LAURA "WATSONW

Ireland in the Musical Imagination of Third
Republic France

This chapter will examine images of Ireland as evoked in the music of the
Third Republic in France with parrticular focus on the 192 4 producrion of
Henri Rabaud’s Fidppel de fa 7zer, addressing its librerro, score, and recep-
tion history. The musical adapration of any literary rext will always resulr in
some transformation of the original macerial bur when Rabaud {1873—1949)
decided ro ser John Millingtﬂn Synge’s Ridewrs to the Sea as a one-act opera,
he strove to retain its authenrtic local colour, narural dialogue. and refer-
ences to islander rituals, all the while writing with the Opéra-Comique
audience in mind. "They're all gone now, and there isn't anything more the
sea can do to me), laments Maurya towards the end of Synge’s one-act play
abour a widow from the Aran Islands who loses her husband and each of
her six sons to the surrounding WNorth Atlantic ocean. The isolared island,
its p(:oplc. and rraditions co mprise Mﬂur}fﬂ’s enrtire world, one so self-con-
tained and alienared thar even the west coast of Ireland seems impossibly
distant. How. then, did a 1923 drama about the grinding daily hardship of
a tiny fishing village find its way vo the cosmopolitan setting of a Parisian
opora house in 19247

A most celebrated Franco-Irish literary and musical connecrion had
been established by Hecror Berliozs Newf meclodies irdandaises {published
in 1830 and subsequently retitled frdande).! Composed nearly a century
later, Rabaud’s work is one of the most substantial effores to unice Irish
literarure and French music, although like many French operas premiered
in the 19205 it faded into obscurity. In contrast, a bertrer-known Riders ro

1 Berlioe's song sectings were inspired by che lyrics and music of Thomas Moore's Sk

Adelodlies.
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the Sea (1932), the opera by English composer Ralph Vaughan “Williams,
successfully broadened the appeal of the work by depoliticising the drama
and (:mploying a modernisc musical larlg‘l_l:]_gq::.2 Yer, Parisian critics ar the
time judged Rabaud’s opera as significant. W hile his music merits more
recognition than it currently receives, today the opera is also of major
historical interest because it marks a watershed in how French composers
P()rtray(:d Ireland. Ccrl::linl}', Rabaud did not cnl:i.rc:]y dispcnsc with the
outrdared views of the countcry projecred in earlier works burt, courtesy of
Synge’s text, his depiction of Ireland is grounded in realism. As it appears
to be artuned to social and nationalist sensitivities, it thuas mirrors wider
CONTCMpOrary French sympal:hics for Ireland. Given the particulﬂ_r rime
it emerged, fdppel de fa srer is nor just an opera abour Ireland bur also
one embedded in the cultural politics of Third Republic France. Thus
it is l:'iart:'t|r:1;11:1rl:§4-r interesting both to ana]}'ﬁc Rabaud’s response to (::11'[}'
twentieth-century Irish literature, and ro consider how Lippel de fa rmer
engaged with some key aestheric principles that influenced the operartic
repertoire of Third Republic France, namely exoticism and symbolism,
and resistance to modernism.

Images of Celric Ireland in the Music of Third Republic France

In the intervening century berween Berliozs Moore song setrings and
FAppel de fa mrer, a handful of other Irish-themed works were published
and performed by compuosers living in France. Unlike the Berlioz and
Rabaud works which were ar least rooted in rangible manifestations of

2 Yumiko Karaoka argucs the political poinc, while Byron Adams illuscraces char ocra-
ronicism was cencral o Vaughan “Williamss fidery. See Yumiko Karvaoka, "Réiders o
rhe Sea: Irish Voices, Brivish Echoes, Jowrsnal of frish Stedies 18 (2003), 65— 73: and
Byron Adams, "Vaughan Williamss Musical Apprenciceship) in Alain Frogley and
Aidan J. Thomson, eds, The Cambridge Comspeamion fo FPaughbar Williams (Cambridge:
Cambridge University Press, 2013, 29—55.
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contemporary Ireland — each was respectively based on a text that had been
published twenty to thircy vears beforchand — these other compositions
conjur(:d up visions ofthe Ccountry without bcing anchored in any Concrere
narional sources. Srill, the mulrifarious means of construcring Ireland in
the French musical imaginartion, including these somertimes whimsical
offerings, provide a glimpse of how the French perceived Ireland. In addi-
Tion, thcy grant insights into compositi()nal dcch{)Pmcnts c[ur.ing this cra.
Apart from Berlioz’s Newf rdlodies, all the works discussed here belong to
the Third Republic, a period fraught wich political upheaval, debates about
narionhood, implementation of new laws separating church and srare,
and M]Clal Chﬂ_ng{_‘. Tl_:lCCS Df‘thcﬁc diSCCJUIS(:s Arc r(:fl‘acl:cd l:hl.‘ough lTI.LlSiC
which is ostensibly abourt Irish myth, culrure, and idenrtity but which also
participates in discourses about the funcrion of music in French sociecy
in the late ninereenth and (::J_rl}f rwenrierth centuries.

Augusta Holmeés (1847—1923), born in France to an Irish-born father
and a mother of Scortish descent, was a foremost figure in this scrand of
French music history. She is significant in another respect, as an excep-
ti(]na]l}' SLICCCSS:FLII fcm:ll(: C()mposcr c[urirlg ]—J—IC ]al.‘c ni.rlcl:(:crld‘l Ccnl_‘ur}cz’
Amongst her prolific ourpur, the symphonic poem fidarnde (1882) remains
one of her most popular works.” Its premiere prompred the leading French
music journal fe Méneserel to praise Holmeés as "parmi les compositeurs
m:]_l‘(_]u:lrlts dc l’éCOI{_‘ l‘nodc:rn{_" [among l__hc nl_}l_‘cwclrth}' Compl_)scr% Of‘thc

3 For more on Holmeés, see Gérard Gefen, Aregrresta Fofereés: Lonitrancidre (Paris: Belfond.
193?]. The question of gcndcr as it pertains to the COMPpOser has received much
arcention. For a derailed discussion of gendered cricical reaction to Holmeés in 1889,
soc Anncgrer Favser, AMresical Encownters at the 88y Paris Werdds Fair [Rochester:
Universicy of Rochescer Press, zoosh, 1o3—38.

