INFORMATION TO USERS

The most advanced technology has been used to photo-
graph and reproduce this manuscript from the microfilm
master. UMI films the text directly from the original or
copy submitted. Thus, some thesis and dissertation copies
are in typewriter face, while others may be from any type
of computer printer.

The quality of this reproduction is dependent upon the
quality of the copy submitted. Broken or indistinct print,
colored or poor quality illustrations and photographs,
print bleedthrough, substandard margins, and improper
alignment can adversely affect reproduction.

In the unlikely event that the author did not send UMI a
complete manuscript and there are missing pages, these
will be noted. Also, if unauthorized copyright material
had to be removed, a note will indicate the deletion.

Oversize materials (e.g., maps, drawings, charts) are re-
produced by sectioning the original, beginning at the

upper left-hand corner and continuing from left toright in
equal sections with small overlaps. Each original is also
photographed in one exposure and is included in reduced
form at the back of the book. These are also available as
one exposure on a standard 35mm slide or as a 17" x 23"

black and white photographic print for an additional
charge.

Photographs included in the original manuscript have
been reproduced xerographically in this copy. Higher

quality 6” x 9” black and white photographic prints are
available for any photographs or illustrations appearing

in this copy for an additional charge. Contact UMI directly
to order.

Y r AY
LJ A\ 4
University Microfilms International
A Bell & Howell Information Company

300 North Zeeb Road, Ann Arbor, M1 48106-1346 USA
313/761-4700 800/521-0600






Order Number 13838758

Luigi Dallapiccola’s “Il Prigioniero”: A musico-dramatic analysis
of Scene IV

Howard, Jessica Harrison, M.M.

Rice University, 1989

Copyright ©1989 by Howard, Jessica Harrison. All rights reserved.

TT A & T
U-ivi-1
300 N. Zeecb Rd.
Ann Arbor, MI 48106






RICE UNIVERSITY

LUIGI DALLAPICCOLA'S IL PRIGIONIERO:
A MUSICO-DRAMATIC ANALYSIS OF SCENE IV

by
JESSICA H. HOWARD

A THESIS SUBMITTED
IN PARTIAL FULFILLMENT OF THE
REQUIREMENTS FOR THE DEGREE
MASTER OF MUSIC

APPROVED, IS COMMITTEE

2. .

Dr. George’Burt, Associate Professor of
Music, Shepherd School of Music

it S v W S

Dr. Marcia Citron, Associate Professor of
Music, Shepherd School of Music

Shost il

Dr. Ellsworth Milburn, Professor of
Music, Shepherd School of Music

Houston, Texas

April, 1989



Copyright
Jessica H. Howard
1989



ABSTRACT

LUIGI DALLAPICCOLA'S IL PRIGIONIERO:
A MUSICO-DRAMATIC ANALYSIS OF SCENE IV

JESSICA H. HOWARD

The purpose of this study is to illustrate several aspects of Dallapiccola'’s coherent
expressionism in Il Prigioniero by focusing upon his approach to symmetrical formal
structure in the drama; structural relationships in the twelve-tone sets themselves and in
their usage in Scene IV; and specifically how these sets are arranged to form distinct,
heirarchical tone-centers corresponding to those that characterize the tertian system. In
particular, the arch-form defines the drama in Scene IV as well as the drama of the opera as
a whole. Furthermore, the most fundamental level of a reductive level of analysis also
suggests an A B CB A structure with regard to the primary tone centers.

Dallapiccola’s attention to proportion and balance within such a form illustrates a clarity
of objective, upon which this study also focuses. The importance of the moral and
metaphysical issues proposed in his libretto leads to a greater understanding of the

composer as well as his other works.
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INTRODUCTION

A remarkable consistency in style and approach characterizes the works of Luigi
Dallapiccola, rendering his primary influences all-pervasive.

Specifically, Dallapiccola’s incorporation of the lyrical bel canto style remained a
compositional characteristic throughout his life. The consideration of melody in turn
attracted him to the twelve-tone system of writing,! in which a more rigorous sense of
structure and precision defined the vocal line. By gradually absorbing the twelve-tone
technique, Dallapiccola achieved a remarkable synthesis of deliberate, ordered construction
and lyrical sensitivity. At the time of Il Prigioniero (1944 - 1948), Dallapiccola had
completely adopted strict twelve-tone serialism into his style, in which his "skillful
manipulation of materials in terms of [this] . . . technique [did] not preclude beauty of
expression."2

Dallapiccola incorporated the twelve-tone style of composition with interest and ease,
enjoying the sense of ordered structure and proportion. His self-proclaimed "love of
precision” and attention to macrostructure and microstructure illuminate his view of the

aesthetic whole as one in which smaller gestures contain, in microcosm, aspects of larger

1 Ann Mayfield Basart, "The Twelve-tone Compositions of Luigi Dallapiccola” (M.A. diss.,
University of California, 1960), 1.

