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Nineteenth Century Melodrama:
From A Tale of Mystery to Monte Cristo

Anne Dhu Shapiro

On Saturday night the Mclo-Drame made 1ts appearance. There s certamly no
affectation 1n giving it this name, as it 1s quite unhke anvthing chat has hatherto
been brought out upon the English scage. It contains a mixture of every different
species of theatrical representation. We have by turns tragedy, comedy, and farce.
pantomime, dancing, and music.

T o Thomas Holcroft's A4 Tale of Mystery, the first melodrama in English, was
described 1 the London Morming Chronicle of Monday, November 13, 1802.
While the reviewer emphasizes the mixture of elements, perhaps because ot Tho-
mas Harris's proposed derivation from the French for this new genre, méler-drame,
which mixed drama and baller d'action,' the more accepted ctymology 1s out of the
Greek root melos for melody combined with drama. Both etymologies are uscful in
that they help us understand the genre 1tself. The mixing of elements was nothing
new on the English stage, since it had occurred in genres ranging trom the masque
to the pasticcio; but in the case of melodrama, the particular way they were mixed,
or, more precisely, the desired effect of their mixture was ditterent enough to be
noticed and to deserve a new name, separating this genre from 1its forebears in pan-
tomime, domestic drama, and ballet d’action.

A short cssay cannot do justice to a genre that was popular tor over a century,
and whose offspring in movies and television continue to thnve today; this one
will be hmited to the two significant works mentioned in my title, which date from
the two ends of the nineteenth century. These two plays illustrate how central the
role of music was n defining the genre, even long after 1t ceased to be thought of
as primarily a musical onc.

Holcroft’s melodrama was a direct importation trom Pans, where his model,
though not yet called by the name melodrama. was Coclina, ou I'Enfant du mystére,
by Guilbert de Pixérécourt, with music by Adrien Quatsain. This “Spectacular
Prose Drama,” as it was called by Pix¢récourt, had been sinmlarly hailed for its
novelty at its premiére on the stage of the Théitre Ambigu-Comique on Septem-
ber 2, 1800. Predecessors to the genre m France were the scéne-lyrique, Pygmalion,
of Jean Jacques Rousseau; the popular pantomime and the pantomime-dialogue of
the Boulevard theaters ot Paris; and the ballet spectacles of the post-Revolutionary

' According to Fredenck Reynolds, The Life and "Fimes of by Thomas Harris, who from 1774 to 1809 was the sole

Frederick Reynolds, written by himself (London: Henry manager of the Covent Garden Theatre, where A Tale of

Colburn, 1826, 11, 346, this coymology was first proposed Myzstery plaved.
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Figure 1. Busby, A Tale of Mystery
(London, 1802), p_ 9. Reproduced by
kind permission of the Cambridge Uni-

versity Library.



Figure 2. Holerofi, A Tale of Mys-
tery Hlondon: R Plhellips, 1802}, pp

S-g. Reproduced by kind pennission of
the owner, folm M.V ard.
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: A TALE OF MYSTERY. )
8 A TALE OF MYSTERY. )
Bona. How came you in their power
a benevolent eve! (winnd ) Sit down, Sir. Fran. « By treachery.”
Leave us, my children. Bona. Do vou know the traitors ?

(Yraucieo suddenly rises, as Stephano and { Fran. (gesticulates ).

Scelina offer (9 ge, brings them back, and in- Liam. (cagerly) He does! he does!
dreats they muy reinuin.) Bonwa. Who are they ?

Bona. Since he desires it, stay. —There is pen, Lyan. ¢ The same who stabbed rme amang
ink, and paper: when you.cannot answer by the rocks.” (A general expression of horror. )}
sizns, write; but be strict to the truth, Bona. Name them.

Fran. (with dignity points 1o heaven and Lis ) Fran. (gesticulatey wiolently, deroting paine
Keart.) ful recollection ; then writes ) * Never™”

Bona. Who are you ? btona. Are they known' by me?