4 For more an the music of frlande, sce Mary Pierse, “Close Connecrions: Marionalism
and Arcistic Expression in the Opere of Sydney Owensons/Lady Morgan and Augusca
Holmeées® in Eamon Maher and Catherine Maignant, eds, Fresco-Jrish Consrections in
Space and Lime: Pevegvinations and Runinations (Oxtord: Pever Lang, zo13). See also
Timochy Jones, ‘Nincteenth-Century Orchestral and Chamber Music’ in Richard
Langham Smith and Careline Porwer, eds, Fremch Miesic Nince Bevlioz (Aldershot:
Ashgare, 2006} 53—90.
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modern school].” Six yvears later Le Adénestrel reiterated its admiration
for this ‘ccuvre virile, bien congue’ [well-conceived, virile work].* Not long
afterwards, it was programm(:d ar the inaugura] Feis Ceoil in Dublin in
May 1897. On the eve of this performance, the frish Tirres boasted this
country’s claim to its creator, the ‘greatest of woman composers.” Probably
thinking of Holmes’s other “Irish” picces such as La Chansorn de gars de
Dlvdande (1891) and Nodél & frdande (1896), the newspaper stated: some of
her songs are. perhaps, known to Dublin people, but this will be the firsc
time thar an important work by our distinguished countrywoman has
been performed in Dublin™ The evidence indicates thar cthe city’s musical
fraternity saw Holmés as one of their own. With the Feis Ceoil commit-
tee defining an Irish composer as one “of Irish birth or parentage whether
resident in Ireland or not’ the performance of frfandes helped accomplish
IR (3{: th{_." F(:Stivﬂ_l’s k(_'.}’ aims — ‘to hﬂv{: Orch(_:str:ll COIMCCTTS (}{: music b}?
Irish composers.” Local musicians were certainly responding to a prewvail-
ing cultural nationalism with an Irish mode of musical ucrerance” which
was in tune with Holmes’s narionalise ideology and symphonic aesthertic:
Michele Esposito and Hamilron Harty cach composed an frish Symepbony
for Feis Ceoil comperitions in subsequent years.'”

Acs well as galvanising the Irish artistic cause, frfande indirectly shaped
fin-de-si¢cle French culrtural politics. That work and the composer’s ancestry
came to define Holmés, so thar b}? 1889 Arthur Pougin wrore: ‘elle chante

5 Anon., "Concerts et soirdes. Le Ménecrel (2 April 1882) (This cranslacrion and all
subscqucnt OTCSs arc r.nir.l::}.
& H. Barbederte, "Paris er départemencs’ Le Meénestred (25 November 1888). For com-

mencary on how Holmeéss educarion and upbringing cnabled her o cranscend gender
barricrs, sce Picrse, *Close Connecrions’.

|

Anon., ‘Feis Ceoil), fréish Timees (14 May 189 7). This article quotes French critic

Adaolphe Julliens praise for Holmés.

& Anon., ‘Feis Ceooil®

=l Jennifer O'Connor, “The Role of Women in Music in WNineteench-Cencury Dublin®
(Phl? diss., Wational University of Ireland Maynoaoth, zo1a), 215, 211,

o Patrick Zuk and Séamas de Barra, "Composition, in Harry White and Barra Boydell,

eds, The Encyclopacdia of Miesic in Trefasnd (Dublin: UCD Press, zo13), vol. 1, 226

Esposito’s symphony daces from 190z and Haroy’s from 19o.4.
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la libercé, la parrie, la gloire [...] qu'elle songe aux douleurs du pays de ses
ancétres [...] quelle glorifie notre chére France, sa terre d'adoprion” [she
sings oflibcrty, partriorism, gIor}r [..-] wherther co ntcmplatingthc sorrows of
her ancestral country [...] or excolling our dear France, her adopred land].""
Pougin saw nationalism as so fundamental to Holmeés’s aesthertic thar the
essence of her 1882 symphonic poem would resurface in a uniquely French
work. Indeed, Folmdés r(:cyclc:d and ampliﬁc:cl Trdarnde’s themes of freedom
and parriotism when she was commissioned to write the Ode fricrephale
en L honneny die centenaive de r>59 for the 1889 Exposition Universelle.
One resonance berween frfande and the O4de is thar the former alludes
in its pr(:fﬂtor}r text to the voices of the Irish pcoplc — ‘ton vieux chant
triomphal’ [vour old triumphant song] — while the latter incorporares a
multitude of French wvoices — soldiers, workers, and so on — in its choral
Part.‘i-'x p:ll_alICl.‘; bct“.-'{_‘(:n I?";ﬂ}zdﬁ' ﬂ_nd thc Odf.’ WM pos.‘;ib].(: P:ll_.__I}? b(:c:lu:i(:
of a shared musical language. in other words, Holmeés did not scrive for an
authenrtic Irish sound or use folk macerial in her symphonic poem. Srill,
she does present styvlised echoes of the country.’