2 Abraham Skuisky, "Daiiapiccoia Feit impeiied to Introduce a New Romantic Era,” Musical
America LXIX 7 (May 1949): 40.
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gestures.3 The principle of interrelation contributes to the clear, coherent, and accessible
nature of his compositions.

Furthermore, these gestures often contain within themselves "principles of symmetry
and mirror imitation."4 A perfect example of such a pattern exists in I! Prigioniero: the
arch-form (ABCBA). Defined as "the most symmetrical of all musical structures,"> this
form contains one focal point (C) followed by a denouement, which corresponds to the
material preceding the moment of climax and its usage. Dallapiccola incorporated this
structure frequently, not only to coordinate set placement, the resulting "tone centers,” and
formal (sectional) ordering, but also to provide within each of these considerations a
"reference to what had gone before."6

In his operas Dallapiccola incorporated the dramatic element as well into his tightly
controlled, coherent construction, seeking to "relate and connect"” in every aspect. His
frequent use of symbolism illuminates a sensitivity to the libretto and its complexities” in
which dramatic and philosophical concerns relate to musical considerations, and vice versa.
As a result, formal analysis of the dramatic structure often corresponds directly to musical
organization, in this case the arch-form.

Further, Dallapiccola believed collaboration with a librettist would compromise the

composition's cohesiveness,® and as such wrote the libretto himself. His "choice of texts

3L uigi Dallapiccola, Dallapiccola on Opera, trans. Rudy Shackelford (Milan: Toccata Press), 156-
163, 231.

41bid., 23.

S5Basart, "The Twelve-tone Compositions of Luigi Dallapiccola,” 5.

61bid., 5.

7bid., 5. Debussy's sensitivity to prose influenced Dallapiccola. For more information, consult
Carol K. Baron, "The Composer as Poet: Meaning in the Music of Luigi Dallapiccola (1904 - 1975),"
Centerpoint 4 (Winter 1975-6): 37-44.

8Dallapiccola, Dallapiccola on Opera, 258.



3
was very personal” and deliberate, for he was an "autobiographical . . . [and] confessional

writer."? He considered the dramatic "message” all-important, and, like Ferruccio Busoni,
"let each work constitute a principle."10 That principle inextricably involved deeply
personal issues; in the case of Il Prigioniero, the quest for freedom.

In summary, it is likely that Dallapiccola's preoccupation with a sense of all-pervasive
structure functions as a means of clarifying his extremely personal "message” in the drama.
The greatest responsibility of this communication lies in the melodic line of the soloist.

The purpose of this study is to illuminate such musical structures and theif relationships
to the dramatic action in Dallapiccola’s Il Prigioniero in the following manner: 1)
examination of the dramatic action in the opera as a whole; 2) examination of the dramatic
action of Scene IV in particular; 3) examination of the twelve-tone sets and their usage in
Scene IV; and 4) assessment of the "tone centers” in Scene IV arising from those sets
through a reductive approach on varying structural levels. Tonal as well as philosophical
implications are considered as they pertain to the analysis in this important work.

9Carol K. Baron, "The Composer as Poet: Meaning in the Music of Luigi Dallaplccola (1904 -
1975)," Centerpoint 4 (Winter 1975-6): 38; and Dallapiccola, Dallapiccola on Opera, 14

10 uigi Dallapiccola, "On the Twelve-Note Road,” Music Survey 4 (October 1951): 322.



CHAPTERI
IMPRISONMENT AND LIBERATION

"The central idea of all [Dallapiccola's] works for the musical theatre is always the
same: the struggle of man against some force much stronger than he."11 Volo di Notte
(1937-9) told of an ill-fated struggle against the natural elements, as well as a partial victory
for the character Riviere. However, this "victory” does not change Riviere's sense of
burden, and, by extension, one does not feel Dallapiccola is less burdened at the conclusion
of this work. In Marsia (1942-3) the protagonist attempts a challenge against Apollo, and
is consequently vanquished--another inconclusive ending. Il Prigioniero (1944-8) clearly
defines Dallapiccola's sense of an unjust world, in which a prisoner struggles against the
Spanish Inquisition and in doing so is doomed to die. This struggle is more intimately
associated with religious issues in Job (1£50); however, this work's last-minute
repentance seems an inadequate answer to the overwhelming issues posed in the previous
operas. Finally, Ulisse (1960-8) portrays the ultimate struggle of man against himself as
he aspires to penetrate the mystery of the world.

