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INTRODUCTION 

 In the fall of 2009, I was approached by colleagues at Indiana University’s Jacobs 

School of Music to conduct a production of Christoph Willibald Gluck’s Orfeo ed 

Euridice. The singers were already assigned for the roles, including a mezzo-soprano to 

sing the role of Orfeo. After discussing the project, we determined that we wanted to 

perform the opera in Italian, but also wanted to include the music from the expanded 

French version, Orphée et Euridice. This narrowed down our options to Hector Berlioz’s 

Orphée, edited by Alfred Dörffel and published by E.F. Kalmus as Orpheus und 

Eurydice, or Orfeo ed Euridice, published by Casa Ricordi. In researching these options, 

I discovered that the full score and parts for Dörffel’s edition of Berlioz’s Orphée were 

easily accessible, as was the vocal score of Ricordi’s version. However, Ricordi’s full 

score and parts were by rental only. I also found that the Ricordi vocal score matched 

Dörffel’s full score almost perfectly. As discussed in the following chapters, I would later 

discover that Ricordi’s rental full score is just a facsimile of Dörffel’s and does not 

include their own libretto. I would also realize that Dörffel’s score is not, in fact, 

Berlioz’s Orphée. Following the lead of conductor Raymond Leppard and mezzo-

soprano Dame Janet Baker in their production at Glyndebourne in 1982, we decided to 

use the Dörffel full score and parts for the orchestra, but the Ricordi libretto for the 

Italian.  

 As I set to work preparing my full score to match the Ricordi vocal score, I 

discovered the depth of the project I was undertaking. Countless hours were required to 

edit and alter the Dörffel score to truly correlate with the libretto and vocal line of 

Ricordi.  Most of the Italian translation in the Dörffel score did not match the Ricordi 
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libretto.  In addition, the notation in the recitatives needed significant alterations to 

accommodate the recitatives from the Ricordi score. 

 Once the score was finally prepared, numerous other issues and decisions had to 

be addressed: the inclusion and omission of movements, including the final 

Divertissement; issues dealing with the instrumentation, orchestration, tempi, style, and 

ornamentation; variations of individual movements; and deciphering expression markings 

in the score which no one had come across before. After performing our production in 

Bloomington, I had the opportunity to sit down with Maestro Leppard and review the 

scores he prepared for Glyndebourne with Janet Baker. The work I had done to prepare 

my scores was essentially identical to his.  How could it be that the most popular version 

of Gluck’s Orfeo ed Euridice over the past 120 years, Ricordi’s Milan Edition from 1889, 

required this much preparation each time it was performed? 

 This question presented me with a wonderful opportunity to write a document that 

would not only be a fitting final project for the completion of my doctoral studies at 

Indiana, but also a useful guide to other conductors who want to perform a nineteenth-

century edition of Orfeo ed Euridice. It is my hope that this document will provide other 

conductors with an understanding of the correct history of the editions of Gluck’s Orfeo 

ed Euridice, as well as the knowledge of the decisions required for an informed 

production of a truly worthwhile opera.   
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CHAPTER I. 
 

A SHORT HISTORY OF THE VARIOUS EDITIONS 
OF GLUCK’S ORFEO ED EURIDICE 

 
Christoph Willibald Gluck’s opera Orfeo ed Euridice has a long and complex 

history of performances and editions that spans over one hundred years. Since the opera 

first premiered in Vienna in 1762, it has been revised multiple times. Gluck himself 

revised the opera twice, creating three versions of Orfeo ed Euridice in the process.  

Orfeo was the first of three so-called reform operas that Gluck wrote with Ranieri 

de Calzabigi, in which a ‘noble simplicity’ in the action and the music was intended to 

replace the complicated plots and florid musical style of opera seria.1 The other two 

operas in this style were Alceste in 1767 and Paride ed Elena in 1770. 

All three of Gluck’s versions of Orfeo included two soprano roles for Euridice 

and Amore. However, the role of Orfeo underwent several variations. The first version, 

labeled as an azione teatrale per musica in three acts and composed in 1762 with 

Calzabigi in Vienna, was written for the mezzo-soprano castrato Gaetano Guadagni as 

Orfeo. In 1769, Gluck condensed the opera into one act and transposed the role of Orfeo 

up for the soprano castrato Giuseppe Millico. As such, this version stood as one act of a 

larger festival opera for the marriage of one of Maria Theresa’s daughters in Parma, Italy.  

This opera, entitled La Feste d’Apollo, and composed and conducted by Gluck, consisted 

1 Jeremy Hayes, “Orfeo ed Euridice (i),” in The New Grove Dictionary of Opera, Grove Music 
Online, Oxford Music Online, 
http://www.oxfordmusiconline.com.:80/subscriber/article/grove/music/O008226 (accessed 
January, 25, 2010). 



of three acts plus a prologue on various themes of conjugality, including the one-act 

version of Orfeo. Much of the music was borrowed from Gluck’s previous recent operas.2 

 In 1774, Gluck created the French version Orphée et Eurydice for the Académie 

Royale de Musique (the Opéra). This version was part of a commission by the Opéra for 

a set of five operas in Paris.  Iphigénie en Tauride was the first of the set, and was 

accepted by the Opéra “only on condition that he produced four others to follow it.”3 

Gluck followed Iphigénie with new versions of Orfeo and Alceste, as well as the two 

opera-comiques, L’Arbre Enchanté and La Cythère Assiégée. In order to transform his 

concise original azione teatrale per musica to French tastes, Gluck altered its 

orchestration to suit the different forces of the Opéra, and added vocal and instrumental 

pieces to make it much larger, longer and grander.4 Since castrati were not fashionable in 

Paris, the role of Orphée was re-written for the haute-contre (high tenor) Joseph Le Gros. 

The haute-contre voice was preferred over the castrato for the heroic or amatory roles in 

French opera.5 The French libretto by Pierre-Louis Moline was adapted from Calzabigi’s 

original Italian and expanded to fit the new larger structure.   

Due to the success of Gluck’s versions of Orfeo ed Euridice and Orphée et 

Euridice, versions by other composers immediately followed. In 1770, Johann Christian 

Bach adapted Gluck’s 1762 version work for the London stage and cast the well-known 

Guadagni once again as Orfeo. Premiering at the King’s Theatre, Bach’s Orfeo was an 

example of a pasticcio, an opera composed of various pieces from different composers or 

2 Patricia Howard, Gluck and The Birth of Modern Opera, (London: Barrie and Rockliff, 1963), 
10. 
3 Ibid., 13. 
4 Hayes, “Orfeo ed Euridice.” 
5 Ibid. 



sources and adapted to a new or existing libretto.6 Using only seven pieces from Gluck’s 

original opera, Bach added recitatives, arias and some additional pieces by Pietro 

Alessandro Guglielmi. The resident poet of the Haymarket, Giovanni Bottarelli, adapted 

and added to Calzabigi’s original libretto to fit the new and altered music.  

During the first half of the nineteenth century, Orphée et Euridice continued to be 

part of the repertoire. One well-documented performance occurred in 1854 when Liszt 

conducted the opera at Weimar. In this performance he replaced the overture with his 

own symphonic poem Orpheus and added some closing music on the same themes.7 

In the nineteenth century, more often than not, the opera was not performed as a 

whole due to a decline in high tenors who could sing the title role. At the same time, 

female mezzo-sopranos such as Pauline Viardot-García in Paris and Demoiselle Fabre in 

Milan began to include music from the opera into their own repertoire. In 1859, Hector 

Berlioz, together with his student Camille Saint-Saëns and Pauline Viardot, created a new 

edition of the opera intended for a female Orfeo. For his Orphée, Berlioz combined 

elements of both Gluck’s 1762 and 1774 versions and reorganized the opera into four 

acts. Both he and Saint-Saëns took a hand in re-orchestrating the score with a more 

modern instrumentation. Berlioz maintained Moline’s French libretto almost  throughout, 

except in a few instances where he altered the text slightly. He also substituted the final 

chorus with another from Gluck’s opera Echo et Narcisse, “Le Dieu de Paphos et de 

Gnide.” Berlioz’s edition of Orphée met with great success when it premiered in Paris 

with Viardot singing the role of Orfeo. A vocal score of Berlioz’s edition was published 

immediately in 1859 by Escudier, and was dedicated to Pauline Viardot-García. This 

Ibid.
Ibid.



score was reissued again in 1872. However, no true full score of Berlioz’s Orphée was 

ever published until the critical edition issued by Bärenreiter in 2005. 

In 1866, the German publisher Gustav Heinze and editor Alfred Dörffel, with 

Berlioz’s endorsement, published a full score of Orfeo ed Euridice entitled Orpheus und 

Eurydice: Oper in drei Acten for a female mezzo-soprano based on Berlioz’s Orphée.8 

Often inappropriately referred to as Berlioz’s Orphée, Dörffel’s version reorganized the 

opera back into three acts and also retranslated Moline’s French libretto back into Italian. 

Unfortunately, this new Italian libretto bears little resemblance to Calzabigi’s original. 

Along with the new Italian text, Dörffel also added a direct German translation of the 

French and restored the final Act Three chorus to Gluck’s original. This score, re-issued 

by C. F. Peters, and currently available through Kalmus Editions, was the only available 

and most commonly used edition through the end of the nineteenth century and 

throughout the twentieth century. An accompanying vocal score was also published by 

Peters in 1877 with a piano reduction prepared by Otto Singer.9  

Several other vocal scores were published after Dörffel’s edition that were very 

similar in their conglomeration of both the 1762 and 1774 versions. Each of these 

publishers included their own translations or retranslations of the French back into 

Italian. 

The Italian publisher Casa Ricordi issued the most popular of these vocal scores -- 

their Edizione Milano 1889 of Orfeo ed Euridice in 1894. This “Milan Edition” 

8 Alfred Dörffel supervised music printing for Breitkopf & Härtel and C.F. Peters, owned his own 
music lending library, edited several volumes of the Bach Gesellschaft Gesamtausgabe, and 
contributed to the Neue Zeitschrift für Musik and Musikalisches Wochenblatt. 
9 Otto Singer was best known for his piano reductions of Liszt and Beethoven and several 
fantasies based on Wagnerian operas. 



reconstructs the performance at Teatro Manzoni10 in Milan in 1889 and corresponds 

almost perfectly to the music in Dörffel’s edition, but uses an Italian libretto that better 

matches Calzabigi’s original. The libretto employed Calzabigi’s Italian libretto for the 

musical elements from the 1762 version and applied new Italian text to the additional 

musical elements from the French Orphée et Euridice of 1774.  