The nexrc signiﬁcant reference to Ireland in French are muasic came in
1903 when the cantara theme for the annual Prix de Rome composition
competition was officially announced. The Académie des Beaux-Arrts chose
a dramaric libretro abour Celdic Ireland. "™ Written by Marguerite Coiflier
and Eugéne Adenis, the librerco was ()stcnsibly based on the Irish Icg{:nd
of Alvssa, although the source of the tale is unclear and may have been fab-
ricated by these aucthors. The story. ser in “fabled times’, features the fairy
Alyssa, a young Irish chief called Braizil, and a bard. Like frlande, it is a

11 Avrchur Pougin, ‘Scmaine chéarcrale] e Adémeared (15 Scprember 188g).

I Aungusta Holmés, frdande: Potme symphonique, trranscription for piano (Paris: Léon
Grus, 1882, front macrter. For more on the Ode, see Mark Sero, “Luigi Cherubini and
Aungusta Holmés] in Donna M. D§ Grazia, ed., Ninetecnth-Centrery Choval AMusic
(New York: Routledge, zo13), 227: and Pierse, "Close Connections’

3 Pierse noves that fmfande includes some Irish pastiche macerial and a ‘noriceable echo’
of one of Moores melodies. See "Close Connecrions, 86, 8-

14 Avs Celric Ireland is the theme of frlende, this decision might have been influenced
by the popularity of Holmés's waork.
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patriortic call ro arms: Braizil falls in love with Alyssa burt the bard rells him
he muse lead his people into barctle, and eventually he chooses duty over
lowe. Thart year’s winner, Raoul Laparra, compo sed a picce which alludes to
the Irish serring by opening with a six-eight harp morif evoking borth folk
instrumentation and rhyvthm.'* Apart from that, however, his cantata was
a fairly conventional exercise. The rext’s formulaic drama and characreri-
SATION Wera dcsigncd to it a rigid compos:'[l_—i()nal mould, so references to
Ireland could only be roken ones. Afyssa’s ancient setring, mysrtical atmos-
phere, forest and warterside scenes, and passionate themes were all generic
mainstays of Prix de Rome cantara librecti. They were also hallmarks of the
Wagnerian repertoire that reigned on the fin-de-siécle Paris opera stage. As
Celric mythology had inspired Richard Wagner’s landmark ¥idstar s
Isolde, the Afyssa text would invariably encourage contesrants to respond
in a Germanic musical mode. Maurice Ravel entered che compertition thac
vear with a convincing canrara thar was steeped in Wagnerism and without
reference to Afysssa’s alleged Irish roots."”

Afyssa prompred Ravel to think of Wagner; similarly, other composers
at this rime did not equate the Celts solely with Ireland — France had ics
own Celrs in Brittany, who in the early owenrtieth century, made concerted
efforts to strengthen their cultural identity. This pan-European Celricism
fascinated the American composer Swan Hennessy (1866—1929) who spent
most of his life in Paris.’ An obscure ﬁgurc t()da}?, I—Icnncss‘_v rnostlj‘-r W rOTe
amarteur-level solo piano and chamber music; in a nod to his Irish heritage,
he published numerous “Celric’ works and a handful of ostensibly “Irish’
scores.'® The latrer includes the 1908 Fariations swr e aiv irfandais anciern
for solo Piﬂn{].l" An unidencified air is :iubj ccr to twelve short treatmeneces.

15 Raoul Laparra, «ifyssa: fdpende iviandaise (Paris: Enoch & Cic, 19o3), 1.

16 Robin Holloway, O Miesic: Essays and Diversions (Brinkworech: Claridge Press,
1003}, 276,

7 I wish vo chank Axel Klein for bringing Hennessy’s music ro my attencion.

% Hennessy received very livtle French critical atrention, His death notice in Le Mdénestrel
on 1 November 1929 simply read: “Ce délicar musician avaic ¢crit un cerrain nombre
de trios, quatuors ec de pi¢ces de piano.

p 2 Swan Hennessy, Farfasions swr s aiv irfandaise amcien (Schorc: Paris, 1908,
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The variations mostly maintain the lyrical nature of the monophonic
theme: forays into a more opaque impressionist sound-world are rare, with
the cxception of the tenth wvariartion. Here, the juxtaposition of an Irish-
tinged melody in the right hand and chromaric chordal sonorities of the
modern French school in the left hand has the effect of musically linking
the two countries.™ Hennessy continued writing in this style in the 19205,
for instance in his Rbﬂpsadicgﬂéﬁ'quf for cello and piano {192s5). but it was
becoming dated as French images of Ireland changed.®'

Of all the post-187o music mentioned thus far. only Hennessy’s
Fariatiosns purport to evoke Ireland with owvert reference to narive music.
SO, f“(]r a F—Crlod c){'-abclut thirt}' }'Cﬂrs Ir(:Iarld WALS g(:rl(:rau}f CQnSl—mCth in
the musical imaginarion of Third Republic France using a late ninereenth-
century, Romantic idiom. "W hether writing for voice, a solo instrument,
orchestra, or wicth a dramarcic setring in mind, COMPOsSers uscd the scand-
ard forms and rechniques of European art music to convey a loose sense
of Irish myth and nationalist ideclogy. This is true of Holméss outpur in
the 1880s (frlande) and 18vos (La Chanson de gars de Piviande and Nogfl
dTrlande), of the Laparra and Ravel cantatas in 1903, and of the small-scale
piano pieces Hennessy produced in the first owo decades of the twenrieth
century. None of these compositions managed ro convey the “authenric” folk
reality of Ireland. "With the advent of the Irish Literary Revival in the late
18g90s, howewver, the country and its leading crearive figures were afforded
grearter recognition in the cultural life of the French capital. Subsequent to
this shift, composers such as Rabaud, who wished to express some aspect
of Irish identity, could no longer offer up the musical equivalent of out-
daced ropes stermming from rn‘_\.'thologis—cd folk memories. Inscvead, wich a
new Irish |1‘l:er‘.:l.ry movement gathering pace. major Flgures in French music
needed vo engage in a more profound way with the councry.