Only in the final opera does Dallapiccola find a real sense of solution or conclusion, in
which he combines a sense of dying (from 1! Prigioniero) with a desire for God (from Job)
to form a positive view of a new life: "Thou hast made us for Thyself and our hearts are
restless until they find their rest in thee."12 Dallapiccola best defined this restlessness and

its source in Il Prigioniero by addressing political and social issues (which later formed the

1pallapiccola, Dallapiccola on Opera, 239.

12 quotation from Saint Augustine: 'Fecisti nos ad te et inquietum est cor nostrum, donec
requiescat in te,’ Confegsions, Book I, Chapter I.
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personal, private convictions in Ulisse). The issue of protest, though not identified as
particularly positive, establishes itself in this work and arguably exemplifies the human
spirit with greater verve than any of Dallapiccola's other works.

When asked "what the secret reasons [were] that had made [him] dwell for such a long
period of time on prisons and prisoners,"13 Dallapiccola answered: "psychology maintains
that the experiences of childhood and adolescence . . . influence the formation of the
personality, particularly the personality of the artist."14 Specifically, the fact that
Dallapiccola's family was exiled for twenty months in Graz in 1917 left unmistakable scars
on the thirteen-year-old boy. These feelings intensified with the political activities
preceding and during the second World War, particularly Mussolini's fascist edicts in
1938, his Ethiopian campaign, the Spanish Civil War, and finally the German occupation
of Florence. With each event Dallapiccola felt "the world of . . . carefree serenity clos[ing]
. . without the possibility of return . . . [He] had to [communicate his] growing concern
about the predicaments of modern man"!5 as determined by oppressive forces, and "only
through music could [he] vent [his] indignation"16 with those forces.

In 1938 he began to work on Canti di Prigionia as a "realizable form of protest against
the racist measures"17 posed in Mussolini's "Race Manifesto." Dallapiccola later expanded
this idea in Il Prigioniero by using Victor Hugo's La Rose de I'Infante from La Légende

des Siecles (1859). ("The idea of Philip II as a threat hovering over mankind {was] fixed

13pallapiccola, Dallapiccola on Opera, 36.
141bid., 37.

151bid., 157-9.

161bid., 45.

17 Arnoldo Mondadori, ed., The Simons and Schuster Book of the Opera (New York: Simon and
Schuster, 1977), 457.
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in [Dallapiccola’s] mind"1® ever since it was related to him in his childhood.) Another
primary source for this opera's plot, Comte de Villiers de L'Isle-Adam's La Torture par
L’Esperance (Torture through Hope) 1883, also provoked'the image of Philip II, cruel and
menacing, as did Charles de Coster's Légende d'Ulenspiegel et de Lamme Goedzac. Due
to the fact that this dictator became associated with Hitler in Dallapiccola’s mind, he
impersonalized and extended the characters (the Grand Inquisitor Pedro Arbuez d'Espila
and the prisoner Rabbi Aser Abarbanel) in order that the opera would be contemporarily
applicable.19 Further, Dallapiccola's sense of a singular, universal prisoner unjustly
imprisoned, one "who .. struggles and believes,"20 illuminates the fact that this opera was
intended not only "as an act of homage to the resistance against the Nazi regime, [but also]

as a denunciation of all dictatorships,"2! regardless of time or place.

18patlapiccola, Dallapiccola on Opera, 44,
19Basart, "The Twelve-tone Compositions of Luigi Dallapiccola,” 2.

201bid., 46.

21Mondadori, The Simons and Schuster Book of the Opera, 457.



CHAPTER II
PLOT

The dramatic action in I/ Prigioniero consists of a prologue and four scenes, each in
different surroundings and incorporating extreme emotional states of being.

The prologue is the only portion of the opera in which the Prisoner does not play a part.
Instead, his mother's white face appears against a black background, expressing her
forebodings by relating a recurring nightmare in which Phillip II of Saragossa approaches
her, gradually being transformed into a menacing symbol of death.

Scene I contains a choral intermezzo, at which time the Prisoner lies on his pallet with
his mother beside him in a cell in the dungeons of the Inquisition in Saragossa. After
relating some of his horrible tortures, he tells her how his Jailer has given him hope by
calling him "my brother." She departs upon the Jailer's entrance, marking the end of this
scene.