¢ Francisco writes ; and Stephano, standing Eiam: (uzferpreh'/g,;, Fhey are! They are!

behind him, takes up the paper and reuds Lona. Arc-thcy rich?
Fran, < Rich and powerful.”
the ansicere.) Bona, Astonishing! Your refusal to name

Lran. < A noble Roman " them gives strange suspicions. I mmust know

Bona. Your family ?— more : tell me all, or quit my house.

Tran. (gives a sudden sigr of Forbeav! and ( Music to express pain and disorder.)
worites ) ¢ Must not be known.” '

Bona. Why? Entcr Piero.

Fran. < It is disgraced.” Pier. Counw Romaldi, Sir.

Bona. By you? Fran. (siarts up, struck with alarm):

Fran. (gesticulates ). Sreph. So soon!

Fiam, (interpreting ) No, no, no'! Bona. Shew bim up.

Bona. Who made you dumb? -

Fran. “ The Algerines,”’

era. In France, dance remamed an important clement of melodrama: in England 1t
would soon disappear. The direct intluence of pantomime on A Tale of Mystery can
be seen tn the important role written for a mute character, who had to mime his
part to music, and 1 the frequent use of the tableau, a wordless portrayal of the
meerrclationships of the protagonists displayed 1n a sort of “freeze-frame,” especially
at the ends of scenes.

A closer look at several scenes trom A Tale of Mystery will illuminate which ele-
ments 1 the music composed by Thomas Busby had continuity with the past and
which were new.” At the opening ot Act I the servant Fiametta enters with the
adopted niece of the house, Selina. The stage directions read: “Music, to express
discontent and alarm™™; Selina says, “You seem hurried, Fiametta?”’; and in the score

Thomas Basby, The Overture, Marches, Dances, Sympho- Universiey of Himows, The texe by Thomas Holerott, A
mies and Songs i the Melo Drone A Tale of Mysery (Lon- Tale of Mystery, A Melo-Drvame ax perfonmed at the Theatre-
douz R Plidlips, 18627, 15 tound 1 the Brinsh Library Royal, Corent Guarden (London: T. Dawson. 1802} 18
Mis513.Bo7T 30 as well as m the Bavensche Staatsbiblio- found m Harvard  University,  Houghton Library.

thek Musiksanunlung, the Library of Congress, and the *EC75 . Hoggs.
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{182y, p. 12,



Figure § fopposite page). Charles
Farley (1771-1859) as Francisco in A
Tale of Mystery (1802), painted by
Samucl de Wilde (1748-1832). Repro-
duced by kind  permission of the

Carrick Club, London.
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the cue 1s “Enter Fiametta alarm’d, and m a hurry.” Thus, in the very opening
words of the play, there 1s homage to pantomime, one of the musical predecessors
of the melodrama, and to its ubiquitous “hurry music,” usually, as here, four bars
of quick, scalar music (figure 1).

Unusual in this example are the dotted rhythms and the bit of imitative counter-
point at the beginning. Unusual, too, 1s the reference in the cue not only to the
action—hurrying—but also to the emotional state of being alarmed. It 1s this ele-
ment that points most clearly toward the future role of music in a melodrama.

The tollowing scene 1s played without music, then, as Fiametta exits, the next

3

musical excerpt 1s heard; its open fourths and fifths signify—in “patterned
sound”*— the approach of a hunting party, n this case a party of one, the young
Stephano, son of Bonamo and admurer of Selina (figure 1).

In Act I, the scene of highest drama occurs when the mute Francisco, who has
come to the home of the kindly Bonamo and his adopted niece Selina, 1s invited to
tell his tale. Since he 1s mute, he must answer the questions by wnung responses
which are then read aloud by Stephano, and the silences between the questions are
filled in with appropriate music. Figure 2 reproduces a page of the 1802 playbook
for this scene. You will see no mention of music until the end of the scene: “Music
to express pain and disorder™; but from the score, where cues are written above
cach bit of music (figure 3), and from a promptbook, in which nine cues for music
are added 1n ink,* 1t 15 apparent that music was played almost continuously through-
out the scene in order to underpin the emotional meaning of each sentence of dia-
logue and to interpret 1ts mute response. The music was probably played by strings,
with a possible woodwind or two. Figure 4 shows Mr. Farley as Francisco, pen in
hand, as he writes a response. Notice his exaggerated stance and gesture.

