginning of
the Overture (see Flate I-12, mm.1-8 there), the new stresses are
to be seen in three places in the course of the repeated unit of

four bars:

¢ d 3]l =l=- 2= |

Plate 1I-13. A comparison of mm.1-8 of the Overture as found in’
the original edition and altered Brussels score. '
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Another illustration of the same kind appears below in FPlate

I1-14. This is taken from the starting point of T in the Overture,

mm. S57-63.

altered
viplin and viola parts.

Flate I-14.

The Overture,
with the strip of paper pasted over

score

mm.S57-6% of the beginning of

Il

The

the second
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Two Handwritten Pages with Metronome Indications and Remarks on

o ot e v s e s S s Gy S Ao o S S et B e T e T S G — v ———— ——

Only two options for shortening the score are mentioned:
mm.BS—ZOOl, which is the 1longest cut from the year 1802 in
Vienna, in the section of Dircea’s women; and the cut of 20 mm.
in Medea’s first aria "Vous voyez de vos fils" (mm.72-92), both
in Act I. No mention is made of any cuts in Acts II and III. If
these pages were actually written by Cherubini or stem from him,
they show ‘that twelve years after the Viennese production of
1807, it would appear that Cherubini ignored the need for cuts.

This fact corresponds with this writer®s negative opinion of

these many cuts, apparently "authorized” by Cherubini in 1B0Z.

Of great importance are the extremely detailed metronome
indications for each number and tempo in the opera. Once more two
loose sheets of paper were inserted into the score separately.
The photocopy of these remarkabie, poriginal handwritten pages
(Flate 1-15), reveals a very poor handwriting, a number of
mistakes in the French and total lack of syntactic marks. It is
hard to believe that these remarks do not stem from Cherubini.
Certainly these metronome marks and comments should be known by
every conductor of this opera. The very last paragraph contains
significant remarks about the fact that the metronome mark
indicates the starting tempo only. Thereafter the tempo can be
modified "“according to the convenience of the singer or the
nature of the accompaniment”.

Plate &—15. Photocopy of the original two pages attached to the
score, showing the many metronome indications and two places of
optional cuts for Act I. The photocopy is presented here as a

single continuity.
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_____________ n- 88). Ce choeur peut se raccourcir de la
maniere suivante. De la mesure 85me on peut sauter 3 1la
mesure 22ime en arrangeant les accompagnements et le choeur
[?1 de cette mesure ainsi gu®il suit (¥) et des cettes

endroits on continuera jusqu’g la fin du choeur, tel qu”il

est.

(%) 34 Hn-etc.

Recit. de Dirgé gui suit la choeur immédiatement ( r = n~ 160)

0

solo de flute du meme récitatif. ( r =n_ 120)

Air de Dirgé (meme mouvement, que la solo de flute ci dessus)

o
Choeur Belle Qgggé ¢ l = n= 144) récitatif oblige gui suit le
D
choeur alla vivace (J = n" 96)
o
Air de Jason ( D= n= 180
Morceay d Ensemble et choeur en £a (Dieux et Déesses)

o e s S e i e i S S RS S Pt s

\ \ c! o
Air de Creon (cest a vous a trembler) ( = n_ 88)

——— o ——— ——

. fa]
Air de ﬂégég (Vous voyez de vos fils) ( J = n— 50) on peut, si
\

1’on veut, raccourcir un air en passant de la 7Zme mesure; a
la mesure 92me

Dup (perfides ennemis) ( F = 88)

34 The score of m.221 is given in the manuscript
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Acte Zme:

O
ma honte) plus lento ( J = n— 112) ensuite on reprend le le
mouvt, et 3 1’endroit ou est indique un poco pih allegro, le

mouvement doit &tre plus vite gque le n 160.

Air de Neris ( [ = 104)
Dup entre Médde et Jason (chers enfans) ¢ J = 120) l17allegro aux
mots (oh seigneur) ( Jd = 152) le premier mouvement reprend

apres aux mots (ne sera pas sans recompense) L*allegro qui
vient ensuite ( J = 152); on revient ensuite au le mouvement
( J = 120) aux mots (Creon doit a 1 autel); L7allegro qui

vient apres...du meme mouvement gque 17autre a savoir

( 4 = 152,
o -y
Finale (44 =n_ 60) le mouvement...plus vite, lorsgue Medee
parle, est le suivant ( cJ = 112) Le petit choeur a 3/74 qui

suit. J = 72); L7allegro, guand Medee parle, ¢ A.= 112) La
n

suite du choeur a 374 est du meme mouve que ci-dessus
n
( 4 = 723 La lento qui succéde doit etre de ce mouv

A
lorsque Medee parle; Le Lent qui vient apres, est du meme
n
mouvem que 1°autre ci-dessus ( d = 50); L allegro densuite
n
A ~
du meme mouv gque les autres, La marche qui lui succede et

. . . .. A
qui termine la final doit etre executee du. .. mouvement

( A = gb)
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Introduction ¢ J 88) dans ce morceau il y a une faute de

gravure dans la basse a la Sime mesure, car au lieu de
}

N 4 1 1

1°E il doit y avoir D. ainsi —pF———g Do e —

ya -

air de mddée Largo ( Jd = 63) Allegro moderato ( d = 1a4)

. - p—— o oo o S VRS

Recitatif de Medee andante molto sostenuto ( J = 80) adagio ( J =

G e Ve S Ve e S e G000 o S B SR S S

50) allegro gui suit ( J = 160) 1°Andante dapres ( J = &6)
1*allegro moderato den suite ( J = 120) 1"andante et
1"alleqgro moderato doit etre execute ainsi ¢ J = 9Q6) ce

mouvement doit continuer pendant le choeur qui vient jusqu®a

\
l1’endroit ou Jason dit aquel horrible forfait et on le

/
mouvement rallentit ainsi (‘A = 40) 1%allegro du recit. qui
suit ¢« ci = 94) l’andantino, aux paroles qui dit médde

______ n
reserve leurs ¢ J = 60) le mouv vif et 17allegro vivace

- . . A . ’
d*ensuit doivent etre pris comme les allegro precedants

( é = 94) et ce mouvement doit etre continué jusqu’é la fin.

NB. Tous les mouvements de cet opera que j ai indiqués, sont
necessaires pour le [Cher.: lal point de depart de chaque
morceau; toutefois il sont susceptibles de modification dans
le cours de ces morceaux, selon la commudité de 17acteur, ou
la nature des accompagnements, ce que l’intelligence de Mr

L 7 13 pouvait facilement aprecier [= apprécier], diriger,

et determiner.
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kR D L R il Chme i o oo o oo oo o e e s i rit? T s s e M T e e e S S e S Sy

Overture = f = No.112)

First Chorus = ( r = No.88). This chorus may be shortened in the

following way. From measure 85 one may skip to measure 221
while arranging the accompaniment and the chorus of this
measure...this way it follows (%) and from those places

we should continue up to the end of the chorus, as it is.

<x>J \ etc.

Recit. of Dircea which immediately follows the Chorus ( r =

Fassage from the Ensemble and Chorus in F (Dieux et Déesses)

¢ d = No.9&)

aria of Creon (c’est a vous a trembler) ( A = No.8B)

Aria of Medea (Vous voyez de vos fils) ¢ 4 = No.50)g if
necessary, the aria may be shortened by passing from m.72 to
m. 72

Duet (perfidgs ennemis) ( é = 88)

Introdgétion ( l = 160) a little quicker than its number g
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Fina

Act

Intr

of Ensemble ( J = 1&60), in the words said by Creon (quoique

de ma honte) more lento ¢ J = 112y then retwn to 1ist

tempo, and in the place where it is indicated un poco piu

between Medea and Jason (chers enfans) ( J = 120) the
allegro with the words "oh seigneur” ( d = 152) the first
tempo returns after the words "ne sera pas sans recompense”
the ailegro which comes thereafter ( J = 152); after this
one returns to the 1st tempo ( J = 120} with the words
"Creon doit 1°autel”; +the allegro which comes after....of
the same tempo as the other one namely ( J = 152.

le « é = No.60) the tempo...guicker, when Medea is speaking

and the following (.A = 112). The small chorus in 3/4 which

follows (¢ J = 72) 3 the allegro when Medea is speaking.
(xJ = 112). The continuation of the chorus in 3/4 is of the
same tempo as the above one ( J = 72): the Lento which

follows must be of this tempo ( J = 503 the allegro which
fpllows must be as all others when Medea is speaking; the
Lento which follows is of the same tempo as the other one
above ( d = 50); the next allegro is of the same tempo
as the others, the march which follows it and which ends the

————— g et s

Finale must be performed with the...tempo (4J = &)

=

oduction ( f = 88) in this passage there is a mistake in the

engraving in the bass of measure No.51 because instead

1 I ¢

of E it must be D, like this F=—fbea—

[———
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Recitative of Medea Andante molto sostenuto ( d = 80 adagio

NB.

e v et ——— e

( 4 = 50) the following allegro ( d = 160} the andante after
it « J = 46) the allegro moderato which follows ( J = 120)
the andante and the allegro moderato must be performed like
this ( cJ = 96) this tempo must continue during the chorus
which follows up to the place where Jason says guel horrible
forfait and where the tempo slows down like this < cJ = 4£0)
the allegro of the recit. which follows ( A = &) the
andantino in Medea’s words reserve leurs ( <4 = &0) the

S i o — e Mot e 0 T o e e i e o i s S

vivace tempo and allegro vivace which follow must be taken

as the preceding allegros (<A = 94) and this tempo must be

continued up to the end.

All the tempi of this opera which I have indicated are
necessary for the starting—-point of each passage; neverthe-
less they are open to modification in the course of these
passages, according to the convenience of the singer or the
nature of the accompaniment, which the intelligence of

Mr....can easily evaluate, direct and determine.
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The specific places where recitatives of Medea and Neris
were added - are located on pages 258, 259, 260, 267, 271, 272,
276, 277, 278, 279, 295-6. Since the handwriting is hardly
legible, it may well be thought that these new verses of recita-
tive were composed and added very quickly, perhaps in the course
of the rehearsals for the Brussels production in 1814, This may
have been done at this point in the drama — on approaching the
last act - in order to inject more dramatic power into some of
the verses sung by Medea and Neris so as to strengthen the

musical expression.

The small added recitative—entrance of Medea at the very
beginning of this scene, "mais guels sons", m.l1, before the
chorus "Fils de Bacchus”, strengthens the drama and also makes
for a most organic connection between the orchestral opening and
the entrance of the chorus. This coherence and richness of vocal
sound then continues with Medea’s second entrance immediately

after in m.15, "guels chants”" (FPlate I-16).

Flate I-16. Full score, p.258, with the two pasted strips of
paper for Medea’s part in m.11 and mm.15-17, compared to the same
place in the original edition.
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At the end of Act II, Scene 7, (Finale of Act II), there is
a revision of the orchestration in pages 295-6. These are again
separate sheets inserted in the score, adding brass and wind
instruments plus timpani in order to intensify the tutti at the

end of the act (Flate I-17).

Flate I-17. Replacement in manuscript for mm.326-32 (p.295 of the
original edition) showing the added instrumentation.
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It is worth mentioning that there is not even one section in
which any successive change or elaboration qf the score may be
traced from the material of 1797, 1802 and 1814. Yet, it is
interesting to note that two sections underwent some changes 1in
two out of the three versions. The Overture was shortened to its
final wversion by the small deletion in the autograph stage,
between mm.Z18-19; and later, in 1814, a big revision was made in
the orchestration. Neris® aria (Act 11, Scene 4) was subjected to
two significant cuts in two places during the preparation of the
autograph (see Correction 4 and Correction 5) and in 1802 again,

to smaller cuts in five places.
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DRAMATIC ACTION AND MUSICAL STRUCTURE: SUMMARY

F-B. Hoffman and the Myth of Medea

The well-known Greek myth of Medea reflected in Euripides’®
tragedy goes through several transformations in F.B. Hoffman®s
libretto. In the original story, during the journey of the
Argonauts, Jason (messenger and nephew of Felias, King of
Inlcus), meets Medea who saves his life many times over and helps
him to obtain the Golden Fleece. Later Medea causes the death of
Pelias and thus enables Jason to govern Iolcus. But then they

both have to flee from Iolcus and find refuge in Corinth.

ficcording to Hoffman®s wversion, Jason abandons Medea
somewhere in the East, so that she cannot return to Corinth to
join her husband. He himself, wishing to continue his political
career, wants to marry Dircea (Glauce), daughter of Creon, king
of Corinth. The plot of Cherubini®s opera starts at this point.
The whole of Corinth knows of Medea and her magic powers. At the
beginning of the opera, Dircea®s handmaidens strongly feel the
need to calm down their frightened mistress; they try to paint an

optimistic picture of her future marriage to Jason.

e e o e e ey s o et e e e AR M ey e s e W o o ks e S TR SOV GO S S S e $0e0 o B

List of characters in the order of appearance:

Dircé’s handmaidens Women®s chorus, soloistd
Dirce Soprano
Jason Tenor
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Créon (King of Corinth, Dircé®s father) Bass

Les Argonautes Chorus
e Coryphaeus Baritone
Médée Soprano
Feople 1 Chorus

Act I is divided into 7 scenes.

Scene 1 opens in a gallery of Creon’s palace, where Dircea’s
women try to cheer her up on the eve of her marriage to Jason:
"Tomorrow, when the splendid dawn will announce the day with its
happy weather" ("Demain, la brillante aurore, E ces heureux
climats annoncera le jour”). But Dircea can only brood: "If he
could leave her (i.e. Medea) for me, will he not leave me as well
some day?" ("S*il a pu la guitter pour moi, ne peut-il pas un
jour m”abandonner comme elle?"). Finally she is convinced of a
happier future and expresses her joy in an aria which concludes
Scene 1: "And you, oh Love, who promise me a charming fate, do

not deceive my trusting soul!” ("Et toi, qui me promets un destin

n .
enchanteur, Amour, ne trompe pas mon ame confiante").

In Scene 2 (spoken) Creon promises Jason to protect his

sons, and Jason asks Dircea to accept the gifts of the Argonauts.

Scene 3 opens with the March of the Argonauts carrying the
Golden Fleece. This sight stirs up foreboding in Dircea’s heart
and Jason addresses her: "What do I see? What sombre cloud
darkens the lustre of your eyes?" ("Gue vois—je? Q(uel sombre
nuage obscurcit l17eclat de vos yeux?"). He tries to calm her and

deplores his former marriage to the cruel Medea. However, the

1 Henceforth, the English version of the French names will bée
used; Coryphaeus = Captain of the Guards.
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/
stanza of Jason’s aria "Eloigne pour jamais de 1l*epouse cruelle”,
does not exist in Hoffman®s original libretto. Creon then enters
and advises his daughter to have faith in the generosity of the

gods, and all invoke "Hymen" to bless the forthcoming marriage.

In Scene 4 the Captain of the Guards announces a stranger

and Medea makes her entrance.

In Scene 5 she claims Jason and drives out the people of

Corinth by her menacing words.

In Scene & Creon demands that Medea leave immediately, and
he calms his daughter Dircea. A long discussion follows between
Medea and Jason, Medea declaring that she loves him passionately.
At the end of the scene Creon threatens Medea: "It is you who
must tremble, oh impious and barbarous woman” ("C’est 3 vous de

trembler, femme impie et barbare").

The last scene of Act I is a long dialogue between Medea

and Jason. In her aria "You see the unfortunate mother of your
sons" ("Vous voyez de vos fils la mere infortunee”) Medea begs
Jason to return to her, to flee with her. Jason refuses,

claiming her vengeful personality as a justifiable reason for
leaving her. The act ends in a duet where both Medea and Jason
deplore the fatal influence of the Golden Fleece on their lives:

“ﬁ fatale toisont!”.

Scene | is the only scene fully set to music. Scenes 2, 4
and 5 are spoken only. Scenes 3, 6 and 7 consist of both musical

settings and spoken sections. With his or her first appearance,
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each new character has a solo aria: Dircea in Scene 1, Jason in
Scene 3, followed by Creon in the same scene, and Medea in Scene
7 (although she first appears in Scene 5,‘which is spoken). Other
musical numbers consist of a women’s chorus (with solo voices) in
Scene 1, a mixed chorus for the March of the Argonauts (starting
with a 1long orchestral introduction) in Scene 3, and the

concluding duet of Medea and Jason in Scene 7.

Scene 1 presents a variety of musical forms which immedi-
ately serve to convey a dramatic richness tc’the listener. The
445 mm. of Scene 1 include three sections, the central section
being the longest, and the atmosphere changes drastically from

section to section.

Cherubini evokes a vivid musical scene for the three stanzas
in which Dircea’s handmaidens try to cheer her up (Scene 1,
109 mm., "Andantino con moto"), ending with a women’s chorus set

in a well-conceived vocal style and in ternary form.

After this relative optimism, the mood changes when Dircea
sees nothing but gloom, in spite of her women’s exhortations.
This section (indicated as Section 2 in Table 11-4, p.¥M43), the
longest in the scene, presents a through-composed form with five
sections. i1t still introdures the same basic opening key of B-
flat major, but with clear modulation to D-flat major (a third
relationship — a minor third higher). With Dircea’s recitativé,
leading to her big aria which ends the scene (Section 3, 177 mm.)
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there is a modulation to C major. Dircea sings an aria in binary
sonata form. It is her character. and not that of Medea, which
radiates a surprising dramatic power early in the opera. (See the

detailed analysis of this aria, pp. 116-37).

Scenes 1 and 3 are similar in length regarding the number
of measures: 438 mm. altogether. The gradual progression from
simple to more complex forms characterizes Scene 3. On the other
hand, where the fullness of texture is concerned, there is a
balance resembling Scene 1: the festive clamour of the the march
and the involvement of all the participants (except for Medea) in
the drama, make for a high degree of complexity, as opposed to
Jason’s aria which represents a "falling-off" (solo with a small
instrumental accompaniment) right in the center of the scene.

The atmosphere of a popular march in Section 1 of Scene 3 is
further emphasized by a popular song-—form (A—QI—B—AI) in the
standard C meter of the march. The marking is "Sostenuto” and the
march®s texture intensifies as it progresses; the key is D major

with a simple modulation to the dominant A major.

Jason’s aria follows, filled with tension in spite of the
" arghetto” indication. It is 84 mm. in length and in A-B-A-C
form. In the key of A major, it modulates in section B to C
major (again the third relationship — a minor third higher). The
aria is noteworthy regarding the compositional treatment of the
text (the setting of repetitions, etc.). See the detailed analy—

sis of this aria, pp.137-54.
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Then follows a modulatory recitative from A major to F
major, 14 mm. in length, in which Creon tries to calm Dircea:
"ah! it is too much to be troubled by a dreadful prediction”
("Ah! c“est trop s’ occuper d un présage funeste"). It serves as
a transition to the third section of Scene 3, which is the
longest and most impressive single musical entity since the
beginning of the opera, altogether 225 mm. Here, we find the
first presentation of an ensemble in the opera (Table II-1):

Téble 11-1. GScene 3, trio (Creon, Jason, Dircea): "Dieux et
deesses tutelaires": formal outline.

Ovevall Form| A B C D
Subsections | A B C A B C |A B A AB C
mm. 35 4a 34 65
.‘{322‘; wnings |Dieux <F déesses| Tendre, Hymen| Doux, Hymen | Pe'nelre

Characters  [Creon (avia) | Ense mile qu" “Z‘EL:’%Q EwnsemdLe

Main Key ;mejor ] LC major | D Wnibor | {:mau'ov

|

Form according B A

to harmonic scheme

in Scene & Cherubini turns Creon®s frightening words to
Medea into an aria of 115 mm., expressing horror and storm and
stress according to the affects or topics of the text. The aria
in "Allegro"” tempo and C metre, is in exposition—-recap form, the

development being an integral part of the recap:

[Expo | [Recap | | Codo. |
PTS T T Sq4 K

The key is B minor with a number of deviations.
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Scene 7 is divided musically into two sections: the first -
Medea’s aria, and the second — Medea and Jason’s imposing duet,

which serves as the finale to Act I.

After a spoken dialogue of five stanzas between Medea and
Jason, and with Medea®*s last call to Jason: " isten to me, Jason,
for the last time" ("é&outez—moi, Jason, pour la derniere fois"),
she begins her aria. This aria, considered as Section 1 of Scene

7, is 114 mm. long and in F major . Its mood is shaped in 3/4

" arghetto”, with the sincere love of Medea for Jason much in
evidence. In spite of this, after the calm love-song, Jason, in
his spoken dialogue, encourages Medea to flee. This dialogue
leads to the duet whi;h concludes the entire act, with the
musical components stressing the psychological elements of the
stormy conflict between the two. This complex duet of 290 mm.,
the longest number in the whole act, is an extended rondo, as it
were (Table I11-2):

Table 11-2. Scene 7, duet (Medea and Jason): "perfides ennemis
qui conspirez ma peine": formal outline.

Dveradl Form| A B C B D R!
Subseckions| A |8 C D C E ¢'p' ¢ =toda
v, 33 ' 33 44 33 43 30
'&;&N“&S Perﬁides: szﬁm% Qo.‘ &%‘t?e ¢ {0 Colchos ?_oggj&e‘ Bun vou |0 ‘u-fa?e

The central key is E minor, with modulations of a third up
to G major and down to C major located in section B. Section B
(i.e. subsection C) serves as a kind of "refrain” sung by both

i

A
protagonists together: "O fatale toison®.
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ACT I: MUSICAL STRUCTURE

Table II1I-3. Numbg[ ch” measures in the scenes set to music.

Scene 1: 444 mm.
Scene 3: 438 mm.
Scene &: 115 mm.
Scene 7: 399 mm.

Table I1I1~4. Detailed structure of Scene 1 (total: 444 mm.).

Sectiont: Wemen of Dircea

4 Andantino con moto | 40q mm. Form: A & A’
Summary. of Content : Dircea’s Women ry to cheer bov wp
Wood: calm oand optimistic

Form 1A 8 A’
mm. A=Y u5-35  |T6-409
Key Bb F Bb

SR ACI ON

Section 9: Women of Dircea with entrance ef Divcen
& (inishes §),4%6 mm. Form: RBCDE (through-composed)
Summomj, e'} Content : Direa can see onﬂ% %Qoom % SP'-*Q

%ur WOmen's anoumaemew\‘
| Mood: Less oPHmisHL

Form A B8 'd iD E rec}. Hransition

Mm, 10-30|133-59 |{lbv-39 |ld0-203 20445 |266-35

Key F-g c-Bb 1BrDedld-F |F-Bb {»C  (allegre)

Harmonic (B) D OO ®

Sechion3: Di rCea’s Qrio
C Bllegyo, 459 mm. - Form: Lrl'nonr\& sonafa %orm
Summar% o{r Content : Dirceal sings fo Tason and her women

about  her Q/ﬁpp& 6u+ur&
moodz %(QYY\Q o& QO\)-Q’ .- N
gev.l

Form ‘ A , ecap. i;ﬁbﬁtfg‘i
e T |S K IN S K Nk |28K | 3NK

mm, 6-304| 304-14 | RIS —2b B2F-43 | DHY-R5 396-43 398 Lo [422 |had-4y

k% C o6 |6 G |D-d-C C | C |C {C

Hatonic @ % ped. l @

Func+ions o . Wzpol. 5 oo,
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Table 11-5. Detailed structure of Scene 3 (total: 438 MMe } o

Section 4: Pavade of ¥he Argonauts (incl. chovus, Divce and owe of her Women, Jason )
C March , 445mm.  Form: A A" A*
Summqvé e(; Conrtent : while the Argonants mmc\,\, carryin dhe Floee
Dircen. is {;ﬁa tened ; Joson ogain Hies to calm ber ’

Mood: fustive [W\om-aﬁqp atticipants , Large ansemble)

Forwm H H“ () Yecit.
mwm 4-40 ya-6y  {65-92 {93108 |403- 15
Ke D zped] D D-AD|D

areaic 1@ O @

Section2: Jasow's ario
Ei LO\\"%Q\QJCtQ) 93 mwm, Form: A B A C‘CDC‘C\ (ﬂyno\r\é ,go‘,m_‘. COClG.)
Summm% of Cowtent « Jasow's Pong declaredion To Dircea aboug
in rual Lovmer wc%a. Creon owters,

Mood: wervous
Form A &) A € =codas recitative Fransition (Creon)
mm ne=3s 13653 [1S9-1 FB-202| 203-13
ke |R A-C>B A A -F
B | @ T -
Section 3: Tvio (Creon, Dircect , Jason auwd Chorus)

Sostenuto , 23S mm. Form: A B CD (ln% +Mmu89\—comFoged)
ummary. off Content = Creon Yelds Dircea fo builitve in e go0ds

3%‘/\@\!0&:'{-% emt\ qQQ invdae HJW\QV\ R Yhem
Mood - Arﬂmeﬁ{'Bc,, ‘Qmuﬁ«Q 0

Overall Fon’ﬂ A - . fotaly Fri total
(Park cg\aaw}s) Creon (aria)= Shak, Ehstmly& 4 3?33‘2:_? weed. 3%&" doner | Ens o (houd): €S mm
n B A pans|A |B |C

SMLSQCHM.S A \B c A |B |C
-4l 341-b03(0~ ‘365'-}3 3?‘1““3“]1‘ Yis-38

M a-1955- [1-39]289- |97 - 3127 |

Keg F F-C ~>4]d-Byrg-d > FIE
i (A DD 4O

v—‘ [
Rgmarh: -‘ansﬂ—(on ot Yhe -QV\C‘ @% SQ(A"OV\C iV\ClH&QS ﬂn.Ue"OQ,/OTC‘/\QS"m QV\(.l CMOYMS

Scene &

Table 11-6. Detailed structure of Scene & (total: 115 mm.) .

A singfe musical Section: Creows aria
C 9“@«6?0 , A5 mm. Form: .1xpos‘¢ion-ﬂ’,cap + Coda
S\Ammar\é dk Contenlt - Creon Sings o\éﬁatr\hmwg oria Yo Medea
about Wer Lost doy
Mood: storm and Strese, “+hreatening
Form Expo.| , Reca Pl Coda]
P T S p* T s K
mm A-45  116-29 30-43 (U5, |5+4 3-23 2y— M5 :
key A w2l | D b Sele—>D-Gle-& |& ’
st (OB 2 @
waijof

114 ——d
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Table 1I-7. Detailed structure of Scene 7 (totals: 399 mm.).

Sectiond: Medea's arta

3 Lm%?w'fto , MYy mam. Form: A 8 A’
Su\mmma e'{; Content : Medea Qs&%s Taden To veturn To ﬂ\w' descrilscs
far Qowe for Dim , recalls e Pad
Mood: krue sensitive Love, xe(ahw&a calwm
Form [A B A
mpmo A 4a-Fa ‘;3—444-1 (Coda a5-DY)
Ke 'T-C Ab ~‘ﬁ
%‘ . | - cduliter
b @O (& YO
owered 11 4, C
Sockiona: Duct of Medea and Tewon |
C ¢ Mﬁeqﬁo)l?Smm. Form: ARCBD g’ (ﬁa—i@ yond o)
Smmma\’u& e’(. Content : Medea and Jeaeon C‘.LPQGFQ VN ﬁcd-qﬁ
. ‘."VV@-QJ-L-QV\QQ, e% He Go c(q»\ FQ.MQ (,Y\'H'\Qt'( L{ues
MooA: S#owm%, qaﬁaﬁu{
Overall Form| A B IC
Subseckions| B B c D C E ! ‘Cn' Codo.

M MS-SHASE3o M o3 — by |24g —JFF 34|32 (344 [367-1
Ke% '3 e-G-C|C C-a-4-D- G——o..—-G_- G-e e
T

{B D B

i
4 avw on v very wodul ator o313
Fund—t'clsc'( @ @\ﬁ é@ @iyl ll
- dowm.
pedal

Ternary form (A-B-A) in several versions occurs most often
in Act 1. In addition, there are two appearances of each of these
types: modified sonata form (binary, exposition-recap) and

through—composed form. The last section ig the only rondo in this

act,

ey relationships that recur most often are tonic-dominant
and third relationships . (submediant or mediant,  sometimes
lowered) indicated basically as a tonic. Longer and more extreme
modul atory processes occur only in the middle of the last section
(see above). There is one notable appearance of the Néapolitén
ey, D-flat major ~ in Dircea’s aria (Scene i, Section 3).
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section,

(the man who broke the bonds of an unhappy union in

DETAILED ANALYSIS OF

Finally, after

THREE NUMBERS

the gloomy mood that dominated the previous

when Dircea confided to her women her fears about Jason

the past),

she is finally convinced about the happy future promised her, and

gives vent to her joy.
short

expression

She remains
recitative, starts her

of love for Jason,

the flute solo.

big

with an unusual interpolation

alone on stage, and, after a

aria, dominated by her

of

English Translation Original
%
i. Oh, Hymen! dispel a vain fear Hymen! viens dissiper une
vaine frayeur:

2. Tender Dircea is abandoning La sensible Dirce t7abandonne
her soul to you son ame:

3. Come, penetrate her feelings Viens, pénétre ses sens de ta
with your divine flame divine flamme

4, 1t is from you alone that I C’est de toi,de toi seul que
expect happiness /j’attends le bonheur

5. Take far away from me that - Ecarte loin de moi la barbare
barbarous foreign woman étrangére

6. Whose charms have seduced a Dont les enchantements ont
hero séduit un heros

7. May her appearance and her anger Gue son aspect, que sa colere

8. Not trouble our rest Ne trouble point notre repos

¥ Hymen = God of Marriage

116



www.tsippi-fleischer.com

Versification:

This heterometric stanza of eight lines includes six
hexametric iambic 1lines (with a caesura after the third foot)
followed by two tetrametric iambic lines (with a caesura after
the second foot). The rhyme scheme is abbacdcd (enclosing rhyme
abba + alternate rhyme cdcd). The rhymes b and ¢ are masculine, a

and d are feminine.