20 This judgement is based on the musical marerial presencted in Hennessys Fariations,
B—qg,
1 TI'I.C ?LIJSC_"I'IC‘.: Of Parisian Pl’(:‘-&is com:rncnl::n’y O ATy UF Hunncssy's ITsic suggc—.sts tl'l:l.t

neither in gc:nr.:rﬂl. nor in cthe spr.:ciﬁc evocations of Ircland, was it considered ro be
of major incterese or novelow.
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French Perceprtions of the Celric Revival

The Irish Literary Revival was rooted in the nineteench-century Celric
Revival which, especially after the founding of the Gaelic League in 1893,
attempted to renew interest in the national language and promote interest
in native folklore, music, and heritage. The subsequent establishment of
the Irish Literary Theatre in 1899 by Lady Gregory, William Butler Yearcs
and Edward Martyn incubated a new nationalist movement in drama
Pionccrcd by ngrchca_c[s such as Syngc, who ‘cmphasiscd thatr his P]ays
were drawn from observarions of a specifically Irish realicy’®® Riders to the
Sea was written in 1903 and premiered in Molesworch Hall, Dublin on 25
February roo4. It was another decade before France properly discovered
the work of Syng(: bur, in cthe intervening years, Irish rewvivalist po]:'[l:ics
were making waves in Paris. f.e Figare advertised a public talk on “'The Irish
Rewvival in the WNineteenth Century’ in 1906, while in 1912 Lfntransigeans
reported on Home Rule with a seriking trilingual headline: "“Eiré [sic]” et
“Sassanach”: L'Irlande celrique et le Home Rule’ it announced on the frone
page.” Despite this article’s ostensible concern with political manoeuvring,
much ofitis mired in misty-eyed sentimentality abourt a people who “trop
longremps on a pleuré les malheurs de la Sheawn Fhan Fhochs” [for too long
have wept abourt the misfortunes of the Shear Fhan Fhocks (sic)].* All was
ser o change, Jean Malye wrore: "Aujourd’hui roo,.co0 personnes parlent
celrique [...] 'effort celrique se manifeste parrout’ [ Today roo,.occo people
speak Gaelic [...] the Celric effort is manifest everywhere].?” Concluding
with an allusion to the ending of the 1920 play by Lady Gregory and Yearts,
he proclaimed: "L'Irlande celrique ne veur pas du Home Rule anglais: son

2z Qona Frawley, " The Shadows of the Glen and Riders fo the Sex’, in PJ. Marhews, ed..
The Cambridge Comparion to_ .M. Synge (Cambridge: Cambridge Universicy Press,
ro1o), 16,

23 Jean Malye, ""Eiré” er "Sassanach™ L'Irlande celtique er le Home Rulel L ilarransigeans
(29 April 1oz

24 Malye, ““Eiré” et “Sassanach™: L'Irlande celtique et le Home Rulel

25 Malye, ““Eiré” ct “Sassanach™: L'Irlande celtigue ot le Home Rule’
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indépendance véritable datera du jour o0 le Catbieen wi Hoolfiban, jeune et
libre, saluera le monde’ [Celric Ireland does not want English Home Rule;
her independence will dace from the day when Carbleesn Ne Hooliban [sic],
young and free, greecs the world].*

Loinvansigeant’s stance typified how the French press regarded Ireland
at this time, although Malye seems to have been particularly familiar with
the P()li:l:ic:l] symbolism arrached rto cultural tropes such as the Sean Ebearn
Lhockr and Kathleen Wi Houlihan. Perhaps he was subtly reminding read-
ers of France’s historical investment in the Irish cause, for the ‘Sean bhean
bhocht” song which dares from shortly after 1798 srtares by celebraring
French participartion in the Rebellion:

“The French are on the seal says the Scan Bhean Bhochr.,
"(Oh, thie French are in cthe bay, they'll be here wichour delay,
And the Orrange will decay, says the Sean Bhean Bhochr.

This cpisodc of Irish hist{]r}', as narrated in the Searn Bheam Bhoche, was in
turn dramarised in Catbleerns Ni Horlibarn. Yer despire these allusions to a
shared Irish and French past, L ineransigeant’s account of a resurgent nation
is prone to exoticising tendencies. A fascinarion wich ‘la vieille langue des
Gaels’ [the ancient language of the Gaels] is apparentc: "Gan teanga ganrir
[séic] (pas de langue, pas de pays) disent-ils’ [No language, no country, they
say].”” Later., the journalist tries to capture Ireland in a broader sense:

Limerick, qui se rappelle toujours la violation du traicé de 1691, Galway, ancienne reine
des mers [...] les montagnes bleues de Connemara [...] Glendalough et son lac facal
murmure roujours son histoire damour, Killarney enchance toujours par son charme.

| Limerick, a place which srill recalls the violation of the 16ar Treary of Limerick:
Galway, formerly queen of the seas [...] rhe sreel-bluc mountains of Connemara
-] Glendalough and her ﬂual lake still whisper of a legendary romance, Killarney's
charm is still enchanring,. 1*®

26 Malye, ““Eiré” et “Sassanach™.
27 TEidl,
28 TEid.
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The abundant references to a unique language, people. geography, hiscory
and mythology paint the country as Other. Importantly, Malyve wrote this
picce at a time when Paris was in the throes of a thearrical obsession with
exoticism. Ever since they had arrived in the French capirtal in 1909, the
musico-choreographic presentations by the Ballers Recsses of exortic tales
from Russia, the Far Easc and elsewhere had been wildly popular with the
French public.