The first piece in figure 3 is rather long; its thirty-two bars could have accompa-
nied a short dance, but 1t is mstead played, as the cue in the score reads, after
Bonamo hands a chair to Francisco. Considerable stage-business, acting skill, and
perhaps alimost dance-like gestures would be needed to fill the time this piece takes.
[ts function 1s primarily to set the mood, and perhaps to slow down the pacing
before the brisk scene which 1s to follow. The predecessors of the next bits 1n fig-
ure 3, marked Maestoso, are clear. Besides their resemblance to accompanied
recitatives in opera, these dramatic snippets of music are quite stimlar to the pieces
in Rousseau’s scéne-lyrique, Pygmalion, where, to quote Rousseau, “the spoken word
15 In some way announced and prepared by the musical phrase.”™ The mood
changes with each succeeding bit of dialogue (or mimed emotion), but harmoni-
cally and in overall tempo the music is coherent enough to hold the scene together.
The mmportant functions here are the mirroring of quick nuances of mood—the
difference between Francisco’s sense of honor i promising to tell the truth and his
sorrow in having to withhold information about his family—and, once again, pac-
ing, perhaps especially important in a scene where only half the conversation is
directly heard.

1 L have used the term “action music™ for similar passages The theater histornan Charles Durang purchased this copy

in “Action Music in American Pantonume and Melo- m 1819, which is now in the Harvard Theatre Collection,

drama, 1730-1913.7 American Musie, 2, no. 4 (Winter TS 2653.100.

1984). 49-72.

4 Sec John Ward, "Points of Departure,” p. 10 above, tora
descripuon of “patterned sound.”

S Sce pp. 9-10 of a prompt copy of the edition published
mm New York for N. Judah by G. & R. Waite in 1803.

O Fragments d observations sur U Aleeste italien de M. e Cheva-

lier Gluck (1774) in Ocnvres compléres, new edition, (Pans:
Dalibon. 1826). X1V, 141: "la phrase parlée est en quelque
sort anmoncée et preparée par la phrase musicale.”
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18 A TALE OF MYSTERY.

Mal. Executioners !

Rom. Infamy !

Mal, Racks!

Rom. Maledictions !

Mal. From all which a blow may yet de-
liver us, ‘

’

SELINGA, entering and hiding behind the door,
opposite (o the chamber of Romaldi, everhears
them.

Rom. *Tis a damning crime !

Mal, Were it the first,

Rom. Where is he to sleep?

Afal. There. (pointing to the chamber op=
posite to Romaldi’s) '

Sel. (behind the dosr) They mean Fran-

zisco!

Rom. Obstinate fool! Since he will stay — .

Mal. He must die.

Sel. The monsters !

Rom. T heard a noise.

Mal. (leoking toward the folding-doors)
He’s coming.

Rom. Let us retire and concert—

Mal. " ten, at mjdnight—

HARVARD LIBRARY BULLLETIN

A TALE OF MYSTERY. 19

’
Rom. When he sleeps—
Meal. He'll wake no more!

[Ewreunt to the chamber of the Count.

(The stage dark : soft music, but expressing first
pain and alarm ; then the successive feelings
of the scene. FIAMETT A enters, with Frax-
Ti1sco, and a lamp ; which she places on the
table. She regards him with compassion,
poinis to his bed-room, then curtsies with
kindness and respect, und revives; he return-
ing her kindness.  He seats himself as if to
write, rises, takes the lamp, looks round with
apprehension, goes to the chamber-door of
Romaldi, starts away zwith horror, recovers
kimsclf, again places the lamp on the table,
and sits down te write. The door of Romaldi
opens: MaLvosLio half appears, watching
Yrancisco; but, as he turns, again retires.)

Enter Se1aNa, who gently pulls the sleeve of
Francisca : he starts ; but, séeing her, his
countenance expands with pleasure,

(:Husic pauses on a half close.)