Dircea’s optimistic hope for her future life is reflected in
a truly moving song of love that she sings to Jason. The
expression of her emotions is treated as the central idea,
repeated in various ways (mainly, Jason’s flame of love for her
and his rejection of Medea). This somewhat static aspect of
drama influenced Cherubini to use the strategy of musical
repetitions of words or parts of sentences (as, for example, "que

j*attends le bonheur”, which is much repeated).

Cherubini divides the fluent stanza of eight lines into two
basic parts: lines 1-4 for the exposition and lines 3-8 for the
beginning of the development. Then the first lines 1-4 with their
repetitions are used for the rest of the development and for the

recapitulaion.

Table 1I1-8 is a schematic representation of the lines of
text and form. Smaller numbers in brackets indicate repetitions.

y&’<u- indicates repetitions of half-lines;y these repetition&
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may occur in any part of the line — beginning, middle or end).

Table 1I-8. Text and form - schematic representation (Dircea’s
aria "Hymen! viens dissiper une vaine frayeur”).

[Expo ] P T S kK
Lven 4 202 3(h»s) L6 3 k4

N P
Lme lo. 5 6 F 8 (¥hxa) 4 2062 3

S K' 4NK 2NK  3NK
Line No. 4 3 Li_/_ga/g)*_/

Figure II-1. Timeline: binary sonata form (Dircea’s aria "Hymen !
viens dissiper").

Text Hu men Viens Cigt de Viens penokre
Expo.y " o1 '
Music | Po 1 P | To 1T ! IS |k |
Re 3¥9 3of 3903  30q st ’ 2nF} 3413
C (overdap) T ped' & GI
Teydt EICanre, Hum en \/lens
._%52'-);‘—"-‘ () P) ‘
Music| N LN Pr v P+T T
34 Y335 Y 362 335 3% 35
MW Vdxy ¥ d C Vped CX
Tt [Cest de 1ot \fiens (C)Qﬁ A).Q Joi (e j’aﬂ?uo\s
Recap. S+7T
Music | - ! ANK (w20 12NK lBNK(%L:sS é-mev\)
‘. 336 393 hob . 42 429 Hyy
C =>h >C |
;
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Scoring:
Solo Flute
2 Oboes
2 Horns (in ©)

Vvin 1, Vin 2, Via, Vcl, Cb
Vpice: Soprano (Dircea)

Tonality:

The aria is in C major - the second degree oOr !7i in

relation to B flat major, the basic key of the entire scene.
2

According to Yizhak Sadai,b this is considered as a subdominant

harmonic function, and in the overview of the whole act, this

subdominant compensates for its absence during the previous two

numbers, which emphasize tonic and dominant.

Example II-1. List of phrases (Dircea’s aria: "Hymen! viens
dissiper").

indications according

to Rotwer’s topics:
P 229,
T ) £ & 1 T rd bt . .\ Q
yAWAR Y ¥ e T s T eI 2 { Singin
GE e ' g'ng ST
u } ~ -
[ ERE - s R - o .

4 = 1 o K- T T o T Py ' :
e Tt L tea e Singing shyle
o 4 | i . i ed 1 1
J ~—

31
Sp ¢ By e .y
= . = T - ‘%$*++—H¥*%bzz;££13— " Singing
\r’}hs‘-/ ll 1 %_ = Il 1 2. 2 Pt ! !'J .L\! ] i ~— 1 +
e e e e = e =3 ] sty¥e
‘< ﬂ%&?“
e R e —r————— be—p dip—e P — ctorm and
%e__l__“ - +—t ; <Lz'7 A A — & | L B ] 1 1 ‘h’
= et = o—te ———t L : Stress
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B. Influence of the Text on Mood and on Yocal Style

Dircea’s delicacy and sensitivity are evident in the elegant
phrases in F, T, 5. These start out with longer rhythmic values,
becoming shorter and gradually less "interrupted” by rests, an
indication of intensified dramatic expression. The sharper

melodic contours upwards in K reappear later in the recapitula-—

R

-t

tion, approaching the final wvocal cadenza. The singing style
which was typical of F I 8, changes in K and then in Ei and
thrnugh the vocal cadenza, into obvious storm and stress, and
reaches its climax of intensity in Dircea’s virtuosic coloratura
cadenza (especially in mm.411-2%9) with its typically brilliant
style4 (Ex. II-2).

Example 1I-2. Soprano and bass lines, mm.409-32, (Dircea’s aria

"Hymen! viens dissiper”).
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%z L.G. Ratner, Classic Music (London: Collier Macmillan ¢

Publishers, 1980}, pp.7-26, and especially p.19.
4 Ibid. 120
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C: HMelodic Contours, Highest Feaks and Underpoints

The whole proceses of the melodic contour changing from the
Wavy, happy type into one made teﬁse by 1love, 1is shown
graphically in Figs. I1I-2, I1-3. Note how the contours move
rapidly between the extremes of low and high in the motives in §
and K .

Figures 1II-2 and II-3Z. Melodic contours of the thematic units
shown graphically (Direcea’s aria "Hymen,! viens dissiper”).

Highest melodic peaks are in definite correlation with the

highest emotional moments in Dircea’s words. In the second

repetition of line 4 at the end of the exposition (m.338), the

2
melody reaches b on the word "bonheur” (Ex. II-3).

Example 1I1-3. Soprano and bass lines, mm.332-4& (Dircea’s aria
"Hymen! viens dissiper").
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Another high melodic peak that stands out clearly in its
melodic environment appears in m.371 (approaching the end of the
development). Dircea describes herself in the third person:
"t *abandonne son gme, la sensible Dircé“ (line 2, in F of the
development) and, on reaching the word "gensible”, sings a big
leap of a major sixth upwards (Ex. 1I-4).

Example 1II-4. Soprano and bass lines, mm.360-72 (Dircea’s aria
"Hymen! viens dissiper").
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The following passages are three locations at which harmonic
progressions serve the intention of verbal expression and create

musically the specific atmosphere required:

(a) Towards the end of the exposition, when Dircea reaches the
word "flamme", the tension is growing. The melodic contour of K
has already been mentioned, and now its important moment on the
words "flamme, c’est de toi” will be emphasized (Exs. 11-5,,

Sa).

122



www.tsippi-fleischer.com

Example 1I-5. Soprano and bass lines, mm.327-36 (Dircea’s aria
"Hymen! viens dissiper").
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Example II-5a. Harmonic reduction of mm.330-4.
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2
On reaching "flamme", the high £ at m.330 which was just

attained by the quick, swprising melodic movement upwards,
approaches a relatively stable position. But immediately the
tension grows with the half step higher and the chromatic shift
to f-sharp when Dircea clarifies her emotional need "it is from
you alone that 1 expect" ("c’est de topi seul”™). This sudden
chromatic shift makes the modulation from C major to 6 major,

while the harmonic progression on f-sharp leads to :II&’ of &

major (or EZ[S of D major, the dominant of G major).

(b) The mood of horror is felt directly from the beginning of
the development when mention is made of Medea (m.345): "Take far
away From me that barbarous foreign woman” ("écarte lpin de moi
la +fatale etrangére"). Ex. I1-6 guotes mm.345-58 with most of
Dircea’s frightened words and also shows the harmnnié

progression.
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Example I1-4. Soprano and bass lines, mm.341-57 (Dircea’s aria
"Hymen! viens dissiper").
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After a dominant pedal point on g (mm. 340-4%, the very end
of the exposition), the astonishing db in m.344 immediately
creates a tense atmosphere. Medea is not yet with us, but her
spirit has made its appearance. Dircea begs for mercy, for some
relief from the barbarous foreign woman, and this tremendous
tension is achieved by the steady throb of a-flat as dominant of
D-flat major, but without "revealing" its tonic. The chromatic
progression carries on to D major in m.354 by once more emphasi-—
zing its dominant - a—-natural. This consistent dominant, never
reaching the tonic, 1is a very successful strategy for continuing
tension while constantly searching for relaxation. This is ex-
pressed in Dircea’s further words (line 7): "May her (i.e.
Medea®s) appearance and her énger not trouble our rest” ("Gue son
aspect, que sa coléere ne trouble point notre repos”), exactly
after the chromatic shift to a-natural, in m.354. See the reduc-
tion in Ex. I1I-7. The chromatic progression may be considered to

be a chain of Neapolitan connections serving as a means of modu-

lation without revealing the tonic.

124



www.tsippi-fleischer.com

Example II-7. Bass line with harmonic progression of mm. 342-54

(Dircea’s aria "Hymen! viens dissiper”).

3y 343 34y 3y § 3§y 354
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{c) The recapitulation introduces an intensification the
dramatic expression. The intensive harmonic progression in
mm.401-7 reflects the extremely emotional words: "It is from
you, from you alone that 1 expect happiness: ("C*est de toi, de
toi seul que j'attends le bonheur”) (Note the repetition of
text).

Here is a description of the musical drama: Suddenly,

in the key of C major, the Neapolitan sixth chord appears (m.402)

on the word "you® ("toi") and leads with the entire

textual -

musical sentence to the key of A-flat major, at the end of which

the word "happiness” ("le bonheur”) bursts put (m.405).

is to come: at m.406, after a leap of a minor seventh in

BEut more

the

bass, returning to the leading note and so achieving a very quick

return to the original key of C major, Cherubini continues
repeat the musical phrases on the words "it is from vyou"

toi"}, starting from m.405. At this point Dircea sings

words many times, an indication of her love for Jason,

to

("de

these

each time

in a different harmonization, so anticipating the final rest on

C major, which will allow for the virtuosic vocal cadenza latér

(Exs. I1-B, II-8a).
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Example I1I-8. Soprano and bass lines, mm. 400~7 (Dircea’s aria
"Hymen! viens dissiper").
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pfter the relative richness and variety of texture and
ensemble provided by Dircea and her women in the first two
sections of Scene 1, the basic impression here in the concluding
section is one of a more homophonic texture created by a small
ensemble accompanying the solo voice of Dircea. The strings
provide a variety of rhythmic and contrapuntal interest, with the
first and second violins conversing in imitation almost
exclusively in sixteenth—nctés. As opposed to these syncopated
imitations between the violins themselves, the viola part
supplies a different type of syncopation of eighth-notes and
quarter-notes: ( 7.\ J J Pl 7J .\.‘ .D ‘ This varied use of dialogue in
the strings makes for contrapuntal-rhythmic tension in the

accompaniment as a whole, pitted against the two dominant melodic
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lines: that of the singer herself in which there are many
rhythmic values of half-notes and of dotted gquarter—notes and
which generally emphasizes the first beat of every measure, and
that of the flute’s striking countermelody. The basic continuity
is interrupted only by this very prominent part given to the
flute. Its tender sonority underlines extremely well Dircea’s
delicate femininity. It gradually integrates as a character on
stage. Its First entrance comes with its short solo full of
virtuosic power at the beginning of T (m.301), which presages
the vocal motive (m.303) and has running sixteenths contrasting
with the long notes of the vocal motive (Ex. I1I-9).

Example II-9. Soprano line and flute part, mm.301-10 (Dircea’s
aria "Hymen! viens dissiper').
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The flexible writing for

the

flute

continues

as a

counterpoint to the singing nature of the vocal line all through

the contrapuntal T,

m. 315 accompanied by the violins

the

of & in the recapitulation,

major.

Example I1I-10.

parts, mm.314-20 (Dircea’s aria "Hymen!

(Ex.

m. 386,

II-10).

but in C major

Soprano line with reduction of string
viens dissiper").

until it first introduces the motive of § in
Imitation between
soprano and flute is significant and reappears at the start

instead of 6

and flute
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The +lute again plays a remarkable role at an important

moment of the recapitulation,

when the transition is made for the

start of the virtuosic vocal cadenza in the course of 1NK
(m. 409). Here again it is the flute that introduces the theme
and the singer is forced to imitate it, which is her way Of
introducing her brilliant style of singing until the end of the

aria.
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Example II-11. Cherubini’s full score, mm.404-14 (Dircea’s aria
"Hymen! viens dissiper").
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The relative steadiness of the accompaniment is felt
throughout this aria. The orchestral bass sinks to its lowest
note C while the flute provides the irregularites against this

stable movement and accompanies the solo voice in its brilliant
high passages, reaching its highest note 53 in m.400. The
vocal 1line moves between f_—sharp1 and gs with high notes below
53 and 53 itself appearing in Dircea’s part several times from

m.414 on. The following are the pitches most often used: in the
1 2 2 2 1
vocal line g , € s § » & and in the bass line B, ¢, 9s 9s & - 7
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Although both motives for P and § reflect the singing
style, they differ from each other in character, a result mainly
of the gquality of their dynamics. After the short piano
recitative transition, P introduces at the beginning of the
exposition (m.286) a remarkable forte, symbolizing the self-
assured Dircea®s flame of love. When she begins her sentence
(line 4) "it is from you alone that I expect happiness" ("c’est
de toi, de toi seul que j’attends le bonheur”), her expression is
more refined, as if begging for mercy, and the 8 motive then
introduces a subtle piano presented first by the flute (m.3135).
This is also well served by the minorization of key in mm.320-22.
The main tendency of the dynamics later is one of forte and a

crescendo towards the end of the exposition.

The dynamics - one of the most natural means of textual

expression, achieve a remarkable piano at the beginning of the

development, together with the sudden modulation to D—-flat major
where the frightened Dircea (line 5) sings "take far away from me
that barbarous foreign woman" ("ecarte loin de moi") (m.3435) .

The spectrum of changes moves between piano and forte and again

reaches a structural crescendo towards the end of the

development. The alternations between piano and forte in the

recapitulation are quicker, as if the tempo of these is fasterg

tempo although it lasts only two measures (mm.402-3) and the

forte rules the aria until its very end, with its coloratura anq

final orchestral ending.
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To summarize the curve of dynamics of this aria: no specific
dynamic level dominates; there is a constant piano - forte

dialogue, with the emphasis on a basic forte for P and a basic

piapo for 8. The curve may achieve a crescendo at the end of a

wave and the speed of change +finally accelerates, everything

seeming to point to the aim of a relatively long forte for the

end of the aria.

Delving into Rhythm

The rhythmic 1lines used for the P and § motives introduce
the same rhythmic curve, moving from longer rhythmic values to
shorter ones (Ex. II-12).

Example 1II-12. Melodic lines with their rhythms for F and S
(Dircea’s aria "Hymen! viens dissiper").
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An inner progression of accelerando may be noted with
regard to the rhythmic process arising from these two singing
lines quoted in succession: +from its beginning, the second line
already has guicker values than the first, and this second line
(§) contains a chain of eighth-notes which has not appeared
previously. Yet the modulatory T already introduces the shorter
values intensively, J lj with more rests than in the P
materials, but the rhythmic values play a less important role in
the musical-~dramatic process. The motive for K pushes the chain
of eighth-notes even further with its rhythmical-structural force
(Ex. II-13); it iz an integral, prominent element from which
this motive is constructed from its beginning, integrating all
with the dotted rhythm element (one of the main rhythmic features

of the whole of Act I, although not typical of this arial.

Example II-13. Melodic line with its rhythms for K (Dircea’s aria
"Hymen! viens dissiper™).
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This relatively stormy rhythmic area in K, especially in its
reappearance in the recapitulation (m.398) towards the end of
the aria, is very important in the creation of the storm and

stress mood which dominates the brilliant vocal cadenza.
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In comparison to the vocal lines, the instrumental rhythmic
patterns always run faster, filling the same number of measures,
and in this way achieve their effect as the accompaniment in the
homophonic texture. The next illustration (Fig. I1I-4) which
introduces the 1lexicon of vocal and instrumental rhythms and
rhythmic patterns in a concise form, allows for a visual overview
of the role of rhythm discussed above.

Figure 11-4. Compilation of instrumental rhythms (Dircea’s aria
"Hymen! viens dissiper").
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Example I1I-14 draws a ‘melodic outline of the wvocal 1line
only, following a quasi-Schenkerian system of graphs, in order
to observe the broad melodic curve which appears to be rather
wild:

Example 11-14. Melodic graph, mm.284-429 (Dircea’s aria "Hymenf
viens dissiper”).
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The fourth and +ifth relationships are melodically
prominent, a fact which also fits the harmonic scheme according

to Schenker.

The summary of the main levels of pitch (g s £ g 2
already drawn on p.129) illustrates the majority of pitches, vyet
the function of peaks and underpoints (in this case the peaks -

because it is a soprano aria in which the tense, dramatic

situation results in a high register) can be better observed
through a detailed graph such as this. The unruly organization
ot the melodic line cannot be appreciated unless one realizes
how rapid are the changes of register in the singing. It is
worthwhile repeating here what was said earlier on p. 110: this i;
Dircea (and not Medea) whose character radiates a surprisiné

dramatic power early in the opera.
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Examples II-15 and Il1-16 are maps of stresses (following La

FRue) which illustrate the dramatic—-musical complexity

and at the ssame time clarify the whole process

these two important

themes.

of P and S
stemming from

Both maps are first introduced here

and will be followed by their analytical discussion.

Example I1I-15. Map of stresses fo P, mm.2879-301 (Dircea’s

"Hymen! viens dissiper"). e
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Example 1I1-16. Map of stresses for S, mm.315-26 (Dircea’s aria
"Hymen! viens dissiper").
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The expressive opening of Dircea’s aria (line 1) "Oh, Hymen!
dispel a vain fear" ("Hymen! viens dissiper une vaine frayeur")
(m.289) results in a non—-consistent chord and surface rhythm for
P which 1leads to a non-symmetrical musical sentence. This
symbolizes the emotional nature of this aria in comparison with
all that has happened before in the course of Scene 1 (see
Ex. 11I-15). The key of C major is still consistently maintained.
Continuing all this, § (Ex. 1I-16) develops the general dramatic
effect into an even more emotional one. Already after the modu-—
latory T, Dircea begs Jason (line 4) "It is from you, it is from
you, vou alone that I expect happiness” ("C’est de toi, de toi,
seul de toi") (m.316) and there are a few compositional
strategies in &8 for gaining the needed expressive force (see
Ex. 1I1-16). The melodic stress (which reflects the extremes of

the falling or rising melodic contours) is wilder (it was still

symmetrical in P - Ex. I1I-15, but becomes wholly non-symmetrical
in & - Ex. 1I-16), and the repetitions of "c’est de +toi" by
0) ) ol
.. . . , yaww = t——t e HE Lo
similar and different melodic units %?t:%:tﬁi:r —— very

clearly emphasize Dircea’s expression of love for Jason. The 6
minor occurring unexpectedly in m.320 is an important dramatic
nuance: it helps Dircea to carry on expressing her love verbally
"de toi seul gue j"attends mon bonheur". Her dreams of happiness
could have no better harmonic treatment than the surprising
minorization of the tonic, a sure way of achieving a Romantic
effect. This chord is very prominent after the static dominant
at the beginning of § (mm.315-19). The rich melodic curve adds a
great deal to the drama. ;
To summarize: § intensifies the musical-dramatic role of the
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aria in comparison to P from four aspects: wilder melodic stress,
imitation and variation of short motives for the repetition of
words (serving for textual emphasis), richer melodic contours,
surprising harmonic minorization which symbolizes more harmonic
mobility. The difference of dynamics should be mentioned here as
well (already mentioned on ppl30H: P introduces a "simple®
forte opening, and § brings a sudden piano with its appearance,
appropriate to Dircea’s different emotions: in line 1 "Oh, Hymen!
dispel a vain fear” (P, m.289) she commands herself, as &
heroine, not to fear; in line 4 "It is from you, it is from you

alone”, she speaks as a loving woman.

Scene 3 opens with Creon and Dircea seated on their thrones,
watching the March of the Argonauts carrying the GBolden Fleece.
Dircea reverts to her previous forebodings, but in the spoken
dialogue between Jason and Dircea which follows, Jason points out
to her that Medea could well be dead by now. He tries to calm
her fears by the declaration of his love. But Dircea is " still
fearfuly this is the reason for Jason’s aria {(following the
époken dialogue) in which he describes his cruel first wife and
his unfortunate marriage, and stresses his strong love for
Dircea. It is worth mentioning again (see p.108) that the one
stanza, nine lines of Jason’s aria, is not found in Hoffman’s
original printed version. Ferhaps this was added at Cherubini’g

request, while he was preparing the music.

137



www.tsippi-fleischer.com

Being moved forever far away
from my cruel wife

Who was my shame and my
misfortune

1 lose the memory of the
very long failure

And my destiny is being
renewed

Marriage was my torment,
it will be my happiness

Driginal

éln;gne pour jamais de
l1’epouse cruelle

Gui fit ma honte et mon
malheur

Je perds le souvenir d une
trop longue erreur

Et mon destin se renouvelle

L>hymen fit mon tourment,
il sera mon bonheur

6. Your charms, your virtues have
succeeded in touching my heart
7. They will make my ties eternal

Vos attraits, vos vertus ont
su toucher mon coeur

Igs rendront ma chain
eternelle

Le fortune Jason le jure a
vOS genoux

Rien ne peut désormais le
séparer de vous

8. The fortunate Jason swears at
your knees

%. Nothing will ever be able to
separate us

Versification:

This iambic stanza of nine lines includes lines of different

lengths: & feet - 4 feet - &6 feet — 4 feet - & feet - & feet - 4

feet ~- & feet - &6 feet. The hexametric lines have caesuras after

the third foot. The rhyme scheme is abbabbadd. The a rhymes are

feminine, all others are masculine.

——— o i e v e o e s i e o p———r

This aria of Jason’s reflects his efforts to persuade Dircea
and, at the same time, convince himself regarding their unknown,

happy future. The lines repeated most often are 1-2 which empha-—

size the memory of his cruel first wife who was his shame and

misfortune.

These two lines form Section A, and in addition to
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the inner repetitions on the first appearance of Section A
(m.120), the importance of line 1 is again felt strongly at the
beginning of the reappearance of A (m.159): "Being moved forever
far away from my cruel wife” ("éloigné pour jamais de 1* épouse
cruelle”). The first siy lines of the stanza are devoted to this
marriage of torment (line 5) and they, together with their inner
repetitions, make up the whole body of the A-BE-A form. Jason
tries determinedly to forget these memories and to picture a new
destiny in lines 3-4, and the reappearance of these lines in the

second A (m.165, "Je perds") provides evidence of these efforts.

From 1line 7 Jason praises Dircea for her virtues and tries
to believe with all his heart in their common fate. This
relative optimism is relegated +to the codai this coda 1is
relatively long (30 mm. of the aria®s total of 89 mm.) but it is

mainly an external, formal ending to a subsection.

The accurate make-up of text and form results in the
following schematic representation (Table II-9):

Table I1I-9. Text and form — schematic representation (Jason’s
aria "Eloigne pour jamais de l’épouse cruelle”).

Suh@vhon P\
Line No. A QL (+1ax9)

Sulae ction B S Sy
LUFKV\E, No. 3 Y+ B(Hgi)

Subaeckion
line No.

A

A
CSlaeckion (€ =Coda
Live No. 6
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Figure II-5. Timeline: ternary form + coda (Jason®s aria "éloigne
pour jamais").

/ Yo o
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Music| A\ 1CCoda, , Bl [feentative
\TS‘( 160 3132135 198 200[20]-2 |203
I iy I Vi ¥ Cadenca
Scoring:

Vin 1, Vin 2, Vla, Vie, Cb
Voice: Tenor (Jason)

Tonalitys:

The whole aria is in A major - the dominant key in relation
to the opening D major of Scene 3 which dominates the previous
section - the March of the Argonauts. Over a background of a
steady insistence on the tonic throughout the aria, including the
lower third relationship on C major (subsection B, m.i39) -
considered a special tonic - there is a prominent usage of the
dominant at the very beginning of Section A. The fifth degree is
emphasized as well at the beginning of the coda jZﬁzv s m.172,
and the special tonic of the lowered submediant (F major) at
which the final recitative transition aims. These third

relationships above and below (m.lS?llﬁM = C major, m.2135§@l= F

major) are a part of the dramatic-expressive force.
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Musical Expression

A. Thematic Elements
/
Example II-17. List of phrases of Jason’s aria "Elpigne pour
jamais".
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A study of these musical themes reveals a clear chain of

motives. Everything derives from phrase a, the first important

element of A. Phrases a and b are both questions, ending on notes

which may be considered various tones of the in & major: g~

sharp in mm.124, d in m.131. b, the longer one, is derived from a

and also tries in the beginning to respond partiélly to a by its

emphasis on g¢-sharp in mm.126~-27 - see the illustration
following (Ex. I1I-18).

This melody arrives naturally at a at the beginning. of
m.129, and only after this is the main emphasis made on g,
serving as the final guestion—-mark for the whole of Section A.

The linear summary of the whole of a b is clearly shaped by the

three notes b-c—sharp-g.
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EgamPle I11-18. Melodic reduction of mm.120-28 (Jason®s aria
"Eloigne pour jamais”.
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The interesting fact about € is that it derives organically
from a+b: first it repeats these three notes b—c-sharp-e and then
gives the organic answer concluding safely and surely on a

(Ex. 1I-19).

Example II—19./ Vocal line with melodic reduction of mm.131-33
(Jason®s aria "Eloigne pour jamais").
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Section B is a clear variant of A with small melodic changes

t)

=
J

according to the harmonic modulatory plan: f-sharp becomes f-
natural (m.136&) for the minorization of the subdominant and ¢-
sharp becomes c-natural (m.139) because of the modulation to C

major.

Section C again employs the same basic melodic pattern of
three notes going up, but transposed a major third higher with an
important meledic transition between the second and third notes

(Ex. II-20):
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Example IIfZO./ Vocal 1line with melodic reduction, mm.172-76
(Jason®s aria "Eloigne pour jamais").
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The music indicates that future happiness is problematic,
and throughout, the mood is one of nervousness. All the musical
components reflect this tendency. As to harmony, the submediant
augmented chord in m.146 on the word "tourment” (torment) is a
very good example. The texture of intensified accompaniment in
that measure (from m.145 already) which carries on with the
repetitions of Jason’s evident torment in his past 1life, does
much to evoke this atmosphere of nervousness. Then Jason
continues in a verbally reasonable way, comparing his past to his
future (lines 5-6): "Marriage was my torment - it will be my
happiness” ("L hymen fit mon tourment - il sera mon bonheur”) .

However, in contradiction to their meaning, the words "mon

1
touching the high a a few times as a melodic peak (mm.153, 156).

In spite of the basic piano dynamics and the "Larghetto”
indication chosen by Cherubini for the whole aria, as well as the
mixture of singing and sensibility styles, this is not a

;

tranquil or truly warm love-song, but a very tense one. Jason

143



www.tsippi-fleischer.com

aspires to happiness - "mon bonheur” - but the music is infused
with pessimistic emotions evoked by the underlying psychological

fear which survives because of Medea.

C. Meleodic Contoures and Highest Feaks

The 1list of motives (Ex. II-17, p. 141) illustrated here
(Fig. 11-6) show sections A and B to be of a mildly wavy nature,
while the ¢ element of section A seems to be a reduction of a and
b (this coherence of motivic elaboration was explained above in
Exs. 11-18-20). Both sections A and B begin on a,

Figure II-6. Melodic contours of the thematic units shown
graphically (Jason’s aria "Eloigne pour jamais®).
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and also finish on the same a. Surprisingly, F major introduces
gl at its very beginning (m.173), as if true relief will only
come in the aria once it is done with. When Jason has lived
through that moment he is able to sing his words of praise to
Dircea. |
i

The phenomenon of the high a in this aria is worthy of a
specific discussion. The typology of gi is of different context
in various cases. This gl in the frame of section A in mm.122,
129 - and in the frame of section B in mm.137, 142 (also in
mm. 160, 161 in the reappearance of Section A before Section cy -

is basically the upper note of a broken chord moving up and down

(Ex. I1-21). 164
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Example II1-21. Two melodic excerpts, mm. 129-30, mm.137-38
(Jason®s aria "éloigne pour jamais").
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The function of the upwards-moving a towards the end of
section B is entirely different: this high note creates the
nervous tension in the repetitions of "il sera mon bonheur” and
this time it appears in longer rhythmic values (Ex. 11-22).

Example 11-22. Melodic excerpt, mm. 153-57 {(Jason’s aria
"élnigne pour jamais").
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Since Jason, during sections A and B, has already attained a
1
standard usage of a , it serves well the basic tense mood which
b
Cherubini meant to achievey thus he chose a quite naturally for

the starting point of section C. It is used a great deal

throughout C, as if the starting point is a "fanfare—declaration”
1

of a 4 forcing the continuation of this high level of pitch. The
1

high a becomes a stylistic symbol - dominating first of all as a
successful means of indicating emotional pressure (memories of
Medea), and later turning into oubursts of emotion (remaining
with Dircea) towards the end of the aria.