In chis environment, one could see the potrenrial in Riders ro the Sea as
an exotic opera. French composers for the stage had long been inspired by
a range of remote sertings: Georges Bizet's Carsmren (1875) was set in Spain,
Reynaldo Hahn's £'fle dee véve (1893) in Polynesia, and Florent Schmict’s
Tragédie de Salomeé (1907) in Egypt. Thus, an opera on an Irish theme could
hawve added ro a pre-exisring reperroire. Rabaud, though. would plough a
different route. Why ? Perhaps because Synge’s ardstic world was entwined
with that of the currenc Parisian cultural scene. He. more than other Irish
playwrights, is likely to have intrigued French composers for a host of rea-
sons: his previous music career, the contemporary French influence on his
writing, and rcpores ofthe riors which had grccl:cd cthe Dublin premicre of
his Playboy of the Hestern Horld (1907).*" That play reached the Parisian
stage in December 1913, just six months after Igor Stravinsky’s baller The
Rire of Sprirng had scandalised theatregoers and sparked discurbances ac the
Théarre des Chﬂmps—Elys(:cs. Both works provoked outrage for perceived
vulgarity of content and style. By the eve of World War I then, modern
Ireland occupied a more prominent position in French cultural thoughe
than was the case in the late ninerecenth century when Holmeés and her
prors had Paid homag(: ro ancient Ireland.

9 Ax lcast onc music criric made a point of detailing Synge’s past: ‘il avaic rravaillé lc
violin, le piano et obrenu au Conservatoire de son pays, dés I'age de vingr ans, les
prix d’harmonie er de contrepoine. Il sen fur ensuite complérer en Allemagne son
éducarion musicale” | He had studied violin, piano., and won prizes in harmony and
counerpoine from the conservarory in his own country by the age of ewenty, He
then went to Germany to complere his musical educarion.] Anon., Avant-premidére:
a I"Opéra-Comique fiAppel de fa srer de M. Henri Rabaud’| e Méneseref (4 April
19240,
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Secting the Scene for Lippel de fa weer

The outbreak of war profoundly altered the Parisian music scene and
its effects were still felt in the 19205 when Fidppel de la mer appeared on
the opera stage. The two ﬂ:lgship institurions, the Paris Opdéra and the
O péra-Comique, had adapred ro the conflict by concentrating their lim-
ited resources on patriotic pageants rather than on complex new works.
Few premieres were given by either company during 1914—18; instead,
tonal pre-war compositional language of these "‘postponed’ operas immedi-
ately seemed dated when compared to avant-garde developments in other
genres, such as baller, which had acrually gained momentum during che
AT, Fullowing Stravinsk}?’s abrasive modernism, Frik Sartie furcher scarcled
audiences with gunshor sound effects and American ragrime in Parade
(1917). Shortly afterwards Darius Milhaud built on these experimencts with
a polytonal tribute to Harlem jazz as part of La Crdarion o wrosde (1923).
The Milhaud baller premicred the year before Lidppel de la meer but the owo
had little in common. ‘Modernism is the enemy” was Rabaud’s slogan, a
reactionary public stance which partly explains why Lidppel de la reer failed
o excite audiences, vanished from the repercoire, and remains n(:glcctcd
by musicologists today.™

In early 192 4, however, an air of anticipation surrounded fidppel de bz
meew, as Rabaud had previously scored a hit at che Opéra-Comique in May
1914 with an exortic Egyprtian spectacle called Maronf) savetier die Caire.
Maroufwas cited by André Coeuroy in 1922 as a work which featured “toutes
les hardiesses de I'école moderne’ [all the boldness of the modern school].
despite the composer’s disinclination to align his are with a particular
acsthedc.? Duaring the pPost-war Pcriud, Rabaud’s conscervacive repruatation

30 Anna Girardor and Richard Langham Smith, "Henri Rabaud?l Grove Mdeesic Chanlivee
<htep/ S oxfordmusiconline.com > accessed 10 May 2o14.

31 André Cauroy, L Miesiceee franpaise sroderre: guince smesiciens (Farngais (Paris:
Librairic Delagrave, 1922, 118,
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was no barrier to interest in his work. As a reporter for Le Ménestrel wrote
on the eve of the 192 4 premiére: “le succés universel et persistant de Addrown
donneront 4 la premiére représentation de Zippel de fa sreer une impor-
tance que— si nous en croyons les échos de 'Opéra-Comique — la beaucé de
l'ceuvre ne démentira pas’ [Ad#ronfs universal and enduring success makes
Fidppel de la smer’s first performance an important occasion which — if cthe
CUIIrmmcours {"l‘om tl—l‘(: OP&m—C()n1iquc Aare truase — '._h(: bcauty thhib WO l_k Imcas-
ures up to].”* Rabaud was the subject of close scruriny for anocher reason:
in 1922 he had been appointed the direcror of the Paris Conservaroire, the
country’s government-funded centre of music education. With a hiscory
oftraining singers, inscrumencalists, and COMPOsSCers for carcers ar the capi-
tal’s two major opera companies, an Opéra-Comique premiére courtesy
of a reigning Conservatoire direcror was always an auspicious event. Such
CWLEITS assumcd Ak CWiET gl‘(:at(:r ()H{ciﬂl import:]_ncc i tl’li:: IQXLOS as 0[:}(:1‘:1
became ensnared in post-war political debates concerning the nature of
French idenrtity. Kev producrions in this vein included: Vincent d'Indv’s
L égende de Saine-Christophe (1920, a pacan to Christian martyrdom that
fused r(:ligious belict wich right—‘\.ving nationalism:; Marcel Bertrand’s Sadm e
Odife {1923), which alluded to the country’s reclaiming of Alsace-Lorraine
in 1918; and Joseph Canrteloube’s Le Mas (1929), which championed region-
alist ideology. By turn, LApped de fa szev is memorable for how Maurya (in
diamertric oppositdon to che d’Ind}', Berrrand, and Canceloube Protagonisrs)
loses faith in doctrinaire Carholicism and instead secks solace in keening
rituals and pagan fescivals. The subtlety of Synge’s rhevoric was lost on the
critics, however. In any case, Rabaud’s Addrow/ had them primed not for a
sermon bur for another exortic opera. So whar did che COIMpPOsScr deliver?
Rabaud decided to ser Riders to the Sea as an opera after reading the
play during a trip to Boston in 1919.” Deciding against using an available
translation, he produced his own libretro: ‘“version presque lictérale, qui,