In 1890, the English publisher Novello and Company produced a vocal score that 

was also musically similar to Dörffel’s edition. However, they prepared their own 

retranslation of the French back into Italian, as well as an accompanying English 

translation. The Italian retranslation by Berthold Tours bares little resemblance to 

Calzabigi’s original except in the choruses and arias. The structure of the original 

Novello edition is consistent with the other nineteenth-century editions with a contralto 

Orfeo produced after Berlioz and Dörffel. Act One follows the Italian version with the 

addition of Orfeo’s and Amore’s new arias from the 1774 version. Act Two also follows 

the Italian score for the first part and omits the larger ballet movements. Act Three 

follows the extended French recitatives and final ballet Divertissement. Later printings 

differed substantially from this, and included the Act Two ballet movements.11

 In 1898, French publisher Durand produced a full score of the French Orphée 

with both German and Italian retranslations of the French. This score was part of a 

critical edition of six Gluck operas produced by Édition Pelletan. Of interest is that this 

edition uses the 1762 Vienna ending to Act One, rather than the 1774 French Orphée 

version. The 1774 bravura aria is included in the appendix of the score in both the 

10 Many materials on the history of Orfeo ed Euridice wrongly state that the 1889 production of 
Orfeo ed Euridice occurred at Teatro alla Scala. 
11 Patricia Howard, “Orfeo and Orphée,” The Musical Times, Vol. 108, No. 1496 (Oct., 1967): 
895. 
 



original Gluck orchestration and in Saint-Saens’s orchestration, along with Pauline 

Vairdot’s cadenza for it. Breitkopf & Härtel reprinted this edition around 1900 as did 

Broude Brothers in the 1950’s.12  

 In 1914, Hermann Abert, founder of the Gluck-Jahrbuch and Gluck Gesellschaft, 

published the original 1762 score in the Denkmäler der Tonkunst in Österreich. 

Bärenreiter has since produced critical full scores and vocal scores of each Orfeo ed 

Euridice, Orphée et Euridice, and Berlioz’s Orphée in the Gluck Ausgabe and Berlioz 

collected works. These were completed in 1963, 1967 and 2005, respectively. 

 

12 There is no date of publication listed in the Broude Brothers score of Orphée et Euridice. The 
publisher only knows that it is a reprint from the 1950’s of Breitkopf & Härtel plates (which are a 
reprint of the original Durand.) 
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 CHAPTER II. 

 GLUCK AND REFORM 

Christoph Willibald Gluck is often given full credit in the history books for 

reforming opera in the eighteenth century. However, he was only part of a team of 

reformists brought together by the director of the imperial theatres in Vienna, Count 

Giacomo Durazzo. Durazzo was responsible for assembling classicist librettist Raniero 

de Calzabigi, choreographer Gasparo Angiolini, the castrato Gaetano Guadagni as well as 

Gluck to produce Orfeo ed Euridice for the name-day celebrations of Emperor Francis I 

on October 5, 1762. 

This group of reformists was not the first to call for a ‘beautiful simplicity’ and a 

return to the homogeneous style and principles of the first operas and earlier staged 

works. Reformist thinkers and leaders such as the Italians Benedetto Marcello, Francesco 

Algarotti, Pietro Antonio Domenico Trapass (better known as Metastasio); the French 

balletmaster Jean-Georges Noverre; and the English actor David Garrick all called for 

realism on stage and primacy of text over music.13 For example, in Marcello’s Il Teatro 

alla moda, he criticized “the subservience of every aspect of opera to the singer’s whim” 

and recommended “rational narrative over stereotyped succession of moods,” as well as 

melismas “only on words expressing some passion’ over coloratura on unimportant 

words.”14  

13 David Garrick was an eighteenth-century Shakespearian actor, director and teacher who 
specialized in Pantomime and called for more realism on stage. Among his students was castrato 
Gaetano Guadagni who portrayed the first Orfeo in 1762 in Vienna. For more information on 
Garrick and his influence on the Reform of Opera, see Daniel Heartz, “From Garrick to Gluck: 
The Reform of Theater and Opera in the Mid-Eighteenth Century,” in Garrick to Gluck: Essays 
on opera in the age of Enlightenment, ed. John A. Rice, (Pendragon Press, 2004), 257-270. 
14 Benedetto Marcello as quoted and translated in Patricia Howard, Gluck and the Birth of 
Modern Opera, (London: Barrie and Rockliff, 1963), 17-18.



Many reformists also noted that French opera still retained many of the aspects of 

their desired ideas. Algarotti, in his essay from 1755, referred to the “continuity 

observed in French opera” and called for “a leveling of musical interest, added 

importance for the recitatives, and less isolation of the arias.”15 

However, the reform Durazzo and company instigated in Vienna developed in 

ways distinct from these earlier reformists and those elsewhere. A special concern of 

Durazzo’s was the reintegration back into the Italian dramma per musica of the spectacle, 

dance and chorus that had once been a part of that genre and that French opera still 

retained. Calzabigi insisted that simplicity and conciseness were necessary if an audience 

were to be moved. “His attitude of classical restraint, along with Durazzo's francophilia 

and Gluck's experience composing operas in both French and Italian as well as ballet, 

combined at the Viennese court to create a unique possibility of reinventing opera.”16   

Gluck scholar Patricia Howard notes that “…there can be no doubt that the first moment 

of the collaboration [in Vienna] resulted in the reform. Orfeo is so unequal a work… in 

the material between [the overture and the lieto fine] which speaks in a new language that 

Gluck had not tried out before in even the best moments in his earlier work.”17 

 Not until the preface to Alceste, published in 1769, did Gluck write down what he 

had accomplished in his ‘reform’ operas. As Howard notes, “the style [of the preface] is 

authoritative, and Gluck is obviously aware of his unique position.” Similarly to the 

critical essay’s of the other reformists, “It deals in turn with the domination of the 

15 Francesco Algarotti as quoted and translated in Patricia Howard, Gluck and the Birth of 
Modern Opera, 17-18. 
16 Bruce Alan Brown and Julian Rushton, “Gluck, Christoph Willibald Ritter von,” in Grove 
Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/11301pg11 (accessed 
September 11, 2010). 
17 Howard, Gluck and the Birth of Modern Opera, 8. 



singers, the proposal to restrict music to the office of servant to the drama, the lack of 

drama in the aria, the new function of the overture, and the continuity between aria and 

recitative to be brought about by the expressive use of the orchestra.”18 

I resolved to free music from all the abuses that have crept in either through 
mistaken vanity on the part of singers, or through excessive complaisance on the 
part of composers… I sought to restrict the music to its true purpose of 
expressing the poetry and supporting the action, without interrupting the story or 
holding it up with unnecessary and superfluous ornamentation… I have tried to 
avoid stopping an actor in the heat of a dialogue in order to interrupt him with a 
tedious ritornello, or to hold him up in the middle of a word merely so that he 
might show off the flexibility of his voice in a long roulade, or to make him wait 
while the orchestra gives him time to collect his breath for a cadenza… these are 
my principles.19 
 
The aim of Calzabigi’s and Gluck’s ideas were “truth to nature, [through the] 

eighteenth- century imitation of natural phenomena.”20 There is documentation that their 

work together was indeed a combined effort. For example, in a letter written by Calzabigi 

in 1784, he recalled working with Gluck on Orfeo ed Euridice: 

I read [Gluck] my Orfeo, showing him, by repeating several passages, the 
nuances that I put into my declamation and that I wanted him to make use of in 
his composition: the pauses, the slowing down, the speeding up, the sound of the 
voice now strong, now weaker and in an aside.  At the same time, I begged him 
to forgo passage-work, cadenzas, ritornellos, and all that is gothic, barbaric, and 
extravagant in our music.  M. Gluck went along with my ideas.  But the 
declamation evaporates into the air and often cannot be recalled… only the poet 
himself can recite his verses…   
 
I therefore tried to find signs which would at least indicate the most salient 
points.  I invented some; I wrote them between the lines throughout Orfeo.  It is 
on such manuscript, accompanied by notes written in those places where the 
signs would give insufficient information, the M. Gluck composed his music. 
This is so true an account that when, at the first performances, the success of 
Orfeo was undecided, M. Gluck blamed me for it… 
 
I hope that after this explanation, you will acknowledge, monsieur, that if M. 
Gluck has been the creator of dramatic music, he has not created it from nothing. 

18 Ibid., 19. 
19 Christoph Willibald Gluck, Foreword to Alceste, (Vienna : Giovanni Tomaso de Trattnern, 
1769) as translated and quoted in Howard, C.W. von Gluck: Orfeo, (Cambridge University Press, 
1981), 23.  
20 Amanda Holden, ed., The New Penguin Opera Guide, (London: Penguin, 2001), 319.



I provided him with the matter, or if you will, the chaos; the honour of this 
creation is thus shared between us.21  
 

Their combined reformist ideas are clearly evident in the overall continuous structure of 

Orfeo ed Euridice as a whole, the direct style of the arias and recitatives, the important 

role of the chorus throughout the work, and the inclusion of dance into the drama.   

Calzabigi's poetry was almost completely devoid of metaphors and similes, and 
placed a mere three characters in a fluid context of dances and choruses (or both 
simultaneously). The action was reduced to essentials: a demonstration of the 
persuasive powers of music, and a cautionary tale on the dangers of curiosity, 
with Orpheus bewailing the loss of his wife already as the curtain rose.  Gluck's 
approach as composer was no less radical, particularly in his near-complete 
elimination of coloratura and of opening ritornellos in the solo numbers. Above 
all, the opera was remarkable in its emphasis on continuity, which was achieved 
chiefly through the enchaining of harmonically open-ended sections of music and 
through the complete avoidance of recitativo semplice in favour of orchestrally 
accompanied recitatives (so as to avoid sharp contrasts of texture with the set 
pieces). This continuity and the nearly syllabic vocal writing were calculated to 
prevent applause, and thus also to promote the audience's absorption in the 
spectacle.22 
 

The lack of da capo arias and Orfeo’s strophic songs not only bring a “directness of 

expression” to the opera,23 they are also “vital to the drama, the structure and the 

characterization.”24 Orfeo is a singer and so it makes sense that what he sings in the opera 

is true to his nature. “Orpheus [is not] a conventional hero. [He] is rightly cast as a 

castrato for an age in which that voice implied the deification of vocal art: Orpheus’ 

character is simply that. Thus, that the drama of Orfeo should be a lyrical drama 

unfolding in song, not aria, is in itself a dramatic stroke.”25 Orfeo’s songs are not just 

representations of speech, they are actual songs within the drama. Throughout the story, 

21 Raniero de Calzabigi as quoted and translated in Patricia Howard, Gluck and the Birth of 
Modern Opera, 56. 
22 Brown and Rushton. 
23 Holden, 31. 
24 Brown and Rushton. 
25 Howard, Gluck and the Birth of Modern Opera, 42. 



Orfeo uses song as a way in which to calm himself to survive the ordeal he is facing.26 

For example in Act One, instead of an aria with a ritornello and two contrasting sections 

like da capo form, Gluck sets a simple three-verse strophic romance, “Chiamo il mio ben 

cosi,” that is separated by increasingly intense emotional recitatives in which Orfeo cries 

out for his Euridice. Yet in each return to the strophes of the song, Orfeo regains his 

composure.   