The high tessitura of the tenor is evident throughout the
aria. The vocal part has the range from g—shar? to gi and it is

worth mentioning the many appearances of a once more. In;

addition to these extremes, the pitches used most often in the
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1 i
vocal line are a, bs c—-sharp, 8 and a . The cello line uses the

following pitches most often: E. A, c-sharp, & and a.

There is an essential difference between the harmonic
picture of sections A and B - the text enables the whole process
to move from a static expression into a more dynamic one.
Cherubini uses a stubborn dominant, with the effect of a long
dominant pedal point for lines 1-2 in A (Ex. 11-23).

Example I11-23%. Tenor and bass lines, mm.120-31 (Jason’s aria
"Elpigne pour Jjamais").
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¢ The prolonged use of the dominant is aided by the inserted

4 chords (resembling transitional or regular cadential chords)
and there is no real harmonic resolution to this dominant except

for a weak cadence in mm.130-31. Nervousness, compulsion,’
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agression and restlessness — all these are reflected as basic
features of Jason®s temperament, and the harmonic treatment plays
a most important role in creating this mood. In B Cherubini
furnishes a sort of mobility to Hoffman®s sentences (lines 3-4),
as if there is suddenly a hope, a fresh psychological insight.
This effect is gained by the modulation in mm.137-41 which
accompanies the sentences speaking hopefully about 1losing the
memory of failure and the expectation of a new destiny: "Je perds

le souvenir d une trop longue erreur, et mon destin se

renouvelle" (Ex. I1I1-24).

Example I1I-24. Tenor and bass lines with reduction of string

-

parts, mm.135-43 (Jason®s aria "Eloigne pour jamais").
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The minorization of the subdominant in m.137 is the harmonic

strategy on the way to the third relationship key of C major.

Jason®s suffering increases in line 5 where he mentions the
marriage that was his torment, and through the repetitions of
this unfortunate fact, Cherubini does not hesitate to make use of

some bolder harmonic progressions (Ex. II-23):

Example 1I-25. Tenor and bass lines with reduction of string
parts, mm.145-57 (Jason®s aria "Eloigne pour jamais").
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He dares to use the augmented sixth chord here, plus a chromatic
modulation: a-sharp (m.147), still belonging to C major, turns
into b-flat (m.151) which already functions as EIIB? in A minor.
Only the d-sharp in m.154, repeated a few times, brings back the
augmented sixth, but now as the subdominant of A minor, which

leads to the dominant in A major (m.157).

The nature of this section, an aria of the tenor Jason,
appears to be a complete contradiction of the previous one - the
March of the Argonauts, especially in terms of ensemble and
texture. The large tutti of the previous section is followed by
a small chamber ensemble of strings accompanying Jason’s singing,
and this change of itself has dramatic-musical importance. This
extreme change has a twofold significance: (a) the pure string
ensemble focuses interest on what the solo part is about to say,
and the atmosphere is very different from the noisy festive
parades (b)Y the intimacy evoked, in comparison with the
boisterous, outgoing mood of the parade, allows Cherubini to
delve into the psychological nuances he is interested in
emphasizing in an aria such as this. The physical movement of the
parade changes into the static stance of the hero, alone on
stage, emotionally at war with himself. The texture is
homophonic, in accordance with Jason®s obvious need to dominate.
In the course of his csentence "il sera mon bonheur” (m.150), in
addition to the typical figured-bass part played by the basses,
the wviolins and violas introduce a rhythmic—textural element for °

the purpose of harmonic filling out.
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The basic piano which dominates in this aria is a relevant
component for the creation of the very special atmosphere of

tension. This is a piano of nervousness and inner conflict, not

one of tranguility and relaxation. The permanent piano is

interrupted only once by a conspicuous forte, in the familiar

repetition of line 5 "il sera mon bonheur”, towards the end of B

(m.155). This joins all the other musical components in creating
1
concinnity (LaRue) at this moment in the aria. The high a

this point: Jason is struggling very hard to achieve this
"honheur", he has still to reach utopian happiness. There is a
short, gradual crescendo prior to this forte, from m.151.

Anocther crescendo in m. 168 (after the beginning of the second

appearance of A) does not develop into a forte but returns to
piano in m.170. At this point Cherubini seeks some new means of
expressing revival - "and my destiny is being renewed” ("et mon

destin se renouvelle”). He prefers to surprise the listener by a

sudden pianp instead of a more natural forte culminating from a

i s " o o T . o S2STS S T O S

a subsection resembling a recapitulaion.

Delving into Rhythm

The dotted rhythm, a typical rhythmic feature of this scene,
plays an important role in the vocal line of this aria. The |

varied versions are chains of dotted eighth-notes plus sixteenth-
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notes (many of these in A and B) or dotted sixteenth—notes plus
thirty—-second notes (very typical of O. Because of the

" arghetto” tempo, there is a strong resemblance between these

dotted rhythms and the o J. Y JJ. v

typical of the March of

the Argonauts (Scene 3, Section 1), or this rhythm in longer
values in Creon’s aria at the beginning of the next section

(Scene I, Section 3I) (Ex. I1I-26):

Example Il-gb. Beginging of vocal line, mm.232-3& (Creon’s aria
"Dieuy et deesses tutelaires”).
23§
222 o L,

1 | i H
3 i D] 1
t y el :

Lon] :

1 ol |

2.
T

BECY
e

4
-4

A4

-

NID

I
Faidl 1
2 N

71 T

The accompanimental figures of Jason®s aria played by the
violins and violas - which serve mainly for the purpose of
harmonic filling - give life to the texture by the vitality of
their frequent motion. Their basic pattern is 1| [T 5

but Cherubini also intensifies it into ki\iliﬁ H?H?#? as an

integral factor in the preparation for concinnity on the words

#il1 sera mon bonheur” (m.150) towards the end of B.

Growth Options

Example 1I-27 provides further insight into Jason®s vocal

line.

/
Example 1I-27. Melodic graph, mm.116-213 (Jason’s aria "Eloigne

pour jamais" and following recitative by Creon).

151



www.tsippi-fleischer.com

yal [ > 2z < -

w:(g uE
q pO _s . ] ,muz.o

A - ...f AQ SEI¢

Jolowi- 4 . — 03 . —
L N B, e E H..O_l#lm .l‘o.AL\h“ aghog 2 * e o G a2 E L
: | _mw_« r 3 o2 ¥ _/\oln “ 4 ) _d/mv_ﬂr — = AWM\#M—\
~ . -
€l ts-e-00T-ebl~bBl  B-ti el ¥S5) €51 shi-bEl tEl S8l €-T8 act-M

N Q N

«(uoadn Aq aAijelidaus bummoiiod pue «Stewel uanad
aubtorg, er4e s, uUosepr) CIZ-9171Ww sydedb odrpotap “L&-11 a@iduwex3
/



www.tsippi-fleischer.com

Examining the preceding graph, we may note an interesting
chromatic linear pentachord up and down which highlights the
sensibility style nourished by psychological fears and

hesitation.

The concinnity towards the end of B in line 5 (m.150) of the

libretto will be summarized below.

The whole of A - "élaigne pour jamais" - is a stubborn
dominant—-tonic expression of Jason®s anger about his past life.
The highest peak gl is touched only at the top of a broken triad
and it already evokes the atmosphere of nervousness.supplied by a
steady piano: the dotted rhythms of the solo melody are
accompanied by the supporting bass line and the sixteenth—note

running patterns in the violins and violas, for the purpose of

harmonic filling.

On reaching B, there is more activity in terms of harmonic
progression, symbolizing Jason®s search for a new destiny and his
desire to forget his terrible past (lines 3-4). A modulation to
C major is made (m.139). The piano dynamics still rules, the
level of pitch for the tenor is regular, and the mild contours
reflect a mysterious calm prior to the big climax. Concinnity is
evinced thanks to activity in all the musical components since
m. 145 until the climaxiwhich begins at m.150 (towards the end of
B) and lasts until the end of B (m.158). Line 5, "L hymen fit

mon tourment, il sera mon bonheur”, supports this great activity.

It provides musical evidence of a man strained to the utmost
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1
psychologically; his voice climbs here without pause to a and

remains at the high level tessitura. The harmonic scheme shows
the development of the modulatory process to the area of the
lowered third, the key of A minor, using the extraordinary
augemted sixth chord and enharmonic modulation; the level of
dynamics rises surprisingly to a forte - the only such point in

the whole aria.

Scene 7 Section 2: Duet of Medea and Jason, "Ferfides

Eames L Dot cinme M mddcd e wecmcmdnda smmmdm e v e o e ., —2

The last scene of Act I is a long dialogue between Medea and
Jason. They start out with spoken dialogue, then Medea sings her
aria begging Jason to return to her. In spite of her strong claim
of love for him in this aria (Scene 7, Section 1), Jason rejects
her in the following spoken dialogue. Medea again implores him to
flee with her, but since he refuses, her hatred for him

increases.

The stormy atmosphere has been well prepared for the duet of
Medea and Jason. Section 2 of Scene 7, which ends Act I, includes
an agitated duet between the two who curse each other and

deplore the fatal influence of the Golden Fleece on their lives.

It may be considered as the finale of Act I.
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Oh perfidious enemies who

conspire to my suffering

I call to witness gods of

heaven and hell

You will not conclude this
hateful marriage

7.

8.

Restrain, oh just gods,
inhuman fury

And do not allow terrible

crimes

To trouble my benefactors and
to spil their palace

her

Oh fatal Fleece!
trophy?

How much blood and how many
tears you cost

Medea

10.

12.

14,

Oh Colchos!
the ungrateful one whom I
detest

Oh Colchos, inspire me with
your blackest horrors!

Oh depth of evil!
audacity!?!

Flee, escape the blow that
threatens you

Oh criminal

I -~ to flee? I
Ungrateful one, if her
misfortune is like that

Your wife, while fleeing,
pierce your heart

(my}

15+16.

Oh fatal fleece! etc.

(=7+8)

17.

20,

Take care of the fury of a
powerful king, of a king
ﬁy father was a king,
1 betrayed my father

too,

But before dying

I shall succeed in leaving you

a bitter memory

Restrain, oh just gods, her

(=4) inhuman fury

22,

Ward off the evil deeds that
threaten these places!

Oh perfidious enemies who

(=1) conspire to my suffering

24,

You will not conclude this

(=3) hateful marriage

25+26.

0 fatal Fleece! etc.

(=15=7+8)

Oh disastrous

(will cost) us!

In order to punish

- to be afraid?!

will

and

‘Je saurai te laisser un

Ferfides ennemis qui
conspirez ma peine
Du ciel et des enfers,
atteste les dieux

Vous ne formerez point cet
hymen odieux

j*en

Réprimez, justes dieux, sa
furewr inhumaine
Et ne permettez pas gue
d horribles forfaits
Troublent mes bienfaiteurs,
et souillent leur palais
Ensemble
funeste! a
Combien vous nous coutez
(coliterez) et de sang et de
pleurs!

17ingrat gue je deteste

Colchos, inspire-moi les
plus noires horreurs

0O comble de forfaits! 0O
criminelle audace!

Fuyez, dérobez-vous au toup

Moi fuir? moi craindre:!
Ingrat; si tel est son
malheur

Ton épouse, en fuyant te
percera le coeur

Ensemble

0 fatale toison! etc.

D’un roi puissant,
\
redoutez la colere

d’un roi

Mon pere aussi regnait, et
j*ai trahi mon pere

Mais avant de mourir
amer
souvenir

Ensemble

fureur inhumaine
Ecartez les forfaits qui

Perfides ennemis qui
conspirez ma peine

Vous ne formerez point cet
Jhymen odieux ‘

0O fatale toison!
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Versification:

The text is built up of several stanzas: a) a sextet (lines
1-6)3 b) a guatrain (lines 7-10); c) a guatrain (lines 11-14); d)
a repetition of the first half of the gquatrain b) (lines 15-16 =
7-8)3; ) a quatrain (lines 17-20; +f) a guatrain (lines 21-24);
g) another repetition of the first half of the quatrain b) (lines

25-26 = 7-8).

All stanzas are iambic and hexametric, with caesura after
the third foot. The first sextet has the rhyme scheme abbacc,

rhyme a being feminine, and all others being masculine.

The quatrains b) and f) have alternate rhymes abab, a being
feminine and b masculine. The guatrains c) and e) are plain-

rhymed (aabb), a being feminine and b masculine.

The poetic form of the text (short stanzas, plain-rhymed
gquatrains, easily divisible into successive distichs, hexametric
lines with a caesura) corresponds to the performance of the text
by the two characters, each one deliQering his or her short text:

several lines, sometimes half a line.

Text and Form: The Art of ﬁﬂéalﬂg the Duet, Timeline. Scoring and
Tonality

In comparison to the previous numbers analyzed in detail,

and to Medea’s aria before this duet (in this same scene) - all

splo love-songs — this section is a long expression of hatred by
both Medea and Jason. This basic emotion is strengthened by the
ensemble (indicated as "tout"” by Cherubini in his score),

repeating the symbolic words of the refrain (lines 7-8 in their
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earliest appearance "8 fatale toisont®}. The love-songs (i.e.
arias) mentioned above (Dircea to Jason in Scene 1, Jason to
Dircea in Scene 3, Medea to Jason in Scene 7) are never too calm
or relaxed; none of these reflects a happy love but rather a
desire for love diluted by emotional and rational difficulties.
These difficulties are the outcome of complex situations out of
which Hoffman evolved the libretto, though the unhappy mood which
dominates many of these earlier arias prepares for the extremely
agitated atmosphere of this duet. The refrain sung by both
together in a number of places creates a meaningful strengthening
of the sound, so that this relatively long section becomes the

finale of Act 1.

Hoffman could not avoid some structural repetitions of lines
for the purpose of emphasis: his line 21 equals line 4, line 23
equals 1, 24 equals 3, and lines 7-8 contain more repetitions,
functioning as a refrain always sung by both. These are in
addition +to Cherubini’s repetitions for his musical scheme and

are all indicated below (Table II-101).

Table 1I-10. Text and form — schematic representation (duet of
Medea and Jason "FPerfides ennemis qui conspirez ma peine”).
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of E minor, in the chromatic relationship of a half-step lower
than the previous section - Medea"s aria - in F major. Scene 7
is broken up into two completely independent musical sections
between which there is only a spoken dialogue, and yet the bold
harmonic relationship is perceived when the motive at the very

beginning is heard.

There 1is a clear difference in the harmonic shaping of the
two heroes; Medea with her self-confidence and arrogance asserts
her decisiveness by her steady key of E minor in subsection A
while Jason®s nervousness is reflected in subsection B by a
prominent modulatory area, using both lower (E minor —5 C major)
and higher (E minor —> 6 major) third relationships. The aim
of 6 major is atfained at the end of the most modul atory area -
Section C - which is located in the middle of the number as
the point of highest harmonic tension, the most concentrated

process of modulations in the whole duet.

The third-relationship between the opening key of E minor
and the relative major G major is the harmonic framework for this
whole number; in spite of the lack of tonic—-dominant in the large
compositional concept, it contains within itself the fifth
relationships by means of the C major — G major connection (see
Table 11-11, p. 473). € major is an important key on the way to
6 major (lasting throughout the whole of the B section) and it
also functions at one and the same time as the third rélationship
downwards to E minor. All this 'leads obviously to a constant

feeling of the tonic; therefore, something of the tonic-dominant '
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opposition is missing in this scene, and it might be that the
broad chromatic relationship (F major — E minor) compensates for
it in Cherubini®s harmonic structural scheme. 1+ this type of
harmonic balance rules, the dilemma exists: did the composer plan

it consciously or not?

Text-Music Relationships: Musical Expression

8. Thematic Elements

Example I1I-28. List of phrases (Med.-Jdas. duet "Perfides
ennemis").
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Because of the relatively large and complex form here, the
system of indication of phrases needs to differ from the one
used in the previous detailed analyses: the resemblance between
formal inner sectionality and the phrases themselves is not
complete (for example; such a resemblance is typical of P T 8 K
forms) but each formal section or subsection consists of a few
motives listed in the Timeline (p.4159) on a separate line.
Subsection A, for example, includes phrases a b c d, all sung by
Medea. FPhrase e is introduced only in subsection B when Jdason
enters. Yet the whole of subsections A and B make up the A
(big) section, and the orchestral motive &2 functions as a
unifying motive by its appearance both at the beginning and at

the end of this section (A).

A remarkable thematic coherence is attained by both rhythmic

and melodic unifying elements. As to rhythmic strategies, there
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are many reappearances of the dotted rhythm: mainly 1in ité
dotted gquarter—-note plus eighth-note version - see motives a, b,
§ (i.e. refrain), g, h (its second part sung by Medea). It also
appears in its slower version — dotted half-note plus quarter-
note — see again motives a, b, b (its first part sung by Jason)
and very prominently, d and e. Its quicker version, dotted
eighth—-note plus sixteenth-note, relates clearly to the 1long
motive cl.

Melodically there are two unifying elements: minor and major
triads rising and descending (Ex. 11-29) and a few big leaps of
sixths and sevenths up and down (Ex. I11-30).

Example I1I1-29. Fhrases from Med.-Jas. duet "Perfides ennemis”,
jilustrating the element of triads.
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Pawased h %
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This structural minor third on g - g {(which also appears on

d - f, a - c, f-sharp - al) is balanced by attractive leaps of

sixths and sevenths. These do not occur often, but whenever they
do, they have a strong impact and are perceived to a certain
degree as effective word-painting at a particular moment (Ex. II—;

0.
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Example I1-30. Several phrases from list of phrases of Med.-Jas.
duet "Ferfides ennemis", illustrating sixth leaps up.

Fhrase ¢ (Medea): a few appearances of a minor sixth up: mm. 135~
141, 317-23
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Fhrase e (Jason): only one prominent appearance of a minor sixth
throughout this phrase, in m.152
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Fhrase g continued (Jason) brings a very special diminished
seventh down which emphasizes the word "forfaits” {(crimes),
perceived as the strongest in this sentence:

D — ]
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Example 11-31 illustrates a hidden interval inter-—

relationship: the minor seventh is felt as the essence of these
two rising melodic contours (for better orientation, see also the

whole list of phrases — Ex. I1I-28B on p. }a

1
Example 1I-31. Phrases a and ¢ from list of phrases (Med.~Jas.
duet "FPerfides ennemis”).

Fhrase a continued (Medeal): a
shorter contour containing a
minor seventh

Phrase ¢ continued (Medea):
a longer contowr containing

a minor seventh
M4
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The essence of the minor seventh is strongly perceived in
contradiction to the gradual inner secondary process of rising

melody.

The embellishment of the major third b — g (as part of the
i
E minor chord) down, takes place in phrases c and «c in a
1
specific way (c actually derives from ¢ and develops its

contours). There is a consistent dropping down onto the note g
from b or c, and this specific melodic movement also assists in

achieving thematic coherence through the reappearances of phrases
1
¢ and ¢ throughout this duet (Ex. II-32).
1
Example I1I1-32. Phrases c, £ sung by Medea, mm.135-41, mm.317-23,
and mm.227-41 {(Med.-Jas. duet "Ferfides ennemis").
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Influence of the Text on Mood and on Vocal Style

The most agitated part of the libretto in the whole act is
used by Cherubini for the duet between Medea and Jason at the end
of Scene 7. 1t would appear that Cherubini constructed the whole
act with a view to this atmosphere of rage and anger at the end
of the act. gradually intensifying the mood. The storm and
stress character of this long conversation between Medea and

Jason falls on the ears of listeners well-prepared by the arias
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of Creon in Scene & and of Medea in Scene 7 (Section 1), strongly
characterized by their declamatory style. It concludes the dra-
matic process of the whole of Act I and presages the coming
intensification of drama in the rest of the opera. The storm and
stresse in this duet deals with the manifestation of hatred and
suspicion, albeit intense personal feelings, but feelings that
result from the strong love that prevailed between these two
personages in the past. The dotted rhythm has made many earlier
appearances. ' Gee here only one example from Scene 1, GSection 1
(an orchestral motive before the first entrance of Dircea) (Ex.
11-33).

Example II1-33. Orchestral motive at the beginning of Act I, Scene
1, Section 1.

— — B~
Dr—=m Bt stee
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[¥] i o T~ m_q(,,_)

Another prominent appearance of the dotted rhythm element, from
Scene 3 — the March of the Argonauts (listed as Section 1 of this
scene) (Ex. 1I-34):

Example 11-34. Excerpts from the March of the Argonauts, mm.1-6,
17-22, 41-46 (Scene 3, Section 1),
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Here are a few examples illustrating the stormy utterances

of Medea and Jason.

A very firm declamation is made by Medea in phrase d,
calling on the gods of heaven and hell (Ex. II-335).

Example I1I-35. Phrase d sung by Medea, mm.147-51 (Med.-Jdas. duet
"Ferfides ennemis”). 0 "

31 9 IS0 L
e et e T
> T . - _i

b g\z»\\g%(es ‘r\ﬂalb.w\ )Q-\\Qﬁes—*e)fm\ e

The musical sentence resembles a commanding manner of speech
with short and 1long rhythms alternately juxtaposed and very
soon falling a tenth. All this helps to emphasize Medea’s
decisiveness at this moment. This sentence (line 2 of the
libretto in full) is used even earlier by Cherubini as an
important highlight in Medea’s decisive manner of self-expression
(Ex. 1I-36&).

Example 1I11-34. Phrase b continued, sung by Medea, mm.128-31
(Med.~Jas. duet "Perfides ennemis"}.

124 : 129 ~ e L -
7 — ) h Pt —t—t—2 i 2 =
55— P :\ =' 1 G N SO S D
\J} P 1 2 I LI
Au l("’Q\ ei\. En —fors | ’{v\a{’ms -—tc_l 2 | _Diu»xﬂ

The decisiveness is again achieved by the remarkable
differences between long and short rhythmic values (for example,
a dotted half-note followed by two eighth-notes) and the sudden
leap of a seventh up. Jason®s immediate answer is menacing (Ex.

I11-37)¢
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Example 1I-37. Segment e sung by Jason, mm.152-66 (Med.-Jdas. duet
"Perfides ennemis”).
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Jason’s dreadful words present a dramatic answer to Medea’s
previous sentence, again introducing strong leaps. These are
foliowed by a chromatic phrase which continues the threatening
atmosphere in a different way. Jason®s response to Medea in
phrase g contains an important leap once more - & diminished
seventh down (mm.213-14) (Ex. I11-38).

Example 1I1-3B. Phrase g continued, sung by Jason, mm.213-16
(Med.~Jas. duet "Perfides ennemis").
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C. Melodic Contours and Highest FPeaks

LISl i HEaacooen ot mrmdeacS o G e

The melodic contours of this duet may be defined as extreme—
1y wild on the whole. Almost every phrase has a very large
range, taking into account the technical vocal potential. These
melodies also abound in leaps; including rapid contradictory
changes in the direction of contours ;Ex. 11-39).

Example 1I-39. Beginning of phrase ¢ , sung by Medea, mm. 22933
(Med.~Jas. duet "Perfides ennemis”).
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For the same reason, see also the extreme downwards contour
of the opening orchestral motive (Ex. I1-40):

Example II-40. Reduction of orchestral motive Q « mm.115-14
(Med.-Jas. duet "Perfides ennemis").
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It would appear that the nature of the melodic contours as
described above is the strongest factor in the creation of the
storm and stress mood. A look at the graphic outine of the
phrases provides an insight into the general effect of the
complete melodic contours, especially when compared with the
graphic outline of the phrases of the first section of this act

(Fig. 1I1-8).

Figure 1II-8. Melodic contours of the thematic units shown
graphically (Med.-Jdas. duet "Perfides ennemis").
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The highest peaks in Medea’s and Jason’s vocal lines
reflect the high tessitura of both as an integral part of their
furious expression. We find ourselves listening here to a battle
of words. Medea is already in an angry mood; her high 92
appears around the beginning of her first entrance in mm.125,
132, in the sentence "j%en atteste les dieux” at the beginning
and at the end of motive b (see the complete guotation in the

list of phrases, p.1)h and also at the end of the coda in a long

rhythmic value (mm.390-91) (Ex. I1I-41).

Example I1I-41. Melodic excerpt sung by Medea, mm.389-92 (Med.-—
Jas. duet "Perfides ennemis”).

£ X
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1
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2
This extended last b shapes the very last cadence and has the
formal importance of a resounding final note, aestheticall;
acceptable because of the many preceding appearances of a
throughout Medea’s part (see, for example, m.297 on the repeated
word "mourir" (dying), line 19).

1
Jason’s highest peak has its relatively long high a in the

coda as well, in mm.357, 359, also using the same line 8 from
the refrain ("combien”) (Ex. 1I1-42).

Example 11-42. Melodic excerpt sung by Jason, mm.352-5 (Med.-
Jas. duet "Perfides ennemis”).

352 ' 3s3 354 35S
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The levels of pitch for the vocal parts of Medea and Jason
show a relatively high tessitura throughout the duet:
1 1 2 2 2
Medea: e , b , f-sharp , 9 . 3
1 1
and Jason: a, b, f-sharp , d
This prepares a suitable background for their highest peaks: b

1
for Medea and a for Jasonh.

The level of pitch for the orchestral bass and cello,
1 1
. 8 , employed

demonstrates a broad diapason, E, G, B, 8, Qs bs €
a great deal for its walking-bass functioniy this fact no doubt
assists in establishing a stormy, agitated mood for the duet,
since the bass line is always heard clearly above the ensemble.
It reaches its underpoint, D-sharp, easily (see m.134) as well as

1
its peak, g (see m.271). This is also a reason for its agitated

nature.

D. Teut and Harmony

The vocabulary of chords includes a relatively large number
of diminished chords besides the regular triads, and in addition
to the usual authentic cadences and hal$-cadences, there are
varied deceptive cadences (see Ex. II-43, p. 175, for details).
This wvocabulary which, in comparison with the rest of the act,
reflects a relatively high level of dissonance, immediately
proves that harmony plays an important role in the creation of
the tense mood pervading this duet. Yet the build—up of tension
and stability in harmonic densities (tense and less tense) and
the inner key scheme should be noticed; both diagrams of Table
II-11 allow Ffor an overview of the complex, well-constructed
section. Taking into account its dimensions, there is no doubt:

that it should be considered the finale of Act 1.
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Table I1I-11, Tension and stability in harmonic relationships for
the entire number (Med.-Jas. duet "Ferfides ennemis").

Secir}Ohs Q B C B D Bl‘
C

3 ’ A 4 1 C
Sul-sections R R D o C E ¢! D C oda

I Lonsion 2 nsion
|

/

tension h*mun sections
Key sc?\ew\e,

“Seckions l B l D B’
e

Harmon
a Oht(‘, ‘ T-Dho;“ BYA TQ.Q ’

The chords often move in ong—measure units. This relatively
fast rhythm is kept up steadily and highlights Cherubini®s
ability to obtain all the harmonic richnesses he needs for his
dramatic-musical purposés. Following is an insight into the most
interesting harmonic progressions of this duet, identified with
subsections B, D and C‘ (Exs. II-43, 44), the musical sentence

containing four deceptive cadences towards the end of the coda

(Ex. I1I-45).

In subsection B, Jason first responds to Medea’s first
entrance; he bursts out as if unconsciously calling on the gods
not to permit her crimes (Ex. I1I-43):

Example II-43. Harmonic outline in the form of figured-bass,
mm. 152-70 (Med.-Jdas. duet "Perfides ennemis").

160 —4 -3-3-4-5~-6c-3F -8 -9 I3
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Jason appears after the relatively steady' harmonic
progression in Medea®s self-assured first entrance, and drives
himself into an ever—fiercer rage; this energy is increased
within the harmonic progression‘itself by the two deceptive
cadences OnN g chords (both dissonant and not regular diatonic
ones). There is no resolution (which would indicate some relaxa-
tion) but an option for the continuation of the progression with

greater tension. The harmonic peaks come first on the word

vforfaits” (i.e. crimes - of Medea, 1line 5) in m.159, then on

"hienfaiteurs"” (i.e. benefactors, line &) in a sentence of the
libretto which is more complicated than its predecessor and makes
a point of saying things in an unclear manner SO that the impetus
of interesting harmonic language is kept up until the end. This

is the first modulatory area.

The second modulatory area provides the opportunity for a
bolder harmonic progression; it appears in subsection D where the
duet’s First conversational type of vocal texture takes place.
The C (refrain) subsection introduces the combined singing of the
two heroes; subsection D develops a more tense attitude to their
singing together: they compete with one another and begin to
converse, and this vital musical coversation (from line 9 on) is
combined with a rich progression of deviation to the inner keys
(leaving C major and arriving back at E minor): A minor, B minbr,
D major, again B minor, and A minor (Ex. II-44):

Example II-44. Full harmonic outline in the form of figured-bass,
mm.203-28 (Med.-Jas. duet "Perfides ennemis").

0 FUo 1 B - -3 -1 230-1-2-3 4 225
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The most exceptional harmonic points are identified with

Medea's extremely furious line (13) when the conversation reaches

ite climax: "Moi fuir? moi craindre? Ingrat” (i.e. "I - to flee?
I - to be afraid? Ungrateful one"). There are two astonishing
harmonic shifts in m.225 (on "moi”) - a total chromatic shift

of all the voices of the chord a half-step down, and in m.228 (on
"Ingrat") a sudden minorization ot the dominant grade of A minor
which immediately turns the whole harmonic field back to the
priginal opening key of the duet - E minor. Measure 225 is very
concentrated in its harmonic content; the F major chord (the
total chromatization of the F-sharp major chord) changes into the
German g which transfers the whole tonality into the key of A
minor by its ‘égg*, and all this is effected by means of a full

chordal cut of the texture. This also shows a remarkable

correlation between texture and harmony.