The Jailer dominates Scene II, the longest scene, by continuing to call the Prisoner "my
brother" and trying to convince him that his liberation is imminent due to the Beggar
Army's revolutionary activities, particularly a recent revolt in Flanders, With increasing
fervor, the Jailer predicts a recent end to the Inquisition, finally arousing in the deflated
Prisoner real, fresh hope. When the Jailer leaves, the Prisoner notices that the door has
been left slightly ajar, and escapes into a long corridor.

Scene III occurs beneath the dungeons, in which the Prisoner agonizingly drags
himself along the passageway. A Fra Redemptor (torturer) and two other priests pass by
and thankfully do not notice him. A second choral intermezzo occurs, this time with

incredible strength and vigor, as the Prisoner approaches liberation.
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The Prisoner finally reaches his long-desired state of freedom at the start of Scene IV,

in a big garden underneath a starry sky. In his elation at being in the open air the prisoner
flings his arms out, only to have the embrace returned by the Great Inquisitor, his Jailer.
The Prisoner then realizes that he has been subjected to the most terrible torture of all: that
of false hope. He allows himself to be led to the pyre, murmuring the word "Liberty?",
almost to himself.22

The shape of the music is generally formed by the dramatic action. For example, the
two choral intermezzi "are built from almost identical musical material,"23 and correspond
to one another in framing Scene II, the turning point in which the Prisoner gains hope and
acts upon it. Also, this scene is musically the most complex, as it requires a complex
argument to arouse within the Prisoner enough hope to attempt the doomed escape. The
Prologue corresponds to Scene IV in length and in satisfying a sense of overall balanced

structure::

Prologue Scenel Scenell Scenelll ScenelIV
A B C B A%

Musically, however, Scene IV does not correspond closely to the Prologue, but instead
contains elements from many sections of the opera, incorporating fragments from the
choral intermezzi and primary motives distinctly associated with prior dramatic action. In
fact, this scene's structure consists of the ABCBA arch-form, and as such it can be seen to

represent the symmetry of the entire opera in microcosm. However, any further

22Mondadori, The Simon and Schuster Book of the Opera, 457.

23Basart, "The Twelve-tone Compositions of Luigi Dallapiccola,” 8-9.

Abid,
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correspondence between the whole of Il Prigioniero and its Scene IV, while certainly

possible, is not addressed within the scope of this study.

Scene IV contains sharp, distinct dramatic moments (similar to the individual scenes in

the opera) which are strongly supported by the music. They are separated into sections and

referred to in the following analysis as follows:

III.

MEASURES:
PLOT:

THE PRISONER:

MUSIC:

MEASURES:
PLOT:

THE PRISONER:

MUSIC:

MEASURES:
PLOT:

THE PRISONER:

MUSIC:

MEASURES:
PLOT:

THE PRISONER:

MUSIC:

25psalm 50.

860-64

The Prisoner rushes on stage, a garden.
"Alleluja! Alleluja!”

Piu animato, fff.

865-76

He looks around amazed.

"Such freshness and such beauty. At last I'm free!
My hope was not, then a vain one, my hope was not,
then, a vain one."

Quasi lento; contemplativo, ppp. Chorus.25

877-83

----same----

"The starlight! The Heavens! This will be my
salvation. . .- I'll flee across the meadows, and shall
be already at sunrise high in the mountains."

Piu lento, pp. Chorus.

884-98

He approaches the cedar in the center of the stage,
flings open his arms in his gesture of love for all
humanity and in elation of his new-found liberty.
"Ah, the fragrance of cedars. Atlast I'm free.
Allelujai Ah! Allelujal”

Movendo - piu animato, ff. Chorus.
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MEASURES:
PLOT:

GREAT INQ:

MUSIC:

MEASURES:
PLOT:

THE PRISONER:

MUSIC:

II. MEASURES:

PLOT:

GREAT INQ:

TLIT DDTONAANTDD.
ALALY L ANAODN\SLNASAN,

MUSIC:

VII. MEASURES:

PLOT:

GREAT INQ:

THE PRISONER:

MUSIC:

10

899-905

Two enormous arms, half-hidden by the lowest
branches, reach out and clasp him: It is the Great
Inquisitor, who gently reproves him for having tried
to escape his just punishment.

"My brother, upon the threshold of your own
salvation, why should you be ungrateful, and want
to leave us?"

Rubato, ppp.

906-930

The Great Inquisitor opens his arms. With
realization the Prisoner moves suddenly. He
understands that he has been subjected to the ultimate
torture: the illusion of freedom. A ruddy light
appears at the rear of the scene. The Prisoner turns,
terrified, and realizes there is a stake for him.

"Ah, now the light dawns! Now I see! Now I see!
It is hoping which is the final torture of all I have
suffered, the most maddening -The stake!"
Movendo, fff.