Sels (in a low voice) Dare notﬁg sleep! 1
‘D2

.

Figtire 5 tabove). Holeroft, A Tale of
Mystery, pp. 18-19.

Frgure 6 (opposite pagey. Bushy, A
Tale DfMyStL‘r‘\p pp. 15-16.

The importance of music within this early melodrama is made explicit in many
places in the playbook, a teature soon dropped in printed books. For example, toward
the end of Act I, as Francisco readies himselt for bed, the stage directions include
“soft music, but expressing first pain and alarm,; then the successive feelings of the
scene” (see figure §). Figure 6 illustrates his emotions: apprehension, horror, gentle-
ness, pleasure—which, like the earlier ones, are connected, yet differentiated. Most
remarkable tor a printed playbook 1s the description “Music pauses on a half close”
(see figure ), which is as specific and technical a demand as any made on the actors.
The score by Thomas Busby indeed does end this section on a half-close—ready
to leap mto the “Con furta” section in which the old tormentor of Francisco,
Romaldi, comes to threaten him (see figure 6).

Left over from its French origin—and relating also to English eighteenth-cen-

tury dance and pantomime—is the extended ballet sequence that begins Act 11, It
15 built into the plot as a pre-nuptial festivity, and its four separate dances could be
accompanied by onstage musicians. In this scene, music thus assumes a tunction 1t

has 1in the “real world.”



Ninetcenth Century Melodrama: From A Tale of Mystery ro Monte Cristo

Francisco rises takes the Lamp,looks round with apprehension.
/-\

O1

Larghetto P

(G

(2

He recovers himfelt,and riturns to the Table.
S —— S ——

1

Larg‘hcttoJAJ P T

¥ Lo g v -
) X > G
by 1 =3 —
‘! o " N e

Selina enters and geuthy puliing hiem

b) lht.s_lr\el,hr sturts.

(G T e ——

CrEE== L= p = —

Francisco teeing Sclina his cnurtenance espands with pleafure .
4 S Cm—

(8% Fa—t e L5
B ‘——\‘*—;’_1_ P -
a,' S o 1 — }— E%EE—‘;—{

16

Sel. " Your lite is in danger’

Con furia

Nl

Hl

i

I




HARVARD LIBRARY BULLETIN

O S O N G. Omitted in the reprefentation.
~ ' | .
(s K™Y & - -
>_ M P
| o I = v {
Vin.2? ‘r.i 'T.T ] —d -
Allegretto e _spiritoso t
o 5 | .-
Viola —t—+ !_‘H_ ‘l_ }rf —=
—N —
P
lk 1
Voce :i: —
a Th
Bafsi :—_—i:tdﬁ:tﬁt?:t‘ '

_ =
) 1 _l1ld 4 1 1 J4d J a®
FiSifidcEe=ssteecact e
| — — = ——]
- —m
ﬁ F I . -
¥ 1 g' -
‘ ! E===r3s
¥ o=
A NI N |
T ) . N T J-
n — - E— — > D" & O
o 3 =~ ) —
Lightning may blase and the Thunder may riEl.And the Hail clatter down on the
L
. ;- 2 -
Dd
—_ o
so1L i s =
s P '
& Lo
s P
—7—f — ) =
. —
I | 1 A
% 1 N .
rorof. Yet be the heart ki'-d, and un . fpotted the S 4! It can
¢ T
) ¢ ¥ — 3;—_ {-
S P T . -

Figure 7. Busby, A Tale of Mystery,
P30




Nineteenth Century Melodramma: From A Tale of Mystery ro Monte Cristo

Sclina testifies joy at the sight of the MIUer'liioufe.
A

63

A . '
} oap L4 ‘o Canf gefost o _
Vivace <+
: vy ' [ [ [ ‘ # ]
-— { Ll_i 1 +— . —
' 4