The last harmonic exception introduced here belongs to the
very end of the act. Cherubini elaborates the last authentic
cadence in E minor by means of fouwr deceptive cadences, marked x
(Ex. 11I-45).

Example 1I1-45. Harmonic outline in the form of Ffigured-bass,
mm.366-88 (Med.-Jas. duet "Ferfides ennemis”").

366 36% 3F4-5 336 33 338 355 383G 333 3%%
iy O o Odq [T
cad. § F Y5 1y VeI TE 4§ I p T
%ﬁj e 3 4l C e #

In mm.374, 376, 3I77, 385, Cherubini delays the harmonic resolu-
tion to the obvious final dominant four times before the last

tonic, thus adding a tremendous harmonic complement to the storm
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and stress expression. The arrival on the submediant of the key
of C major in m.386 is completely unexpected as well as the
chromatic shift from a to a-sharp in the bass line, plus their
filled—in harmonies in mm.383-84. All this happens in line B8
("combien”) of the refrain. The refrain takes on a symbolic power
here — both heroes sing in a seemingly regular homophonic texture
with an overall power only evident in the ending tutti; but with
an insight into these four deceptive cadences, the whole harmonic
effect becomes much stronger. These make for a remarkable cohe-

rence of harmonic tension for the ending of the act.

Ensemble and Mood: Texture

The details of the ensemble are given on p. 159, 1t is of
interest that the biggest tutti which has already appeared in a
few places of the act, is sustained here longer than ever
before. It grows out of a chamber ensemble, a tendency which
indicates quite clearly the desire to create high dramatic
tension and power towards the end of the act. (See the graph in
Fig. I1I-9 which deals with changes in the fullness of orchestra-
tion).

Figure I1I-9. Graph indicating changes in the fullness—of-~
texture-element for Med.-Jas. duet "Ferfides ennemis”.
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The complexity of vocal texture developes in a certain way
combined with harmony, and both serve the dramatic role of the
libretto. The great drama of lines 12-13 inspired Cherubini to
compose a stormy musical conversation in Big Section C, which is
aleo the most modulatory section in this duet. He employs solo
homophonic textures for Medea and afterwards for Jason in Rig
Section A, and then introduces the refrain in Big Section E, sung
by Medea and Jason together. Since both heroes have started to
converse with one another musically, this type of vocal texture
is repeated égain broadly in Big Section D, between the refrain
sections (second Big B and Bl). This consistent movement between
mainly homophonic and contrapuntal, contrapuntal + chordal tex-
tures - is illustrated here in Fig. 1I-10. At last it remains
with the contrapuntal + chordal as a norm for achieving the

tension needed for the end of Act 1.

Figure 11-10. Graph indicating types of textwes throughout Med.-
Jas. duet "Ferfides ennemis"”.

Ec aM A BC P
Ccn*ﬁnpunme R R e e R
+cherdad  [EHES SRR

2! B HS
Contva puw“'aé EiF | Ee e A e

et ayy fod -;(:;._.; 133 ;.:“ 4
Homopnonie  |HlE e
ml, voca] chovels [EETHERE M=

M am ;j . ’L:f”?: : i} 2=:

homePhenic FEEHEYHEEREE

Homophonic  fHH=tEs

JES11 2008 S000y S tod Foprs 14 Y prvs

The storm and stress mood evolves out of the nature of the
motives themselves and their interrelationships as described in
pp. 161-5 (Exs. 11-28-32) and &also in their melodic contours

delineated on the right side of Fig. II-7 (the last section). The
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sharpest obligque line is the unifying orchestral element Q : sep
its five appearances as indicated in the Timeline (p.15% and alsb
its piano-vocal outline in Ex. I1I-40 (p.170). This sharp movement
down, right at the very beginning of the number, orchestrated in
an almost full tutti wnison, immediately creates the storm and
stress affect. By its reappearances, this orchestral motive
becomes symbolic of the whole musical section (see it in its
first appearances, in the first measures of the full score (Ex.
11-46).

Example 11-4&6. Full score, mm.l115-20, opening of Med.-Jdas. duet
"Ferfides ennemis”.
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The dynamics curve of this duet illustrates an intensive,

in some places also sinking to a pianissimp (m.151); at this

stage of the drama, this is the strongest differentiation that

178



www.tsippi-fleischer.com

Cherubini allows himself, with an eye to producing higher and

lower levels of dynamics in the next acts (fortissimo,

Figure 1I1I-11. 6Graph indicating levels of dynamics for Med.-Jas.
duet "FPerfides ennemis”.
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The rapid alternations of dynamics throughout the duet help
to establish its stormy mood from its very first moments. In
terms D? dynamics, Cherubini does not wait for any process to be
developed, but starts immediately with a forte and with intensive
activity. This concentration of movement can be noted by making a

comparison between the graph of Fig. 1I-11 and the rest of the

dynamics curve for the whole act.

The best insight into Cherubini®s use of this strategy can
be achieved by looking at the dynamics in correlation with the
text, form, phrases and orchestration (Fig. I1I-12).

Figure 1I-12. Timeline of mm.115-400 (Med.-Jas. duet "Perfides -
ennemis”) including text, form, phrases and orchestration. !
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Qelving into Rhythm

The dotted rhythms once more become an essential element
which helps to build up the rhythmic profile of the vocal lines
in this duet. They appear in various lengths - dotted quarter-
note plus pighth-note in phrases a and f3; dotted half-note plus
quarter-note or two eighth-notes in phrases b, d, e and h: dotted

- eighth-note plus sixteenth-note prominently in phrase cl. These
various dotted rhythms are constantly combined with symmetrical
values such as J A J—J o in a most integrated manner. The

unifying orchestral motive & is of a completely different
nature -~ relatively quite short and characterized by the forceful
forte tutti unison chain of running sixteenth-notes coming

———— — —

immediately after the first half-note, also in forceful forte
tutti wnison. Its reappearances come in opposition to the longer
contours described above. As usual in this act, the orchestral
accompaniment introduces filling—-in running rhythms J?i 3 o cee
which draw their mechanical force from the walking-bass 1line,
allowing the rich vocal lines to flourish above a strong and

steady rhythmic background.

Growth Options (including Maps and Graphs)

This detailed analytical discussion draws to its end with a
final description of the various sections (or subsections) of
the duet. The succession of these sections is demonstrated by
maps, graphs and exampies which clarify Cherubini’s techniqgues.
Gccording to Cherubini®s plan, each section aims at assaulting;

the listener®s ear from a different direction.
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Phrase b, 20 measures earlier, already reflects Medea’s
forceful manner of expression. On the words "j’en atteste", it
introduces a musical phrase with considerable differences between
long and short rhythmic wvalues (Ex. II-49); this remarkable
dramatic phrase, including a minor seventh leap up, appears quite
early in the duet:

Example II1-49. From phrase b, sung by Medea, mm.128-31 (Med.-Jdas.
duet "Perfides ennemis").

N A2F-8 ' 129 130 134
Y &“(“egwid%\% @Z,@I 3%5 —te| fo| Dieux

The orchestral accompaniment assiste in developing this strident
mood by a rapid, decisive instrumental fragment repeating the
rhythm  JJJJ J in the violins and violas, to fill in when the
voice is silent (Ex. I1I1-50):

Example 1I-50. Full score, mm.145-51 (Med.-Jas. duet "Perfides
ennemis”).
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Jason’s response (beginning of subsection E, m. 152, Ex. I1I-
51) immediately reflects his tense mood; he also sings in broad
melodic contours, but supported by a modulatory progression with

a higher level of dissonance.

Example II-51. Jason’s segment e, mm.132-66 (Med.-Jdas. duet
"rerfides ennemis").
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4(*@1 %&r ﬁcu’rs HO’C&;&MT\MA\ [6&;—4-&41’5\1 oé&isouie--zzm+]ﬁa&x fa_-ﬂous}

Jason®s only solo throughout the duet begins at this point,
a significantly soloistic 1line with rich harmonic content,
immediate modulation of the minor third relationship higher, and
typical of diminished chords. Example 1I-52 with its Map of
Stresses illustrates clearly a few "coordinating rhythms”: the
surface-rhythm featuring the text, the chord-rhythm, the melodic-
stress-rhythm and total rhythmic efect. Rhythm is present in
every active componenty the whole ‘“"network of rhythms”" is

pictured as follows:

Example 1I1-52. Map of Stresses for Jason’s segment e, mm.152-67
(Med.-Jdas. duet "Perfides ennemis") (each diminished chord is
marked (0 ) .
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This mosaic demonstrates an interesting "counterpoint”
between the surface rhythm and the chord rhythm in m.155: the key
of E minor is maintained for two measures and the rhythmic-
melodic cut occurs right in the middle of the first measure of
thies couple of bars. Later the disproportion becomes more
evident: the harmonic rhythm becomes faster and changes once per
measure: it is steady, as are the melodic stresses which also
become faster ( > > 2) but not symmetrically so. The
appearance of diminished chords becomes more intensive. The
general effect ( —=——" A) created, provides an interesting
picture: esach successive wave of tension—and-relaxation is longer
than the previous one, gathers more energy as it progresses until
ite breaking point, and the éeneral effect is one of a constant

build-up of power.

Big BSBection B introduces the first refrain sung by both
heroes together. Ex. TI-53 illustrates the wvocal lines by means
of a melodic graph using three levels. Medea and Jason sing in
contrapuntal progression until the point, m.194, at which their
singing becomes purely chordal.

Example II-53. Melodic graph, mm. 173-203 (Med.-Jdas. duet
"Perfides ennemis”).
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Both wvoices are described melodically in the graph from m.173
onwards: in m.193 the two voices are united in a vertical octave
in the graph, and from m.195 they now sing the same line. The
three quasi-Schenkerian levels of the graph help us to arrive at
the essence of the musical—dramatic expression of the refrain: in
spite of the clear tonic, C major, the note d (the fifth of the
dominant}) is very central because of its many repetitions, at the
same time being an adjacent tone to c. In m.195 the strong d
stands out in particular, a very clear common fifth of the
dominant here. The tonal instability lasts throughout almost all
of B, and only at the last moment is the resolution of the C
major tonic heard with its preceding cadence (mm.202-3). The
permanent tone d makes for restlessness, and in addition to its
being the fifth of the dominant of C major, it alsec brings about
the arrival of its own fifth - a - in m.199. The two protago-
nists burst out simultaneously in anger and dissatisfaction; it
would appear that both of them wish to punish the gods and the
whole world, and their hysterical mood is underlined by the
continuous long pilanc until m. 1925, Musically and psychologically,
this is a good way of preparing for the other types of nervous

expression to come.

Bold melodic curves as well as intensive modulations feature
strongly in section C. The harmonic progressions have already
been described in detail in Ex. 11-44, p.174. Let us now look in
detail at the melody of this first musical conversation between
the +two heroes (Ex. 1I-54); the peaks and underpoints of huge

;

melodic leaps are noted:

188



www.tsippi-fleischer.com

Example I1I-54. Vocal line sung by Medea, then Jason, mm.204-20
(Med.-Jas. duet "Ferfides ennemis").
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Medea®s mood is very well served by the broken diminished chord,
together with the leaps up and down in mm.209-10. The leaps of

1

triads and octaves are followed first by the minor seventh e to
l?

o<

d in m.210 and secondly, and much more strongly, in mm.213~14

by the diminished seventh down in Jason’s response; the dimi-
1

nished seventh g to a-sharp on his word "forfait" ("crime")

/
comes out forcefully. On "fuyez, derobez”, the movement downwards

- the "blow" - may be considered merely as word-painting.

The last important expression of both heroes® emotions
occurs in the coda. The following Map of Stresses (Ex. II-55)
illustrates a remarkable contkapuntal network created by the
basic difference between surface rhythms, rich stretti of the two

vocal lines and the steady walking—-bass.

Example II-55. Map of Stresses for coda, mm.3I56-68, with Medea
and Jason singing together (Med.-Jas. duet "Perfides ennemis").
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The atmosphere of s=torm and stress dominating this overture
makes Ffor a symbolic introduction to the whole opera in which
Cherubini delineates Medea’s character. Fhrase P in all its
derivatives can be considered as reflecting Medea®s nature
extremely well: the main phrase 1P illustrates her strength which
will help her to overcome any pbstacle in her way, scattering
fear and horror about heriy 2P, on the other hand, reflects her
sense of true love, the nuances of her inner feelings; IP and 4F,
in this context, lesave no room for doubt: here wé have Medea
struggling to gain victory every time. The 8 theme in all its
parts can be considered as the antithesis, matching the opposing
characters according to their psychological nature: the delicate
Dircea, the relatively uninteresting male character of Jason.
Fhrase 28 can be said to fit exactly the idle, feminine Dircea
and Neris, while 15 can be identified with Jason®s thoughts about
hie career: this is alwaye in evidence with him —- his desire for
power overrules his need for love. This progression of thoughts
may be understood from the simple, balanced surface rhythms of 18
and lgl, while the femininity of Dircea is clearly felt in 28.
Yet the main emotional experience awaits us in the opera itself:
with every appearance of Medea on stage, vis—s—vis the opposing
male characters (Jason and Creon), the psychological preparation
for the murder of her sons increases. Her cruelty and her flame

of love at one and the same time — these have already begun to be

generated in the P themes of the overture.

Yet the formal structure should be noted: sonata form with a
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reversed recapitulation is used here, "an ingenious solution to
the problem of ending a minor movement with a major second group
in the original mode” as Basil Deane writes.s The strong
thematic interrelationships are clearly shown in the Timeline and
list of phrases, by illustrating the derivation of 1§ and 18
from 2Fa; the descending line of quarter—-notes and the unit of

dotted eighth—-note plus sixteentbh—-note are common; the dotted

eighth-note plus sixteenth-note already appear in 1PF.

The short development section is still the most concentrated
in terms of harmonic content. It modulates to the neighbouring

keys of B minor and C minor in relation to A-flat major.

In this overture the role of orchestration i much more
complex than the role of harmony. Cherubini®s orchestral
concepts are highly regarded by Deane. "Cherubini deploys his
forces with imaginative insight into the characteristics of the
individual instruments, and a fine sense of balance and clarity
in the tuttis. In some respects his conceptions were well ahead
of his time" (ibid., p. 41). From the Timeline we are able to
comprehend Cherubini®s attention to balance between tuttis and
chamber sections, as well as between types of texture (homo-
phonic, contrapuntal, polyphonic, unisons and short soli). This
variety is connected with the hecessity of tension to counteract
relaxation. The huge variety stretches from full tutti (pairs of
filutes, oboes, clarinets in C, bassoons, 4 horns, tympani and

strings) down to the use of obbligato parts.

5 Basil Deane, Cherubini (London: Oxford University Press,
1965), p.40.
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DRAMATIC ACTION AND MUSICAL STRUCTURE: SUMMARY

List of characters in the order of appearance:

Medea Soprano

Neris Mezzo-soprano
Creon Bass

Feople {(crowd) Chorus

Jason Tenor

Act Il is also divided into 7 scenes. After a gloomy
orchestral introduction, the act commences with Medea, enraged,
descending from the palace, cursing Jason for preventing her from
seeing her children: "Oh abominable marriage! Oh fury! Oh
revenge! Oh unworthy retribution for all my crimes! You prohibit
me, oh cruel man, from seeing my children!'” ("6 detestable hymen!
8 fureur! O vengeance! 6 de tous me forfaits indigne recompense!
Tu me défends, cruel, de revoir mes enfans!"”). 8She summons the

gods of Hades to aid her in her vengeance.

In Scene 2 Neris, Medea’s handmaiden, advises her mistress
to hide from the wrath of Creon and his people: "Alas! Everything
betrays you...The king himsel$ approves of the people’s demand.
He searches for vou, he threatens you, he wants a sacrifice;
flee, escape” ("Hélas! tout vous trahit...Le Roi méme, du peuple
approuve le transport. Il vous cherche, il menace, il veut un
sacrificey fuyez, dérobez-vous”). In spite of this warning, Medea

decides to remain where she is.

At the beginning of Scene 3; Creon instructs Medea to leave
because everyone is afraid of her magic powers: "Oh you! Whosg
wild sight and impious mouth presage black crimes, flee, I outlaw
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youwy leave my state®” ("6 vous! dont 1°oeil farouche et dont 1la
bouche impie présage de noirs attentats, fuyez, je vous proscrisg
sortez de mes états”). Medea begs for asylum in Corinth: "How-—
ever, by which right dare you exile me?" ("Mais pourtant, de quel
droit m osez—vous exiler?"): she promises that she will not

bother Jason or Dircea - and at this point the music begins. But

Creon refuses: "Leave my possessions, nothing can bend me"”
("Sortez de mes états, rien ne peut me fléchir"). Then Medea
begs for ijust one day: "Well then, I submit because everyone

abandons me; 1 shall submit to the exile which my husband orders
me. But for only one day deign to postpone my exile” ("Eh bien!
je m"y soumets, puisgue tout m"abandonne; Je subirai 17exil que
mon époux m® ordonne. Mais d*un Jjouwr seulement daignez le
différer"). ffter much hesitation, Medea is granted her request
by Creon who is persuaded that her sole aim is to take leave of
her children. Scene % concludes with Medea®s prayer: "Oh Jupiter!
l.et the perpetrator of my misfortune not escape your penetrating

A
gight!" ("0 Jupiter! gue 1’ auteur de ma peine ne se dérobe pas a

ton oeil pénetrant").

Scene 4 consists almost completely of Neris lamenting. the
fate of her beloved mistress. This lament is partly spoken and
partly esung; Neris® aria begins with the sentences "aht!  Our
suffering will be common; the most tender sympathy unites me to
your destiny” (Ah! nos peines seront communes; le plus tendre
intéret m"unit a votre sort"™). The rest of Scene 4 is devoted to
Medea's preparations for revenge, again in spoken verse, after
Neris has completed her aria.
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In Scene S Medea, during her very tense spoken dialogue with
Jason, discovers that he loves his two sons dearly. When he says:
"No, nothing can separate me from them, do not ask it any more,
stop hoping for it, I would rather give up my blood and my life”
("Non, rien ne peut m'en séparer, ne le demandez plus, assez de
l’espérer; je donnerais plutSt et mon sang, et ma vie"), she
responds forcefully, to herself: "He loves them” ("Il les aime").
After her tearful entreaties, expressing the great need to see
her children before leaving them forever: "Dear children, I have
to leave you! My sons, I have lost you forever” ("Chers enfans,
il faut donc gue je vous abandonne! Mes fils, c*est par Jjamais
gue je vous ai perdus"), Jason allows her to see them, though he
himself refuses to part with them. Both characters here again
embark upon a dialogue of hatred and mutual recriminations, which

lasts till the end of this scene.

Scene & consists of a spoken dialogue between Medea and
Meris in which Medea plans the murder of Dircea. 8She is assisted
by her faithful handmaiden to whom she gives a robe, a crown, as
well as Jjewels, instructing her to have her children present
these poisoned gifts to Dircea. Jason, at that moment, is in the

temple, taking part in the prenuptial ceremonies.

Scene 7 - the last in Act 11 - which serves as a finale to
the whole act, is the off-stage ceremony to Hymen in the temple.
Everyone participates: Medea, Neris (in the foreground), Creon,
Jason, Dircea, priests, soldiers, and a crowd of people; the

atmosphere is extremely festive. The scene ends with an oath of
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vengeance sworn by Medea: "Smile on my revenge, oh Hymen!”
("Souris a ma vengeance, Hymen, 8 hyménée“). While everybody else
returns to the palace, Medea rushes to the altar, pulls a sacred
fire-brand from it, and leaves the palace with Neris repeating

her last verse in rage.

Cherubini chose to leave Scenes 1 and 2 fully spoken.
After the orchestral introduction, the next musical section in
fAct II appears only in the middle of Scene 3. This is a large
through—-composed section which includes Medea, Neris, Creon and
the chorus, but consists mainly of the dialogue between Creon and
Medea. Subsequently, there are more musical sections than spoken
onez. Neris begins her warning to Medea in Scene 4 with eleven
spoken lines, immediately followed by her aria. After her spoken
dialogue with Medea which concludes this scene, Scene S is a sung
duet between Medea and Jason. Scene 7, with its subsections,
forms the finale. There is only Scene & left - once more a

dialogue between Medea and Neris, planning the murder.

Act 11 is more concise in terms of musical structure as
compared to Act I. It is approximately 550 mm. shorter: each of
ite scenes is made up of only one musical section. Excluding the
orchestral introduction, it starts and finishes with relatively
long, impressive ensembles, ‘and within this framework there are
shorter sections of an aria (such as Neris® aria in Scene 4) and

one duet (Medea and Jason®s duet in Scene 5). The ensembles at
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both extremes are larger in terms of orchestration while the
biggest tutti is kept for the last scene which functions as the
finale section of this act. Neris® aria in Scene 4 has a much
thinner texture - a delicate chamber timbre - while the duet of
Medea and Jason in Scene 7 contains an interesting variety of
orchestration, moving from the chamber ensemble to the semi-

tutti.

The big through—-composed section in Scene 3 introduces a
varied vocal texture: Medea and Creon respond to one another in
mainly solo phrases; there are chordal phrases for Creon, Medea
and the chorus together, around the middle of the section
(mm.112-44) and in the concluding subsection (mm.296-378), and
at one stage Medea and Neris sing together for a few measures
(mm. 254-7) . The basic key of E-flat major makes numerous shifts
into other key areas throughout the B section (mm.93-253): D-flat
major, B—flat minor, F minor, D minor, until A-flat major where
the C section starts. The B section is the longest - a quasi-
energetic development. Medea®*s "Oh Jupiter® at its starting
point, as well as at the beginning of Bl, highlights the dramatic
nature of these sections. This through—-composed form can also be
seen as a quasi-sonata form, because of the strong harmonic and
motivic interrelationships between B and B1 (see more details on
p. 206 ). The table of dynamics is surprising: Cherubini’s
attitude in this ensemble section veers towards a more vital
expression, in comparison to all that has happened previously in
fct 1. Here, for the first time in the opera, he assails the

—— o o e e o S ez e e S o e e e S S e

makes its debut at this point.
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Neris® relatively short aria (154 mm.) in Scene 4 is an
obvious anticlimax. The delicate image of Neris, Medea’s
faithful handmaiden, is enhanced by transparent chamber texture
interpolations. It 1is related by harmonic relationships of the
third +to the previous section, which fits in with its general
traditional nature (E-flat major - G minor). The binary sonata
form used here is a relatively simple form in comparison to the
through—composed type of form regularly used in Act I1. Yet the
spectrum of rhythms is rich and attractive and underlines a most
expressive aspect of Neris® dramatic figure. Again the motivic
unity is preserved here as a basic feature, very characteristic

of Act II. (See detailed analysis of this aria, pp. 209-3h.

The last twp musical sections of Act II are again gquite
long, through—-composed numbers. Medea and Jason compete with one
another in their duet in Scene 5 (242 mm.) which is accompanied
by wvarious strengths of orchestral sound throughout; another
aspect of irregularity is achieved by the numerous vocal motives
serving the through—composed form. The varied usages of local
tonicization adds to the freely Romantic emotional expression.
Yet the unifying entities and emerging from the orchestral part,
result in this duet retaining a somewhat Classical nature because
of the clearly-heard repetitions of these two motivic units
during the duet (Table I1I-1):

Table 111-1. Scene 5, form of duet of Medea and Jason "Chers
enfans, il faut donc gque je vous abandonne!"
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Form A B C D B

m. 4 s4 86" fho  A9y!
Uni in
Dvd/\‘g?gha;q Q"I Q1 Q-‘L Qd Qa

units

Cherubini®s "Mouvement de Marche sans presser” indication at
the top of the guasi—finale of Act II (Scene 7), announces a
relatively festive mood for Scene 7. The very first moments
already acquaint the listener with the prominent march-orchestral

motive C J. I3

consistently as an accompanying element during the first section

c‘ .‘(75‘)' which will be repeated

of the number (Section A, mm.1-112): see its first appearance at
the wvery beginning of the scene - "woodwinds and brass at the
back of the theatre" (in Cherubini®s original: "Harmonie derriere
ie Theatre") (Ex. III-1}.

Example I1I-1. Full score, mm.1-9, beginning of Scene 7, Act II.
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Except for four short solo entrances by Medea and a single
one by Dircea, the general impression here is one of a large
choral section, to begin with, either men’s or women®s chorus,
leading to the singing of the full chorus. All this is 345 mm.
long, rising several times to a fortissimo, as if Cherubini
wishes to extract the maximum from this noisy setting, to be
followed by the extremely tense calm at the beginning of Act II1.
Medea is the last to join in with a line floating above the whole
ensemble, and she remains alone with the orchestra until the
fortissimp ending of the act with a purely orchestral phrase,

resembling its point of departure.

ACT II: MUSICAL STRUCTURE

Table II1-2. Number of measures in the scene set to music

Scene 3: 378 mm.
Scene 4: 154 mm.
Scene Dt 242 mm.
Scene 7 345 mm.

Table III-3. Detailed structure of Scene 3 (3278 mm.)

Only one muprical seckion: Ensem®lo. (starts: "Morceau dlensemtfe’)

C,(.f[) Alegro , 332 mm. Form: A R C R (4 ‘H"\Touaﬁ ComFoseo\ tncl. YePe‘l'%ons
ummcm& 06 Covitent : After a Long a\\sc.ussmw Lituream C\*qu and

Medoo, he ddfer- is allowed o stow one da
COfIV\'HA in 0‘\‘0\21( '\’0 "’G‘IMJ D&r o sons.,

Mood: agitated

Overel gorm R B o _ 81 .
Parke (pa wts | Medeq +Creon YC??(:(%—P Crecns Z’n aif%: Herts a“égﬁgﬁlﬁs
Sulsechons (A &8 & |p I ! F F
mm. A-6G | H9-62]63-99 43111 412-1S<|ISL-2S3 aSy-9¢s ;2%-%:3 u= e
Key Eb-g >Es b Db-LoBbof §-Rool-{-Ab| Ab~Eb |Gy o Eb
Harmenic 5% D . @ @
Funcfrons @ Sﬁ @ @ ll,ew%d
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Table 11I-4, Detailed structure of Scene 4 (154 mm.)

,O“Q‘ﬁ one munical Section: Nerie aria
'ﬁ Andankine, 454 wm. orms bina Sonata  form
S&AW\W\C\Y\a,, e’{) Comtent = Nevic Lamewts Hie 6(111 s} b Ledoved
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S)
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Ex?o. Dev. \Qe,cap ‘ConXIa.
Scene S

Table I1I-5. Detailed structure of Scene S (247 mm. )

Ondy one musical section: duet of Medea and Jason
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| () (Q)

Form A B C D E .
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Table 111-6. Detailed structure of Scene 7 (345 mm.)
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The form most often used in Act 11 is the fhrough—cnmpnsed -
simple or more complex and in larger or smaller dimensions.
NMeris® aria 1is in binary sonata form and brings to mind the
similar form of Dircea’s aria in Act I (Scene 1, Section 3). It
is worth noting that Cherubini seems to treat the arias of these
two secondary feminine characters similarly, as if he considers
the relatively small or medium—sized forms (Dircea: 159 mm.,
Neris: 154 mm.) as suitable for the less important dramatic

personalities.

Most of the key relationships are those of the third and of
the tonic-dominant. Some third relationships are connected to the
major—-minor relative keys (e.g. 6 minor - B-—flat major in Nerig?
aria in ©Scene 43y D minor — F major in the Medea—-Jdason duet in
Scene 5) and are even more extensively used than. the tonic—
dominant. For an obvious example of the latter relationship, see
the finale in Scene 7 where C major is opposed to F major (the

principle key) in the middle section, C.

DETAILED ANALYSIS OF TWO NUMBERS

o o - e o i ke e i e s e S —— . e G i e e e et S T ——— o 4t (300 G S S S S ST

After the loud, agitated, unresolved confrontation between
Creon and Medea in Scene 3; Medea is left to her fate: she will.

2

have to leave Corinth. Although she is granted her request to be
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allowed
moment Neris,
with HNeris
princesse!",
acknowl edges

expressing her devotion to her mistress,

to

speaking to her

after which she

the terrible

remain one day longer,
her faithful handmaiden,

beloved
continues with her

fate which

she is desperate. At this

appears. The scene begins

mistress: "Malheureuse

aria. She

may be Medea’s: while

Neris moves from using

the first person to the third person and back again.

.

10.

11.

12,

13.

ah! Dur suffering will be
commons

The most tender sympathy
unites me to your destiny.
Yes!

A companion of your
misfortunes,
1 shall follow you till death.

But what do 1 see? What black
madness

Is bringing confusion to her
ming?

She is agitated, she sighsg

Her eve roves, her- spirit

is uncertain:

Without any doubt she is
contemplating an evil plan.
Dear and unhappy princess,

Who could refuse to weep about
your fate?

Yes, I shall bemoan you
teaselessly,

I shall follow you till death.