In Orfeo itself it is immediately apparent that recitative was a foremost concern 
of the reform, for each of the acts uses it in a different way with a freedom of 
style and context that had not hitherto existed. The recitative that interspaces the 
verses of Orpheus’ song in the first scene plunges us straight back to the Baroque 
with the echo effects so dear to seventeenth-century composers. Comparing this 
with the second recitative of the opera, we get some impression of the mounting 
tension throughout the scene: the stepwise vocal line includes wide, expressive 
leaps, and the tonic minor of the key of the song, and in the second recitative the 
tonic chord becomes a seventh chord resolving only in the sixth bar in the 
relative minor. The scene is designed to produce a cumulative effect of 
increasing power and freedom. The third recitative breaks into a new and violent 
style in the further removed key of G minor. This pattern of alternating song and 
recitative is most effective in these circumstances: the recitative is used in direct 
apposition to the aria in order to convey the extremes of emotion which would be 
out of place in the medium of song, the latter medium itself being a conscious act 
of characterization.27 
 

In Act Two, Orfeo persistently uses the gift of his song over and over, slowly to 

overcome the Furies guarding the gates of the underworld. This is where his strength as a 

character lies, and so it adds an element of truth to the drama that cannot be accomplished 

through the conventional aria forms of the time. 

In Orfeo… we have frequent examples of the ‘song’ context in opera. The use of 
song… is the most natural way to give a character the chance to sing. And yet it 
presents a set of problems of realism… the composer has two realities to convey; 
the song must sound a convincing song, while aria and recitative are to be 
accepted as normal speech. This is usually solved by making the music of the 
song noticeably lighter than the style of the rest of the work. [Such as the guitar-
like texture in Mozart’s “Voi che sapete,” from Le nozze di Figaro.] Gluck uses 

26 Stage director Kenneth Pereira, in rehearsals for our production in Bloomington, Indiana in 
April 2010, pointed out that Orfeo, as a singer, would naturally use song as a coping device. 
27 Ibid., 63. 



the same device to accompany Orfeo’s pleas to the furies in Act Two of Orfeo ed 
Euridice. 28 
 
The number of arias employed in the reform is more conservative than in the 

opera seria, and they are also placed more specifically at the dramatic high points, 

allowing “each dramatic moment” of the story to unfold “out of that which preceded it” 

and lead to the moment following it.29 In order to do this, more emphasis needed to be 

placed on the recitative to carry the drama.     

“In both Orfeo [ed Euridice] and Paride [ed Elena], and indeed in all the operas 

of this late period, the result of thinning out the arias is apparent in the increased use of 

recitative. Such an upheaval of Italian aria-opera could only be achieved when the 

recitative was of sufficient musical content to sustain a large part of the action.”30 

In the reform operas, the new function of the aria and the new richness of 
characterization go hand in hand, for they are both caused by the same new 
factor: the tremendous expansion of recitative in style, flexibility, and usage gave 
the aria a freedom it had lacked since Scarlatti, it was no longer required to 
undertake the entire musical portrayal of the drama. The result lies in the greater 
realism and dramatic sense of the reform operas. Gluck’s development of the aria 
consisted not only of the variety he gave to the form itself, but also to the context.  
Gluck’s development of the aria could only come about through its dethronement 
from the pinnacle it commanded in the early eighteenth-century opera by 
recitative.31 
 

 In order for the recitatives to carry so much of the dramatic weight of the libretto 

in Orfeo, Gluck purposefully did not use conventional secco recitative with a continuo 

group. Instead, he employed the full orchestra throughout the opera. This allowed Gluck 

to create a wider and more flexible range of musical expression in which the orchestra 

could play an integral part of the drama. “Gluck aimed strongly at the improvement of the 

recitative, instead of leaving it, as in the conventional style, as mere padding to fill up the 

28 Ibid., 40-41. 
29 Ernst Newman, Gluck and the Opera: A Study in Musical History, (London: Gollancz, 1967), 68. 
30 Howard, Gluck and the Birth of Modern Opera, 43. 
31 Ibid., 52-53. 



spaces between the airs… By writing accompanied recitative throughout, [Gluck gave] 

increased significance to the orchestra.”32 

For Gluck, recitative became a “continual expansion of the language. As the 

vocabulary grew, it acquired new functions…” and arose “chiefly out of his very personal 

outlook on opera: [that] it is necessary to be able to put drama before music before good 

recitative can be created.”33 “The recitative is very varied and fluid, and often 

impassioned and colourful [sic], partly because it is orchestrated throughout and partly 

because it is so attentive to the words and their sense…”34 

The majority of Gluck’s recitative writing is in the manner of recitative 

stromentato. This style “implies a recitative in which the orchestra plays an independent 

part, in the form of dramatic interpolations, as opposed to accompagnato where it merely 

accompanies.”35 By using stromentato, Gluck could not only move freely between styles 

of recitative, but also use it to create continuous scenes smoothly connecting the 

recitative to arioso and aria, and even to chorus and ensemble movements. Patricia 

Howard points out the advantages Gluck had by using orchestral recitative writing in 

Gluck and The Birth of Modern Opera:36 

• Chords can be played with far wider range of dynamics. 
• Chords can be sustained. 
• Orchestra can expand from secco, to accompagnato to full stromentato style with 

out breaking the continuity.  This free flow of styles is used extensively in the 
third act.   

 
 

32 Newman, 67.
33 Howard, Gluck and the Birth of Modern Opera, 71.
34 Brown and Rushton.
35 Ibid. 
36 Howard, Gluck and the Birth of Modern Opera, 64. 



Within the flexibility of Gluck’s recitatives, the orchestra can simply support the vocal 

line with an underlying continuo chordal motion like a secco recitative, can heighten the 

drama by punctuating and interjecting the vocal line or even enhance the imagery of the 

drama beyond the vocal line when text cannot express it any more. An example where the 

orchestra most closely resembles the secco recitative by providing only simple choral 

support of the vocal line is in the first recitative of the opera, “Basta, basta, o 

compagni!”37 This basic accompaniment by the orchestra perfectly matches the affect of 

the opening first scene’s lamentation as Orfeo requests his friends to leave him alone with 

his misery.  

 
Example 2.1. Gluck, Orfeo ed Euridice, “Basta, Basta,” mm. 1-4 

Two figures were used commonly as interjections in Gluck’s recitatives and in that of his 

contemporaries. The first is the dotted rhythm cascading up or down in arpeggio shape.  

This is clearly heard at the beginning of Euridice’s recitative in Act Three, “Qual vita è 

questa mia.” 

37  This is also true for the recitative which replaces it in the 1774 French and nineteenth–century 
editions, Amici, quel lamento. 



 
Example 2.2. Gluck, Orfeo ed Euridice, “Qual vita,” mm. 1-4 

 The second is the rhythmic scale passage, often moving in a descending motion. This 

can be found in the Act Three recitative, “Ecco un nuovo tormento,” when Orfeo’s 

resolve is breaking after Euridice’s pleas for him to look upon her. He cries, “Ah che 

fò?”(Ah, what am I doing?) in measure 364, which is followed immediately by the 

orchestra playing a unique descending scalar passage different from anything else in the 

movement. “This interpolative material then becomes more than conventional motifs, and 

expresses the emotions of the protagonists during dramatic pauses.”38 

 
Example 2.3. Gluck, Orfeo ed Euridice, “Ecco un nuovo tormento,” mm. 364-366 

38 Howard, Gluck and the Birth of Modern Opera, 56-57. 
 



An example of the orchestra enhancing the drama beyond the text occurs in 

Amore’s Act One recitative, “T’assiste Amore!” Here, the underlying minor third motion 

in the orchestra under the text in measures five and six, “Le pigre onde di Lete” (Lethe’s 

dreadful strand) “exemplifies the studied way in which Gluck was now handling the 

implements of his craft. He attempts to illustrate their meaning through the orchestra, 

where a suggestion of the gloom of the river is given in the accompaniment.”39 

 Example 2.4. Gluck, Orfeo ed Euridice, “T’assiste Amore!” mm. 2-9 

39 Newman, 59. 



“Often all three styles of accompaniment are found combined in an uneconomical 

richness of material that reflects every shade of ‘affection’ in the vocal line.”40 For 

example, in the Act Two Elysium scene, the arioso, “Che puro ciel, ‘is in a “continuous a 

texture of characteristic figures, rich orchestration and vocal comment, at times 

superimposed and elsewhere interpolative, [that] come together to make up an entirely 

new style of accompagnato for Gluck.”41 Therefore, “…like Monteverdi, Peri and 

Caccini, [Gluck] restored the recitative to its original function as most expressive and 

articulate part of the protagonist’s role.”42  

40 Howard, Gluck and the Birth of Modern Opera, 56. 
41 Ibid., 64. 
42 Holden, 319. 



 
Example 2.5. Gluck, Orfeo ed Euridice, “Che puro ciel,” mm. 13-16 

 



An important feature of Gluck’s recitatives is the increased use of dialogue, “not 

the long alternation of one long speech with another, but the short question and answer, 

comment and reaction returns of everyday speech…”43 The Act Three opening dialogue 

recitative, “Vieni, segui i miei paci,” between Orfeo and Euridice, as well as the other 

recitatives throughout the act, are perfect examples of this feature. The accompaniment in 

the orchestra shifts quickly from secco-like, to more sustained accompagnato, and even 

scalar and dotted interjections as the focus and emotion of the conversation changes.  

 
Example 2.6. Gluck, Orfeo ed Euridice, “Vieni, siegui i miei passi,” mm. 54-58. One can see the 

shift from seeco-like recitative in mm. 54-56 to accompagnato recitative in mm. 56-58. 
 

The emergence of arioso also came from Gluck’s developments of the recitative.  

“The appearance [of arioso] in Gluck’s long recitative scenes provided a point of melodic 

expansion without slackening the pace of the drama.”44    

The prominence of the chorus in Orfeo was also an intentional choice of both 

Gluck and Calzabigi. This was not common in Italian opera at the time, especially to the 

extent of role of the chorus in Orfeo. “The changes [that the] chorus undergoes in the 

reform are drastic… [and] derive from… the diminished prominence of the arias… [This] 

43 Howard, Gluck and the Birth of Modern Opera, 61. 
44 Ibid., 71. 



focused attention for the first time on what went in between; and [with] the creation of 

‘varied spectacle’ that Gluck attributes to Calzabigi, the presence of a chorus and ballet 

on stage became desirable.”45 

This use of the chorus, along with ballet, stemmed from the influence of the 

operas of Lully and Rameau on Gluck and Calzabigi. Both were familiar with the 

continual role of the chorus and ballet in French Opera, and these elements fulfilled their 

“new concern with visual effect in Orfeo and subsequent works [including] the tableau 

architecture of the scenes, the ballets, and, above all, the chorus [that acts!].”46 

 Although Calzabigi called for greater involvement of the chorus in his libretto, it 

was Gluck’s compositional talents that lead to the impressive directness and versatility of 

styles of the chorus in Orfeo. “The dance and chorus play an important part in Gluck’s 

most potent sphere of dramatic art – characterization. Gluck is always most effective 

when he is contrasting [characters]… and the dramatic contrast between the Furies and 

the Blessed Spirits comes within [this] technique.”47  

 Patricia Howard notes that four categories of chorus emerged in Orfeo.48 The first 

is spectacles or tableaux such as Orfeo and the mourners at the opening scene of the 

opera. These spectacles derived from Calzabigi’s French taste. Much of the overall 

impact of these scenes on the audience is in the visual effect. Their function is to 

establish a mood or atmosphere, and therefore, they tend to occur at the beginning of acts 

or entire operas.   