T

I

Another type of extended music, however, did not appear, despite the fact that
it is printed in the score, and in fact is the only part scored tor instruments. Figure 7
shows the first page of a three-strophe song that was to have been sung when Selina,
now banished from Bonamo's house along with Francisco, who has been discov-
ered to be her long-lost father, sees the Miller's cottage, where they can finally find
refuge from the storm through which they have been walking. Despite the pastoral
charm of the song and its undoubted saleability as a separate item, it was, according
to the score, “omitted in the representation.” Very likely 1t was too long and static
to survive the new aesthetic of ever-changing emotion that is so clearly seen in the
passage in figure 3. The drama is moving at a very fast pace now, with the typical
“melodramatic” ending in sight—the villain hiding in the Miller’s house, which
Selina and her father are approaching, and the soldiers searching the nearby moun-
tains. Instead of stopping the action in a three-strophe song, Selina demonstrates
her joyful mood in a twenty-tour-bar Vivace (figure 8).

By the 1880s, a twenty-four-bar piece was long for a melodrama, even though
music was perhaps no less important to the production. The expression “bits and
pieces” is truly applicable to the music of late nineteenth- century melodramas in
the popular theater. An effective illustration of this 1s Monre Cristo, a theatrical
adaptation of the Duinas novel of 1844-45; 1t was made popular in America by
the English actor Charles Fechter in the 1860s and 18705, then taken over and

Figure & Bushy, A Tale of Mystery,
p-3s.
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refurbished in 1883 by James O’Neill (see figures 9 and 10), who literally played 1t
until he dropped, in formats ranging from a three and one-half-hour, five-act melo-
drama to a twenty-minute, one-act vaudeville skit; he last played 1t for the silent
film camera in 1912, I have ualized sources from the mid-point of this odyssey
a promptbook, a cue-sheet, and manuscript orchestral parts tor the music to Monte

Cristo. All are now in the Harvard Theatre Collection,” formerly the property of

1.B. Studley, a Boston actor who in 1884 mounted the play and portrayed the lead
role, until he was enjoined by the owner of the scnpt, John Stetson—who had
managed James O'Neill in his first appearance in the role i 1883. O'Neill ulti-
mately bought the script from Stetson—an act memonalized by his son Eugene in
Long Day’s Journey into Night, where the father says: “That God-damned play I
bought for a song and made such a great success in, it ruined me with its promise
of an easy fortune.”™

A tull understanding of the use of music in Monte Cristo entails knowing the plot

in detail, but for our purposes a few salient features will sufhice, aided by pictures of

James O’Neill in his role.

* See TS 2436.500 for the printed prompt book and TS
3436.700 for the manuscript music, cue sheee, and seripe
I wish to acknowledge the help of the Harvard Theatre
Collection statt for making these and other matertals

readily available.
N Long Day's fourney into Night (New Haven: Yake Univer-
sity Press. 1930), p. 149,
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Edmund Dantes, the young sailor hero of Act I (figure 11), has excited the envy
of his evil shipmate Danglars. The jealous man 1s joined by two of his comrades,
and as a result of their machinations Dantes 1s arrested m the mudst of his wedding
to the beauutul Mercedes. He 1s sent to a dreaded island prison, the Chatcau d'If
(hgure 12), where he spends eighteen years, gaining the friendship of the Abbé
Busoni, who on his deathbed gives Dantes the secret to the location of the treasure
of Monte Cristo. Upon his escape from prison, Dantes declares “the world is mine,”
aline made tamous in O'Neill's performance (figure 13), then plots his revenge upon
the people who had incarcerated him. He first disguises himself as the Abbé Busoni
and oversces the death of the first of his antagonists (figure 14). He next appears as
the mysterious Count ot Monte Cristo and makes himself known to his former be-
trothed, Mercedes, now married to one of his enenmies, Fernand, in the grand ball-
room scene ot Act IV (see frontispicee, page 4). Then he avenges himselt on the two
remaing villams, Fernand and Danglars, in the chimactic duel scene (figure 15).