921-934

The Prisoner gazes upwards in questioning. The
Inquisitor takes the Prisoner by the hand and moves
him a few steps.

"Have courage. Come now."

HT St O
LAY

Molto lento, dolcissimo. Double Chorus.

935-940

The Inquisitor again takes the Prisoner by the hand,
who allows himself to be led to the stake, laughing
like 2a madman and repeatedly uttering the word
"Liberty", questioningly.

"My brother. Do come now."

"Limrty?"

Poco a poco rallentando, pp. Chorus.26

281 uigi Dallapiccola, II Prigioniero, libretto by Pietro Scarpini, English trans. by Harold Heiberg

(Milan: Suvini Zerboni, 1976).
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CHAPTER I
TWELVE-TONE SETS

"Is the twelve-tone system a language or a technique? To my way of thinking, it is
even a state of mind."27 Dallapiccola's words on Viennese dodecaphony reflect his ability
to convey the "deepest personal experience by absorbing serialism unnaffectedly into his
style,"?8 refuting the "widely held belief that the twelve-tone method of composing is an
entirely mechanical and cerebral activity, incompatible with spontaneous feeling or
inspiration."2% Although I! Prigioniero was written entirely within the twelve-tone system,
Dallapiccola's sophisticated pitch relationships within that system illuminate aspects of
tonality through music that reflects emotional qualities and incorporates leitmotifs: "I had
dealt with . . . twelve-tone music, [and] I was able to write in regular tonality."30

It follows that Dallapiccola does not incorporate "Schoenberg's super-saturated or post-
Wagnerian chromaticism,” which implies completely non-tonal organization and the loss of
tone center. Though his early works are primarily diatonic (a "dissonant modal style,
influenced by the neo-classicism of his contemporaries,"”), in the 1940s twelve-tone

elements were added, resulting in "a rather curious juxtaposition of diatonic and chromatic

27Raron, "The Composer as Poet: Meaning In the Music of Luigi Dallapiccola (1904-1975)," 40.

28Noel J. B. Nickson, "A Twentieth Century Revival: A Brief Introduction to Some Aspects of
the Rise of Modem Italian Music,"” Miscell Musicologica, March 1967, 15.

291 uigi Dallapiccola, Dallipiccola on Opera, 25.

30mbid., 25.
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musical ideas,"3! in which details of personal style were revealed beyond the mere adoption
of sets.

As in Quaderno Musicale di Annalibera, Dallapiccola uses one twelve-note set as a
basis for Il Prigioniero.32 Being "the first sufficiently clear musical idea, [it] generated the
aria in three stanzas . . . at the centre of the opera [Scene II], [in which Dallapiccola]
immediately perceived many possibilities for transformation."33 The principal series is as
follows:

LIBERTY SET
C-D--F--Ab--Bb--Db-—-Eb-Gh--A--B--E -G
M2 m3 m3 M2 m3 M2 m3 m3 M2 P4 m3

The set is composed essentially of thirds, and notes 5 - 9 are an exact transposition of
notes O - 4, up a half step. The intervallic structure creates close-knit groups of notes,
resulting in a series that "permits subtle tonal suggestions in vertical ordering."34

Dallapiccola did not compose twelve-tone sets on an abstract musical level only, and
studies have shown the likelihood of their symbolic function within the drama.35 In this
case, the primary series is associated with the Prisoner's longing for freedom, and labelled

"Liberty". As one won it nervades Scene TV at crucial moments; for exam

"
21 - —— 2 - - S WA WAL LAAMSALANAAGD Y ANSA Vl\“ll‘t}

31Basart, "The Twelve-tone Compositions of Luigi Dallapiccola," 1-2.

3250hn Stephen Buccheri, "An Approach to Twelve-Tone Music: Articulation of Serial Pitch
Units in Piano Works of Schoenberg, Webern, Krenek, Dallapiccola, and Rochberg"(Ph.D. diss.,
University of Rochester, 1975), 191.

33pallapiccola, Dallapiccola on Opera, S5.
34gffie B, Carlson, A Bio-Bibliographical Dictionary of Twelve-tone and Serial Com posers (New

Jersey: 1970), 25-6.

35The scope of this study does not include a precise musical analysis of Scenes I-III of 7!
Prigioniero, which would be necessary in order to accurately determine symbollic references in the twelve-
tone sets. For more information , consult Basart, "The Twelve-tone Compositions of Luigi Dallapiccola,”
20.
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Liberty statements in measures 860 and 890 serve to "frame" the Prisoner's only moments
of freedom. (See Chapter V, SectionIV.)