45 Ibid., 77. 
46 Ibid., 49. 
47 Ibid., 22. 
48 Ibid., 79-82. 



The second category is the active chorus that takes part in the physical action on 

stage. For example, the Furies at the Act Two opening not only create a tableau but are 

also actively involved with the drama.  

 Next are the brief interpolations and fragments of the chorus in recitative scenes 

to create a highly realistic effect. Two examples of this category of chorus can be found 

in Act Two, Scene Two, in Elysium. In both Orfeo’s recitatives, “Che puro ciel” and 

“Anime avventurose,” the chorus of Blessed Spirits responds to Orfeo’s searching for 

Euridice and impatience in waiting for her return with brief interpolations:“Giunge 

Euridice” and “Vieni, Euridice!” respectively. 

The combination of soloist and chorus in a continuous scene or movement is the 

fourth category of chorus that Gluck developed in Orfeo ed Euridce. The final movement 

of the opera brings the chorus and all three principals together to sing about Love’s 

triumph, in this choral category. 

 Howard also further notes that in his reform operas, Gluck often wrote either in a 

contrapuntal texture for shorter action choruses, or in a homophonic texture for a hymn-

like or processional effect. However in Orfeo, Gluck relied on homophonic writing for all 

the choral parts.49 For example, Gluck wrote the action chorus, “Chi mai dell’Erebo,” of 

the furies in the opening of Act Two, in unison, setting it apart from all the other choral 

writing in the opera and emphasizing the dramatic effect of the furies upon Orfeo. Lastly, 

the chorus serves throughout the opera to help develop the leading roles. “Gluck’s 

choruses are most convincingly motivated, and are essential to the full portrayal of the 

49 Ibid., 83.



principal characters, since it is so often on the relationship between the principals and the 

chorus that the drama depends.”50 

The character of the overture holds special interest in Orfeo, especially 

considering what Gluck wrote in the preface to Alceste. “Instead of apprising the 

audience of the nature of the opera [the overture] is a jolly, high-spirited sinfonia in one 

movement which could well have served as curtain-raiser to a comic opera.”51 The 

overture was composed before the completion of the opera. Also, there are no musical 

elements of the overture that are borrowed or in common with the rest of the opera. 

Perhaps at the time, Gluck did not consider it an essential element at all, but rather simply 

just a formality before the beginning of the drama, since it is not staged; or, perhaps to 

get the attention of the audience so that they were ready for the first scene, as opposed to 

starting the first scene without the full interest of the audience and therefore losing its 

intensity. Other possibilities are that he used the overture to create a greater intensity of 

the first scene by juxtaposing the affective contrast of the two or that the overture is 

meant to foreshadow the lieto fine. Due to the connection with the Emperor’s name-day 

celebrations, the opera required a happy ending and, perhaps also a happy beginning. 

 

50 Ibid., 81-82. 
51 Brown and Rushton.



25 

CHAPTER III. 
 

COMPARISONS OF THE EDITIONS OF ORFEO ED EURIDICE 
 

The primary versions of Gluck’s Orfeo ed Euridice available and of interest to 

performers and scholars today are Gluck’s original 1762 version in Italian; his 1774 

French Orphée et Euridice; Berlioz’s Orphée of 1859; Dörffel’s 1866 Orpheus und 

Eurydice [sic] and Ricordi’s Edizione Milano in Italian from 1894. The focus of this 

dissertation is on those scores produced in the nineteenth century, namely the Berlioz, 

Dörffel and Ricordi editions. However, to better understand these nineteenth-century 

editions, it is helpful to compare the earlier versions that Gluck himself composed, which 

Berlioz, Dörffel and Ricordi all utilized as starting points to create their editions. 

1. Gluck: Orfeo ed Euridice and Orphée et Euridice 

 Gluck set Calzabigi’s Italian libretto of Orfeo ed Euridice for a mezzo-soprano 

castrato portraying Orfeo in 1762. Although already antiquated at the time, he composed 

the score with a Baroque orchestra in mind including harpsichord continuo as well as two 

chalumeaux and cornetti. Today, this opera is recognized as one of the last pieces written 

for cornetti. The primary differences in Gluck’s 1762 Orfeo ed Euridice and 1774 Orphée 

et Euridice are the language of the libretti, the voice type of Orfeo, some key changes for 

his music to fit the change in tessitura of the voice type, small instrumentation changes in 

the winds of the orchestra, and added textual and musical material in the 1774 French 

version that expand it from the original 43 movements in 1762 to 52 movements in 1774.    

 Gluck’s French 1774 Orphée et Euridice was restructured, re-orchestrated and 

expanded to fit Parisian tastes. First, French poet Moline adapted Calzabigi’s original 

Italian libretto into French, and then expanded upon it to fit Gluck’s new movements and 
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changes to the 1762 version. The role of Orfeo was transposed where needed to fit the 

range of an haute-contre tenor, the conventional voice type of the hero in French opera. 

Gluck re-ordered, re-wrote and added both new and borrowed music from some of his 

other works to expand the opera to the conventional length of French opera. Among these 

additions and alterations were the Act Two “Air de Furies” borrowed from Gluck’s 1761 

ballet Don Juan; an Act Three trio, “Tendre Amour,” borrowed from his 1770 opera 

Paride ed Elena; and Orphée’s bravura aria for the end of Act One, “L’espoir renaît,” 

borrowed from his 1765 opera Il Parnaso confuso.52 Gluck modernized the orchestration 

by removing the harpsichord continuo and cornetti, replacing the chalumeaux with oboes, 

and the English horns with clarinets. Gluck minimized and simplified the trombones in 

the French version, either due to the lack of trombones in the orchestra in Paris or a 

weakness in the players’ abilities. Other than those differences, both versions contain the 

same characters and similar material. The roles of Euridice and Amore (Amour, in 

French) are written for sopranos in both versions and the choral music also remains 

mostly the same. The harp is used in both versions to represent Orfeo’s Lyre. This was 

the first instance of the harp being used with the Paris Opéra. A chart comparing the 1762 

and 1774 versions of the opera can be found in Appendix A, page 90. 

2. Berlioz: Orphée 

In 1859, the French impresario Léon Carvalho asked composer Hector Berlioz to 

prepare a new edition of Orphée et Euridice for the famous contralto Pauline Viardot-

García. Carvalho wished that the new edition would include material from Gluck’s 

52 This bravura aria was thought for many years to be stolen from Bertoni’s Opera Tancredi, but 
proven in the mid-nineteenth century to be, in fact, Gluck’s own work from his opera, Il Parnaso 
confuso.  See Alfred Dörffel’s forward to the Second Edition of his full score of Orpheus und 
Euridice: Oper in Drei Acten, C.F. Peters, 1877. A translation of the foreword in English is in 
Appendix C.
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operas Armide and Iphigénie en Tauride. Berlioz had long desired to produce a revival of 

Orphée et Euridice for a female contralto singing the title role en transvesti in the 1762 

Orfeo register, and he readily agreed to the project. However, being a devotee of Gluck’s 

Operas, he would not agree to adding the material suggested by the impresario. Part of 

the reason Berlioz and Carvalho desired to return the role to the contralto register was 

that the standard of pitch was rising during the first half of the nineteenth century, and 

consequently, the range of the 1774 role of Orphée was problematic for most tenors: 

Eighteenth-century composers wrote for specific performers, but in tailoring the 
role of Orpheus so exactly to Le Gros’s voice, Gluck was storing up trouble for 
the future. Le Gros had an unusually brilliant and flexible upper register, 
particularly from top F to B flat, while, according to his contemporaries, the 
notes below the G below middle C were (unsurprisingly) weak. Gluck exploited 
the upper range throughout the opera, so that the role lies consistently about a 
third higher than the conventional tenor register.53 
 

In 1780, the pitch of the Paris Opéra was documented as a   404, while by 1823, pitches 

at various theatres in Paris were reported as a  = 424, 428, 432.54 In 1824, Berlioz 

witnessed a revival of Orphée et Euridice with tenor Adolphe Nourrit. In order for 

Nourrit to sing the role it had to be adapted and some movements excised. At the time of 

Berlioz’s premiere of Orphée in 1859, the pitch in Paris was already officially established 

as diapason normal a  = 435. In addition to his ideas for readapting the title role to the 

1762 register, Berlioz, also had other ideas about how to improve upon the performance 

of the opera: 

What would be needed, if one were to revive the work in the theatre is a 
performance by the chorus rather more careful than we have had up to now, and a 

53 Patricia Howard, C.W. von Gluck: Orfeo (Cambridge: Cambridge University Press, 1981), 74. 
54 C. Delezenne, “Sur le ton des orchestres et des orgues,” Mémoires de la Société Impériale des 
Sciences de l’Agriculture et des Arts de Lille, 2nd ser., i (1854): 1–23 as quoted and translated in 
Bruce Haynes “History of European pitch standards since the late 16th century,” in Oxford Music 
Online, 
http://www.oxfordmusiconline.com.ezproxy.lib.indiana.edu/subscriber/article/grove/music/40883
?q=pitch&search=quick&pos=1&_start=1#S40883.1.2 (accessed February 5, 2011). 



28

representation of the Elysian Fields, rather less absurd, more elaborate, more 
worthy of such a subject, and more worthy of the music, the public, and the 

theatre itself.55 
 
Berlioz, together with his student Camille Saint-Saëns and Pauline Viardot-

García, arranged his revival entitled Orphée in the contralto register by combining the 

material which they considered the best from both the 1762 Italian and 1774 French 

scores. In order to do this, he worked mostly from the 1774 French score that he 

organized into four acts, splitting up the Act Two Furies and Elysium scenes into two 

separate acts. He only replaced the 1774 musical material with the corresponding 1762 

version where he felt the latter was superior.56 Berlioz also corrected publication errors in 

the scores as well as compositional mistakes due to Gluck’s “carelessness:”57 

Gluck seemed to be extremely lazy and not be very interested in writing his finest 
compositions, not only with the harmonic correctness worthy of a master, but 
even with the care of a good scribe. Often, he would not bother to write the viola 
part in the orchestra, instead writing these words: "col basso” without noticing 
that, as a result of this indication, the viola part, which is in octaves with the 
double bass will rise above the first violins. In some places in the last chorus of 
the happy shades, for example, he even wrote notes in the part too high which 
produced octaves between the two extremes of harmony…58 
 

Gluck’s ‘carelessness’ may have been, in fact, due more to orchestration practices at the 

time than simple laziness. 