The Harvard manuscript consists of a score for the conductor and nine instru-
mental parts, with melody lines or cross-references for twenty-eight melodic seg-
ments, cach ot which I will term a melos. The parts are for tirst and second violins,
viola, bass, trombone, tlute, clarmet, cornet, and drum. The composition is
unattributed. “Property ot J. Studley™ 1s written on the conductor’s part, and musi-
cians’ names appear on some parts, which were signed by players from such places
as the Grand Opera Housce in Brooklyn and the Lyceum Theater in Phaladelphia.

Prowe 11 Aabove lefr). Mr. James
O'Nilll po 2] as Dantes inace 1.

Pigwse 12 tabove nehits. Anonpmons
phetegraph (o 13831 of O'Nedl as
Darttes. imprisoned o1 the Chdrean
d A i acr I Havard Thearre Collee-

Hnon.
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Ly un

Fiewe 13 tabove Ief). Mr. James In comparison to A Tale of Mystery the amount of music provided scems remark-
ONeill-pfsfe s Dantesn et 1 ably sparse. Most examples are eight bars long; several consist of just one chord.
Figure 14 (above righti. Mr. James The longest 1s seventeen bars. Thirteen of the twenty-cight melos are repetitions
O'Naill, p. 7] disgnised as thie Abhé of previously heard matenal. From the conductor’s score we learn how long the

Busont i act I . . ) . . .
spoken portions between music cues lasted: six minutes were consumed by dia-

logue between melos 8 and melos g; fifteen minmutes between 15 and 16, and
twenty-two minutes between 20 and 21.

This was, however, not the only music played by the orchestra. It played an
overture and entr’acte music, usually drawn from the regular European and Ameri-
can theater fare of the day. A Boston playbill for Monte Cristo lists the music played
before and between the acts as The Magic Flute, a Strauss waltz, and the Finale of
the first act of Lohengrin.” The manuscript score calls for “a long overture™ before
the opening cue for Act IV in all parts; the piece played may well have varied from
performance to performance.

The actual amount of dramatic music 1s small. Nevertheless, many of the same
functions that music served n early melodrama are still present in Monie Cristo,
but it now unobtrusively underscores techniques ot lighting, staging, mechani-
cal eftects, and acting—all ot which had undergone change since the carly days
of melodrama.

o Playbill for the Globe Theatre, Boston, Wednesday,
October 26, 1870, in the Harvard Theatre Collection.
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Closed-form set picces and dances are tewer and shorter and serve definite pur-
poses. In Monte Cristo, the only song i1s the one sung by the drunken jailer
Caderousse in Act 1. (In the O'Neill seript a cue tor this 1s provided; 1t was to be
“The dogs and the cats and the chickens and the rats,” an unidentitied tune that
must be an example of pre-existent rather than newly composed music.) The
closed-form pieces occur mostly at changes ot scene or entries and exits, such as
the opening scene of festivity at a tavern (figure 16, melos 1); the entrance of the
ship in Act 1 (figure 17, melos 4), a piece probably designed n part to cover the
noise of moving the ship onstage; and a twenty-four-bar march n Act II. which
accompanies the entrance of a group of soldiers. These pieces do not difter in style
or function from the incidental music used in most plays—they use either well-
established theatrical conventions or are “realistic,” portraying music that would
have been heard by the characters on stage.

Reelated to such incidental music, but with a subtly different tunction, 1s entrance
and exit music for lead characters. In Monte Cristo, 1t1s Edmund Dantes, the tuture
Count of Monte Cristo, who has the most entrance and exit music. It adds weight
to his appearances, and in this play, where the transformations of his character arce
an important part of the plot, the changes m his entrance music are crucial. Melos
s (figure 18) designates the young Edmund as a bold sailor; his character 15 further
developed by re-use of part of the “soldier music™ heard in Act I (figure 19, melos
13). which follows and musically gives a response to his betrothed Mercedes: 1

67

Figure 15 Mr. James  O'Neill,
P ] fighting the duel inact 17
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would not give this hour of my life for all the riches of Peru.” Melos 18 (figure 20)
1s also tor Edmund, whose disguise as the Abb¢ Busoni 15 portrayed by a dotted-
rhythm Largo in minor to match his adopted role. More curious 1s the re-use of the

same music as Mclos 26, just betore Edmund’s dramatic entrance as the Count ot

Monte Cristo in Act [V here 1t may be a cue to the audience, to let it know that
the Abbé and the Count are one and the same.