"Permutation of the [principal] set. . . [provides a] source of continuous variation"36 in
the opera, resulting in two related sets of essentially the same importance: one associated
with the Grand Inquisitor and one associated with the Prisoner as he prays. Labelled
"Fratello” and "Prayer" respectively, each remains distinct and contains its own variant

set(s).

FRATELLO SET
Fe-E--C#--B--D--D#--F#f-- G -- A## --G# - A -- C

The Fratello series is characterized by two minor triads (B - D - F#, C - D# - G) and
two melodic motives (F - E - C#, G# - A - A#). Due to the nature of the Grand Inquisitor,
"the two minor triads' equivocal nature in this [dodecaphonic] context . . . admirably
express the hypocritical gentieness of the Jailer, who turns out to be the Grand
Inquisitor."37 The melodic motives are not only extremely distinctive, but provide for
ample reference to this series with subtle fragment statements, as shown in the last few

measures of the opera. (See Chapter V, Section VIIL.)

HOPE SET
A-Bt-B--C--A--D--DV--G -~ Eb--E -- Gb - F

36Carlson, A Bio-Bibliographical Dictionary of Twelve-tone and Serial Composers, 25-6.

37Roman Vlad, Luigi Dallapiccola (Milan: Suvini Z=rboni, 1957), 37.
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The Great Inquisitor's Fratello set generates a new set which can be associated with the
Prisoner's hope (labelled "Hope"), therefore implying in its very construction the falseness
of that hope. In other words, its connection with the set characterizing the hypocritical
jailer suggests its inherent falseness. The Hope series exhibits strong voice-leading
tendencies towards the final note in the series, and is the only set other than Liberty that is

used in its entirety by both the Prisoner and the Great Inquisitor in Scene IV.

PRAYER SET
A# --C# -E--A--G--C--B - F - F# -- D - D# -- G#

The most disjunct series in this piece, the Prayer set contains many leaps, including
tritones and perfect fifths (or fourths) which are occasionally superimposed to form chords
(measure 1). This set generates two additional variant rows: one used primarily by the
chorus, labelled "Choral Material,” and one associated with the Prisoner's escape, labelled

"Escape," both of which are used extensively by the orchestra and chorus in this scene.

CHORAL MATERIAL
E--G-A-Bb--C--DV—-Eb--B--Ah--Gh--F --D

ESCAPE
C#~E-A-G--A#-C--B--G# --F# - F--D# - D

The real similarities and differences between these sets become clear upon examination
of their source sets, divided as hexachords and tetrachords. (See Graph 1.) Although only
the Liberty source set contains both hexachords A and B, the Prayer, Escape, and Choral

Material source sets incorporate hexachord B (following their own hexachord D);
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furthermore, tetrachord x is used in all six sets, though in varying degrees: tetrachord x is

used three times to form the Hope source set, whereas Prayer, Escape, and Choral Material
all incorporate tetrachords y, X, and z, in that order.

Of all these sets, only the Fratello/Hope source set is semi-combinatorial. The intervals
in the first hexachord (C) are duplicated exactly in the second hexachord at the tritone. The
only variance between these two source sets is in the order of the two hexachords, one
being the retrograde of the other (Fratello: C, Cr; Hope: Cr, C).

In short, then, the three source sets are all related to each other via one tetrachord, x: 1)
Liberty; 2)Fratello/Hope; 3) Prayer/Choral Material/ Escape.

Dallapiccola uses these sets in varying ways, but always exhibits the "Italian love for a
lyrical vocal line."38 In Scene IV the Prisoner and the Great Inquisitor intensify the
expressiveness of each fully stated set by alternating mainly between arioso and
declamatory recitative with "a lyrical quality that is always close to the surface”, and it
seems the "rows . . . tend to accept the voice as an influence in forming it."39

The common principles of transposition, retrograde, inversion, and retrograde
inversion are used rather frequently, though "the occurrence of a particular form of a set is
always governed by such musical considerations as the shape of the melodic line, or the
desired return to a certain pitch level."40 A good example would be the Great Inquisitor's
entrance in Scene IV, in which his distinctive Fratello motive begins on B, corresponding
directly to this motive's earlier pitch level in the opera. This reference heightens the
dramatic effect of the Prisoner's capture, as the Grand Inquisitor acted as the "supportive”

Jailer prior to Scene I'V.

38Carlson, A Bio-Bibliographical Dictionary of Twelve-tone and Serial Composers, 25-6.

39Nickson, "A Twentieth Century Revivial: A Brief Introduction to Some Aspects of the Rise of
Modern Iialian Music,” 16.