[Into the middle of the eighteenth century] the clarity of [the] Baroque 
orchestration was maintained so much so that often the strings are in two-part 

55 Hector Berlioz quoted in Joël-Marie Fauquet, “Berlioz’s version of Gluck’s Orphée,” in 
Cambridge Companion to Berlioz, ed. Peter Bloom (New York: Cambridge University Press, 
2000), 191. 
56 Berlioz began his edition by making annotations in two printed copies of the score. The first 
was the Vienna version of Orfeo and the other was the Paris version of Orphée. These copies of 
the scores are in the Paris Opera Library. The annotations Berlioz made were described in 1906 
by French musicologist and Paris librarian Julien Tiersot (1857-1936) in his article ‘Berlioziana’ 
in Le Ménestrel (February, 11 1906), 43.  
57 Fauquet, “Berlioz’s version of Gluck’s Orphée,” in Bloom, 203. 
58 Hector Berlioz, “L’Orphée de Gluck au Théatre Lyrique” in A Travers Chants: Études 
Musicales, Adorations Boutades et Critiques, (Paris: Michel Lévy Frères, 1862), 112, 
trans. John P. Leonard. 
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harmony, with first and second violins in unison and violas an octave above the 
cellos. The purpose is obviously to add a greater clarity to the bass line, as an 
organist might by adding a 4  stop on the pedals.”59  
 

Regardless of Gluck’s intentions or laziness in the orchestration of the strings, Berlioz 

felt that it needed improving, so he re-orchestrated the viola and violin voice crossings as 

stated above. 

To make the tessitura work for contralto, Berlioz transposed the material where 

Orphée sings alone to the keys of the Vienna version. Where Orphée sings with Amour or 

Euridice, he maintained the Paris tessitura and usually moved Orphée’s music up an 

octave or to an intermediate key. He also left the musical material without Orphée in the 

Paris keys.  

The recitatives are taken mainly from the French version. One 1762 recitative 

Berlioz did employ was the Act One final recitative, “Qu’ entends-je?” Berlioz 

considered ending the act, as Gluck did in 1762, with this recitative plus a twelve 

measure orchestral finale. This desire to return to the Vienna Act One material stemmed 

from the common belief at the time that the 1774 bravura aria, “L’espoir renaît dans mon 

name,” which replaced the 1762 orchestra ending, was not originally by Gluck. Most 

scholars in the mid-nineteenth century, including Berlioz, thought the aria was a copy 

Gluck made of an aria from Italian composer Ferdinando Bertoni’s (1725-1813) 1767 

opera Tancredi. This was later proven to be incorrect. However, Saint-Saëns and Viardot 

did prepare their own version of the aria with the new text “Amour, viens rendre à mon 

âme” which was ultimately used in 1859 production. “We undertook the task with all the 

more enthusiasm thinking we were messing up a piece whose composer merited little 

59 Kenneth Kreitner, et al, "Instrumentation and orchestration," in Grove Music Online, Oxford 
Music Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/20404 
(accessed February 5, 2011). 
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consideration.”60 In his letters to Viardot, Berlioz believing the aria not to be Gluck’s, 

“instructed her to gargle out the aria with all the cynicism at her command, and write 

‘some pretty concoction of vocal exercises’ which would bring the house down at the end 

of Act One; he even suggested a conclusion to the ‘stupendous cadenza’ which she 

composed with the comment: ‘if need be, we can always say that this is what Le Gros did 

at the fermata when Gluck put on Orphée in Paris. The Parisians won’t have any trouble 

swallowing that.” 61 Saint-Saëns transposed and re-orchestrated the aria for increased 

woodwinds and Viardot, as noted above, supplied her own cadenza.62 The aria was 

included in the published score with Berlioz’s short orchestral finale appearing in an 

appendix as a replacement to the aria if so desired.   

Despite Berlioz’s reluctance to jettison any material Gluck had written for 

Orphée, including what he called “cupid’s grotesque aria” in Act One (“Soumis au 

silence”), he did remove and even replace movements of the opera in his version.63 Most 

notably, he cut the third verse of Orphée’s Act One romance64 lament, “Objet de mon 

amour,” the 1774 “Dance of the Furies” that Gluck added from his ballet Don Juan, the 

Act Three trio, and most of the final Divertissement ballet due to a lack of choreographic 

resources at the Théàtre-Lyric. “Le Divertissement final, que les resources 

60 Camille Saint-Saëns, Portraits et Souvenirs, (Paris: Société d’Édition Artistique, 1900): 211 as 
translated by Renaldo Hahn and quoted in Joël-Marie Fauquet’s preface notes to the full score of 
Berlioz’s Orphée, Bärenreiter, 2005.
61 Patrick Waddington, “Pauline Viardot-Garcia as Berlioz’s Counselor and Physician,” The 
Musical Quarterly, Vol. 59, No. 3 (Jul., 1973): 391.
62 A copy of the cadenza is in the appendix of the full score of Berlioz’s Orphée, Bärenreiter, 
2005 as well as Durand’s Édition Pelletan as its subsequent re-prints by Breitkopf & Härtel and 
Broude Brothers.
63 Waddington, 391.
64 The romance was a popular strophic song form, particularly in Eighteenth-century French 
opéra comique, due to its simplicity of melody and accompaniment.  The romance was the 
perfect song form for Gluck to set Orfeo’s lament for his lost bride in Act One. 
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choregraphiques du Théàtre-Lyrique n’ont pas permis d’exécuter…”65 He also replaced 

the final chorus with “Le Dieu de Paphos et de Gnide” from Gluck’s opera, Echo et 

Narcisse. Orphée’s and Amour’s Act One recitatives, “Divinté de l’Achéon” and 

“L’Amour vient au secours,” were combined into one movement. Berlioz also re-

orchestrated much of the opera to closer follow the 1762 orchestration. He reinstated the 

English horn, which Gluck replaced with clarinets in 1774 as well as the cornetti parts for 

which he used piston-valve brass cornets:  

In [the Italian] Orfeo, Gluck adjoined to the cornetto three trombones to 
accompany the four parts of the chorus. The cornetto was not known at the Paris 
Opera, and was later deleted [from the score] without being replaced by another 
instrument, and the sopranos of the choir, which follow the cornetto in unison in 
the Italian score, were deprived their instrumental lining…  [For the revival in 
1859] the wooden cornetto, which nobody plays in Paris, was replaced by a 
modern brass horn that doubles the sopranos of the chorus along with the group 
of trombones in the first and second act.66    
 

He also removed some parts for the trombones that were added after Gluck and had 

continued to be employed: 

Trombones were added by former conductors of the opera in parts of the scene of 
hell where the author had not written them, which necessarily weakens the effect 
of their intervention in the famous demons’ reply (Non!) where the composer 
wanted them to be heard.67 
 

Berlioz also reduced the offstage strings to a quartet and added a solo oboe. Saint-Saëns 

worked on re-orchestrating some of the accompaniments that Berlioz felt needed 

attention, but he was uncomfortable tampering with, out of his personal fear of corrupting 

Gluck’s intentions. 

65 From Berlioz’s preface to the 1st edition of the Escudier vocal score quoted in Fauquet, 
“Berlioz’s version of Gluck’s Orphée,” in Bloom, 216.
66 Berlioz, A Travers Chants, 111.
67 Ibid., 112. 
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In this revival, Berlioz and Viardot worked closely together on the interpretation 

of the role of Orphée.68  Berlioz focused on “a kind of literal fidelity of the text” in which 

he gave great attention to proper textual declamation in the music. He reworked sections 

of Moline’s French libretto that he felt were weak. “…I corrected in the book some of 

Mr. Moline’s [libretto] whose stupidity seemed dangerous and unacceptable even by an 

audience accustomed to the style of Moline…”69 70 Pauline Viardot, on the other hand, 

based her interpretative work upon “problems of ornamentation.”71 After sending her 

initial recommendations for ornamenting Orphée’s lines to Berlioz, he responded, 

“Everything you have indicated for the first act of Orphée is already marked in pencil in 

my scores and takes precedence over everything else. The changes in the second and 

third acts are equally manageable, and you may rest assured that they will be carried 

out.”72 A chart comparing Gluck’ 1774 and Berlioz’s 1859 versions of the opera can be 

found in Appendix A, page 99.   

The production of Orphée ran in Paris for 150 performances and also met with 

great success in London in 1860 as well as in Paris in 1861. 

The cultural context of 1859 would almost guarantee the successful restoration of 
Orphée: the interest in antiquity fostered by the imperial regime, and manifest by 
numerous archeological explorations and by the institution of educational 
policies that affirmed the value of ancient civilizations and of teaching dead 
languages, was in accord with the interest in the effect on the sensibilities of the 
contralto voice. Orphée, himself magician both human and divine, had become 

68 For further reading on the working relationship between Hector Berlioz and Pauline Viardot-
García, see Irving Kolodin’s “Cher Orphée, Chère Madame…”: The Portrait of a Role, in the 
liner notes accompanying Christoph Willibald Gluck: Orfeo ed Euridice, The Virtuosi di Roma, 
RCA 7896, 1965. 
69 Ibid. 
70 A chart with Berlioz’s changes to Moline’s libretto may be found in Fauquet in Bloom, 221-
222. 
71 Fauquet in Bloom, 194.
72 Fauquet, Joël-Marie, Berlioz: Orphée, Full Score (Kasel: Bärenreiter, 2005), XII.
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the archetype of the desexualized artist… Who could be better suited than he, 
then, to the contralto voice.73 
 
Orphée was published in vocal score format in 1859 by Parisian publisher 

Escudier, with Theodore Ritter preparing the piano reduction. This score was reissued in 

1872 by Heugel. Below is the foreword to the 1st edition by Berlioz. This foreword, 

along with a dedication to Pauline Viardot also present in the Escudier edition, were not 

included in the reprint by Heugel. 

Gluck composed his opera Orphée in the first place to an Italian text. The 
principal role was written for the contralto voice, to be sung by the castrato 
Guadagni. The German master later revised his work in order to adapt it to the 
requirements of the French stage. The role of Orpheus was therefore transposed 
for the tenor voice of the singer Le Gros, and also modified in many places in a 
most successful manner; the work was also enhanced by the addition of several 
new pieces at least equal in quality to the music of the Italian score. In the desire 
to promote the marvelous musical and dramatic gifts of Mme Pauline Viardot in 
this work, the director of the Théâtre Lyrique, M. Carvalho, had the role of 
Orpheus restored to the contralto voice, at the same time incorporating the 
improvements which Gluck had made to the Italian version as well as the airs he 
composed for the production of this work at the Paris Opéra. This is what is now 
offered to the public in the present vocal score. One of the finest recitatives (in 
Act I) belongs only to the Italian version and was not included in the French 
version. All the rest conforms to the version of Orphée that was heard from the 
first time in Paris on 2 August 1774. The final divertissement is omitted, since it 
was beyond the choreographic resources of the Théâtre Lyrique, and for the aire 
L’Amour triomphe” we have taken the liberty of substituting a charming chorus 
from another Gluck opera, Écho et Narcisse, whose ending is very like that of 
Orphée, brought about by the intervention of Amour. 
 
I should also mention that the reduction of Gluck’s orchestral score for the piano, 
which is so difficult to do despite its simplicity, has been undertaken by M. 
Théodore Ritter with a virtuoso’s understanding of the resources of the 
instrument and with the scrupulous fidelity always required in the interpretation 
of the master’s works. 
 