32 Anon., Avant-premiére: a 'Opéra-Comiquel

33 As reported in Le Adénessred, {4 April 192 4). A performance of Riders to the Sea at the
Petic-Thdéarre anglais, Paris, was adwvercised in Le Figaere on o March 1915, Whether
Rabaud attended this is or nort is unknown.
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rout en conservant au dialogue — les personnages sont d’humbles gens de
mer — [...] corrige seulement quelques tournures trop populaires pour se
préver A l’(:xpr(:ssic)n musicale’ [:]_I'l almost literal version, which, kccping
the sense of the informal dialogue — rhe characrers are humble, seafaring
people — [...] corrects only the occasional colloquial turn of phrase in order
to enhance the musical expression].” In trying to preserve the authenticity
ofSyngc’s Aran-Islands dialect, Rabaud., co nerary to cxpoecrations, signaﬂcd
that FAppel de fa meer would be shaped more by realism than exorticism. His
study of Synge’s text would have revealed a further reason to avoid reductive
exoticism: such an approach would have been incompartible wich Riders ro
the Sea’s stylistic and themaric resemblances to French turn-of-the-century
aesthetic movements. These similarities were the result of Synge’s first-hand.
sustained absorption in the country’s literary and linguistic culrures.®®
One Parisian music critic detailed how Synge spent 1895—98 in France,
“fréquentant nos bibliothéques, suivant les cours du Collége de France
et de la Sorbonne, se familiarisant avec nos classiques er é¢rudiant d’aurre
part ... la langue bretonne’ [frequenting our libraries, atrending classes at
the Coll&gﬁ: de France and the Sorbonne, f:a_miliﬂ_rising himseclf with our
classics ... and also studyving the Breton language].™

Synge developed a deep affinicy for Maurice Maeterlinck’s symbol-
ist plays, which can be perceived in Riders o the Sea; for instance, the
drowning of the sons echoes the ploc of Macterlinck’s fatdricier (1894077
In Synge’s drama, Maurya lives with her daughrers Cathleen and Nora
and son Bartley. Her farther-in-law, husband. and five other sons hawve
already been lost to the sea, the most recent victim being Michael, whose
boc[‘_v has jusc was hed up in Don cgﬂl. Againsc his mother’ wishes, Bartlcy
then departs for Galway. Maurva predicts she will have no sons left and,
as prophesied, Bartley’s drowned body is rerurned ro the family towards

34 Anon., Avant-premiére: a 'Opéra-Comiquel e Méneaarel.

35 Harry Whice, Mresic arnd she frish Litevary Imagination [(Oxford: Oxford Universicy
Press, zool), 117

36 Anon., Avant-premiére: a 'Opéra-Comique’, e Merearel.

37 Ben Levitas, .M. Synge: European Encounters), in Machews, ed., The Cambridee
Comeparniorn fo_ .M. Syrge, 8a.
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the end of the play. Bevond reminiscences of specific Maeterlinck plaws,
Synge’s text reproduces a few of Maererlinck'’s general seylistic qualities:
the nature symbr_)lism, clﬂustrﬂphobic atrrlosp-hcrc, characrers’ isolation
from the ourside world, and fatalistic narrarive are all familiar from both
Pelicas er Mélisande (1893) and Ariane er Barbe-Blewe (1901). Those plays
had also been adapred as operas, by Debussy and Paul Dukas respecrively,
and staged by the Opéra-Comique in 1902 and 1907,

Musical Aspects of LAppel de fa weer

Traccs (){: '__h{_‘ (::11‘1‘_\.' twcnticth—ccntur}" rl‘.loc[(:l‘n:'[srn l'_}{: Dukaﬁ. a.rld D(:bus.s}?
linger in Rabaud’s post-war opera score, suggescing that Maeterlinck and
Synge promprted similar responses in French composers of this period. As
one would thus expece, idppel de fa srer does not quite embrace Milhaud’s
cutkl ng—{:dgc PD[}’ tonalit}f but th(_: tonal languagc (:x_t(:r:l(_‘ls Ty :incclr_pol‘atc th(_'.
modal structures of Irish tradicional music. The music is anchored in the G
mixolydian mode, a mode which differs from the major scale by Hattening
th(: chcnth ‘acal(: d{:gl‘c{:. Rab:lud. howcvcr, alt{:l‘ccl thf.: mlxolydlan de{_‘ Tty
include a raised fourth scale degree, thereby generaring tritonal dissonance
that mirrors the unserrling mood of the libretro. Ac distincr momencs {for
instance: the firse ireration in bar 4, its appearance as the curtain rises in bar
15, and in the lasc bar::l, cthe hﬂ_rmon}r is voiced as an A major chord stacked
over a G dominant seventh such thar this modal idiom generates a modern
sound.” The modal colour introduced in the orchescral prelude is later
inflected by more particular references ro native Irish musiec.