Besides introducing characters, music functions in an important way to set mood
and to smooth transitions. Melos 15 (figure 21) 1s played when the scene changes
from the gaicty of the marriage festivites to the gloom of the cell in the Chiteau
d’If, where Edmund has been confined tor cighteen vears. It s heard again as melos
16 at the end of that scene, where it is twice stated, once pianissimo as guards are
heard coming, and then double forte as Edmund escapes and cries out: “the world
is mine!” Sixteen bars long and ending on the tonic, it is nonetheless inconclusive
enough to be repeatable ad infinitum, or, as once manuscript part reads, “ull Mr.
Studley speaks.™

The most stereotypical pieces in melodrama are the “hurries”™ and the “agitatos,”
often very short passages that give an emotional punch to particular portions of the
play. Now fully emancipated from their origin as action music, the function of the
hurries in the 18805 has changed to one of underlining emotional agitation rather
than physical action. Melos 3 (figure 22), for example, is designated in the cue sheet
(figure 24) as "4 Bars Hurry”, but here the situatnion 1s clearly one ot emotional
agitation in the mind ot the evil Danglars as he begins to plot Edmund’s downtall.
His lines read: “Something not quite straight here! That man came looking for the
letter that Edmund recerved at Elba trom the hands ot the exiled emperor. Let me
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only be sure of it and then . .. (music).” Here the music hterally takes oft from the
uncompleted thought, letting the audience fill in the conclusion with non-specific,
but agitated ¢motion—accurately nimucking the character’s own emotional situa-
tion, since he himself does not yet know what he will do to bring Edmund down.
Whether or not the actor mimes something appropriate to the music (no action 1s
spectfied i the seript), the emphasts is nevertheless on emotion rather than action.

The longest music of this sort 1s tor melos 7 (figure 23), played throughout the
scence as Danglars pens and reads aloud the letter which will implicate Edmund as
a Bonapartist. Without the music 1t would not necessarily be apparent that what
Danglars 15 doimng 1s evil mn intent. According to notations pencilled into the score,
this melos 15 played unul Danglars crumples up the letter and throws it at Fernando’s
tect (who in turn will bear it to the appropnate otticials). It 1s designated allegro
agitato tremolo, a popular atle for a melos, often shortened to agit. The use of tremolo
to indicate strong cmotion is once that dates back at least to Monteverdi, whose stile
concitaro 1s tound in Il Combattimento di Tancredi ¢ Clorinda of 1624.

The allegro agitato music of melos 7 consists of sixteen bars in d minor, but it may
be extended by repeating cither of the first two sections or the ending section,
which 1s designed to allow for repetition. Such extension was undoubtedly required
when the music recurred at the end of the act, where the trap Danglars has laid
with the letter s sprung and Edmund Dantes 1s caught in it. Edmund, about to be
married, 1s mterrupted by the police. When he hears that he is to be imprisoned n
the dreaded Chiteau &1t he cries out: “Lam lost!”"; “music until curtain’ reads the
manuscript score; over this music, Danglars mutters in an aside: *“You are indeed!”
The agents seize Edmund: the gendarmes surround him; the satlors are held back;
and Edmund’s bride-to-be, Mercedes, talls in a taint. From these stage directions
(given i the Studley manuscript), it is apparent that the characters froze m a tab-
leau of the sort called for 1 many senpts of the period.