H. Berlioz74 

73 Fauquet in Bloom, 196.
74 Hector Berlioz, forward to Orphée (Paris: Escudier, 1859) as quoted and translated in Fauquet, 
Orphée Full Score, Appendix I. 
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No true full score of Berlioz’s Orphée was published until the Bärenreiter critical 

edition by Joel-Marie Fauquet in 2005, with a matching piano-vocal score in 2006. 

However, the success of Berlioz’s edition paved the way for other nineteenth-century 

versions of Orfeo ed Euridice to be produced. Most of these other editions maintain a 

contralto tessitura for the role of Orfeo but translate the libretto back into Italian, 

reorganize the opera back into three acts, and reinstate much of the music that Berlioz 

removed from his Orphée in 1859. The three nineteenth-century editions most commonly 

performed from the late nineteenth century through the twentieth century are Alfred 

Dörffel’s Orpheus und Eurydice [sic] published in 1866, Ricordi’s Edizione Milano 

published in 1894 and Novello’s edition in 1890.   

3. Dörffel: Orpheus und Eurydice 

In 1866, Leipzig publisher Gustav Heinze issued a full score of Orfeo ed Euridice 

for contralto Orfeo entitled, Orpheus und Eurydice: Oper in Drei Akten, edited by Alfred 

Dörffel. This score has often mistakenly been referred to as the full score of Berlioz’s 

Orphée. It is rather a fusion of the 1762 and 1774 versions of the opera for a contralto 

Orfeo, based on Berlioz’s Orphée, but not following all of Berlioz’s alterations and 

substitutions. This is immediately clear in the title--which states the opera is organized in 

Gluck’s original three acts, not Berlioz’s four: as well as in the foreword to the score by 

Heinze: “We have above all attempted to reproduce the first version of Gluck’s score, 

and to add to it what the composer himself added to the second version, such that the 

original contents might appear here as fully and as accurately as possible.”75 As it 

75 Gustav Heinze, foreword to C.W. Gluck, Orpheus und Eurydice, ed. Alfred Dörffel, (Leipzig: 
Gustav Heinze, 1866) xi as quoted and translated in Fauquet in Bloom, 234. A summary of 
Heinze’s foreword to the 1st edition can be found in Appendix C. 
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includes nearly all of the revised and additional music as well as the instrumentation from 

the French Orphée et Euridice, this edition has more of the character of the French 

version than the Italian, despite the return to the contralto voicing of Orfeo and the 

description by Heinze. This score has been the most used edition for productions of Orfeo 

ed Euridice using a female contralto as Orfeo since its first publication.  

Initially Berlioz was asked by Heinze to oversee the preparation of the full score. 

However, due to work on a performance of Gluck’s Alceste and health problems, Berlioz 

declined. Heinze then called upon German editor Alfred Dörffel to complete the task. 

Berlioz ultimately did have some involvement in the publication, as the preface to the full 

score and other correspondence between he and Heinze reveal. In the summer of 1866, 

Heinze sent letters to Berlioz asking him to return corrections that he had made to the 

preface and the score:  

We therefore proposed to M. Hector Berlioz that he do for us what he had done 
for the Théâtre Lyrique. 
 
Unfortunately, M. Berlioz was very ill and was thus unable to accept our 
proposition.  In his stead, M. Alfred Dörffel, the director of the music section of 
the Library of Leipzig, well known as musician and historian, took on the 
difficult task of editing our score in accordance with the exemplary performances 
that took place at the Théâtre Lyrique.76  
 
Upon returning the materials he corrected to Heinze, Berlioz wrote, “[The score] 

is now more or less acceptable[…] Congratulate M. Dörffel for me for the great care and 

cautious wisdom he has lavished upon this edition[…]”77 Dörffel’s edition follows the 

key structure of Berlioz’s version and includes librettos in French, Italian and German.  

The French libretto is almost entirely Moline’s 1774 version. The German and Italian 

76 Ibid., 233-234.  
77 Ibid., 234. 
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librettos, as indicated in Dörffel’s foreword to the C.F. Peter’s Edition in 1877, were 

prepared by him: 

The French text located in the present score corresponds exactly to the original French 
[Moline] with the exception of the recitative No. 16.78 The Italian text had to be newly 
furnished in the new [1774] arias and the recitatives, 79 in general [the undersigned] 
agrees with the initial text of Calzabigi as faithful as possible. The German translation, 
the undersigned prepared with all possible consideration of the naturalized80 translations 
of Echenburg and Sander.81 

   
Unfortunately, the majority of the Italian is a retranslation of the French back into Italian, 

rather than the original text. As conductor Raymond Leppard notes, “it wanders far from 

the style of Calzibigi.”82 

Following Berlioz’s example, Dörffel combined Orphée’s and Amour’s Act One 

recitative, “Divinté de l’Achéon” and “L’Amour vient au secours,” into one movement. 

He also maintained the 1762 Vienna Act-One finale recitative (as mentioned above) and 

the 1774 bravura aria. Dörffel also maintained Berlioz’s orchestration except for the 

bravura aria, which follows Gluck’s orchestration not Saint-Saëns’. In particular, in his 

foreword to the 2nd edition of the full score by C.F. Peters, he notes the following 

orchestration changes from the 1774 French score as researched and implemented by 

Berlioz:83 

78 This is following Berlioz’s use of the Vienna version translated “Qu'entends-je?” the one 1762 
movement Berlioz wanted to use instead of the 1774 version and therefore not Moline’s text. 
79  Dörffel means the 1774 French recitatives and arias especially in the third act where the most 
new material occurs. 
80 “naturalized” meaning “established” 
81 Echenburg and Sander prepared translations of Gluck’s 1762 and 1774 versions respectively; 
Johann Joachim Eschenburg (1743-1820) of Calzibigi’s 1762 Italian libretto in 1785; and Johann 
Daniel Sander (1759-1825) of Moline’s 1774 French libretto in 1786. 
82 Raymond Leppard, Orfeo ed Euridice program notes in 1982 Glyndebourne Festival 
Programme Book.
83 Alfred Dörffel, forward to C.W. Gluck, Orphée et Euridice, 2nd ed., ed. Alfred Dörffel, 
(Leipzig: C.F. Peters, ca. 1878).  A translation of Dörffel’s foreword to the 2nd edition can be 
found in Appendix C. 
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Also found in the present 2nd edition, now from the publishing house of CF 
Peters, is some previous enrichment to the instrumentation of the score, for which 
there is no evidence in the printed French score. Berlioz has guaranteed this 
instrumentation as genuine to us thankfully and has been forwarded for inclusion 
in copies of the new edition of the Paris Directorate of the composer. The chief 
among them are the following: 
 
For No. 1, the four trombones to the letter A 
At No. 4 the same 
At No. 7, the second flute 
For No.11, the bassoon 
At No. 22 the trombones 
At No. 25 the oboe with cornet 
 

Dörffel also included options in the parts to return to the original 1762 orchestration, if 

desired and whenever possible: English horns (1762 and Berlioz) or clarinets (1774); 

cornetto (Gluck) or soprano trombone or piston-valved cornet (Berlioz); and chalumeaux 

(1762) or oboes (1774). For the Orfeo’s arioso, “Che puro ciel,” Dörffel kept the 

simplified orchestration of the 1769 Parma and 1774 French versions.   

In addition to returning to the original three-act structure of the opera, Dörffel also 

reinstated the movements that Berlioz cut from his Orphée. These are the third verse of 

Orphée’s Act One romance, “Objet de mon amour,” the 1774 “Dance of the Furies,” and 

the entire 1774 Act Three final divertissement and trio as printed in the first French 

edition with the misplaced trio. Lastly, he returned the original final chorus movement, 

“Trionfi Amore,” which Berlioz had replaced with “Le Dieu de Paphos et de Gnide” 

from Gluck’s Opera Echo et Narcisse.   

Further, Dörffel also included in the appendix the 1762 Act One orchestral ending 

to be used in place of the bravura aria, if one wished, as well as the final ballet movement 

from 1762 Vienna version that Gluck neglected to include in the 1774 Paris version.84 

84 The first three ballet movements of the 1762 version (four total) are all part of the 1774 ballet.
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A chart comparing the Berlioz’s and Dörffel’s versions of the opera can be found 

in Appendix A, page 108. An English translation of the foreword to the 2nd edition of the 

score by Alfred Dörffel and a summary of the forword to the 1st edition of the score by 

Gustav Heinze can be found in Appendix C, page 128. 

4. Ricordi: Orfeo ed Euridice Edizione Milano 1889 

 On April 10, 1889, Orfeo ed Euridice was performed at the Teatro Alessandro 

Manzoni in Milan, Italy.85 This production featured the soon to become famous Roman 

contralto Giulia Ravogli as Orfeo. She would go on to become the most famous Orfeo of 

her day, portraying the role in London, Chicago and New York. The musical director in 

Milan was Giuseppe Pomé Penna. This production was another hybrid of Gluck’s two 

versions, and met with such strong accolades that the Milanese publishing house G. 

Ricordi & Co. produced its own score to conform with the production: Orfeo ed 

Euridice: Opera in tre atti di Ranieri De’ Calzibigi: Edizione conforme alle 

rappresentazioni di Milano 1889. This score was produced as only a vocal score with 

Italian libretto. The piano reduction was prepared by Carlo Chiusuri and first printed in 

1894. This first edition was reprinted by Ricordi in 1952. In 1925, Ricordi printed a new 

edition of the score as part of their Edizioni economiche Ricordi. In 1962, Ricordi issued 

yet another edition of the score edited by Mario Parenti and this was reprinted again 

1981. Despite printing many editions of the piano vocal score, Ricordi never produced its 

own full score of the work. 

Musically, Ricordi’s score matches almost perfectly with Dörffel’s full score 

including placing the trio incorrectly in the middle of the divertissement. Where Ricordi’s 

85 Many materials on the history of Orfeo ed Euridice wrongly state that the 1889 production of 
Orfeo ed Euridice occurred at Teatro alla Scala.  
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vocal score does deviate from Dörffel’s is in the vocal lines of the recitatives. This occurs 

because Ricordi used a different Italian libretto than the one Dörffel retranslated from the 

French in 1866. Ricordi also includes an alternate ending to the final chorus, “Trionfi 

Amore”, to be used as the finale of the entire opera if one would choose to skip Gluck’s 

1774 divertissement.   

Ricordi states on the title page to its edition that the libretto is by Calzabigi. This 

is only partly true. The libretto uses Calzabigi’s original libretto for all the movements 

from 1762 and wherever possible in the 1774 revisions. However, since so much of the 

opera is from Gluck’s 1774 version which included new music (such as the bravura aria, 

“Addio, Addio,” in Act Two; Euridice’s Act Two aria in Elysium, “Questo asilo di 

placide;” and the trio, “Divo Amor,” in Act Three,) new Italian text, especially in the 

third act, needed to be added. The libretto in Ricordi’s score follows and complements 

Calzabigi’s original much better than Dörffel’s retranslated Italian libretto. The adjusted 

recitatives from the Milan Edition also better fit the prosody of the Italian language. 