40Basart, "The Twelve-tone Compositions of Luigi Dallapiccola,"23-4.
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The tonal aspect of Dallapiccola's twelve-tone style in this opera relates directly to the

intervals he has chosen in these sets. For instance, the triads within sets often form tertian
chords which are treated homophonically and which form a triadic and diatonic "layer" at
moments of serenity or equilibrium. Also, perfect fourths and fifths are enhanced via
rhythm or articulation in stable or directional passages. In contrast, moments of tension or
intense drama contain heavily accented tetrachords containing major sevenths and major
ninths.4!

The importance of structure in Dallapiccola's style becomes obvious when analyzing
his choice and placement of sets in this scene. The symmetrical arrangements of the
complete set statements illustrate once again his intrigue with the "principles of symmetry
and mirror imitation."42 (See Appendix 1) This sense of order and form also influences his
treatment of set fragments throughout this scene, causing partitioned adjacencies to function
motivically. (See Chapter V.)

In conclusion, a distinctively pre-twentieth century concept of dissonance and
conscnance pervades Dallapiccola'’s twelve-tone composition in this opera, as well as an

intense sensitivity to the bel canto singing style and an awareness of symmetrical form.

41H, Nathan, "The Twelve-tone Compositions of Luigi Dallapiccola,” Music Ouarterly XLIV
(1958): 289.

42Dallapiccola, Dallapiccola on Opera, 23.
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CHAPTER IV
SCENE IV: ANALYSIS BY SECTION

Section I: First Exclamation

Measures 860 through 864 designate the first distinct "section” of Scene IV. The
Prisoner, rushing out onto the stage (a large garden), having just escaped from the prison
and overwhelmed by his newfound freedom, utters two cries of "Alleluja!” before
contemplating this situation as a new reality. The delayed intellectual response clearly
defines a new section in measure 865 (Section II), complete with radically different tempo
markings, dynamic markings and accompaniment.

The first five measures, then, represent the prisoner's immediate emotional response to
the joy of freedom, illustrated by the dramatic, expansive vocal line, in which the first
"Alleluja!" spans the interval of a minor seventh, and the second a major ninth -- a total
range of a major thirteenth. The vocal line begins on B-flat, arches upwards through A-flat
and G, then descends rather quickly to F. The B-flat, A-flat, G and F indicate momentary
"tone centers” and serve to emphasize the primary structure, in linear reductive terms, of
the two vocal phrases in this section:

B-flat -- A-flat—-G --F
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Rhythmic characteristics of the vocal line support this interpretation. The voice's only
triplet pattern in this section emphasizes the initial B-flat (m. 860), significant also as the
prisoner’s first note out of prison, which serves to gather momentum in a metrically
undeterminable measure. Also, the dotted quarter note - eighth note - whole note pattern
shared by the two statements of "Alleluja!” brings a sense of definition to the notes A-flat

and F at the end of each phrase.

The accompaniment, another matter entirely, consists wholly of marcato, pounding
chords juxtaposed against the prisoner's vocal line. Containing more strength but less

direction, these chords convey a brutality for the dramatic action over which this line

1w H 1 1 Th + AN - Sen oba
oblivionsly sails (stating in full th rty set). The chords present all six notes in the

[

whole-tone scale, arranged in tetrachords (see graph 3):
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The first three tetrachords comprise two statements of the same whole-tone grouping [C
- D - E - F-sharp - G-sharp - A-sharp]; the second three tetrachords (and their succeeding
repetitions in 864) comprise two statements of the remaining whole-tone grouping [C-sharp
-D-sharp-F-G-A-Bl

On the whole, the final , A/E-flat/B/F, due to its repetition, is perhaps the most
significant chord in this section, particularly the B in its octave relationship to the initial
notes of both "Alleluja!" statements in the vocal line.

GRAPH 4
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Dallapiccola's utilization of the twelve chromatic tones arranged as two whole-tone

groupings iliuminates an inirinsic, recurring phenomenon throughout Scene IV: the
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interval of the tritone. Tritones characterize the whole-tone scale, containing the three
(pitch) dyads for all six notes, and the tetrachordal statements in this section present the
whole-tone scale in three chords of two tritones each, those two tritones being a whole tone
apart.

GRAPH 5
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Known as the diabolus in musica, the tritone alone is a very distinctive and perhaps
dissonant interval, depending on the context, but the marcato statements of two
simultaneous tritones at fff undoubtedly supports an important dramatic moment, in this
case the prisoner's exultation at his long-awaited freedom. It is possible, however, that the
intensity of thig initial passa

initial nassage can be a alcene

can be attibuted maore to the falseness (proven later) of this
freedom than to the prisoner's celebration of freedom itself. While the accompaniment
communicates the truth in tritones, the Prisoner, in delusion, simultaneously sings the set
associated with liberty.