The horror of that moment, underlined by music that has previously been
cmployed to make the audience aware of Danglars” dastardly plot, 1s pure melo-
drama: the tablean 1s a picture of happiness ruined, and che contrast between
Edmund’s confident music of moments betore and chis dark passage 1s an intensi-
fication of that picture m emotonal terms. The fact that every aspect of the play at
this point strives tor the same stark contrast 15 what makes 1t melodramatc in the
broadest sense of the term. Nothing is ambiguous. The music 1s the tinal powertul
underlining that clarifies at the same tme that 1t carries the audience, 1f 1t 1s not
already there, to the point of fecling deeply about the situnation. Anyone’s worst
fcar—to be drastically interrupted at the very pomt of achieving highest happi-
ness—is here made emotionally real by the music, at a moment when there are no
more words, and cven the action has ceased. The actors must hold their poses and
let the music do its work, which may well be to carry the emonions of the audience
to a realm transcending specitic plot and situation, a world which some have sug-
gested 15 akin to that of myth—in touch with the larger truths of human existence. '

The music 1tself may seem too trite to serve such a lofty end, but if it is to rcach
the emonons ot its musically unsophisticated audiences, unblocked by conscious

1See Peter Brooks, The Melodramaric agination (New ramntorced ar every level—rhctoric. gesture, seenery.
Haven: Yale University Prossc 1976), pp. 30-355, where hghang, and music.

he suggrests that melodrama deals m unambiguous sins.
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thought, and 1s to remam unobtrusive, but stll effective, 1t must be conventional.
And. in the right dramaunc situation, conventional music can work theatrical magic.
The musical convennons are rather consistent in melodramas of the period; they
form a language ot emotion codified in patterns as well-known and understood as
were the carlier conventions of status, such as the royal rumpets. Some, like the
hurries, were inherited trom older theatrical forms, while some were newly refur-
bished to fit the Romantic era, with approprately chromatic harmonies, nsing and
falling scquences, syncopated rhythms, and the ubiquitous tremolo.

Within the limitations of convention, the composers of a succession of mclos
segments knew how to manipulate these short forms in order to achieve not only
arange of emotions, but also a range ot dramatic tunctions—trom provision ot local
color and reahistic music to mood-setting and quite specific emotional underhning.
Music for nincteenth-century melodrama certainly qualities as “bits and pieces,”
but each bic and picce was tellingly cratted to accomplish its dramatc work.

As a postscript, it should be noted that the melodrama had continuity not only
with 1ts eighteenth-century roots, but also with 1ts twentieth-century descendants,
film and television. Betore James O'Neill's death in 1920, Adolph Zukor, an carly
film pioncer, captured O’'Neill's performance m Monre Cristo on a five-reel silent
film of 1912 (as stated above)." This was the first film made (though not the first
released) in Zukor’s “Famous Players and Famous Plays™ series, which led the way
to full-length teature films. Much can be learned about the style of acting cului-
vated for melodrama from this carly series, which includes many films taken over
directly from staged melodramas, with some re-writing to shorten them and to
protect copyright. The exaggeration of gesture, the timing, and the stage actor’s
tocus are captured on film—and these very characteristics were quickly modified
because of therr unsuitabihity for the new medium. New actors, trained to tilm,
began to be used: the same year as O'Neill's Monte Cristo was tilmed, the Selig Stu-
dios 11 Chicago released a three-reel version of the play starring John Gilbert.
O’Neill sued over the copvright and won, but his version was shelved.'

There is continuity of tradition in the music as well, although with some obvi-
ous differences, since silent film music had to be continuous rather than sporadic.
If we remember, though, that the same musicians who accompanied melodrama
became the supplicrs of music for the silent film, it 1s not surprising to find some of
“hurry™ and “agitato,” for

the same conventions with some of the sante names
example—in the cue sheets and pano books tor films. "

"U The paper=prints ot this Alim are on deposit ac the Library senpt ac the Museunm of the City of New York was intro-
of Congress Filim Archivess A 6 mllimerer print has duced as evidence ac the hearing,
been restored from thenm. 13 See, tar example, J. S Zamecnik, Sam Fox Moving Prenire
2 According to Louis Sheatter, O'Neilf: Son and Playwmgin Music (Cleveland: Sam Fox Publications. 1913). A passage
(Boston: Licde, Brown, & Co., 1968). p. 224, records of hurry music from Zamecenik's publicanon 15 cited m
show thae O'Nedl won the suitand was awarded a share Annc Dhu Shapiro, "Acton Music.” p. 68

m rovalaes from the Chicago Blm. The Monre Cristo
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