210

Ah! nos peines seront
CoOmmuUNes; , A

Le plus tendre interet m'unit
a votre sort. Oui!

Compagne de vos infortunes,

Jde vous suivrai jusqu’é la
mort.

Mais gue vois-je? Guel noir
délire

Forte le trouble dans son
sein?

Elle s*agite, elle soupire}

Son oeil est égaré, son esprit
incertain: ,

Sans doute elle medite un
funeste dessein.

Chere et malheureuse
princesse,

Qui pourrait refuser des
larmes & ton sort?

Oui, je te pleurerai sans
cesse, .

Je te suivrai jusqu'a la mort.
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Versifications:

Thie 1is a heterometric iambic stanza of 13 lines. The number of
feet in the lines is as follows: 4 - 6 - 4 - 4 - 4 - 4 - 4 - 4 ~
6 -4 -6 -4 - 4, The rhyme scheme is ababcdcddebeb. Rhymes a, «©

and e are feminine, b and d are masculine.

Text and Form: The Art of Shaping the Aria, Timeline, Scoring and

——— - e R e o ke s e . o — - o o

Neris begins her aria by expressing her warm feelings for
her mistress, using the first person. This continues until line
7, where she moves over to the third person. This grammatical
shifting marks the transition between being in attendance to
Medea and actually describing her beloved mistress, while at the
same time approaching the most important part of the development
which has already begun. The 1last two lines (12 - 13) are
repeated many times in the recapitulation and the codetta; they
may be considered to be "overused", serving for 46 mm. (recap,
plus codetta) which make up around a third of the total measures.
It seems as if Cherubini decided to emphasize the essence of
Neris® devotion to Medea in this way. Neris already changes back
to addressing Medea in the first person in line 10 (the middle of
the development), but she delves deeper into her own heart in

the last two lines.

Here is the schematic representation of text and form:
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Table 1I111-7.
aria "ah! nos

Text and form — schematic

peines seront communes”).

representation (Neris®
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Scoring:
vi i, ¥1 2, Via, VYcl, Cb

Bassoon - contrapuntal obbligato
Voice: Mezzo-soprano (Neris)

Tonalitys:

The aria is in G minor, remaining firmly and traditionally
in this key area, moving in § to the relative major B-flat major
— which is also traditional. 6 minor is located a major third
above E-flat major, the key of the previous number, so that the
overall scheme of third relationships is complete. The infreguent
use of dominant and subdominant is strongly felt, since all these
third relationships reflect the basic tonic function. This allows
for the strong justification of the subdominant compensation in

the frame of G minor (codetta, mm.137-8).

Example III-2. List of phrases (Neris” aria "Ah! nos peines”).
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Neris® delicate, emotional nature is reflected in this -
her only aria throughout the opera. On the backdrop of a relaxed
mood, Cherubini succeeds in painting her as a pale mirror-image
of Medea with her strong, psychologically complex emotions. Neris
sings in a restrained manner, with the bassoon obligato contribu-
ting to the creation of an idyllic atmosphere; at the same time
the irregular rhythms suggest ah agitated mood belying the quiet
expression. As Medea"s alter-ego, Neris finds it difficult to
remain indifferent on realizing that her mistress is making new
and terrible plans. This occurs at the very beginning of the
development section (lines 5 — &): "But what do I see? What black

madness is bringing confusion to her mind?”. MNeris® agitation is
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The norm of levels of pitch in the three prominent lines
(Neris, bassoon and bass) reflects traditional usage of the main
diatonic tones of g and b-flat in their usual ranges. Yet the
peaks and underpoints, especially in the two instrumental lines,
illustrate a tendency towards a colourful, strong emphasis above
the background of Neris® typical mezzo-soprano line (Ex. III-4):

Example III-4. Levels of pitch, including peaks and underpoints
(Nerise® aria "Ah! nos peines").

N O
P e ——
N ., A y— <
evis (AP ] = ——
\dL___.4¢§“
——(7%) D
B =Y <1 o2
SN —¢ = { =Y
7 o rF N\ =]
= 5 v A\ ~—
+
—
| oo
Bass OFcE bt be
4 S A Y
ass 5 r—=y 1P}

Neris® melodic line in 8 (b) motive becomes more fluent, as
i+ she has made her decision to follow her mistress. Then, when
there is é break in her lines in the development (motive c), this
is seen as a natural hesitation and fear concerning her mistress’

future deeds.

As to highest peaks, the area of gl for the bassoon’s upper
range is remarkable, helping' to create a warm atmosphere,
especially as an accompaniment to Neris® words at the very begin-
ning; the highest peak gz in the vocal line appears at the end of
the aria, and complements the expression of Neris® loyalty to her

mistress. Many repetitions of lines 12 - 13 finally 1lead to a

Climax with the highest peak forte and on a long note, after
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Cherubini uses a basic harmonic strategy for creating the
ambivalence of Neris® nature: she is concealing most dreadful
secrets yet keeps calm; the lack of the dominant tonal function
throughout all the keys of this aria is a coherent part of Neris®
tenderness. Yet +this mood is shattered on the long dominant of
the retransition (mm.B5-106, Ex. 1I1I1I1-&6). Here Cherubini is
revealed as a composer who considers the long gdominant pedal
point to be an important dramatic force in the medium of operaj;
lines 10 - 11 "Dear and unhappy princess, who could refuse to
weep about your fate?” ("Chére et malheureuse princesse, qui
pourrait refuser des larmes a ton sort?") are treated at the
retransition with many little manipulatory melodic variants in
the wvocal line, a significant syncopated contrapuntal fragment
repeated in the strings and a steady dominant pedal point in the
bass for the intensification of the drama. In the 1last four
measures the chord changes to SEK? (on f-sharp instead DfSZ I
causing the end of the retransition to sound even more tense.

Example 1I1I-6. Soprano and bass lines, mm.84-8 (Neris®” aria "Ah!
nos peines”).
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There
from
exposition. The

traditional relationshipes,

very unusual and dramatic manner,

the misfortunes ("infortunes") announced in § (line 3).

to the
enharmonic change of f-sharp to g—flat (Ex. I111-7).

Example 111-7.
parts, mm.41-B (Neris® aria "Ah! nos peines").

is one unexpected enharmonic shift in the

G minor to B-flat major towards the beginning of 8

but Cherubini employs them here in

relative major through an augmented sixth chord with

Soprano and bass lines with reduction of

modul ation

in the

keys of the major and their relative minors are

a

as if preparing the ground for

He moves

an

string
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Ensemble and Mood, Texture

The small ensemble of strings with one solo - the lyrical
obbligato of the bassoon - is in keeping with the basically
poignant mood of this aria, highlighting HNeris® voice and
emotion. Example 1III-8B presents the first introduction of the
bassoon melody which fixes the stylistic norm for the whole aria
since it is so prominent throughout the long instrumental intro-
duction, before Neris® first entrance.

Example III-8. Full score, mm.1-135 (beginning of Neris® aria "Ah!
nos peines").
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Other entrances of the bassoon are remarkable in the short

transition to § (mm.44-6) (Ex. I11I-9),

Example I11I-9. Reduction of mm.44-7 with bassoon obbligato
(Neris® aria "Ah! nos peines").
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and again in the short transition to the start of the recapitula-
tion. There the bassoon reverts from filling in (end of
development) to a solo role (Ex. III-10).

Example II1I-10. Reduction of mm.106-8 with bassoon obbligato
{Neris® aria "Ah! nos peines").
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The bassoon lines throughout are reminiscent of the Baroque
harmonic-polyphonic style, where the line complements the hérmn—
nic scheme and does not disturb the basic homophonic texture.
Cherubini also uses a typical syncopated repeated fragment in the
violins which is part of the same textural concept. One important
place where this pattern is introduced vigorously is the retran-
sition (mm.B6—106); - this consistent rhythmic—contrapuntal
fragment N4 fzjffa appears after a short, excitable tutti (in{

mm.B82-5) which makes for a chordal effect (Ex. I1II-11).
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Example 1III-11. Full score, mm.79-92 (Neris® aria "Ah! nos
peines”).
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The scheme of dynamics shows a ruling piano which corres-
ponds with the basically calm image of Neris in relation to all
the other characters in the plot. The overview of dynamics is

shown in the Timeline (p.212). There are a few places which
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demonstrate an unusual effect — one leading to a pianissimo

{(m.85) and another to a forte (mm.24, 68, 72 on). It is
interesting that the piano dominates but not to the exclusion of
all other dynamics: throughout the exposition for P and §
together (including most of the instrumental introduction) it
establishes the expectation of a calm aria. The beginning of
the development still preserves this piano, but after three
measures, presehts the sentence (line 7) "She is agitated, she
sighs”" ("Elle s agite, elle soupire”) where Neris bursts out in
another forte m.72). The surprising anticlimax is the

pianissimp throughout the whole retransition, already discussed

broadly in "Text and Harmony" on pagescifdy see the music in

Ex. 111-6 (p. 2487, This pianissimo intensifies the sense of

drama at this point; we might have eupected a crescendo here
with the static dominant pedal point and repeated contrapuntal
formula in the violinsy but Cherubini prefers the unusual 1long
and surprising pianissimp. A remarkable forte occurs on Neris?
last high note in m.148. As a highest peak for Neris (with the
preparation of the same g twice in short rhythmic wvalues in
mm. 136 and 140) and because it is technically a high note for the
mezzo—-soprano voice in any case; this forte is a natural one.
Yet it seems as if Cherubini consciously aimed at having Neris®
final declaration of loyalty to her mistress, assume an heroic
expression. This shows that the forte in mm.146 and 148 is
meaningful as a dramatic device in addition to its being:’

technically correct for the vocal 1line (see the music in Ex.

111-5, p.2147). 293
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Delving into Rhythm

The element of rhythm has already been mentioned earlier in
this analytical discussion - indeed, it plays a unique role 1in

this aria.

The essence of the use of rhythm as a dramatic-musical
device is concentrated in the development section. This section
iz extraordinarily complex in its vobcabulary of rhythms used in
the motives and their reappearances. A mere glance at the first
eighteen measures of the development (see Ex. III-12) will
suffice in order to appreciate their tremendous rhythmic rich-
ness. These eighteen measures are shown below as a continuation
of the previous section, in order to illustrate the special
nature of the rhythms in comparison to the relative regularity in
this sphere which dominates the previous section.

Example I1I-12. Soprano and bass lines, mm.66-88 (Neris® aria
"Ah! nos peines”}.
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This variety of unusual rhythms compensates for the
continued "Andantino” mood which basically creates relaxed homo-

geneity (beginning of the development, 1line 5). 1t should be '
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considered in terms of word-painting, as a thrilling moment for
Neris: she reveals Medea’s "black madness", contemplating her

evil crime.

The motivic interrelationships depend greatly on the simila-—
rity of rhythms in this aria. The syncopated accompanying figure
in the bassoon in ﬂ5 ,ELEIJ s which recurs extensively in the
instrumental introduction, continues to appear consistently in
the accompaniment to Neris”® singing in phrase a; it is elaborated
again in an interesting way in the course of 8§ (m.54) as part of

the accompaniment (Ex. I1II-13),.

Example III-13. Full score, mm.53-65 (Neris® aria "Ah! nos
peines”).

' j;.]
]
.

V0= me P EEEE e e D = ??&%;5
3 '.. $ o = : i = -y
Nt P e LA el A )
V.2 Gi=: J’;"i-ﬁx":;:‘ = i,*ﬁﬁ =H T i*lj SRS ErENS
. L ’ ¥ -. — K—/ < .
R P R e ey
/; & 7 oo s e e ot < . o o R B 7 20 o o4
\/lo‘( =4 ey '1.‘I- i" .‘l. & - el —1— \7__:/',“. i g — St
L rfr = by >l = ol |
=i o x e » } . T e e et 7 e 3 }
BanfiF== et e e e e e e e e
Jf P 1 7 Jf P ! .
A LE;_ e l. » = = f£ ) .4 o =4
Mer?s et e = St e z = - ' = 8 s 2wt o
.,ﬁ_.v . o 1 MMl ML 2 ¥ Ml: z! ;Luﬁa E“"——F—', - i ’,. ¥ 7
I (Aot it il e & i - 't Vi
VelfiE S s e e e e
; ~ ¥ :é—
p (e TR 1 . :
—y E== ;
== ES=SS g — =
£ !:y%i‘ s M — L
A e e Wt S == % =
- k 4 I!l'l ‘u lyl 'l ; - 4 J— -
TN R T W i
ﬁ%m = =2 e £ B ——F
T Ea— - PR Y . " T
Lrl °. b : J ’\J s c 6 | e, 6y
i =v= L e Ea—— L %
9 T '_1__r t AP 1 s
l-.ff'if p - - ¥F | -r v
=2 = T ; P —f =
I ——¢ —H—F }
morl |y ervous viat wrar \usplaldy mord i — , 1
BElress. s o S s o == 33;3 Fae =
N e p ' F‘-H-I e g f L

226



www.tsippi-fleischer.com

The general flow of this aria fluctuates between Neris, the
ideally innocent handmaiden and Neris, the woman who keeps to
herself her mistress® most important secrets and cannot always
hide her deeper feelings. In both cases she remains the faithful

servant.

Her loyalty +to Medea rules all, though Cherubini has one
organic attitude towards the subject of pit:h - basically it
rises gradually, as if to illustrate this increasing lovyalty
until Neris® last expression of faithfulness (see the following
graph, Ex. I111-14); <che repeats her last word "mort” three times

2

on the same highest peak at the end, g twice on a sixteenth-

note and at last on a half-note. This highest peak is reached

quite unexpectedly and does not indicate a protracted stay on
that level. The aim of the dramatic leap is clear.

Example 1III-14. Important places in melody and text (Neris aria
"Ah! nos peines").
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The <following three graphs (Figs. 11I1-3, 4, 5) illustrate
the basically smooth nature of the exposition, including its two

subjects, in comparison to the development which is much more

energetic.
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Figure 1II1I-3. A special Timeline for E,

mm.28-41 (Neris® aria
"Ah! nos peines").
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Figure 11I-4. A special Timeline for S5,

mm. 46—64 (Neris® aria
"Ah! nos peines”).
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Figure III-5. A special Timeline for the development, mm.&66-81
(Neris® aria "Ah! nos peines”).
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The graph of dynamics related directly to the text (Fig.
111-6) presents the following picture (in evidence of what was
said in "Dynamics”, p. |
Figure I1I-&4. A special Timeline for mm.28-154 (Neris® aria "Ah!

nos peines").
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The next two short illustrations (Exs. 11I1-15, 16) introduce
two locations of interesting melodic contoursg these are
presented by means of graphs following the Schenkerian system.
The melodic tritones and semitones appear in the development.
This is also the area with the most extensive {forte-pianeo

changes in dynamics.

2

At this upper melodic level, g dominates, with its neighbours {-
2 2 1

sharp and f-natural . At the lower melodic level, f-sharp , a—
1 i i
flat and a , decorate the central g - In the bass line there

are many parallel octaves on the basic notes g and d.
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Scene 5: Duet of Medea and Jason. "Chers enfans, il faut donc gue

Medea is left with a strong desire to see her two sons, and
decides to battle once again for permission to remain in Corinth.
This time she makes her appeal through her love for Jason. Scene
b begins with a 1long spoken dialogue which follows the
conversation between Medea and Neris at the end of Scene 4.
Medea musters her forces towards her next tactical step in Scene
S. Sshe does not hesitate to demand the children, but Jason
rejects this idea. She comes to the conclusion that he really
loves them. in the duet she begins to sing through her tears;
she points to her children: "pear children, I have to leave you!
My sons, 1 have lost you forever" ("Chers enfans, il faut donc
que je vous abandonne! Mes fils, c’est pour jamais oui que Jje
vous ai perdus"). Eoth Jason and Medea sing of their painful
memories and of their injuries, the one bitterly, the other with
feelings of revenge, yet Jason égrees, somewhat fearfully, to let

Medea see their two sons once more before she leaves. She makes

a decision as to her future deed.
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Text and Versification

Medea

1. Dear children, I have to leave
you!

2. My sons, I have lost you
forever.

3. I shall live far from you,

your father orders it,
I shall die far from you, I
shall not see you any more!

4.

5. You will still enjoy their
sweet presence, '

6. EBEefore you leave 1 shall let
them be with you.

Medea

7. Ah! 8ir, so sweet a kindness

8. Will not be without recompense.

2. What! I shall see them again,
the fruit of our love!

10. They will remind me of those
days, those happy days...

Jason (aside)

11. Painful memory!

Medea (aside)

11a.0h eternal justice!
Jason (aside)

1Z2. Heart-rending memory!
Medea (aside)

12a.0h cruel constraint!
Jason (aside)

In vain I try to erase it
from my memory!

Medea (aside)

You will pay a high price for
the tears 1 am affecting.

Chers enfans, il faut donc
gue je vous abandonne!

Mes fils, c”est pour jamais
gue je vous ai perdus.
Je vivrai loin de vous,
votre pere 17ordonne,
Je mourrai loin de vous,
ne vous verrai plus!

je

Yous jouirez encore de leur
douce presence,

Jusgu®a votre depart je les
laisse avec vous.

/
Medee
Ah! seigneur, un bienfait
si doux

Ne sera pas sans récompense.

Quoi! je les reverrai ces
fruits de nos amours!

Ils me rappelleront ces
jours, ces heureux JOurs...

Vainement de mon coeur je
LY
cherche a 17affacer!

Tu pairas cher les pleurs
que jie feins de verser.

(At this moment priests leave the temple and approach the palaces;

Jason sees them)

15. The king must offer a
sacrifice on the altarg

He wants to interest the gods
in my children.

I shall pray to heaven to
{avour you.

16.

17-

i8. Are you leaving me,
sorrowful farewell!

Jason? O

19. Be happy.
233

offrir un sacrifice;
11 veut & mes enfants
intéresser les dieux.
Jd*y vais prier le ciel de
vous etre propice.
Vous me quittez,
funeste adieux!

Jason? O

Vivez heureuse.
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17a.Is it possible,

20. Oh cruel one, that I shall be
happy without you?

21. Forget, forget an unfortunate
husband;

22. Enjoy a peaceful destiny.

23. It is done, oh gods! His heart

is inflexible!
Z4. Be happy.
Medea (to Jdason)
24a.1Is it possible,
25. Oh cruel one, that I shall be

happy without you?

26. 0Oh tears of a mother!
Medea (aside)

26a.0h eternal justice!
Jason (aside)

27a.0h cruel constraint!
(=12a)

28. In vain would I erase it from
{(=13) my heart.
Medea (asidel

29. You will pay a high price for
(=14) the tears I am affecting.

Versification:

Est-il possible,
Cruel, gue je le so0is sans
vous?
Dubliez, oubliez un
mal heureux époux;
Jouissez d*un destin
paisible.
Médée
C’en est donc fait, o dieux!
son coeur est inflexible!
Vivez heureuse.
Médée (A Jason)
Est—-il possible,
Cruel, gque je le sois sans
vous?

Jason f(avec

Vainement de mon coeur je
veux vous effacer.

Tu pairas cher les pleurs
gue je feins de verser.

The text may be analyzed as being made up of the following

stanzas:

a) A hexametric iambic gquatrain (lines 1-4) with alternate rhymes

abab. Rhyme a is feminine, b is masculine.

b) Another iambic quatrain (lines 5-8).

hexametric, the

last two tetrametric.

Its first two lines are

The rhyme is embracing

(abba), rhyme a being feminine, b masculine.

c) & hexametric iambic distich

feminine. 234

(lines 9-10). The

rhyme is
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d) A hexametric iambic gquatrain (= two distichs) (lines 11-14).
In its +first half (distich) each line contains two entrances,
the border between them coinciding with the caesura. It is plain-
rhymed (aabb), a being masculine, b feminine.

e) A hexametric iambic guatrain (lines 15-18) with alternate
rhymes abab (a feminine, b masculine).

) A iambic septet (lines 19-25) with hexametric and tetrametric
lines (4 feet - 4 feet - & feet - 4 feet - 6 feet - 4 feet -~ 4
feet). The rhyme scheme is ababbba (a feminine, b masculine).

g) A guatrain (lines 26-29) which is an exact metric replica and

an almost exact textual repetition of the quatrain (d).

d Form: The Art of Shaping the Duet. Timeline., Scoring and
i

Cherubini succeeds in building a gradually growing musical
tension in spite of the relatively static regularity which is a
basic characteristic of this duet. While the sections resemble
each other in terms of the number of measures, there are clear
changes of mood through;ut= the music begins with a "Moderato"
indication, moves into "Allegro"” in the middle of the B section,
changes to "Adagio” towards the end of D, and immediately, a£ the
beginning of Section E, returns to "Allegro”". The short "Adagio"
serves as a calm introductioﬁ to the +final, extremely tense

"Allegro® section.

The strong tonicization of D minor right at the beginning,
forming the background to apparently innocent, calm words such as

"Dear children, I have to leave you" ("Chers enfans"), immediate-
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ly creates a dichotomy which leads to the perception of drama.
Until the end of Section B we hear mainly a guasi-aria sung by
Medea, and the atmosphere is one of leave-taking and concilia-~
tion, Medea even thanking Jason sweetly for allowing her to see
their sons once more. Jason®s sentence (line 11)  "Douloureux
souvenir!” marks the change in mood into a more dramatic one when
the C section starts, the orchestra already having grown from
chamber ensemble to tutti. The musical stretto also makes for the
intensification of the musical drama. When the conversation
becomes heated, Medea is thinking about her future crime "Oh
cruel constraint” (line 12) and her words come in response to
Jason®s bitter words in line 11 "Fainful memory” ("”Douloureux
spouvenir!”). Section D begins with a lessening of tension, when
Jason also sings a short guasi-aria resembling Medea’s solo part
earlier, which makes for some balance in the construction of the
duet as a whole. He speaks here about the gods and sacrifices on
the altar (lines 15 - 17, "Le roi doit”) and the previous rough
dynamics of ever—present forte—-piano is modified here to piano-

pianissimo. Section D continues with the renewed conversation

between the two protagonists. First come more relaxed utterances
(Medea: "Are you leaving me, Jason?"” ("Vous me quittez, Jason?");
Jason: "Be happy" ("Vivez heureuse”) in lines 18 - 19, but they
develop into the most passionate exclamations since the beginning
of Section E. Word-painting is strong and this section is, for
the most part, intense in texture and expression, resulting in a
highly dramatic duet. The opening sentences already set the tone
in two close musical entrances - "Jason: "6 larmes”; Medea: "6

justice éternelle” (line 26).
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Scoring:

v1i 1, V1 2, V1
2 bassoons
2 horns (in D)
2 oboes
2 clarinets
Voices:

Tenor

=3 1

Cb
join

Vel,

Soprano (Medea)

{Jason)

at m.45

n

n

m. 49
M. 99
m. 65

Table III-8 illustrates the gradual scheme of text and form:

Table I11I-8. Text and form - schematic representation
Jason duet "Chers enfans, il faut donc que je vous abandonne!"}.
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Figure 111-7. Timeline: through—composed (Med.-Jas. duet "Chers
enfans").
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Tonality:

The harmonic scheme firmly maintains the traditional rela-
tionships between the original key of D minor and its relative
major, F major. Yet F major provides the framework for almost
three formal sections - proportionally a long presence. It can be
heard as early as m.56 of Section B and through a few secondary
key areas (G minor, C major, A minor) during the rest of Sections
B and Cy, and again from the beginning of D for 20 measures more.
The half-cadence in D minor at m.171 later in Section D,
signifies the return to D minor. The fact that there is rich
local tonicization in D minor already in Section A (including B-
flat major and G minor) and the developmental harmonic instabi-
lity in B as well as the typical use of chromatic modul ations
(towards C major in Section B and towards F major in Section ()

reflects Cherubini®s relatively Romantic concept of harmony.

o o i S e e e e e S K ot o S e e St

A. Thematic Elemente

Example III-17. List of phrases of Med.-Jas. duet "Chers enfans".
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The strategy of the orchestra as a unifying element 1is
reinforced in this duet. Cherubini uses two rhythmical units
noted in the list of phrases as (34 and &% . Motive Ql reflects
the stepwise melodic movement, typical of slide motives. Both
these motives, in their accentuation of the beat, bring to mind
rhythmic features of Classic music. The overall picture of form
and accompanying orchestral units illustrates a coherency:
QA and QJ‘ are inserted alternately:

Form: A B C D E
Unifying orchestral units: @A—’é Q;‘ Q’I QD‘
jtself consists of two elements (Ex. 111-18)s

Example 1I11-18. Cello and violin motives, mm.1-3 (Med.~-Jdas. duet
"Chers enfans”).

o) 4 2 A~ , 4+
1/, | 2P Y a 11
A kl[‘ ) 1 'j | o 1.1
C]Uk‘j’ ] ) 1 [ g

Pl i {

Ny o~ 1} | i ] 1

Eiﬁttig;;tzt e
Ve

B. Influence of the Text on Mood and on VYocal Style

The two characters, Medea and Jason, differ from each other
psychologically. Medea is emotionally extremely complex: her
desire for revenge always clashes with her strong love for Jasonj
she herself is about to kill her beloved children; she loves and
hates Jason at one and the same time, she fluctuates between
emotions of mercy and cruelty. In comparison to Medea®s

complicated nature, Jason is much simpler: he is a career man who
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intends to broaden his scope and the territories over which he
governs;y all he has to do is to make Medea leave him and their
two children because he is also a loving father. This basic
situation of conflict between the two characters generates the

musical expression throughout the duet.

Phrases e for Jason and f for Medea, introduced in Section D
and appearing relatively close to one another, illustrate clearly
these basic human characteristics: Jason’s melodic line is one of
decisive astending triads (m.139) followed by Medea’s line of

hesitating ascending seconds (m.158).

The atmosphere of angry discussion grows consistently with
these two extremely different means of expression. In Section E,
when the vocal texture twrns into a real duet, the conversation
seems to be between two people, oblivious of one another, who
continue to express their feelings in their own individual manner
(Ex. 111-19).

Example 11I-19. Reduction of mm.214-19 (Med.-Jas. duet *Chers
enfans"),
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Jason’s words reflect his somewhat cynical attitude towards
Medea: "Oh tears of a mother!" <"6 larmes d”une mere!") and the

rhythm in which he sings these wordes is decisive, with regular

jJ’J J‘] j?% "’J"] . At the same time
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Medea is already suffering, aware of the cruel deed she will
perform in the future, and expresses her words "Oh cruel
constraint!” ("8 contrainte cruellet!") by means of a nervous

syncopation which suddenly drops down a major siwth.

C. Melodic Contours and Highest Peaks

—ELEEZLAS SRealies s =SS SRem eeees

Figure 11I1-8. Melodic contours of thematic units shown graphi-
cally (Med.-Jas. duet "Chers enfans").
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The scheme of contours for Medea illustrates the different
basic moods which rule the emotions of both heroes in this duet
as explained above (Influence of the Text, pp.24l-2). Medea’s lines
are milder than Jason®s more assertive ones which descend, but
especially ascend, in sudden leaps.

_ 2
Medea reaches her highest note a in a few places (mm.20,

48, 83-4, 229); none of these occurrences relate to a specific
i
textual message. Jason repeats the note g a few times (mm.35-8,

114, 149-50). These repetitions tend to neutralize the specific
importance of this high pitch; but towards the end of the !
1

duet Jason reaches b-flat in m.211, a remarkable peak. Here
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he turns it into a most dramatic expression by singing the words

"mon coeur" (line 28). He repeats this word, reaching it on the
1

high b—flat  after a minor sixth leap, while Medea has relatively

low notes which serve as a musical background (Ex. III-20).

Example 1I1I-20. Fiano-vocal score, mm.Z208-10 (Med.-Jdas. duet
"Chere enfans”).

, 208 _ 10
e
to! tw patmsicher
D, {1//:;\ o b Pﬂ ‘ -
jas. = i : Y=I=== ==
7 cogur vai-ne-ment  de  monicaGufze velx
p_3 ~ ' =, 2 o
7 Fe I TIPTILA T,
1{,15: e e e B =i : i
s } 3 t 3 - 4 —_ﬁ ' i

Aan  investigation of Medea"se and Jason®s most common levels

of pitch in this aria shows them to be very similar:
1 1 1 2 2 2
The levels of pitch for Medea arer d , £ , 2 . d 5, £ - g » 2

)

1 1 1 1
a, d 5 £ 5

The levels of pitch for Jason are:

I
o

The levels of pitch for the 1 1
orchestral bass are: C-sharp, D, G, A, d:. 2. &, d s £ -

Medea and Jason both sing in a relatively high tessitura
which reflects their emotional tension and their psychological
background (as explained under sub-heading B, p. 244 ). Yet the
bass 1line provides flexible movement in terms of registers,
including fragments of running-bass (see, for example, mm.119-24,
203-8, 215-20). These gain strength towards the end of the duet
as an integral part of the increased musical activity which marks

the antagonism between the protagonists.
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D. Text and Harmony

Medea’s sensitivity and hesitation are reflected as an
important aspect of the rich tonicizations in D minor and F
major, already in Sections & and B. When she reaches the words
(lines 7-8) "Aht Sir, so sweet a kindness will not be without
recompense” (Ah! seigneur, un bienfait si doux ne sera pas sans
réccmpense") she is extremely emotional, and the harmonic inten-—
sity plays an important role in emphasizing her condition (see

Timeline, Fig. II11-7, mm.1—-86&)

The appearances of the running-bass in this duet are always
combined with the dramatic activity. These are not simply casual,
rapid melodic progressions, but an integral part of the nervous—
ness and the increased tension, especially around the end of the
duet in Section E. The bass is doubled in the second violinsg
this steady rhythmic movement serves as a frame for the terse,
stretto-like, contradictory statements by both heroes (Ex. III-

21 .
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Example I1I1I-21. Full score, mm.203-11 (Med.-Jas. duet "Chers
enfans”).
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Ensemble and Mood, Texture

There is an organic development in terms of texture
throughout the duet, in accordance with the increasing dramatic
tension. As Medea starts her opening quasi-arioso at the very
beginning ("Chers enfans”), the atmosphere resembles that of any
aria and the accompaniment is that of a chamber ensemble. Her
singing is accompanied by the strings, with a pleasing obbligato
in the «cellos, a well-ctonceived counterpoint in the Ffirst
violins, the second violins and violas filling in with tremoli.
The ensemble grows towards the beginning of the B section where
the solo part is given over to Jason. His tenor timbre calls for
fuller support which the horns provide in sustained notes from
m.4%9. When Medea re-enters ("Ah! seigneur, un bienfait"”) (line 7,
m. 65}, her declamation continues, but =ince this "Allegro®
clearly anticipates the real duet between the two, the ensemble

ie enlarged even further and now includes oboes and clarinets.