In summary, the orchestra in this section emphasizes the interval of the tritone within
the orientation of the whole-tone scale, and the vocal line outlines the interval B-flat to F (a
perfect fifth), or B to F (another tritone). The perfect fifth implies tertian harmony, and the

tritone, particularly if in close proximity to the perfect fifth, can be associated with a
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"resolution"” to that perfect fifth.43 This concept of resolution, or lack thereof, is central to

the opera in both the drama and music, and further exemplified in the following material.

43Due to Daliapiccola's obvious references 10 tertian harmony throughout Scene IV, it is beneficial
to consider the repeated tritone and perfect fifth/fourth in "traditional” terms.



235

Section II: Freedom (I)

This section begins Dallapiccola's more characteristic compositional techniques in the
remaining sections in Scene IV. Divided into two subsections of approximately the sams
length, "A" from mm. 8§65 through 871 and "B" from mm. 872 through 876, this sectior:
overall portrays the Prisoner's sensitivity in breathless expressions of a quieter, more
contemplative joy of liberty. Marked lento, contemplativo, espressivo, and pp, both
subsections incorporate a small choir of six sopranos and six altos singing "Domine" softly
in accompaniment. The Prisoner's vocal line, however, distinguishes the subsections: in
subsection A he sings short, three- to four-note phrases characterized by tritone leaps and
syncopation, whereas in subsection B his line becomes immediately more sustained,
smooth, lyrical, and stepwise.

After Section I, the Prisoner's vocal line does not enter until almost three measures of
an orchestral passage defining the new mood occur, at which time the voice enters on E and
leaps a tritone to B-flat (repeated). As in the beginning of Section I, a triplet pattern of the
same duration characterizes the opening line, as well as the consecutive motive (another
tritone leap, from E-flat (repeated) to A). However, unlike Section I these two rhythmic
motives are distinctly syncopated against the well-established quarter-note pulse in the
orchestra and do not begin on the downbeat, resulting in a different note receiving the
primary emphasis. The first tritone begins on the last third of the half-note pulse, placing
the downbeat on the second note, B-flat, made even more significant in its repetition. The
second tritone begins on the second third of the beat, placing beat one on the third note, A,
The third tritone leap, composed of two tritones spanning an octave (D (repeated) to A-flat
to D), concludes this subsection in three eighth-notes followed by a quarter note, serving to

drive the momentum of these short motives forward into subsection B, which begins on D.
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This final motive not only propels subsection A into B rhythmically, but launches us
towards D as a tone center. Thus, primary tonal center movement in subsection A can be
expressed as:
B-flat-- A--D --
with D serving a common tone function into subsection B.

The Prisoner's vocal line in subsection B (m. 872) changes character and, beginning on
D, moves by half-steps to A, incorporating many innocuous repetitions and stepwise
movements, with the exception of the leap from B to D-sharp immediately prior to landing
on A. This leap makes the inevitable descent to A a more abrupt affair, particularly since
there is no A-sharp in the otherwise perfect chromatic descent, and serves to call attention
to the A despite the descrescendo and slowing of tempo. In retrospect, then, the D tonal
center seems to be significant yet transitory in the travel from the B-flat (m. 868) -- A --
{D} -- A.
GRAPH 6
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However, it is in the accompaniment (orchestra and choir) that one sees the importance
of sequential patterns in Dallapiccola's twelve-tone imitative technique of composition, in
which this polyphony acts as a texture wherein interesting relationships within the tertiary

system of organization are explored. To begin, in each measure of subsection A quarter-
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note patterns of six notes (equalling one measure in 3/2 time), each in alternating ascending
and descending orders, establish the pulse and quiet turbulence that characterizes this
section.

GRAPH 7
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This subsection's six-note patterns are all fragments from the Escape set in this order:

Xt - X--xi-X - xi - xi
1-10 P9 110 P9 I-10 I7

i/I= Inversion X= Escape Set
P =Prime

Obviously there is a distinct pattern as well as a breaking up of that pattern at the end of
the subsection (m. 870), confirmed by the fact that in subsection B the two remaining
Escape six-note fragments, P-6 and P-3, overlap rhythmically and are not distinctly ordered
as far as the particular set.

In the higher register and more softly, the violins state sequences of dotted half-notes in
octaves (two per measure), alternating between the intervals of a tritone and perfect fifth
consecutively, at times doubling notes from the (six-note) fragment patterns in the middle

register. The perfect fifths in close proximity to the tritones recur throughout this section