Regarding the musical similarity between the Dörffel and Ricordi scores, there is 

a very good reason for it: Dörffel’s score was clearly the one Pomé used for his 

production at the Teatro Manzoni in 1889 and the score Ricordi used to prepare their 

piano-vocal score. Giovanni Ricordi and his sons built their publishing empire in the 

nineteenth century upon selling vocal scores based on autographs and other publishers’ 

full scores. “The key to Ricordi’s fortune was its insistence on renting full orchestral 

scores and instrumental and vocal materials to theatres for performance, rather than 
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publishing these full scores.”86 “By mid-century, Ricordi’s business consisted principally 

of renting orchestral materials and full scores, and selling vocal scores, whose piano part 

was sometimes arranged by the composer, more often by others.”87 Ricordi’s own full 

score of Orfeo et Euridice for rent is an excellent case in point. It is simply a copy of the 

Dörffel full score with a Ricordi cover page.88 The librettos do not match and the 

alternate ending to the final chorus, “Trionfi Amore,” from the vocal score is not 

included.  

One may ask, how and why is this the case? As Philip Gossett points out in his 

book, Divas and Scholars: Performing Italian Opera, European publishers in the 

nineteenth century were not bound by copyright laws, especially across borders as they 

are today: 

Publishers unmercifully pirated each other’s work.  Shortly after the premiere of 
Rossini’s La donna del lago, for example, Ricordi published a few extracts.  
These made their way to Leipzig, where the German publisher Breitkopf & 
Härtel found them so attractive that the firm decided to bring out a complete 
score of the opera.  For this purpose they used all available Ricordi extracts and a 
complete manuscript copy.  They simply followed the Ricordi piano reductions 
for numbers the Milanese publisher had issued as extracts; for the other numbers 
and recitatives not previously published by Ricordi they had new reductions 
made.  In this way B & H cobbled together one of the earliest editions of La 
donna del lago.  [When Ricordi was] relieved of its contractual impediments to 
publish complete operas [by la Scalla], the company not only made use of the 
new B& H reductions for its own complete edition but even borrowed 
ornamental designs that had first appeared on the title page of the B & H score.89 
 
This method of producing scores, along with the system of only renting full scores 

to opera houses, paired with the preparation and printing of materials by Ricordi and their 

contemporaries not only explains why the vocal score does not match the full score they 

86 Philip Gossett, Divas and Scholars: Performing Italian Opera, (Chicago, University of 
Chicago Press, 2006), 98. 
87 Ibid., 103. 
88 See Appendix D for examples from Ricordi’s full score. 
89 Ibid., 99. 
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rent, it also explains how the instrumental errors that Berlioz condemned in the scores he 

used to prepare his edition occurred: 

Since full scores were sent around in manuscript, [many] suffered innumerable 
distortions.  It soon became impossible to tell where a composer’s notation ended 
and a copyist’s or orchestral musician’s began.  If a conductor in 1860 wanted an 
extra trombone, it was added, and it’s original was soon masked.  There was no 
malicious intent to falsify, but the entire system encouraged a laissez-faire 
attitude… Not only were printed scores prepared in a very short time, but they 
often adopted to whatever score was at hand.90 
 

With this knowledge of the work ethic along with common pirating practices of the 

nineteenth century, it is easy to understand why no effort was made by Ricordi to prepare 

a full score that matched the piano vocal score of Orfeo ed Euridice. After turning the 

cover page of Ricordi’s full score, it is almost comical to see the titles, staging and score 

markings of Dörffel’s score in German along with the tape marks where the score was cut 

and adhered to new pages for Ricordi to reproduce. Even more amusing, is the warning 

prohibiting photocopying at the top of the first page of the score.  

 A chart comparing the Dörffel’s and Ricordi’s versions of the opera can be found 

in Appendix A, page 116.

90 Ibid., 104. 
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CHAPTER IV. 

TOWARDS AN INFORMED PERFORMANCE OF ORFEO ED EURIDICE 

1.  Central Issues to Consider 

  There are many decisions to make when undertaking a performance of Orfeo ed 

Euridice. Even the first step of choosing a version of the opera produces a number of 

options. To begin, one must consider the following criteria: the role of Orfeo as a 

contralto or tenor; the role of Orfeo as a male or female; using a libretto in Italian, French 

or German; and performing a version by Gluck or a nineteenth-century edition. These 

considerations alone will result in the following possibilities:  

1. The role of Orfeo 
a. Male or female Orfeo 

i. Male countertenor 
1. Gluck’s 1762 Vienna version with Calzabigi’s Italian libretto 

for contralto Orfeo 
2. Dörffel’s 1866 conflated edition for contralto Orfeo 
3. Ricordi’s 1889 conflated edition for contralto Orfeo  
4. Novello’s 1890 conflated edition for contralto Orfeo 

ii. Male tenor 
1. Gluck’s 1774 Paris version with Moline’s French libretto for 

tenor Orfeo 
2. Durand’s 1898 Édition Pelletan of the 1774 French version 

edited by Saint-Saens for tenor Orfeo 
iii. Female contralto 

1. Gluck’s 1762 Vienna version with Calzabigi’s Italian libretto 
for contralto Orfeo 

2. Dörffel’s 1866 conflated edition for contralto Orfeo 
3. Ricordi’s 1889 conflated edition for contralto Orfeo  
4. Novello’s 1890 conflated edition for contralto Orfeo 

b. Contralto or tenor Orfeo 
i. Contralto (male countertenor or female) 

1. Gluck’s 1762 Vienna version with Calzabigi’s Italian libretto 
for contralto Orfeo 

2. Dörffel’s 1866 conflated edition for contralto Orfeo 
3. Ricordi’s 1889 conflated edition for contralto Orfeo  
4. Novello’s 1890 conflated edition for contralto Orfeo 
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(Contralto or Tenor Orfeo, continued) 
ii. Tenor 

1. Gluck’s 1774 Paris version with Moline’s French libretto for 
tenor Orfeo 

2. Durand’s 1898 Édition Pelletan of the 1774 French version 
edited by Saint-Saens for tenor Orfeo 

2. Libretto 
a. Italian 

i. Gluck’s 1762 Vienna version with Calzabigi’s Italian libretto for 
contralto Orfeo 

ii. Dörffel’s 1866 conflated edition with an Italian libretto retranslated 
from Moline’s French libretto for contralto Orfeo 

iii. Ricordi’s 1889 edition with an expansion of Calzabigi’s libretto to fit 
Dörffel’s conflated version for contralto Orfeo 

iv. Novello’s 1890 edition with a retranslation of Moline’s French 
libretto into Italian by Bertold Tours for contralto Orfeo 

v. Durand’s 1898 Édition Pelletan of the 1774 French version edited by 
Saint-Saens with a retranslation of Moline’s French libretto into 
Italian by Giovanni Pozza for tenor Orfeo 

b. French 
i. Gluck’s 1774 Paris version with Moline’s French libretto for tenor 

Orfeo 
ii. Berlioz’s 1859 edition with his own revised French libretto of 

Moline’s 1774 original for contralto Orfeo 
iii. Dörffel’s 1866 conflated edition with Moline’s French libretto for 

contralto Orfeo 
iv. Durand’s 1898 Édition Pelletan of the 1774 French version edited by 

Saint-Saens with Moline’s French libretto for tenor Orfeo 
c. German 

i. Gluck’s 1762 Vienna version with Calzabigi’s Italian libretto 
translated into German by Johann Joachim Eschenburg 
(1785) for contralto Orfeo 

ii. Gluck’s 1774 Paris version with Moline’s French libretto translated 
into German by Johann Daniel Sander (1786) for tenor Orfeo 

iii. Dörffel’s 1866 conflated edition with German libretto translated 
from Moline’s French libretto for contralto Orfeo 

iv. Durand’s 1898 Édition Pelletan of the 1774 French version edited by 
Saint-Saens with a translation of Moline’s French libretto into Italian 
by Max Kalbeck for tenor Orfeo 

3. Version 
a. Gluck’s 1762 Italian version for contralto Orfeo 
b. Gluck’s 1774 French version for tenor Orfeo 

i. Durand’s 1898 Édition Pelletan edited by Saint-Saens 
c. Berlioz’s French version for contralto Orfeo 
d. A nineteenth-century conflated version for contralto Orfeo: 

i. Dörffel’s 1866 conflated edition 
ii. Ricordi’s 1889 conflated edition  

iii. Novello’s 1890 conflated edition 
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Beyond the starting points listed above and assuming one has the means to 

produce any version of Orfeo, one must further consider the following criteria: desired 

character traits of Orfeo, the type of orchestra (Baroque or modern), whether to use on 

and off-stage orchestras, the instrumentation, the pitch, the keys of individual 

movements, differing tempo and expression markings, the ordering of movements, the 

inclusion or exclusion of movements, the substitution of movements, the combining of 

versions and the number of ballet movements to include.   

One cannot even avoid making choices by simplifying the options to performing 

one of Gluck’s original versions. For example, it is impossible to perform Gluck’s 1762 

Italian version exactly as the original since the castrato is now inexistent. One must 

choose either a countertenor or female contralto to play the role, and this can dramatically 

affect the portrayal of character traits Orfeo possesses. Similarly, the negotiation of the 

pitch issues within the tenor role in Gluck’s 1774 version also cannot be avoided. For a 

hearty modern tenor to be able to sing the role, one must either choose to transpose the 

opera down a major second or a minor-third, or use period instruments and perform the 

opera around a   404 to better correspond with what scholars believe the pitch at the 

Paris Opéra to have been around 1774.91 Additionally, one must also choose to perform 

the Act Three trio either as it is printed in the score or as indicated in the libretto from the 

first performance.  