From now on, this enlarged texture serves the dramatic
atmosphere created by text repetitions and stretti vocal
entrances in Section C (m.111), starting with Medea®s first
singing of line 12a "0 contrainte cruelle” with Jason®s simulta-
neous line "vainement de mon ;oeur". This fullness is retained
until the end of the duet except for a single, prominent, short
anticlimax in Section D where Medea and Jason again sing short,
separate sentences. Here the solo impression is immediately
underlined by the strings mainly, with the mere addition of
clarinete and bassoons. This is not an intimate chamber texture

but rather a collapse of the enlarged sound which returns force-
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fully to its norm in the E section and carries on consistently

till the very end of the final "Allegro” of this duet.

The overall dynamic curve for the whole duet indicates a
correlation with the vocal scheme. All through Section A pianp is
steadily maintained, but Section B contains many contrasts.
Section €, with its many stretti entrances of both singers who

repeat a number of their words, exploits forte-piano dynamics.

This helps to construct a remarkable concinnity around the middle
of the duet, with the use of extended orchestration (in relation
to the frame of the duet and the opera as a whole). When Medea
and Jason return to solo passages again in Section D, the piano
reappears, much more intensively now. Final Section E again
great dramatic intensity (as in Section C); and concludes the
number in a strident conversational duet. Lines 12a - 14 of
Section C retuwrn here, as an indication of the dramatic contra-
diction between Medea and Jason (Medea: "O contrainte cruelle!”
Jason: “"Vainment de mon coeur” Medea: "Tu pairas..”) Cherubini
uses the sudden pianissimp strategy in m.211 at the starting-
point of Medea’s sentence (line 14) "You will pay a high price
for the tears I am affecting” ("Tu pairas cher les pleurs gue ju
feins de verser") which appears together with Jason®s "mon coeur"
1

(line 13). This is the highest peak for Jason (bb), while Medea;

sings in her lower register (Ex. 111-22).
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Example III-22. Yocal lines, m.211 (Med.-Jdas. duet "“Chers
enfans”").
m. ]
A)
A L 5
Med. —
tu pai-tg chey
Yo
0 £ -
) 4 ® 1 1
AN 4 L] 1
SQS-'@” 1
J N .
g coeUr Je Yeux

This remarkable pianissimp signifies an extremely high
gramatic point, vyet it serves as an anticlimax in the field of
dynamics, an anticlimax conceived so as to achieve its final
resolution in the closing fortissimo in m.227, which lasts +till

the end of the duet in m.242.

Delvigg inte Rhythm

The phrases pertaining to Medea are rhythmically charact—
erized by relatively slow dotted rhythms such as a dotted half-~
note plus quarter—note (phrase a, see List of Phrases, p.23% and
a dotted half-note plus two eighth~-notes (phrase h, ibid.);
Jason®s dotted rhythms are sometimes shorter (phrases b and e,
List of FPhrases, p.240). This typology of dotted rhythms suits the
main psychologi—-cal difference between the two characters, as
described under sub-heading B, pp.244+2. Medea’s inner conflicts
before the terrible murder of her sons make for her hesitation

. and hidden fears, while Jason is full of self-confidence and of
anger at Medea, so that the shorter rhythmic wvalues of his

phrases reflect his feelings faithfully.
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Growth Options (including Maps and Graphs)

The large melodic variety of the thematic elements results
in a through-composed +ormi; on this background the unifying
orchestral units Q4 and (Ql cause the whole growth process to
generate coherency (Table II1I-9).

Table 11I1-9. Form (including thematic slements) of Med.-Jdas. duet
"Chers enfans”. . _____

Brm A B . C D
PK\Y&S ¢S o 'Qr L Cl e |%
Ovddnes 2 s

‘th Q" Q4 | Q Q l‘

wnibuine wotives
IR TR TV P 140 459 lias 1937 243

—

o, &

chm. ou,\g ('\,\3 )

The above-mentioned coherency does not detract from the
sharp difference between the opening and closing sections in
terms of sound. Section A is involved with the solo singing of
Medea accompanied by a piang chamber texture (which continues in
the B section as well); E presente real duet singing together
with a variety of extreme changes in dynamics until the last
fortissimo. All this activity demands the large instrumental

force behind it.

It is interesting to illustrate the integration of sound in
relation to form and text for the whole duet (graph in Fig. IIl-
@3. The orchestral ensemble is organically enlarged when the
vocal texture develops out of sclo singing into a conversation

between the heroes:
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Basic Remarks

In this orchestral introduction, the musical drama is
created by the motivic interrelationships together with the very
active surface-rhythm of the motives themselves. Nevertheless,
the chromatic drive in K assists the musical drama to reach its
final strong impact, underlined by the unusually massive tuttij
both these cause the effect of intensification in K, a closing
section which resembles closing sections in Beethoven®s works in
terms of proportions and meaningful musical events. OFf interest
is the third relationship in the wider view: C minor, the home
ey +for this section, is interpolated between E minor as the
closing key of Act 1 and E-~flat major as the opening key of the
following section - the ensemble with which Act II opens. The
overview of orchestration illustrates a medium-sized tutti (pairs
of filutes, oboes, clarinets, Ffour horns and a string ensemble)
with a static chordal-homophonic texture. This textuwre is further

intensified once more in K.

In order to conceive this climax in K, one needs to have an
insight into its contents. For the harmonic scheme for mm.357-72
(= K), see the following example (Ex. II1I-285):

Example 11I1-25. Harmonic outline, mm.57-72, for K of orchestral
introduction to Act I1I.

™. 6 66& 68yl > 32
we 5% 3, 91 0 & 2 63 el
N1 A Falll’L L . Yo P N ~ oy )
My h Vil @) ~ HY e e)
J ;
32 42
b ¢ /A T
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Following (Ex. I11I-26) is the full score of mm.S57-63, illus—
trating the extended tutti at the starting-point of E:

Example I1I1I-26. Full score, mm.57-63, of orchestral introduction

to Act 11,
St . : =f
co, | G i semt P e e ie 1o 50f oo
1,2 ¥ poriey + ¥ D v o o 7 i S e s
n . pfEk | Asss lieees D ee oo
V=== e e
Cl :‘ .l-\tl ~ Jh&-?—— : 3 ' } e
41 C(- 3 —__J__
Lors €n do] fre—r—
Pt |
Cors an mi _%é -E-;E.
~ F
=
TMQ}'Q”QS,J______ e
Ve, |

K- === ts
Vi B

et

kS

r

Every act begine with an introduction in a minor key,

dramatic and agitated in character as we find here.
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CHAPTER v
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DRAMATIC ACTION AND MUSICAL STRUCTURE: SUMMARY

Overview: Action and Musical Organization

List of characters in the order of appearance:

Medea Soprano

Neris Mezzo—-soprano
Feople of Corinth Chorus

Jason Tenor

Act I1TI is the shortest and most dramatic act in this opera.
1t consists of six scenes, of which Scenes 3-6 form a single

continuity.

after an instrumental introduction to Scene 1, evoking a
dark atmosphere of thunder and storm with the temple in the
background, Medea appears, dressed in a black gown studded with
silver stars. Holding a dagger, she invokes the gods of Styx to
aid her in her ghastly venture: "0Oh gods who have given me your
destructivé help, Oh gods of Styx (= the underworld, hell), make
haste to fulfil your Favours” ("Dieux qui m7avez prété VDS
secours destructeurs, Dieux du Styx, hatez-vous d*accomplir vos
faveurs"). She continues speaking to her children with the assis-—
tance of Neris: "Unfortunate children, you are running towards
your death. Oh! do not touch me with your innocent hands” ("Mal-
heureux! wvous courez au trépas. fh! ne me topuchez pas de vos

mains innocentes®).

In Scene 2, the conflict in Medea®s heart reaches its
highest peak. Medea and Neris, in their spoken dialogue,
emphasize this conflict: both women express their pity for the:

innocent children about to be killed. An aria suhg by Medea
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separates the two extended blocks of spoken conversation. In this
aria Medea expresses the devastated feelings of a mother commit-
ted to her horrible crime: "Nothing can be compared to the horror
of the terrible anxiety which devours me: 0Oh, dear children! I
adore vyou, and 1 am going to pierce your heart: ("Du trouble
affreux qui me dévnre, rien ne peut égaler 1 horreur: 6 chers
enfans! je vous adore, et j"allais vous percer le coeur”). This
scene ends before Medea has killed her sons. The murder was

prevented by Neris® strong physical and psycholegical presence.

From Scene 3 onwards, Cherubini, for the most part, uses
musical settings Ffor the strong dramatic climax of +the plot.
Medea®s recitative and aria, at the beginning of Scene 3, presage

the big Finale which lasts until the end of the opera.

Neris brings the children in. Their innocent joy at seeing
their mother disarms Medea and she is unable to go through with
her plan to kill them. After Neris has left with them, Medea
curses her maternal weakness. Aided by the cries of horror from
the palace, where Dircea has burst into flames on adorning
herself with Medea®s gifts, she rushes off to complete the vile
deed that she has begun. Jason enters with the people of Corinth
demanding the death of Medea, ' but Neris arrives and informs him
that, at the very same moment, Medea is pursuing her children in
the temple, brandishing a knife. Just as Jason prepares to enter
the temple, Medea appears in the doorway, waving the knife,
surrounded by the three Eumenides. All back off in terror, aware,.

§

of Dircea’s murder at the hands of Medea. Medea now acknowledges

259



www.tsippi-fleischer.com

that <che has also murdered the two boys. She prophesies that
Jason will spend the rest of his life wandering homeless over the
face of the earth, filled with remorse, and that they will meet
again in Hades: "Adieu! Go, drag your misery with you in Iolcos;
from shore to shore, wandering, despairing, a fugitive every-
where, abhorred everywhere! Go, hide the remorse of your
distraught soul, and 1let all seas tremble at seeing vyou!l"
("Adieu! Dans Iolcos va trafner ta misére; de rivage en rivage,
errant, désespéré, en tous lieux fugitif, en tous lieux abhorré!
Va cacher les remords de ton ame éperdue, et que les mers partout
frémissent & ta vue!”). As she finishes cursing, Medea rises up
into the air, the temple bursts into flames and the crowd Fflees

at last, as the curtain falls.

The stormy mood in this act reaches its climax through the
course of the dramatic events. It is most interesting to note the
musical variety and richness of means employed as related to the
characters and their interaction: from the discrete appearance of
Medea and Neris on stage, through the deed of murder and its
reflection in the bitter imprecations between Medea and Jason,

and until Medea®s curses at the very end.

Medea’s first aria in this act is introduced in Scene 2. It
is relatively calm and tender, full of maternal love which has
overcome her desire for revenge and her fury. Medea cannot hide
her thoughts when she speaks to her handmaiden later. While

singing to her sons, the key of E-~flat major dominates in a
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is 119 measures long — about one fifth of the total length of the
music in Act III. Cherubini uses the regular binary sonata form,

with the usual modulation to B-flat major.

The drama gets underway from Scene 3 on. Scene 3 until the
end of Scene &, considered as the big Finale for the whole opera,

may be considered as a single musical continuity.

Medea’s recitative at the beginning of Scene 3 is highly
complex: it abounds in vocal phrases (from a to g) as well as
five variants developed out of the accompanying orchestral
KZ motive, which itself consists of two different elements. In
adition there is a great variety of moods which Cherubini under-—
lines by means of eight tempo changes (!) during only 64
measures. Harmonically speaking, the recitative is most
interesting: 31t moves rapidly through the following keys: D
minor, F major, C minor, E-flat major, 6A-flat major, E-flat
major, E major, A major, D major, F—-sharp minor. This intense
harmonic activity presages the real drama of the big Finale to

cCome .

The above-mentioned recitative is immediately <followed by
Medea’s second aria in this act, calling on the goddess Tysophone
to grant her the courage to murder her sons. The Allegro vivace
mood is sustained after the recitative as is the key of D major.
It only represents a subsection of the exposition and, together
with the previous recitative, forms a single unit of 189 mm. -

;
the relative size of a whole musical section of a remarkable aria
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in this opera. After the concentrated musical contents of the
recitative, making for an extremely tense atmosphere, this expo-
sition is relatively relaxed, employing the keys of D major, A
major and D minor. There is a full representation of P T § K,
and a return to D major/D minor which goes directly into the next

musical section in which the chorus enters.

The appearance of the chorus (the crowd) signifies the
formal starting-point of the Finale, also marked in Hoffman’s
libretto, although the musical continuity is already sensed from

-

the beginning of Scene 3.

The Big Finale is analyzed in detail (pp. 279-330). It is a
long through—~composed section of 343 measures which stems organi-
cally from the beginning of Scene 3 (Medea’s recitative and aria,
altogether 189 mm). Subsections A, B, €, D and E, lead to the
last one - F - which serves as a coda. The full impact of the

opera can only be perceived after the end of this last Finale.

Musical sectionality runs according to the main division
into scenes in Hoffman’s libretto. Section 2 is devoted to that
part of Scene 3 in which Medea, Jason and the crowd are onstage.
They have witnessed Dircea®s murder. Medea continues with her
recitative, threatening Jason with her impending cruelty. This
great emotional storm is reflected in the tremendous harmonic
mobility (B minor, F-sharp minor, E minor, D major, B minor, C
minor, E-flat major, C minor, B mingr and D major) all through

subsections A and B, phrases a—>d and many interchanges of

forte-piano-pianissimo dynamics. This indicates the moment of the
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children®s murder, and may be considered the highest dramatic
peak of the entire opera. The harmonic richness continues throuagh
subsections Cy, D and E, but is spread out through longer time
durations. Also, from Section C on until the end of the Finale,
there is a conflict between the keys of D minor and B minor. The
third relationship is prominent in subsection C with the key of
B—flat major and the final kevy of D major occurring surprigingly
towards the end of subsection E and lasting throughout subsection
F — the coda. The fact ot a non—-definite key for the big Finale
(starting and ending clearly in E minor and D minor respectively)
€till reflects the basic reality of third relationships, but here
it is stretched out extensively for the space of 343 mm. and does
not only exist in harmonic inner relationships. It symbolizes the
forceful drive and mobility of this Finale, described in detail

on pages 291-5,

ACT I1I: MUSICAL STRUCTURE

Table IV-1. Number of measures in the scenes set to music.

Scene Z: 119 mm.
Srene S (Medea’s recitative and arial: 189 mm.
Scene I (cont'd), 4, 5, 6 (Finale): 3I43 mm.
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Table IV-2: Detailed structure of Scene 2 (total:

119 mm.) .
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Scene 3 (beainninal

- . . i a
Table IV-3: Detailed structure of Medea’s recitative and ari
(total: 189 mm.).
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Seclion 4: Meded's aria
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Table IV-4: Detailed structure of scenes 3 (cont’d), 4, 5 and &
(Finale).
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This short, concentrated act again employs typical sonata
form and through-composed forms. The keys of D major and minor
are mainly used, while A, E-flat and B-flat majors, and B minor,
function in the dominant, third and Neapolitan relationships. The
appearance of other keys, always relatively intensively, indi-

cates an important aspect of the growing intensity of the drama.

DETAILED ANALYSIS OF TWO NUMBERS

Scene 3: Medea’s Recitative, IEh guoi! Je suis Médée et je les
laisse vivrel®

Dramatic Context and Content

Scenes 1 and 2 are devoted to an intimate conversation
between Medea and her handmaiden, Neris. In Medea’s opening
monologue, she tells her sons that they are to be the victims,
but she begs them to understand her. This is not told them
directly, but Neris overhears and responds in Scene 2 by trying
to prevent her mistress from murdering the boys. It would appear
that she has succeeded. Medea says: "My sons! so this is a fact:
you have won me over. Nature is stronger” ("Mes fils! c’en est
donc fait: vous l1’emportez sur moi. La nature est plus forte”).
She continues to describe her sufferings, her conflicts. Until

the end of Scene 2, Neris succeeds in hiding the children. Scene
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-

3 opens with Medea’s recitative which reflects the extreme con-
flict warring in Medea®s heart and mind: "Well then! I am Medea
and 1 let them live!...They are yours, you say: but is he not
their father?...should you want to be a mother?"” ("Eh quoi! je
suis Médée et je les laisse vivre!...Ce sont les tiens, dis—tu:
mais n*est-il pas leur pére?...est—ce A toi de vouloir etre
mere?") .

9.

10.

11.

Well then! I am Medea and I
let them live!

What have I done? Where are
they? 1 see them no longer.

Because of Jason"s sons my
conscience has been moved!

They are yours, you say: but
is he not their father?

Unhappy woman! should you
want to be a mother?

Should you be feeling this
sweet trembling?

Should you be listening to
nature’s voice?

What is it then? 1 am going
to flee! 1 leave my children,

And I leave them in the
betrayver’s hands.

He can forestall me,
the first to strike them!

No. Let us commit the crime,
and let it be done entirely.

Versification:

abbcecdedeff.

other.

A hexametric iambic stanza of 11 lines.

The rhymes a, ¢ and e

masculine.

268

he can be

are feminine, b,

Eh gquoi! je suis Médée et je
les laisse vivre!

Bu’ai—-je fait? ou sont-ils?
mon oeil ne les voit plus.

FPour les fils de Jason me
sens se sont émus!

Ce sont les tiens, dis—tug
mais n*est—-il pas leur pere?

Malheureuse! est—ce a toi de
vouloir etre mere?

Est—ce a toi de sentir ces
doux frémissemens?

Est—-ce & toi d*écouter la
voix de la nature?

Eh gquoi donc! je vais fuir,
je quitte mes entans,

Et je les abandonne au
pouvoir du parjure.
11 peut me prevenir,
frapper le premier!

Non. Consommons le crime, et
qu’il soit tout entier.

les

The rhyme scheme is

This means that the first line is unrhymed with any

are;

i

d, and |
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Scoring:

2 Flutes
2 Clarinets
- 2 Horns (in D)
2 Bassoons -
Vin i, Vin 2, Vla, ¥ecl, Cb
Voice: Soprano (Medea)

Example IV-1. Piano—-vocal score including indications of motives,
phrases and keys (Medea®s recitative "Eh quoil”).
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Medea®s rapid changes of mood result in a complementary
richness and variety of events in the harmonic field. If LaRue
points at the element of harmony as the basis for creating
musical expression and drama, this recitative might well be
chosen to exemplify the tremendous capacity of harmony for
creating a remarkable short and concise musical movement. It is
quite exceptional for Cherubini to compose a recitative. Yet he
decided on this interesting musical setting for Medea®s diffi-
cult moment of truth. The strength of his harmonic language and
the richness of melodic ideas, make for great mobility; the
many bold chromatic progressions and types of melodic intervals
help Cherubini to illustrate once and for all Medea®s sorely-felt
dilemma before committing the murder of her sons. The orchestral
motives are no less thematic than the vocal ones: they make six
(1) appearances including inner variants: 1CQ ab-> 6%% . The
modul atory nature of some phrases (e, f, g, h) join up with their
typically defined melodic intervals, at which point harmony and
melody together serve and characterize the most delicate and
complex psychological nuances in Medea®s soul. In my opinion,
this recitative marks the highest dramatic and psychological
moment of the whole opera. it appears before HMedea’s final
decision as regards her terrible murder and its physical

realization.

Here is a detailed discussion of several moments in the
recitative, illustrating the role of harmony in the creation of
deep and complex psychological drama. The full piano-vocal score
introduced in this chapter (pp. 270-3 ) should be referred to‘
while reading the following analysis. Example IV-2 illustrates

the Romantic message in Cherubini®s harmonic language.
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Motive 1&? consists of two extremely different orchestral

elements:

Example IV-2. Motives l‘S(a and lQb {(Medea’s recitative "Eh

guoi ).
4 :lf\
O T . . it g S
' ' * oy —f—
A®a e
PP
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JbT prrvre vIEeae e i+$+i"i’édi+ﬁ~o~+-’o—

Motiwve lk{ a, the first part, is more lyrical, contains long
notes - half-notes and guarter-notes, moves somewhat like an
obbligato, and includes the large intervals of the fourth, and
fifth right at its outset. Motive 1&2 b is much more rhyth—-mical
and has the nature of a tremolo and sigh motive with rapid sixty-
fourth notes -~ somehow mechanical in comparison to the meaningful
melody of Ib{ &. These two submotives of QQ will recur as an

accompanimental element through-out the recitative. They recur in

their full 1length in mm.12-14 and also in several partial

versions (Ex. IV-3).

Example IV-3. Vocal 1line, mm.9-10 (Medea’s recitative "Eh
guoi!").
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These two examples may be seen as partial versions of motive
IEQ b. A new, conspicuous appearance of an important instrumental
motive will be given a new number: 2@ in m.20, SQa—b in mm.24-

23, 4&Q a-b in m.32, etc.

There is no indication of key for this recitative as might
have been expected, but it clearly opens in D minor and resolves
to D major, moving through many inner keys as may be seen in the

Timeline.

Each vocal motive from a to h is specified by interval jumps
e.g. motive a is characterized by ascending thirds and fourths, b
by gradual descending seconds, € by a prominent upwards leap of a
fourth, d by a descending third, e by alternating neighbour

notes.

The first harmonic exception is already noticed in the first
modulation: mm.14-7 contain a most dramatic modulation from D
minor to F major, in spite of the close relationship between the
two parallel keys (Ex. IV-4).

Example IV-4. Harmonic progression mm.14-18 (Medea®s recitative
"Eh quoi!").
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Cherubini preferred to proceed one scale further into the
field of majorization and arrived at C major by another majoriza-
tion: he uses f-sharp which is a tritone from the tonic g, vyet
only by using this key as a dominant of F major. This surprising
chromatic shift occurs at the very beginning of the text, as if
to emphasize the dramatic nature of the whole recitative to come.

FPhrase e is of a modulatory nature. Moving organically to
phrase f after its own interesting variant el, the harmonic
progressions continue to surprise the listener®s ear in phrase g
as well (see Ex. IV-5, on the following pagel). &ee also the
piano—vocal score for this example, p.272 above. Cherubini employs
a remarkable harmonic tool, wviz. that of unisons in the strings.
These can be heard clearly in mm.25-9, 3I7-9, for example. When an
orchestral unison such as this appears, it makes for some
harmonic blurring which brings with it astonishing modulations.
To the perceptive ear, this chromatic shift included in mm.30-45
-~ from E-flat major to E major — is easier to absorb as written
by Cherubini, rather than if it had been laden with full chords.
He employs this bold procedure here, around the middle of Medea’s
recitative, in order to highlight her most shocking words; these
two sentences are situated in the very heart of the recitative,
as if to indicate that she herself is piercing her own heart
(lines 5-6 of the text): "Malheureuse! est-ce a toi de vouloir
Stre mere? Est-ce & toi de sentir ces doux frémissemens?”
("Unhappy woman! should you want to be a mother? Should you be

feeling this sweet trembling?”).
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SCENES 3 — 6 BIG FINALE

Medea®s aria following her recitative at the beginning of
fAct 111, reflects her final decision to murder her sons, after
having come to terms with herself. The Finale, according to
Hoffman, begins when the chorus shouts at her "Oh crime! Oh
treachery! wretched princesst!” {"6 crime! 6 trahison! déplorable
princesse!") but in Cherubini’s version, the opening sentence
differs: "0Oh Gods, help us!” ("6 Dieux, secourez nous!”). The
chorus, Medea and Jason, all in their own way, give vent to the
feeling of horror surrounding the inevitable crime. Medea jeers
at the grieving crowd "Oh cries, sweeter to me than songs of
5Dy!" ("6 cris plus doux pour moi gue des chants d allegresse!").
Her brazen-faced mockery is forceful and revengeful in spite of
the tears surrounding her. Scene 3 closes with Medea running to
the temple, holding the knife she has picked up. The crime is

committed immediately after.

Scene 4, relatively short, enables the people of Corinth and
Jason to express their horror at the murder. Jason seatches

hopelessly for his children and for Dircea; together with the

people of Corinth, he curses Medea: "Let us pursue the guilty
woman. Take her life!" ("Foursuivons la coupable. Arrachez~lui la
viel").

In Scene 5, once more relatively short, Neris tells Jason of
the murder being committed just then in the temple by Medea; but .

#

no~-one is able to stop her.
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Scene 6, which closes the opera, has the main protagonists,
Medea and Jason, expressing their despair. They blame each other

for the fate which has overtaken them till the end of their days.

Text and Versification

Scene 3, Section 2

(The text in square brackets [ 1 indicates Cherubini®s additions
to or shortenings of Hoffman®s libretto)

Chorus Choeur

0. [Oh Gods, help us! 0Oh vengeful th Dieux, secourez nous!
thunderbolt! fall on the 0 foudre vengeresse!
guilty onel L Ltombe sur la coupablel

1. Oh crime! Oh treachery! 0 crime! 6 trahison!
wretched princess! déplorable princesse!

Medea Médée R

2. Cries of despair are reaching Les cris du desespoir pene-—
me . trent jusqu®a moi.

Chorus Choeur

%. Feople, shed your tearsg Feuple, versez des pleursg
yvou no longer have a king. vous ntavez plus de roi.

Medea Médée

4. Uh cries, sweeter to me than b cris plus doux pour moi
songs of joy! que des chants d'allegresse!

Chorus Choesur

5. OUh crime! oh treachery! B crime! & trahison!
unhappy princess! Qalheureuse princesse!

Sa.[0h dreadful sightl [0 spectacle d effroil

Jason Jason

&. Wretched Dircea, what then is Déplorable Dircé, quel est
vour fate? donc votre sort?

Medea and chorus Médée et choeur .

7. Fall on the guilty woman, oh Tombe sur la coupable, O
vengeful thunderbelt! : foudre vengeresse!

Chorus Choeur

8. Ill-fated Creon, unhappy Infortund Créon, malheureuse
princess! princesse!

Section 3

Jason Jason

9. What horrible crime has Guel horrible forfait vous
condemned you to death, condamne a la mort, '

10. And has stolen you from my Et vous ravit a ma tendresse?

tenderness”?
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Medea (recit.)

15.

16.

17.
18.

Are you mourning your Dircea,
oh perfidious one! and your
children?

Do you not
are in my

Spare your

remember that they
power?
long moaninge for

them:

You do not know yet how far my
vengeance goes.

No more weakness! No more
fear!

Let us surpass, let us

complete my crimes.
Eumenides, precede me.
Run, deliver my victims to me.

Jason (+ Chorus)

19.

Oh heaven! will you leave her
crimes unpunished?

Chorus

20.

22.

Revenging gods, punish this
monstrous sacrilege.

Gods!
Gods !

where are my children?
return my sons to me;

Let your goodness protect them.

Chorus

wretched king!

Oh, my dear Dircea!

Chorus

26.
all
27.
28.

30.

Take her life!

Let her hateful blood pay
For the blood which her rage
has shed!

sir, your wife...

Continue speaking?

The cruel woman!
In this temple...right now...

281

Médée (recit.)

Tu pleures ta Dirce,
et tes enfans?

perfide!

Ne te souvient-il plus gu’ils
sont en ma puissance?

Réserve-leur ces longs
gémissemens:

Tu ne sais point encor
jusqu’oh va ma vengeance.

Flus de faiblesse! plus
deffroi!
Surpassons, COUronnons mes

crimes.

. /7 .
Eumenides, precedez—-moij
Cowrez, livrez-moi les

victimes.

0 ciel! laisseras—tu ses
forfaits impunis?
Choeur

Funissez, dieux\vengeurs,
monstre sacrilege.

ce

Dieux, rendez-moi mes filsj
i N
Bue votre bonte les protege.
Choeur

_____ o,
& ma chere Dirce!

Choeur

arrachez—lui la vie!

Tous

Gue son gang odieux expie ,
Le sang que sa rage a verse!

La cruelle! . ;
Dans ce temple...a
l*instant...
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She is pursuing your sons in
order to pierce their heart.
Jason + Chorus

22. 0Oh heaven! 0Oh criminal mother!?