Avs the opcra fArst unfolds, howewver, it is indebred ro Peffdas. Like
Debussy, Rabaud uses the orchestra to establish the mood — its turbu-
lence here evokes the sea — and, adhering vo his predecessor’s scyle, the

38 It could be rc:gardc:d as cicher polytona' or jzl.}:z.—inspircd harmun}'. both of which
were part of the French modernise musical language.
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vocal writing is often declamatory. As in Pelidas, Rabaud’s characrters rend
to communicate with each other in a prosaic, syllabic fashion unless the
mood Q:F th{_‘.’ TCeXD Cﬂ_l]‘; for a Imorc Elf_F(:CtiVC n'l'LlS].:Cal r(:sponsc‘ 'T!—J.C action
begins with Nora and Carthleen discussing whether clothes found on a
Donegal shore could belong to their brocther Michael. They sing quietly in
a recitative style that ebbs and Hows with the natural spoken rhychms of the
librecro. Mﬂur}'ﬂ enters the conversation with a more lilti.rlg, sentimental
part as she menrions Bartley’s plan to travel to Connemara. Alchough she
insists: “il n’ira pas aujourd’hui’ [he will not go roday]. Bartley’s relentless,
galloping orchestral theme asserts otherwise and he soon sets off.** Maurya
laments his departure wich a melismartic outpouring of emortion reminis-
cent of sears-rnds singing, but whereas the seam-7ds singer would perform
unaccompanied and in the Irish language, this passage is in French and the
Orch(:sl:r:l maintains a (_llli(:t pr(:scrlc{:.‘w R_Elb:lud’ﬁ ZIPP]._DEICh T TJ—.IC TS5 Of{"olk
marerial echoes that of Debussy and Dukas, both of whom fearured French
folk songs in their respective operas but only as climactic serc-pieces.*" The
understated vocal expression in much of Fidppel de Ja srer amplifies the
realism inherent in S}'ng(:’s text, while che wiscly—judg{:d incorporation of
native tunes and rechniques ensures that the opera never descends into
stage-Irish farce.

When the score has recourse to Irish music, it embraces it imaginatively.
N(_}l—a t{_‘lI‘: Cﬂthlccn whﬂt ]—J—l{_‘ pricst hﬂ.(i T sa}? ﬂboul_‘ thcir Iatc:st tl.‘ag(:d}':
*#8Sic’est a Michael)” dit-il, “vous pouvez dire 4 votrre mére qu’il est en terre
chrétienne, par la grice de Dieu™ ['If [the clothes] are Michaels] he says.
‘vou can tell your mother that he is in Christian ground now by the grace

* 42

of God’]. Nora mimics his words o the tunc of * The Mearing r?_ft.be Crreer’.

39 See Henri Rabaud, fidppel de fa smer, vocal score [Paris: Max Eschig 8 Cie. ro23).

1T, T3,

40 Thicd., 28 —g.

21 In Pedfdas, Mélisande sings "Mes longs cheveux” from her vower in Act LI In driawme.
Blucbeard’s imprisoned wives sing "Les cing filles I'Orlamonde” cowards the end of
Mo L

42 Rabaud, fidppel de fa rmer, 5.
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The spirited, sentimental melody caprures the yvoung priest’s naivery and
lack of authority. Maurva larer dismisses him because ‘ces hommes [a n'y
connaissent rien, a la mer’ [its little the likes of him know of the seal.*?
In conrtrast, Maurya is established as a sincere, serious figure by singing in
an Irish folk scyle wicth far greacer sensitivicy. The best example is found
towards the end of the opera. Owver a drone accompaniment typical of the
traditional genre, she mourns the men in her famil}', her voice wander-
ing plainrtively around the true G mixolydian mode.”™ Remembering how
other islanders brought news of a drowning when Bartley was a baby, she
recounts this ro the tune of ‘Sbhe Adoved rthrowgh the Fairy? Also in the
3 mixcl}'dian maode, it is an apt melodic choice for chis scene. The lastc
main allusion to Irish tradition arrives towards the end of the opera when
Bartleyv’s body is brought home. Women keen over his bodyw, a ritval which
Fabaud rcproduccs as a soft, almosrt inandible hum initiallj.-r on the pitch(:s
I[? and E, but soon expanded into a fuller lament in E minor.* Realism is
the order of the day as the music seecks to convey the privare, emortional
truth of the characrers.

473 TEid., 65.

4t IGid., 67 onwards. This is the ‘truc” mixolydian mode in the sensc thar Rabauwd docs
noc raise the fowrch scale degree here, as he had previouwsly done.,

45 T6id., 7o, vo the words: “T'érais assisc ici: Bartley, encore un bébé, érair couchd sur mes
dewx ECnoux: ¢t jfai v deux femmes, puis trois femmes, puis quarcre femmes, encrer
er se signer sans dire un moc” [1 was sicting here: Bardley, still a baby, was asleep on
my knees; and I saw two, then three, chen four, women encer and make che sign of
the cross withour saying a word. ]

46 Worni.:n’s WOLOCS are h(_"ﬂl'd ﬁl—.‘_it Erorn tl'li.: CQIIidUL_ Zl.nd re d‘icn EJIIUWCd b}' L‘hc: k.::r.:n—
ing, 7ir:7sfL
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French Reacrion to LAppel de fa weer

Starring Suzanne Balguerie as Maurya. the opera officially premiered on
10 April 192 4 but most critics attended the dress rehearsal on the after-
noon of S:lturday 5 !&pril_"? Sewveral positive commentarics ﬂ_pp(::lr{_:d in
the press over the next week, most of these focusing on realism. the use
of Irish music, symbolism, and Gallic influences on the libretro. Despite
Rabaud’s tcrack record with Addrownf, Lidppel de fa meer could not be catego-
rised as exoric: it lacked the seductdve female Orther and che supcrnaruml
element integral to the earlier work. Instead of offering escapist fantasy, the
1924 opera is grounded in Synge’s unvarnished realism. From the very firsc
notes, it made a visceral impact — as Paul Bertrand stared in Le Adénestred:
‘Cest la musique gui, des le deébur du Pr(:lud(:, dvoque, en de Iarg{:s accords
dissonants. la mer courmentée’ [from the start of the prelude, the music’s
thick dissonant chords evoke the tormented seal.” André Messager of Le
Figare reacred likewise: “le bruic de la mer se faic entendre tour au long de
l’o uvragc Par grandcs PUL]SS(:‘.C!’; SONoOrcs qlll d.o nIent l’irl‘.lpl‘cssiorl dCS CDL]PS
de bélier de ses flots sur les roches’ [the noise of the sea makes itself heard
throughour the work through great sonic gestures thar give the impres-
Sion (}F Warcr ]'Iarl‘.lm(:rs as th(: WWAWCS hit th(: l_(}ck.‘i].w Th(: SO rolns S}'m‘
bolism derives from the construct of the sea as antagonist, a device which
reviewers recognised from Jfmrériewr, as well as from nowvels such as Pierre
Loti’s Péchberr o Tslande (1886) and Victor Hugo's Travaillewrs de ia wer