If there is still time,
extinguish her fury.

let us

—trt w

Medea

34, Stop and recognize your
outraged wife.

Jason

IS. What do I see, just gods!

Chorus
Oh dreadful sight!

Jasaon

Z46. Barbarous woman,
my sons?

where are

27. What have my children done

to you?
Medea
They were born from vyou.
Jason
38. Gods!
Medea
Go, loyal husband, fond and
tender father,
29. Look for a young wife, abandon
& mother.
Jason
40, Unhappy woman! ah! at least

at this dreadful time,
Afford me the sweetness of
seeing my children,

That I may embrace their
bleeding corpses

That I may console their
moaning shades;

That the last respects be
paid to them

And that, in the grave...

You will not see them again.

41.

42'

43-

44.

45-

446. My sons! return my sons to me!
Medea

They have followed my brother.
47. Adieu! Bo, drag your misery

282

Elle poursuit vos fils pour
leur percer le coeur.
Jason * choeur

s° 11 en est temps encore,
étouffons sa fureur.

s /
Medee
Arréte, et reconnais ton
épouse outragée.
Jason
Gu*ai-je vu, justes dieux?
Choeur
0 spectacle dieffroi!
Jason
Barbare, ou sont mes fils?
Médée

YVa, fidele epou

sensible pere.
Cherche une Jeune epouse‘
abandonne une meére.

tendre et

Malheureuse! ah! du moins
dans ces affreux moments,

Laisse—moi la douceur de
revoir mes enfans,

fue je puisse embrasser
leurs depouilles sanglantes

fue je pulsse appaiser leurs
ombres gemlssantes,

fue les derniers devoirs
enfin leur soient rendus

Et que dans le tombeau...

Mes fils!
fils!

rends—-moi mes

Ils ont suivi mon frere.
Adieux ! Dans Iclcos va
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48.

49-

50.

51.

S52.

S52a.lluckier than you,

o593,

54-

with you in Iolcosg
From shore to shore,
despairing,
A fugitive everywhere,
abhorred everywhere,
Go, hide the remorse of your
distraught soul,
And l1et all seas tremble at
seeing you!
Luckier than you,
the Underworld

wandering,

I go to

I rise
up to the skyl

By known ways,
to me:

After a thousand torments 1

always open

shall see you descending there,

S54a.fI shall soon see you

55.

descending to the Underworldl
And on the banks of the Styx
my shade will wait for you.

Chorus + Neris + Jdason

Just heaven! The whole of
Hell is revealed before our
eyes!

Let us flee, let us flee from
this ill—-fated place.

Versifications:

1.

The text is an iambic hexameter,

line,

tragner ta misére;
De rivage en rivage,
désespéré,

En tous lieux fugitif,
tous lieux abhorré,
Va cacher les remords de ton

ame éperdue,

Et gque les mers partout
frémissent a ta vue!
Flus heureuse gue toi,
vais dans les enfers
[Flus heureuse que toi, je
m*en vais dans les Airsl

Par des chemins connus,
pour moi touwjours ouverts:
Apres mille tourmens je t°y
verrai descendre, A
[Dans les enfers bientot je
te verrai descendrel

Et sur les bords du Styx
mon ombre va tTattendre.

Choeur + Néris + Jason

Juste ciel! tout 17enfer se
decouvre a nos yeux!

errant,

en

je

Fuyons, fuyons de ces
funestes lieux.

The text may be subdivided into three stanzas:

In

which is tetrametric.

The rhyme scheme is abbaacaaca.

Hoffman®s original text, the first stanza is of 10 lines.

except for the shortened #inal

Rhyme

a is feminine, all others are masculine. In Cherubini’s text, two

lines

2y

(rhyme b,

have been added: an initial

feminine) and a trimetric iambic line "o spectacle

masculine) following the original line 35,

hexamatric iambic line (rhyme
g effroi”

so0 that the

rhyme scheme has become aabbaabcaaca.

2.

A heterometric iambic quatrain (&6 feet - & feet - 5 feet - &
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feet) with alternate rhymes dede (d masculine, e feminine).
Z. A tetrametric iambic quatrain with alternate rhymes bfbf (b

masculine, ¥ feminine).

The text consists of two stancas:

1. A heterometric iambic quatrain (the first three lines of 6
feet each, the last one of 4 feet) with alternate rhymes abab (&
masculine, b feminine). Rhyme a exists only if the word "fils"
(sons) is pronounced as "fi" rather than "fis", otherwise line 1
and line 3 are unrhymed. The archaic pronunciation "fi" existed
and is still preserved today (as a variant) in the biblical
expression "le fils de 17homme" (cf. F. FDuché, "Traité de
prononciation francaise, Faris, Klincksiechk, 1939, p. 479).

Z?. A heterometric iambic stanza (4 feet - 3 feet - I feet - 4

feet - 4 Ffeet) with the rhyme scheme abcddb (lines 1 and 3 are

unrhymed). The rhyme b is masculine, all others are feminine.

The text is a heterometric iambic stanza of five lines.  The
lines are hexametric, except for the penultimate one which is

tetrametric. The rhyme scheme is aabab (a feminine, b masculine).

The text begins with a hexametric iambic quatrain. It has
alternate rhymes abab. Rhyme a is feminine {(with bisyllabic final .

-ee), b is masculine. The lines have caesuras after the third
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feet. In the three last lines the caesuras serve as borders
between different performers, each one singing half a line.
.Therefnre there is room for an alternative analysis of the
stanza: eight-lined trimetric iambic stanza with odd lines left

unrhymed (all of them masculine) with the rhyme scheme abcdebfd.

The final part of the text may be considered one long iambic
stanza (20 lines) with hexametric lines, except for the last one,
which is pentametric. The rhyme scheme is aabbccddaaeeffgghhii
{plain rhymes with repetition of rhyme a). The feminine and

masculine rhymes alternate regularly: ffmmffmmffmmffmmffmm.

and Tonalitv

The big through-composed form is well-suited to the long
chain of dramatic events occurring towards the close of the
opera. The ‘chain® begins with the people of Corinth, Medea and
Jason, followed by solo appearances of Jason and Medea. At this
point, Scene 3 ends and is followed by two instrumental sections.
Scene 4 is devoted to Jason, echoed by the chorus, Scene 5
returns HNeris to the stage and consists basically of Neris in-
forming Jason of Medea’s crime. These two scenes, 4 and 5, are
followed by another instrumentai section. in the final section ~
Scene & — the list of participants is identical to that in the
opening section of the Finale: Medea, Jason and the people of
Corinth. The frame of melodic motives is firmly attached to the
mueical sectionality.

To summarize: the dramatic necessities, reflected in the
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appearances of the characters, dictate the big musical dimensions

of the Finale. The listing of musical sections and numbers of

measures starts from Section 2, m.190 i.e. BSection 1, and mm.1-

189 cover the early part of Scene 3, including the recitative

(analyzed in detail earlier) and aria of Medea.

There are relatively few text repetitions in the scenes

under discussion (Table IV-5)..

Table IV-5. Text and form - diagrammatic representation of the
Big Finale, Act III.

ho. of Line
\Ls i Scene 11 "FINALY Scene Vi
[o. (4 Cho: 0 Dieux 5¢ couvr ez T 4 W Ardite
‘-;‘2-3 4 @O“Am o 4 )t Quedai je vu B
= 4 O crime ) s 4 Ch O spectacle.
®
& AM; Leg cris N + 4 3¢ Barbare
0
4 Ch P&u{J& =+ A M Tout Lawr N
,‘\ 1 W 6 yis HO 2 A J-. Que tont f:
% (4 Ch: O ciime. P o 4 m; s étaient
2 s Er
; 4 0 SPed’adQ 2{{\101 P ‘ 17 Dwkz‘d . ;-
s 4 Jos: Déplorall fm.=F — 2L M Va 2 e
E @4 Cho: ‘V\ié‘(‘}’b\htk_lm _— % 6 J: W\o\Qg\eu\TQL\SQ' >
v (1 ]: Qued horrible T g SAN Tu ne Les n
g{{_ - E+ vous B};" e 4T mzs{afs
Jf—; W Tw pleurs (rvecit.) I I ¥ -:\,108‘ s ont SF'V'—"‘
Scene ¥ ] 3 2 Juste cielin ;™
AT+ D el = F“ﬁ”-‘——i‘{ﬁ
2 { Ch: Punissez -
527 anx‘ oy soit Wes evitans?
v 4 T O Pue olep mMz cwyw
? 4 S: o ™ma CJ'\QA’f. Dn"c_é ((:
% f C}‘ §$?f0t;i°“s M ® This line was wiithen
| &To\.ﬁ’: Rue Son Sang 1o Ho {)W\O\V\ Q’*\T
o — I wos set aside R"j
— Scene ¥ Cherubi
4 M. Akl seignewr . Rfubini.
Z 4 T: PAchevez ?
73 la cruelle D
J‘ U E Justes Diewx! L__
2 4 N Elle poursuit ’,
S 4 Jthe O ciel ¥ ;
i I’. Sl en st ]
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Following is an accurate representation of the structure of

text and form, with line numbers of text (Table IV-6):

Table IV~6. Text and form — schematic representation of the Big
Finale, Act I1I.

B A Scene 3 cowd
‘1 P ke M. Ch. M. Ch. T 8
282 Line o, 0'9"1'* 4.2 3 b 5 ?u (o q Ao
SQcHon 2 3 } Section 3 —>

I2BigB Scene 3 covd — ending.

A A3
Linelo. 44 42 43 44 A5 16 §3,}" XY Cn1)

Seckion 3 cond !

i3 Big C
BLB '% :gs%faej Lék J- Ch. 3. Ch. ). TEverybody

q 3 23 A4 35 a6 3AF 28
Ll'\LND 20 a4 3 ms m
Section L{ ,v >

3‘?3" Ri 3'D Scene 5

Neris J. Nens V. N Jo4Cher .

LM“I‘ Line No. 99 34 230 33
Section &4 con'd ' ;
Ll’legE Scene ©
Ch. T M. J. M. T. M J- .
LPrO Line No. 311 ;js____ ge___ 3% 333 39 Lo M HQ 43 4h HS-}
Section 5
Scuue, G QOHO{
LineNo, — ‘9; . y1 4“9 49 So S4 52 53 Sy Si
Section 5 cond >
® This 'Q.'W\(’, was Wwritken
LHAB F= Scene 6 sz\ol.'n% L"“ﬁ H°€‘6W\0\V\ Lowct
? Choiv4 Neris+ Jason Wan ocide
533 Line No. 20 5% Cherub-int.
Sechon 5§ ——}
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Figure

Iv-2.

Timeline:

Act

through-composed form (Big Finale,
111). o
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Table IV-7. Scoring indicates both form and size of orchestra.

9 1A B C D |E F= Coda
S thons
gn e .
Al large |darge | darge |smak0 | A0r9e large
Qinstwmide Svnaff
List APic LR | APice, AFE, |4 P, AFE, 1FL 200, |APc,
{nstrumogts &ob '.ZHm 204,73, ;\o&, acq 0 ok, bhrn, |2 ce ,2Fg, 2Hm
dd 0 |2F 14 Hm, 2Fy | b 2F 2 Fy T.MP
pins | Ve e, Mo | VR, W, Vg | Ve, Ve, Vea [V, Vi, VL Ve, Vea (Ve Ve, Vi,
‘ Ve Ve Ve ,%Jnm&vea Ve,LbiVe 0, Timp. | Ve, Co>
Cho 3"? Tew| Sopmne | Ten +CHoiv Mg SprTen Chorv Sop. Ten.| Chow, HegSop Ton.
(M“‘)QL\S) U\J\(c(_)s \'Q(«'MN@ (Tcu)) (V\u.s) (J(ﬁ (M(d)(qu) (Hms) (qu)
Tonalitys:

The complexity of the tonal scheme in this Finale is an
immediate reflection of the dramatic action onstage. Since the
whole Finale may be considered as a single, 1long continuity with
undefined form, its big sectionality is made possible by the
differences between given sections according to the exigiencies
of plot, and the appearances of characters onstage. At the same
time, harmonic progressions assist the action. Big Section A with
its many participants, abounds in inner keys (B minor, F-—sharp
minor, E minor, D major, B minor, C minor, E—flat major, C minor,
B minor); Big Section B, consisting of Medea®s recitative only,
is much more relaxed harmonically; it contains nothing more than
a modulation to D minor and D major and then remains in D major
for 43 measures. Big Sections C and D contain bold chromatic
progressions within the keys of D minor, B-flat majnr and B
minor. The density of chromatic progression is most obvious in
closing Sections E and F; where all the characters participate
once more. The fluctuation between D minor and B minor -~ which of
these should be considered the main key - becomes more pronounced
when D minor opens and closes this area (Sections E and F) and

there are simultaneously many chromatic inner modulations.
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A. Thematic Elements

Basic Remarks:

1. The addition of a superscript to a phrase, for example, bl,
indicates a variant of the phrase, in this case phrase b.

2. Phrase a is the source of almost all of the motivic material
(the descending broken triad) and b serves as its antithesis.

2. Recitative or choral subsections or partial subsections do not

include most of thie motivic material.

Example IV-6. List of phrases (Big Finale, Act I1I).

0.8
(ar p_ W b starts _oway %rmm fonic.
M ?;:&@? 1] i £ 30 ST e e e Wt B t -
S— bu i a4 '\'/ \l. 2 1 /{/; ey [ LSS \‘ LI ! -3
q ilo tns @ de—_ﬂs—-f)o:r 124 Cris du de-ses~ PO)T L*ro@;.c,v\
A . . i e
_#(VO\YALD\V\T;_O‘B Q") be a- by T e tgumr S
e TSt S T 7y 1 1 L | S I
N e e '
Y |\ W4 [] 1
i W V] - IVI 1) lVS . L4 hatl =
J 230, \
a2 Cond. of apera) bat
L) ?-Vl’ I °op ) |
M ottt poesr s s T —
3 il /4 1 3 i - & 77 o & & . 17 | B 1 1 1 I1 vl 1 5
~—— I o !_H T | I W

g a2 . 42 Wy, L
jﬁ;:% > t :_}o h'd;i:mq:? | T=:h-u=\ul% =+
=S R
g aux —_
) e \PP _ Qsaeno(:_vxg\r
) &t = —ceconds
- (j | y y * ' - » L]
D.épfo-re\-ua Dir-cé ¥ in vesponse: t\nt o’vqh-mhes is!
o
%Q. E)E_f%;l descen&((nc}
hi E\:}v I~ \,\{ :E Q—iluur‘u?‘;a
256
com binedio o{ %
& B orehsshra
d& A8 o | B /\:ha ?:‘ { L kdpd S
gF= ====: = —_ e i i L | 2o '
= JI U —— — ‘} i +—1 & ==

290



www.tsippi-fleischer.com

-5

| - T
\’ DR N - ') 3. i 1 1.
2 \ i i\ i1 L. pem— " = | i 1
)‘% &1 1S ) P bt £ 1
— 5 gl - © ¢ 11— s
29 '
d3 1
DI = +4 r_] A @hA) | N ~ .
' - a—— —a =R T o H? I ] y & X F_—#‘P—S_—f—
1 i ol L3 < 1 | i i 1 o1 i
1 [ | i 1 1 L) Aoef 1 1 | 4 1 1] | L 1 74 . i
— . e \"l 1 T ; \J N R | 1 bl 1
Jooaa3 23y
2
()‘r | 51'5 " = L I e
e e e e o o e >
jﬁrH r L1 Weow W B B BP0 E A l-): o - | I ) ) { &7 ]
N L] H ol — bt hed 1 sl nil =04 e ¥ O T T [N [ S
=g ' SR
(~ Choir es5pense
‘ i) el - LY -
=T T T LT b r ﬁ‘q\‘—r,,e'.r
g & U . . Copart o] cler
Tudt e T e e e e T e
U X7 ’_l/‘ A 00 O S | 7 o

e o r s o Wt e W ooy Mt i s oy e v o i S e R b

It is difficult to generalize about the subject of mood or
the style of singing when dealing with so extended a Finale with
long subsections, each of which features its heroes and its
particular atmosphere. The four phrases for Section A, with their
reappearances (a appears twice and d recurs in its first
variant, d1 - see the Timeline, p. 28% ), serve the various moods
reflected by the particular participants; the chorus is of
secondary importance only, complaining to the gods about -the
crime, and singing in simple chords. Medea’s forceful appearance
brings with it the first idea which appears twice for similar
expressions of hers, using the same verbal motive "Les cris®
(line 2) and "6 cris” (line 4). Phrase a is developed verbally
and musically - this can be seen by comparing measures 207 and
230: Medea starts out with "Cries of despair are reaching me"

(line 2), and continues with "Oh cries, sweeter to me than songs

of joy!” (line 4) (Ex. IV-7).
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Example IV-7. Medea®s vocal line, mm.230-8 (Big Finale, Act 111,

Scene 3I).
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Her mood is more arrogant here in mm.230-8, and her
brilliancy of timbre, including a high tessitura, involves sharp
melodic contours. In comparison to this mood of Medea’s,
expressed by stormy melodic contours downwards, ‘Jason®s
motive b in response, is made up of milder ascending contours,
starting with very gradual successive seconds (Ex. Iv-8).

Example IV-8. Jason’s vocal line, mm.242-6 (Big Finale, Act 111,
Scene 3).

Phase & in it MQ 50 Lo e 3
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Jason does not as yet comprehend what is transpiring in Medea®s
heart, where passionate love and terrible revenge are present at
one and the same time, and he radiates a calmer mood. His musical
sentence in motive b (Ex. IV-8), although containing a gradual

extension of the principal intervals of the contour, is effective
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first and foremost because of its successive seconds. Here Jason
sounds as if he is sincerely attempting to understand the far
more nervous mood of his wifey; this is the main impression he
evokes at this moment, even though he may be merely playing the

game of being unsuspicious of the impending tragedy.

However, Jason eventually bursts out, still at the end of
Big Section A& (phrase d), and this is the beginning of a
dramatic, much rougher and more irritable mode of expression
(motive d, m.265 onwards) (Ex. IV-9).

Example IV-9. Jason’s vocal line, mm.265-71 (Big Finale, Act III,
Scene 3).
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penetfate to the depths of Medea®s intentions. He cannot remain
apathetic any longer. The bold, ascending octave leap, at the
very beginning of this melody (Ex. IV-9), is the best evidence
of a sudden change in Jason®s mood, as he begins to realize the

approaching danger.

The ruling atmosphere in Medea’s recitative in Big Settion E
is again stormy, influenced by the inner conflict which she. is
trying to resolve. The recitative is full of melodic jumps which
are not a typical feature (usua;ly, there is a progression moving
in seconds). Following is one of the musical phrases in this
recitative of Medea®s (Ex. IV-10).

Example IV-10. Medea®s vocal line, mm.305-12 (Big Finale, Act
111, Scene 3).

Phrase d°
= (Do 3’0 .
(ﬂﬁsgs P i—;‘a f:. f. k 1t $ b?""\ . A;/hl\,“idr_ +
i e e e e :
S Eomeni- de Pré'cé-de-é moL Bu- me-hi-des Pr’e-Cé,— de,g moi
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Both line 9 "Eumenides, precede me"” and line 10, "Run, deliver my

victims to me” are repeated and give Medea the opportunity of

expressing her determination to commit the crime.

Jason 1is now featured in Big Sections C and D. #Assisted by
the chorus, he uses a rhetoric which is musically more symmet-
rical than Medea®s extremely tense manner of expression, brought

out by her strong emotional inner conflicts. His relatively

balanced manner of singing is marked by many repeated notes. Ex.

IV=11 illustrates the typically steady repetitions of notes in

phrases e and f. The words that accompany phrase e (line 19) are:

N
"Oh heaven! will vyou leave her crimes unpunished?"” (0 ciel!
laisseras—-tu ses forfaits impunis?” and the beginning words of
phrase f are: "Let us pursue the guilty woman” ("Poursuivons 1la
coupable”) (line 25).
xample IV-11. Vocal lines of Jason and chorus, mm.345-%, mm.3&69-
72 (Big Finale, Act 111, Scene 4).
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The vocal textural strength of the full chorus together with
Jagon in Big Sections C and D balances the moderate melodic

movement reflected in motives e and +.

Harmony is the main element for the creation of atmosphere
reflecting the intensification of the plot in Big Section E.
There are no basic innovations in terms of melodic motives until
the coda in F. But the differences between the various appearan—
ces of the characters are marked both by the richness of harmonic
progressions and the variety of dynamic values. The mutual villi-
fications between Medea and Jason, including longer solo sub-
sections of both (lines 40-5 for Jason, 46-55 for Medea), abound
in horrified reactions to the murder, and Medea’s warnings of the
terrible fate still in store for Jason. They both use recitative
styley the complex harmonic content of these recitatives is

"analyzed in detail further on (Text and Harmony,Ppa3m}5.

C. Melodic Contpurs, Highest Peaks and Underpoints

e s oo oy i a0t v o e i Sonen e e 0% OO S

The full picture of the list of phrases set graphically as a
list of melodic contours, again proves the richness of types of
linear movement. The melodic contours are drawn in Fig. IV-3, and

relate to the big formal sections.
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Figure IV-3.

graphically (Big Finale, Act I1I1).
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2 2 2
The highest peaks are on the high a-flat , a , b-flat , and
2
b for both Medea and Jason. Medea’s peaks appear earlier, in
Sections A and B, and Jason®s, as if in reply, only in Sections C

and D.

-~
ot

Medea®s highest peak b , appears in m.311, approximately in
the middle of her recitative and on a relatively long note (Ex.
IV-12), in a fortissimp call to the Eumenides to help her reach

her victims (line 17).

Example IV-12. Medea’s vocal line, mm.309-14 (Rig Finale, Act
111, Scene 3). '

- O q 3(é x [
';5 N - oS 'P. JKLFJ O —
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"Fumenides, precede me. FRun, deliver my victims to me", Medea

sings; the hysterical nuance of this sentence is that of the word
2

"précédez" and the highest peak appears on the Qh. The echoes of

this ‘desparate scream still reverberate in the many repetitions

of lines 17 and 18, until m.343, the starting point of Section C.

~r
L
tuite soon after, Jason reaches his long a in mm.353-4 (Ex.

iv-13). UOnce more, a crucial word, "Dieux", is sung by the hero
in great turmpil (line 21); Jason is searching frantically for
his children, and only the gnds'can help him.

Example IV-13. Jason®s vocal line, mm.353~5 (Big Finale, Act III,

Scene 4).
;zgﬂj)fig ~ - ___
G e i e
J Dieux Yen— afg smo'x’ ey &L le
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Jason®s shout stands out in the context of the the general
singing in the cowse of Section C. it has a long rhythmic value:
a half-note tied to a quarter-note above a background of many
guarter— and eighth-notes, followed by a big descending leap
above a steady dominant pedal point of the inner key G minor, the

subdominant of D minor (Ex. IV-14).

Example IV¥-14, FPeaks and underpoints for Medea, dJason and
orchestra (the whole Finale).
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The high vocal tessitura of both Medea and Jason is most evident
in contrast to the general range; the orchestral peaks and under-
points also help to emphasize the dramatic expression (see Ex.
Iv-21, p.308). The piccolo reaches over and over again to the
highest levels of pitch - g& and ﬁs. This summary shows that the
use of levels of pitch is related to harmony, rhythm and dynamics
as +far as playing a role in the development of musical drama
2

goes. Medea®s highest peaks repeat b over and over again, in

this way giving evidence of how demanding her vocal part is.

D. Text and Harmony

The harmonic lexicon of typical chords and progressions in
the Big Finale illustrates clearly Cherubini®s talent and his
obvious leaning towards the Romantic era in the field of harmony.
The following analytical discussion will first deal with four
different examples of the variety of chords and progressions to
be found (Exs. IV-15-21)3; next, long progressions out of Secfions
A and E will illustrate most interesting harmonic strategies
through which the musical drama.is served.

Example IV-15. Piano-vocal score, mm.199-207 (Big Finale, Act
111, Scene 3).
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The sentence (line 0) sung by tﬁe chorus in which the diminished
chord stands out so clearly, paints a picture of the vengeful
thunderbeolt envoked against Medea. It is a strong, literary
image, assisted by the prominent diminished seventh repeated

several times.
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Chromatic progressions are another basic ploy in the rich
harmonic array reflected in this Finale. The chorus plays an
important role in the opening section of the Finale. It continues
to converse with Medea, expressing the crowd’s horrified
impressions of the ongoing tragedy. When they realize what has
actually happened, and intending also to express their sympathy
at the fate of Dircea, there is a surprising chromatic
progression, transferring the whole tonal area from C—sharp minor
to E minor, allowing simultaneously a chromatic step down in the
bass line (Ex. IV-16). The piang dynamics serves the dramatic
atmosphere well.

Example IV-1&6. Harmonic outline, mm.222-30 (Big Finale, Act IID).
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The chromatic shift is one further step into the
Fomantic uwsage of harmonic progressions of which Cherubini is a
pioneer. In the following example (Ex. IV-17), Cherubini again
chooses a surprising textual utterance in the course of the
harmonic event. This musical illustration is taken from the end
of Medea®s recitative in Big Section B. Medea tries her best to
take courage for the committing of her crime. After mocking
Jason "Are you mourning Dircea?...Spare your long moanings...You
do not know yet how far my vengeance goes”, she attends to her-

self (line 9) "Eumenides, precede me” ("Eumenides, précédez{
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moi"). Suddenly then, in the frame of D major, Cherubini

introduces a second chord in mm.306-7, with a melodic outburst of
2

“

a broken triad going up to bh.

Example I¥-17. FPiano-vocal score and harmonic outline, mm.305-7
(Big Finale, Act 111, Scene 3.

1t is amazing how Cherubini requires a piano in this technically
difficult spot for the soprano (Medea). He then immediately moves
to fortissimo in m.308, when the tonal picture is again

clarified, on the tonic of D major.

The last detail in the harmonic inventory introduced here is
one special chord: the 1lowered iI?"irritating" the tonic (Ex. IV-
18).

Example IV-18. Fianoc-vocal score, mm.369-79 (Big Finale, Act II1I,
Scene 4).
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At this point in Big Section C, all cry out against Medea (lines
25, 27): "Let us pursue the guilty woman...Let her hateful blood
pay” ("Poursuivons la roupable...Rue son sang odieux expie”). The
crowd is angry, full of feelings of revenge, and prays for the
punishment of Medea. To emphasize the crowd®s anger, these verses
are repeated a few times. The seventh chord on the supertonic is
repeated simultaneously with the text, and in this way harmonic
recurrence of this exceptional chord disturbs the clear tonic
impression of B-flat major, in order to move away psychoj

2

logically from calmness or apathy: this woman must be pursued! At
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line 27 the B-flat chord becomes a dominant seventh and leads to
the subdominant (mm.378-9) in order to give more vitality to the

same dramatic—musical expression for the word "blood”.

Big Sections A and E are the strongest in terms of harmonic
activity, related +irst of all to the dramatic action of the
characters onstage. In these two sections there is a great deal
of movement of all the participants onstage, announcing the
imminent crime in Section A, and, in Section C, expressing in
their own way what is actually happening. The frightful, as yet
unknown, future, is tonicized by very complex inner tonal
progressions in Section A: B minor contains all these inner keys
within itself - F-sharp minor, C-sharp minor, E minor, D major, B
minor, E-flat major, C minor (see mm.190-282). After the plot
moves forward and the terrible events become known, Section E
with all its activity onstage, again introduces a rich tonal
picture, though somewhat less intense; the frame of B minor here
includes D minor and D major, with many interesting chromatic
progressions, finishing on D minor! (mm.413-470) . Ex. 1Iv-19
illustrates the interesting harmonic plan of Jason’s and Medea’s

recitatives in Section E.

Example IV-19. Harmonic progressions and melodic graph, mm.429-70
(Big Finale, Act IIID).
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The melodic skeleton of the vocal lines shows a very wild,
long, restless contour, in tefrms of tonal focus or consistency
(Ex. IVv-20).

Example IV-20. HMelodic graph (mm.429-70).
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The division into Big Sections A, B, C, D, E and F is
closely related to the unusual vocal complex, shown in the
Timeline, Fig. IV-2, p. 2%8. Yet this complex basically creates
the impression of the Big Finale as a single cnntinuity. The
short orchestral opening passages for Section C (mm.343-5), for E
(mm.412-3) and for F (mm.471-6), contribute greatly towards
establishing this impression of a single long continuity, even
though there is no shared motivic coonection, but only the

scoring for "light®” string ensemble for a few bars.

It is well worth taking note of a few examples of remarkable
orchestral complexity. The following discussion of three points
in the full score of this Finale demonstrates clearly that
ensemble and texture have a great influence on the creation of .

specific atmosphere.
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Example IV-21 reflects the complexity of orchestration in
the first big tutti as early as Big Section A. These measures
show the contrasting movement between the rapid rhythmic values

in the strings as against the steady values of the vocal lines.

Example IV-21. Full score, mm.256-9 (Big Finale, Act 11I, Scene
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After Jason sings his sympathetic sentence about Dircea
(line &) "Wretched Dircea, what then is your fate?" ("Déblorable
small ensemble of strings, Medea and the chorus burst out
strongly in m.256. This is an extremely stormy, assertive
entrance, with Medea’s spontaneous shout at Jdason, calling on the
powers of Nature (line 7) "Fall on the guilty woman, oh vengeful
thunderbolt!” ("Tombe sur la coupable, o foudre vengeresse!").
The nuance of her impulsive reaction is achieved by the immediate
torte—-piano changes, and the coherence of sound, by the combina-
tion of long whole- and half—-notes in the wind instruments and
the low strings, with rapid passages simultaneously in the high
strings. The chorus imitates Medea®s entrance, their lines

creating a balance between both strings and winds. Different

rhythmic patterns interplay, reflecting various moods.

In Section B, for Medea®s recitative included in the Finale,
see especially mm.283-96. Medea begins with a recitative-like
guestion in line 11 "Are you mourning your Dircea, oh perfidious
one!” ("Tu pleures ta Dircé, perfide!"},; and this relatively cool
type of expression is provided with a reasonably stable orches-
tral accompanying texture, with down—-beat chords in the big
ensemble. Then, when moving ovér to line 14, "You do not know yet
how far my vengeance goes” ("Tu ne sais point encor jusquou va
ma vengeance”), the full texture in steady gquarter—-notes makes a
forte statement in m.295. Line 15 brings a sudden psychological

shift: Medea’s inner self is trembling. The dramatic impact is;
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intensified by her crucial sentence: "WNo more weakness! No more
fear!” ("FPlus de faiblesse! plus d effroi!”). Suddenly she Iis
left with a pianissimo accompaninment of three staccato eighth-
notes plus an eighth-note rest in the violins and violas; she
sings her trembling sentence much guicker (Allegro Vivace in
m.297) and her innermost nature, at war with itself, is

immediately revealed. The surprising starkness of texture allows

Medea +to Ffocus the auwdience”s concentration onto her, 1in her
intimate moments with herself. Then, in the next line (16), her
dreadful decision ie evident: in line 15 she had encouraged
hersel¥ by means of her inner strength, and in line 17 she
already calle on the Eumenides to help her — in a strong forte
orchestrated in a tremendous tutti. The energetic impact of the
delicate but highly mobile texture for a few measures (297-302)
serves to illustrate Medea®s immense psychological drive. The
following tutti from m.303 creates another effect in reaction to
the previous one, much simpler and weaker from the psychological

aspect. Measure 30T afforde a strong reaction to the intimate,

intense drama in mm.297-I02.

Cherubini®s ability to create wonderful orchestral coherence
of sound is well—-illustrated in Ex. IV-22, showing a full
orchestral texture accompanying the singing of Jason and the
chorus in Section C.

Example IV-22. Full score, mm.364-70 (Big Finale, Act III, Scene
43,
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By extensive orchestral shadings and echoes, Cherubini achieves
the coherence which he aimed at in order to strengthen the
impression of the crowd in the street starting to realize what a
terrible thing Medea has done. The steady tonal bass serves as

counterpeoint to Jason®s words, "“0Oh, my dear Dircea!” and the

people calling to him "Oh fathef, wretched king!" accompanied by
a dense orchestral texture, also marked by rich inner counter-
points. Yet +the two groups contradict each other: against the
steady vocal down-beats of the choral texture ehphasizing lines
Z2I-4 (mentioned above), the orchestra introduces'these pstinati ;

units (cf. in mm.364-5) (Table IV-8).
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Table IV-8. Hasic rhythms of the various instruments, mm.Z364-70.

Pice .
20b-+2.0¢
Y Hovns 3
2 Fg J
T{IN\ P' o‘r.
g.
4
¥

Ve
s

the whole opera. Although pianissimo and fortissimo markings are
an exception in Cherubini®s musical language, they appear here
and reflect the high drama which Cherubini aimed to set to music.
the rhetoric of music and drama. In the field of dynamic changes,
there is a cresendo and a diminuendo, most concentrated in
Medea's recitative in Section B and less so already in Section C.
This table of dynamics, presented in Figure 1V-4, may well illus-
trate another Romantic element, in addition to the harmonic One.
The Storm and Stress atmosphere here is created partly by the
torce of intense drama and partly by Cherubini®s potential as a
305) are not as typical of him as they are of Beethoven, and
their presence here assists greatly in creating the impact of a
remarkable Finale. Medea‘’s recitative, mentioned before as
marking her most difficult conflict psychologically speaking, is
definitely reflected in the table of dynamics. Pianissimo still

rules, as seen in the table, and the fortissimo never returns

312



www.tsippi-fleischer.com

313



www.tsippi-fleischer.com

Delving into Rhythm

The lexicon of rhythms and rhythmical patterns used in the
Big Finale reflects the variety and richness of musical events
which highlight the intensity of the drama. Section A abounds in
long values such as a whole-note tied to a quarter—-note or to
another whole note, especially in the woodwinds, side by side
with running eighth-, sixteenth- and thirty-second-notes in the
violins which accompany the vocal lines. Section B (Medea’s reci-
tative) starts with the same balance of a relatively steady vocal
line accompanied by half- and quarter-notes in the woodwinds and
strings. Throughout this section there is an intensification of
the quarter-notes in the wind instruments, and eighteenth- and
sixteenth—-notes appear in the violin and cello when Medea reaches
her 1last 1line (18) "Run, deliver my victims to me” ("Courez,
livrez-moi les victims"). She is already supported by a very
vital, dense texture (Ex. IV-23). The ornamental thirty—-second-—
notes which precede the quarter-notes, add force to the great
tension which is increased by the intensive alternations between

the rapid, consistent changes of dynamics (forte-piano) make for

great drama.

Example IV-23. Full score, mm.333-8 (Big Finale, Act III,
Scene 4).
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The rhythmical subclimax is realized at the beginning of Section

C. Jason and the chorus converse simultaneously in simple

patterns of J and]] = 2 Y bl M with the background
M |

of the filler textures in .é’éy%tei (winds) and i. j. J ?

(low strings). But when Jason reaches his sentence (line 22) "Let

your goodness protect them" ("Que votre honte les protége"), the
same rhythmical patterns assert themselves by their instrumental
duplications (see Ex. IV-22). This strong coherence of contra-
puntal rhythmical patterns is maintained in the course of Scene 5

as well (Section D) although here the texture is 1lighter. The

syncopated pattern lv 'i l ‘% is prominent in the strings at

this point, accompanying Jdason®s and Neris’ singing.

Section E, containing the duet of Medea and Jason, 1is
remarkable for the short instrumental responses to the singers in
typical recitative style (Ex. IV-24).

Example 1IV-24. Full score, mm. 421-& (Big Finale, #Act 111,
Scene 6).
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But as the end of the opera approaches - at the close of Section
E and all through the coda = Section F, Cherubini emphasizes the

i
simple down-beat JJJl
4

the tutti, decorating it with some unusual patterns in the

for the massive body of

f1ute 7 pLHEH (Ex. 1v-25). The precision of the flute rhythm
and its high register, causes it to stand out in the tutti.

Example IV-25. Full score, mm.S506~20 (Big Finale, Act III, Scene
&) .
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On summing up the discussion of rhythm, there are three
additional points worth mentioning:

a. The dotted rhythm is less prominent in the Finale, in
comparison to its many appearances throughout the opera.

b. Another interesting exception is the figure y7ﬁ Fﬂ F?Tﬂ \ 2 ‘
in the first violins, appearing in Medea’s recitative (Section
B). This once more is a good example of high-register ornamenta-
tion to a tutti, where its very delicate and unusual rhythmical
nature is contrasted to the big body moving steadily in the
background.

c. In the discussion of Ensemble and Mood (pp. 307-11), mention
was made of rapid passages opposed to long rhythmical values -
for example, in order to illustrate the creation of a certain
balance or mood, mobility against static effect, etc. (see Ex.
IVv=-20). These important places need to be stressed once again,
in the context of the discussion of rhythm. There is no better
proof of the importance of interrelationships between the various
musical elements (sound and rhythm, texture and melody, etc.) for
the development of a remarkable finale, than Cherubini®s Finale
to Médée.

Growth Optione (Including Maps and Graphs)

As explained above, the complexity of musical elements and
their complementary effect is strongly felt, especially in soO
long a finale; this is the musical-dramatic scene which Cherubini
desires to imprint on the spectator®s mind as he leaves the operé

house. As a result, the Finale reflects the most wonderful rela-
318
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tionships between the musical eleménts, and there is a need for a
variety of illustrations (which are a result or summary of the
methode of analysis and illustration throughout the detailed
discussions in this thesis so far). We could claim that ‘every-
thing is involved with everything else® here, in terms of
analytical description and perception. For example, when speaking
about rhythms, we immediately recognize how these create the
density of texture (see pp.307—42 earlier), and the discussion on
mood and texture could not avoid some details concerning rhythm.
Then there is the boldness of harmony, immediately influencing
opur perception of Medea's most difficult psychological inner
conflicts, or the location of melodic peaks within a phrase or in
the framework of a whole musical section, or even the Finale as a
whole - as an important indicator of concinnity (LaRue’™s

remarkable term), in service of the plot®s climax/climaxes.

The one basic continuity is separated into sections, and
this sectionality, mainly constructed according to the appearance
of the characters, gives the analyst, reader or listener, a clear
orientation in this long Finale. For further insight, moving from
the element of form into Cherubini®s art of composition, a few
maps, schemes and graphs are provided, dealing with smaller

sections within the big continuity.

Example IV-26 facilitates the comparison between Big Sec-—
tions A and B, taking into account various musical components.
Fhrases and harmonies in correlation with dynamics for both
sections immediately highlight the differences in musical

density, without touching on the component of texture. Cherubini
319
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The picture reflected here is one of simultaneous progress
of the peaks and the rhythm of changes in dynamics. Fhrase c (and

d in its further realization in Section B) reaches its highest
b

peak b-flat and at the same time, moves rapidly in the circle of

forte-piano changes. This process reaches its utmost level of

dramatization in phrase d (realized, as mentioned above, in
2

piang changes become fortissimo-pianissimo, and there are also

concentrated forte-piano repetitions. At the same time, phrases
in Sections A& and B introduce rich harmonic progressions, as if
to announce the musical drama about to unfold in the Finale as a
whole; then, later, this harmonic tshock® is balanced by vital
melodic contours and dynamic curves, instead of by an increase in
the harmonic tension. 8till, so as preserve the relationship
between harmony and dynamics, important chromatic and enharmonic
deviatione occur in moments of low dynamics: see the chromatic

1
modulation in d played pianissimp, and the harmonic shift in

mm.306-7, creating the MNeapolitan sixth in a sudden piano
o ,
(between two fortes!) and on the high pitch b-flat !! This is a

very exciting moment involving Medea®s sentence "Eumenides,
précédez moit" (line 17) which was discussed earlier in this
chapter (Ex. IV-12, p.237) because of its importance. The b-flat

is held on a relatively long note ( dotted half-note) and as a

result, Medea’s distress is communicated very strongly.

Highest peaks should be examined, taking into account theid

appearance in the framework of the whole Finale. Example IV-2Z7
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is a concise sketch of the highest peaks of the vocal solo lines

throughout the Finale. The related text is of great importance in

an illustration such as this.

Example IV-27. Average pitches, highest peaks, related to text
for the whole Finale.
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The repeated pitches d and a are very average for Medea and

Jason throughout the Finales

the

tessitura,

it increases the dramatic tensiong

pver and over again.

Still,

listener who hears the most thrilling sentences set in
when the high b

near the beginning,

these repetitions exert pressure on

high
2

appears,

when Medea

A
sings line 4 "Oh cries, sweeter to me than songs of joy!" (O cris

plus

doux pour moi

gue des chants d allegresse!"),

her cruelty

2

-

is emphasized by a contour introducing the high b . and she again

sings a prominent b

b

325
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on the help of Eumenides (mm.311, 317, in her recitative in
Section B). This is the most exceptional moment in terms of our
discussion here, since only within this musical section is the
standard of pitch (marked in Ex. IV—-27 as “average pitch®) a
whole octave lower (!) than the highest peak. This explains even
better what a tremendous impact this highest peak makes on the

listener.

Example IV-28 (see the following page) provides an insight
into a specific harmonic phenomenon appearing in an unexpected
place - the subdominant compensation which is a regular strategy
of J.5. Bach®s, as towards the end of a fugue, or in the
development section in the sonata form. Here we find the sub-
dominant emphasis in Section C quite unexpectedly, in the big
through—-composed form of the Finale. The minorizations of the
tonic and subdominant create a strong emphasis on the subdominant
aréa. Throughout Sections A and B, Cherubini treats the enlarged
tonic with 1its inner keys. D major and B minor are the most
typical tonalities, "ornamented” by keys taken from the dominant
area (for example, F-sharp minor). On reaching Section C, he
decides to emphasize the subdominant area and remains for some
time in D minor, including its subdominant degree. By this method
Cherubini balances his whole tonal scheme (with its many tonic
areas throughout the Finale), complementing the dramatic role
where Jason forms the balance or antithesis to the strong,

central character of Medea.
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Example IV-28. Outline of voice and harmony, mm.338-61 (Big
Finale, Act 111, Scenes 3 and 4).
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Phrases e and f, representing Jason in Section C, will be
focused on in the coming two examples (IV-29, IV-30) for the
discussion of the Finale’s growth. The enlarged Maps of Stresses
for these phrases show delicate differences in the musical
expression of the same character -~ the‘secnndary one in this

opera - appearing successively in the same musical section.
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Example IV-30 involves a dilemma concerning the surface
rhythm which was solved by treating the three elements - Jdason,
the chorus and the orchestra - equally. FPhrase f concentrates all
three of these components equally and creates a remarkable
coherency of musical expression. This strength is felt in the
combined Duﬁcry of Jason and the chorus (lines 25, 26) "Let us
pursue the guilty woman. Take her life!™ ("Foursuivone la
coupable, arrachez-lui la vie”). This call accumulates power by
the repetitions of text and the re—appearances of the altered
supertonic in the syncopated rhythm. The harmonic constancy is
established by the repeated broken triads on the chord of E—-flat
-~ the rcombination of a broken triad and its prominent root -
making for a very stable impression of the tonic. The powerful
syncopation constitutes a clear, consistent antithesis to the

obvious, stable thesis.

THE ORCHESTRAL INTRODUCTION

Timeline

Figure I¥-5. Timeline: through—-composed $orm. (Orchestral intro-
duction, Act I11I1). Total 157 mm.
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Example IV-31. List of phrases marked in piano-vocal score, mm.l1-
&9 (orchestral introduction, Act T1I).
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musical scene is made up of bare instrumental entrances,
pianissimo dominates, and the tragic atmosphere is fully
established.

Example IV-32. Full score, mm.1-11 (beginning of orchestral
introduction to Act III}.

ACTE IIT.
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wne: yowrce guz tombe avec r@zi&)‘ef. Swr le croupe de la montagne, dens le:
Lﬁ%mQJEév&zMLéa@pk4&méZ@pw¢aewtammw@¢¢cﬁuﬁwvam¥&@%rzmwldw
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Discussion

Let wus point out certain important theatrical aspects of
this introduction. The curtain rises only in m.85 (!) at one of
the climaxes occurring at the beginning of Section Ej; shortly
thereafter, Neris and the children appear in m.%1, at the

diminuendo-pianissimo. Then Medea appears at the beginning of

Thunder ("tonnerre”) is indicated five times on the score:
mm.53~7 <(beginning of Section C), mm.&1-9 (which goes into
Section D), mm.85-90 (from the beginning of Section E), mm.121-9
(in Section F and overlapping with Section G), mm.133-8 (in
Section G). The thunder is mainly strong ("fort") and coordinated

with loud tuttis.

This through-composed form inlcudes three recurrences and
additional derivations +from the A Section that unify the

movement, as shown by the Timeline in Fig. IV-5 (pp. 331-2).

There are also repetitions of motives: motive ¢ is heard

from the first appearance of the upper neighbour tone (m.?é%%%%),
v

in spite of the meaningful change of timbre into the lower

register and into an harmonic function, immediately iﬁ the

following measure. The same thing happens in all the recurrences

of motive C.

This relatively long introduction +falls between an
instrumental prelude and a full overture, and needs to be
analyzed thoroughly. Right at the outset, the first surprising;

moments of the opening are already before us {(Ex. IV-32). The
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In the field of melody, the broken—-chord element dominates.
The last moments of the introduction again emulate the same
tragic, silent atmosphere of its very beginning, but Cherubini
prefers here the inverted +form of the same D minor chord to
start with. This is a purely melodic strategy. See mm.147-57 (the
closing moments of the introduction).

Example IV-33. Full score, mm. 147-57 (end of orchestral
introduction to Act III).
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The exhaustive use of motive a is another good example of
Cherubini’s ability, which resembles that of Beethoven, in the
field of thematic elaboration. The many occurrences of motive a
give evidence of considerable skill in this area: in mm.1, 12,
100, 109, 145, 14%. For one more illustration of variants of
motive a in this introductiog, and in addition to the last

3 2
example and the Timeline, see a (m.109), included in A (Ex. IV-
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I4). The development of the thematic material shows systematic

rhythmical diminutions, with many repetitions towards the final

climax.
Example IV-324, Fiano-vocal score, mm, 105-21 (orchestral
introduction to Act III).
1131:0'5'\ t— _&1 7 '
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o e e
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e 3 ¥3 33 ’ [ 7
44ni dalls Mootagas) ‘ b v gy e poco @ Q).QCO e—g MD <
e ssseses S ond Wore
< oD e
= apid
3
4«54 Tn0n
§ ol
P2

Each motive from a to g has its own typical character:
motive a has its slow broken triads, b responds by two qgquicker
units of a rising chromatic line, and ¢ emphasizes a melody which
features neighbour notes, by the use of the upper alternating
note. Each of these has already returned by m.23, where d
appears. Motive d is derived from motive a and serves as a quasi
T section, with an obvious modulatory function, moving from D
minor to B—flat major. When e appears for the first time, a need
has already been felt for some more action — and this need is
realized by the hurrying broken chorde with much fuller texture
and far louder dynamics (see mm.29 on, in the Timeline above).
The element which relates the two basic ideas of +triads and
melodic progression in seconds is the one of consistent inner
note repetitions. Motive £ brings onto the scene the brilliant
tiratas in thirty—-second notes in the first wviolin, with the"

;

tutti introducing dramatic shifts from fortissimo to piane. This
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makes for a total enlargement of the activity. Then motive g with

its recurring forte-piano syncopated arpeggios, as the last idea

to appear, creates the most intensive effect (Ex. IV-35). It is
important to note that the description of each motive and its
particular nature refers to the elements of sound (including
texture), harmony and rhythm. These will be discussed further on
in detail.

Example IV-35. Full score, mm.&5-9 (orchestral introduction to
Act I1I).
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When <etudying Cherubini®s +treatment of melody and the
through-composed form which basically evolves from the thematic
data, the harmonic plan becomes clarified immediately. In the
overall harmonic tonal scheme, we have before us once more the
third relationships area: Act II ended with a basic F major-F
minor ensemble section, and the introduction to Act I11 is in D
minor with its most prominent modulations to the keys of B-flat

major and F major and minor:

PASEIN Uy

§+¢\fro\ Cower /'

On a small scale, there are secondary keys related by half—notes
to the tonic and to the dominant: see the most dramatic motive g
area (Section D, mm.&5-81) which represente a deviation to D—-flat
major, E-flat major and A-flat major; thus it is that the
harmonic plan plays an essential role in the creation of drama at
this point. The use of the Neapolitan key is of great signifi-
cance. This is a well-known Eeethovenian phenomenon which also
exists in the language of Cherubini.

The most interesting progression maintained throughout
Sections AI—C—D will be illustrated below (Ex. IV-36). The first
occurrence of the Neapolitan tone (E-flat) takes place already in
motive d (mm.23-8), serving for the important modulation from D
minor to EBE-flat major; then the Neapolitan key (E-flat major

emerging out of D minor) is worked out extensively further on.
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Example IV-36. Harmonic progression indicated by figured bass,
mm.45-85 (orchestral introduction to Act IIID).
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wwm, Yo-3§

The MNeapolitan key does not leave the stage yet but recurs in
Section G and opens the way for the refreshing, last long tonic
of D minor. Measures 129-37 contain remarkable harmonies
including the Neapolitan E‘. From m.133 there is a strong pro-—
gression to the subdominant (Ex. IV-37):

Example IV-37. Harmonic progression indicated by figured bass,
mm. 133-5 (orchestral introduction to Act III}.
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Through the surprising chord LL!E} - the first grade is
majorized and only after a combining diminished-seventh chord on

c in the bass, mm.134; the innocent-seeming cadence is
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completed by an irregular elaboration of the subdominant |V G ,
m. 135, leading to the dominant pedal point in m.137 (see the
whole progression in the piano-vocal score below (Ex. IV-38).

Example Iv-38. Fiano-vocal sCOre, mm. 128-37 (orchestral
introduction to Act II1).

When touching on the element of sound, we reach the heart of
Cherubini®s success in heralding the Romantic era. A study of his
art of orchestration clarifies his desire to, and his success in;

creating solo instrumental and dramatic images by a transparent
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world of sound-images for the various instruments. This artistic
ability results in an extremely Romantic introductory section for
the whole of Act 111, holding the listener®s attention and
evoking an overall impression of a most tragic mood, painted by
the dark colours of the low-placed strings conversing with the
clarinets and bassoons. The dialogue is extended towards the
lower and higher ranges - by involving the celli, basses,
clarinets, oboes and flutes. This occurs during the first moments
of the section, mainly by the unison texture of doubling, which
makes for a mingling of colours and evokes a very special
airiness with an extremely small body of sound all in all.
Cherubini dares to require all these fragments to be played

IV-3%2 above).

Since this dramatic, tragic mood has been achieved so
successfully right at the beginning of the introduction, Cheru-~
bini is always able to return to it and to add other textural
approaches gradually. By means of the long silences of the
ppening phrases which serve the drama so well, and through the
slow, discreet character of these events at the very beginning,
he succeeds in making his statement, from which he will develop
the growth of musical expression throughout the introduc£ion.
Fantasia and Storm and Stress {see Ratner, Classic Music, pp.21,
24y are excellent terms for summarizing Cherubini®s language

throughout this introduction, reflected so well and in so

concentrated a form right at its very beginning.

Then he moves to an effect which tends to recall a short

musical event in the tutti-sole style, in order to evolve

gradually into a broader texture (see Section B, m.29 on). He
342
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also starts to use louder dynamics with quite rapid changes, yet
does not abandon the homophonic texture. In Section Ai we again
hear the well-—known b2 and c2 motives, played by a small chamber
ensemble which is, however, heavier than the extremely airy sound
of the very beginning. Sections C and D (motives ¥ and g) already

have the orchestral texture reaching its full tutti, involving

guicker and bigger interchanges of dynamics, from forte or

The tendency towards fuller orchestral sound, developing
gradually through the introduction, can be illustrated by both
appearances of f. These are the thirty—-second-notes of a rising
scale in the first violin (mm.53-64) with the relatively modest
accompaniment which consiste of half-note chords and rapid
descending scales in the bass, seen in Section C. Example IV-39.

Full score, mm.53-7 (orchestral introduction to Act III).

Example IV-39. Full score, mm.53~7 (orchestral introduction to

Act 111).
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1
Compare with this the same material when it reappears (f ) in

Section 6 (from m.129 on) (see Ex. IV-40 below), with the violins
rushing upwards in sixty—fourth—-notes in two voices, doubled by
the flutes, while the half-notes filling in - in the winds and in
the jower strings - also use units of FW'TW ‘:?TT-1 énd of
Ff=fﬁ for creating a stronger intensity. This is a very good
example of texture serving the development of musical drama.

Example IV-40. FullAscore, mm. 1336 (orchestral introduction to

aAct IID).
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Cherubini does not neglect the textural balance, after
reaching his first tutti in Section C. He returns to the tutti
effect in Section D and again achieves the full tutti in Section
E (m.85). The full texture becomes more condensed because of the
inner rhythmical patterns conversing with each other rapidly (see
the | FF5l units contradicting the basic melodic element,
consi;;ing of § and g motives, plus the tremendous variety of
rhythms acting in combination). ©Sections Az and F (stemming from
A) again return to the familiar small chamber-type of texture,
but the big climax from all aspects is achieved only in m.129, on
reaching Section G. This is the forte section of the introduc-—
tion, using the richest fl motive as well as some reminiscences
of motive g in the first violin, and involving the bold harmonic
progression with its Neapolitan connection (see Ex. IV-38).

_ The introduction ends with the last appearance of motive a
(ad in the Timeline), starting at m.149, with an inversion of the
triad, and again using discrete orchestration of conversing pairs
of instrumental unisons (see Ex. IV—SS); Cherubini wanted to
have this specially tragic mood at the end, and his return to
this same manner of Romantic rhetoric at the moments of departure
- right before the entrance of the Scene 1 of Act III - signifies
the importance of the symbolism for which these strategies exist.
The big through-composed form with its dark, mysterious atmos-
phere, leaves the licstener with a strong impression of Fantasy

and Storm effects, and emotionally prepared for the terrifying

gramatic events which are to follow.
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The world of rhythm in this introduction is an integral part
of what is happening as a whole. It always plays an important
roie in defining the nature of the themes as well as assisting in
the achievement of a stylistic coherence. There is a consistent,
gradual quickening of the rhythmic values in the motives them—
selves: motive a consists mainly of half-notes, b and ¢ mainly of
gquarter—-notes, d returns to the half-notes since it is based on
melodic material from motive a (but its development is a result
of harmonic modulation), e steadily introduces the groupings of
repeated eighth- and sixteenth-notes, f brings the rhythmic
thirty—second-note units with sixteenth-note accompaniment, and
the last motive, g, contains within itself thematic syncopation
and also a variety of eighth—, sixteenth- and thirty-second-
notes. The prominent forte arrives with e and reaches the

fortissimo level in f3; vyet the forte-piang fluctuations occur
most rapidly in motive g. The simultaneous progression of
rhythmic and dynamic values towards increased mobility, reveals
much about the concinnity which is extremely relevant for this
section. In addition to this organic process described above, the
contrasting voices always intensify the dramatic effect by
counter-rhythms and slight syncopations (see Ex. IV—-40). The
extreme case of quickening of rhythmic values is reflected in the
construction of motive a (m.109, Ex. IV=34): the original half-

note triads are decreased into units of quarter—-, eighth- and

sixteenth—-notes (see Ex. I1V-40),
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If, in the overture to Act I, Cherubini exhibited great
psychological and musical skill in introducing his characters in
new dimensions, (resembling Mozart in a way), and if, in the
introduction to Act 1I there was evidence of motivic inter-
relationships (resembling Beethoven in a way) and a development
of texture with intensity - here, in the relatively long intro-
duction to Act III, Cherubini®s language achieves another of its
climaxes: the creation of Romantic mood by all the means at his

disposal.

When the plot has already approached its most advanced
moments and the audience awaits the most crucial dramatic peaks
with corresponding intensity of emotion, the art of theatrical
expression penetrates with full dramatic power into the purely
orchestral genre. Cherubini succeeds in combining instrumental
timbre and harmonic resources in order to achieve one of his most
Romantic movements, without abandoning his art of motivic
elaboration and well-planned textural formation. He also exploits
the rhythmic and dynamic devices in very meaningful ways. As a
result, we find ourselves, while listening to this introduction,
deeply within the area of Romanticism. This then is Cherubini®s
important contribution to the genesis of the Romantic epoch. He
reaches his goal by means of instrumental music which serves the
drama; the opera as a whole abounds in the traces of burgeoning
Romanticism, presented in this introduction in a most compressed

manner.
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CONCLUSIDNS

This opera is important both musically and historically.
Musically, it displays high guality in every number. There is an
accumulation of tension through each act. Dramatically, we find
the closest possible relationship between music and text, moods

and the inner psychology of the main characters.

Historically, ﬂégég is more connected to the operatic and
stylistic developments of the 19th century than of the i8th
century. Among its most prominent 19th-century features are the
followings

a) The predominance of storm and stress values: the high tension
maintained through most of the opera, and the tragic struggle
between Good and Evil in the heart of its leading character,
Medea.

b) The sustained tension which is created by several special
stylistic traits, such as: the high tessitura of the vocal lines
pf Medea, Jason and Dircea; the more declamatory text-settings
the intensive continuity within the large ensembles and between
some of the numbers; and the expansion of tonal relationships,
featuring many third and remote key-relationships and

tonicizations.

Underlying and expressing the drama is the orchestra with
its complex textures, motives and rhythms; its masterly orches-
tration and refined treatment of dynamics. Not only is there a
brilliant and dramatic Overture that sets the mood for the entir%

opera, but orchestral introductions also occur before Acts II and
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111 that establish and anticipate the dark moods to follow.
Ferhaps most remarkable of these three symphonic movements is the
introduction to Act III with its basic through—composed form, its
powerful build-up to very complex textures, and its exploitation

- pf extreme orchestral sonorities.

Even though Cherubini®s ﬂégég is set in the 1late Classic
epoch, chronologically speaking betweeen Bluck®s Alceste and

Eeethoven®s Fidelio, in its musical language it takes flight
stylistically towards the middle of the 19th century. Undoubted-
ly, Cherubini®s ability to express the cathartic drama taking
place in Medea’s heart, led to his impressive pioneering

achievement within the development of the operatic style at the

mid-point between Monteverdi and Wagner and the late Yerdi.

we cannot but agree with Johannes Brahms who stated that
"this opera is regarded among ourselves as the summit of dramatic

music”.
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