{[8 aa)." Ap:].rl: from making intercextual allusions o French literacure,

47 One source names Thursday 1o April 1924 as the official dace: sce Nicole "Wild and
Dravid Charlvon, Thddtre de SOpdra- Comsiqee Paris: Réperioire rréz—ro72z (Belgium:
Mardaga. 2005, 142. fe Figare on 5 April 192 4 advercised the dress rehearsal caking
place thar afternoon.

48 Paul Bervrand, "La Semaine musicale’, fe Adéneared (11 April 1o24).

a9 André Messager, "Les Premiéres, Le Figare (7 April 1924,

=] Ax least vwo critics remarked on chis: Adolphe Boschot, "La Vie musicale) IEche
de Paris (o April 1924); and Louis Schneider, "Le Garwelods an chéiore] Lo Guanlois (7
April 1oz
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the composer demonstrated a keen sensitivity towards Synge’s play too. As
Messager observed: "M. Rabaud [...] s'est appliqué & commenter et renforcer
le pathérique de sitnarions extrémement dramartiques par elles-mémes” [
Rabaud has applied himself to commenting on and reinforcing the pathos
of situations that are extremely dramartic in and of themselves].*' Louis
Schneider in Le Gandois similarly applauded the composer for writing an
opcra where ‘la musique est 4 sa place sans ralentir I'acrion’ [music is in the
right place withourt slowing down the action].* Scylistic fidelity ro Synge’s
drama was integral to the overall producrtion. As Adolphe Jullien observed:
‘la mise en scéne, trés exacte en son réalisme, ajoute encore 4 'intensicé d'un
Sp(:cl:acl(: infinimenrt trisce’ [th(: staging, which is WEry €xact in its realism,
furcther adds to the intensity of this infinitely sad specracle.]**

Wohere LAppel de fa wier really intrigued Parisians was in its appropria-
tion of Irish culrure. Commentartors such as Adolphe Boschort regarded
the work as authenric due to Synge’s first-hand experience of the Aran
Islands and its people. Paraphrasing Synge. Boschot observed thart: “ces
Ames frusees [...] savaient vivre et mourir’ [these frustrated souls [...] knew
how to live and d_ic::l,s4 In so saving, he highlightc:d the faralistic world-—view
of the islands” inhabitants, which the play reproduced. To the sarisfacrion
of critics such as Henry Malherbe, Rabaud’s opera remained true to these
folk origins. Malherbe had a good ear for native inflecrions in the score:
“T'ai cru discerner quelques souvenirs de deux ou rois mélodies irlandaises
de Moore” [I thought I discerned a few memories of two or three Moore’s
melodies].”® He further identified *The Hearing of the Greess and ‘les plaints
funébres traditrionnelles d"Erin, le ritual Caoin ou Keen ou Keeming, que
Lacl}r Gregory a consignd’ [the rradirional funeral cries from Erin, the ricual
Caeir or Keer or Keending to which Lady Gregory referred].%¢

51 Messager, "Les Premiéres’

52 Schneider, "Le Ganfois au chéarrel

53 Adolphe Jullien, ‘Revue musicale’ forrnal des débuars politiques er firtévaives (13 April
1924,

5 Boschor, "La Vie musicale?
55 Henry Malherbe, Chronique musicale’ fe Féempe (9 April 19240
56 Thid.
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These reviews show French music critics of the 19205 to be well-
informed abourt Ireland’s indigenous vocal rraditions and arcendant social
customs. Unlike the cenrcral Europecan S}Pmphonism of Holmdés's frfamde,
or the Afyssa cantara texts of dubious provenance, or Hennessy’s vaguely
Celric salon music, L A4ppel de la sreer represented a real Irish community with
the score giving full voice to its folk traditions. Staging such a work at the
Opéra-Comique could only have happened during the hiscorical moment
of the 192os when there was acute French awareness of Ireland’s plight.
The signing of the Anglo-Irish Treaty in December 1921 had prompred Le
Figare to run two front-page arricles on the matrer. One of these queried
“*Républigque™ ou “Erar libre”? [*Republic” or *Free Stace #'] in reference to
conrtinuing political difficulries, It concluded by quorting Sean T. O Kelly:
‘La France nous a toujours manifescé sa syvmpachie, et jespére gqu'un jour la
“République irlandaise” pourra lui té¢moigner sa reconnaissance’ [France has
always been symparthertic to us and I hope that one day the “Irish Republic”
will be able to show its graricvude].””

Produced at a time when Ireland was attempring o assert its politi-
cal indcpcndcncc, L’»ﬂrp‘pef e far mzer is an invaluable ardscic artefact and
historical document. Rabaud’s nuanced treatment of Synge’s drama forms
a nexus of crearive connections berween carly twenrieth-century Irish lic-
erature and French music. Moreover, the opera funcrions as a focal point
for unc[crst:lnding how cultural l:h(}ughl: abourt Ireland evolved in Third
Republic France, reflecting the gradual transformartion from a parternalistic
view of an oppressed nation to a more modern acceptrance and recognition
of Ircland’s emerging starchood.

5 James de Coquer, “Républigue™ ob “Erart libre™?" Le Figare (7 December 1921