To assist with this type of decision-making, Philip Gossett in his book, Divas and 

Scholars: Performing Italian Opera, suggests the following procedure:  

91 See C. Delezenne, “Sur le ton des orchestres et des orgues,” Mémoires de la Société Impériale 
des Sciences de l’Agriculture et des Arts de Lille, 2nd ser., i (1854): 1–23, as quoted and 
translated in Bruce Haynes and Peter Cooke, "Pitch,” in Grove Music Online, Oxford Music 
Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/40883 (accessed 
February 5, 2011). 
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In general, we can conceptualize the process of deciding which version to 
perform in terms of a grid in three dimensions on which to measure our 
alternatives. These dimensions involve: (1) aesthetic and analytic matters; (2) 
historical circumstances; and (3) the practical conditions of modern 
performance… Aesthetic and analytic matters involve our individual judgments 
concerning the relative musical worth of alternative versions, the musico-
dramatic character of each piece, and the larger dramaturgical consequences of 
adopting one version rather that another. Many issues need to be considered in 
judging relative musical worth: the quality of the invention, the coherence of 
each variant in the context of the entire work, the tonal implications of different 
key schemes (both between adjacent numbers and within the opera as a whole), 
the vocal style, and so forth. We should presume neither that the results of 
different parts of our inquiry will reinforce one another, nor that unanimity of 
opinion is possible.92  

 
Regarding the musical worth of the different versions of Orfeo, one should begin 

by considering changes Gluck himself made between his 1762 and 1774 versions. For 

example, some prefer the concise cohesiveness of the original 1762 azione teatrale per 

musica. On the other hand, many consider the additional music and expanded recitatives 

Gluck included in 1774 French Orphée et Euridice to be improvements over the original 

1762 version, and that they create opportunities to heighten the overall dramatic effect of 

the opera. The nineteenth-century editions of the opera by Berlioz, Dörffel, and Ricordi 

add another dimension in terms of the coherence of the opera. This is due to their 

decisions to include, exclude, alter, or replace elements from both Gluck’s original 

versions into their own as well as to alter the keys of certain movements to accommodate 

a contralto Orfeo.93 Gossett also points out that, “on some occasions, alternative versions 

have dramaturgical implications that can fundamentally affect the way we perceive an 

opera.”94 This is certainly true of Orfeo. The type of voice used for the leading role can 

dramatically change the overall character of the opera. A male tenor, countertenor or 

92 Philip Gossett, Divas and Scholars: Performing Italian Opera, (Chicago: University of 
Chicago Press, 2006): 221. 
93 See Chapter 3, Comparison of the Editions of Orfeo ed Euridice. 
94 Ibid., 222.
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female contralto singer can each affect the qualities Orfeo is perceived to possess by the 

audience. Is he the heroic warrior that once traveled with Jason and the Argonauts and 

was undeterred by the challenges presented to him in retrieving Euridice from the 

underworld? Or, is he a humble man only led by the reassurances of Amore and the hope 

of being reunited with his love? The choice whether or not to use the bravura aria at the 

end of Act One can further enhance the character traits of Orfeo in one direction or the 

other. These are all points to be considered in determining the musical worth of each of 

the versions of Orfeo.   

The second part of Gossett’s grid, historical circumstances, consists of 

…the specific events that lead a composer to create an alternative piece and the 
implications of those events for the way we evaluate the resulting music. Among 
such circumstances are cases in which a composer replaces music originally 
written by an associate, revisions that result from actions of political censors, and 
changes introduced to suit the needs or desires of specific performers.95  
 

Gluck’s revision of Orfeo ed Euridice in 1774 were almost all made to suit the 

circumstances of performing in Paris. Among these were the alterations of the leading 

role from the heroic castrato voice-type of Italian opera to the corresponding heroic 

haute-contre of French opera, the expansion of the recitatives to accommodate Moline’s 

adaptation of Calzabigi’s Italian libretto into the longer phrase lengths of the French 

language,96 and the changes in instrumentation available to Gluck at the Paris Opéra.97 

95 Ibid., 222-223. 
96 The longer phrase lengths in the recitatives of the 1774 French version are in part due to the 
inclusion of articles and pronouns in the French language that are often omitted in the Italian 
language. Often, pronouns and articles are dropped in Italian because they are understood by the 
verb tense, such as in the Act Three recitative, “Ecco un nuovo tormento!”(“Quelle épreuve 
cruelle!”), where the shorter Italian “Più non resisto” is translated into French as “Je ne puis 
resister…”  The pronoun “io” is dropped in the Italian because the verb tense of resistere 
(resisto) assumes the 1st person tense. 
97 See Chapter 3, Comparisons of the Editions of Orfeo ed Euridice, for specific changes in 
instrumentation. 
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Most famously, Gluck needed to accommodate the dramatic demands of Joseph Le Gros, 

the haute-contre tenor portraying Orphée in Paris, with the Act One finale bravura aria. 

Gossett reminds us that although “some revisions made by composers to suit the needs of 

available singers [such as inserting an aria from another opera as Gluck did for Le Gros 

in 1774] seem appalling by modern standards… [however,] one should not imagine that 

composers always undertook such revisions reluctantly: many variant versions for 

specific singers were prepared with alacrity.”98   

When Berlioz prepared his revival Orphée in 1859, he was also strongly 

influenced by the circumstances surrounding him. Most notable among these was the fact 

that the role of Orphée was to be performed by the female contralto, Pauline Viardot. 

“Many variant versions [of operas] reflect the different technical capabilities or dramatic 

propensities of singers engaged for a revival of an opera. Nineteenth-century Italian 

composers wrote their music with specific singers in mind.”99 Berlioz deferred to Viardot 

multiple times regarding the vocal part of Orphée throughout his revision process. This 

collaborative work was not uncommon in the nineteenth century. “In revivals, composers 

and singers themselves routinely made punctature, small adjustments in the melodic lines 

to suit new voices.”100 Viardot prepared her own cadenza for the Act One bravura aria 

and made other changes to her musical lines throughout the opera.101 The instrumentation 

and limits of the choreographic forces available in Paris in 1859 also influenced Berlioz’s 

revival.102   

98 Ibid., 226.
99 Ibid., 225. 
100 Ibid., 226. 
101 See Chapter 3, Comparisons of the Editions of Orfeo ed Euridice. 
102 See Berlioz’s foreword to the first piano vocal score by Escudier 1859 as well as A travers 
chants, 110-112. 
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Dörffel, Saint-Saëns and Ricordi also all had significant historical influences 

affecting each of their editions of Orfeo. Dörffel did not follow the structure of Berlioz’s 

revival in preparing his full score in 1866. He only combined Berlioz’s work of adapting 

the music from the French 1774 Orphée et Euridice for a contralto Orfeo with the overall 

form of Gluck’s original French version. Dörffel also included his own retranslation of 

Moline’s French back into Italian rather than using Calzbigi’s original libretto where 

possible. Similarly, Saint-Saëns in his Édition Pelletan included an entirely new 

retranslation of the French back into Italian. Further insight into what historical 

circumstances may have lead Dörffel and Saint-Saëns to be so liberal with their changes 

to the libretto will be discussed below.   

Ricordi’s 1889 version was perhaps even more influenced by historical 

circumstances. Ricordi’s edition only includes an Italian libretto despite following the 

French Orphée et Euridice structure. The fact that this libretto better corresponds to 

Calzabigi’s original text and the vocal lines than do Dörffel’s and Saint-Saëns’ is most 

likely a result of it being prepared by native Italian speakers for an Italian audience in 

Milan. Historical influences also lead to the fact that Ricordi’s version was only produced 

as a vocal score. This reflects the publisher’s policy at the time of only providing rental 

parts and full scores of operas. In addition, the fact that Ricordi’s rental full score is 

simply a copy of Dörffel’s and does not correspond to their own vocal score or libretto is 

a result of the less-than-thorough attitude Ricordi had for preparing their rental materials 

in the late nineteenth century.  

To conclude his recommendations regarding considerations of historical 

circumstances in choosing a version of an opera, Gossett turns his attention towards the 
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libretto and states, “we find ourselves inevitably, if unwillingly, faced with the problem 

of authorial intention. It has been dogging us throughout. Although it is only one factor in 

our considerations, a composer’s attitude toward the text of an opera matters.”103   

Gluck’s position on text and music are clearly stated in the dedication he wrote to 

Alceste in 1769. He wrote that he “sought to restrict the music to its true purpose of 

expressing the poetry and supporting the action…”104 This statement suggests that he had 

a respect for maintaining the original Italian libretto that Calzabigi provided in 1762 as 

well as the French version that Moline carefully adapted and expanded from the Italian in 

1774. In the nineteenth century however, this regard for the original libretto changed with 

each new version. Consider the following chain of events regarding the French and 

Italian librettos of Orfeo ed Euridice over 136 years from 1762 to 1898: 

• 1762: Calzabigi’s original Italian libretto is set by Gluck. 
• 1774: Moline adapts, expands and translates Calzabigi’s libretto into French. 
• 1859: Berlioz edits, cuts and replaces sections of Moline’s libretto and 

reorganizes it into four acts. Saint-Saëns writes a new text for the Act One 
bravura aria. 

• 1866: Dörffel retranslates Moline’s French libretto back into Italian with little 
resemblance to Calzabigi’s original libretto. 

• 1890: Bertold Tours retranslates Moline’s French libretto back into Italian for 
Novello with little resemblance to Calzabigi’s original libretto. 

• 1894: Ricordi prints the 1889 Milan Edition with an Italian libretto to fit the 
structure of the French Orphée. This libretto faithfully follows Calzabigi’s 
original wherever possible and expands and adapts it to fit the 1774 sections.  

• 1898: Saint-Saëns has an entirely new retranslation of the French libretto into 
Italian prepared by Giovanni Pozza. 
 

As one can tell by the numerous retranslations and edits of both Calzabigi’s and 

Moline’s libretti listed above, many composers, editors, and critics of music during the 

nineteenth century did not regard the idea that text and music are inextricably linked in 

103 Gosset, 227 
104  Howard, C.W. von Gluck: Orfeo, 23. 
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the same way it had been for Gluck during the Reform. One famous example of this is the 

Viennese music critic Eduard Hanslick’s 1854 treatise, On the Musically Beautiful. In 

this document, Hanslick argued that music is independent of any effort to bind it to 

words.105 To defend his position on the subject, Hanslick chose Gluck’s aria “Che farò 

senza Euridice!” 

In an operatic melody, e.g., one which has very effectively expressed anger, you 
will find no other intrinsically physical expression than that of a rapid, impulsive 
motion. The same melody might just as effectively render words expressing the 
exact opposite, namely, passionate love. 
 
When Orpheus’ aria “Che farò senza Euridice!” (“J’ai perdu mon Euridice, Rien 
n’égale à mon Malheur!”) [I have lost my Euridice, nothing equals my sadness!] 
moved thousands to tears, Boyé, a contemporary of Gluck, remarked that one 
could just as well or, indeed, much more faithfully set the opposite words to the 
same tune (“J’ai trouvé mon Euridice, Rien n’égale à mon Bonheur!”) [I have 
found my Euridice, nothing equals my joy!]  
 
We are, indeed, not quite sure that the composer is entirely to be absolved in this 
case, insofar as [the] music certainly possesses far more specific tones for the 
expression of passionate grief. But we select this example out of hundreds, first, 
because it concerns the composer [Gluck] to whom has been attributed the 
greatest exactitude in dramatic expression and, second, because over the years so 
many people have admired in this melody the feeling of intense grief which it 
expresses in conjunction with those words.106 
 
This attitude towards the text in the nineteenth century may be the very reason 

Berlioz, Dörffel, Saint-Saëns and many others felt at liberty to so drastically alter 

Calzabigi’s and Moline’s libretti. It is certainly an important historical circumstance to be 

considered when choosing which version of Orfeo to perform. 

105 Gossett, 375. 
106 Eduard Hanslick, On the Musically Beautiful: A Contribution towards the Revision of the 
Aesthetics of Music, as translated and edited by Geoffrey Payzant from the 8th ed. of Vom 
Musickalisch-Schönen: ein Betrag zur Revision der Äesthetik der Tonkunst, 1891, (Indianapolis: 
Hackett Publishing, 1986), 17-18. 
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The final dimension of Gossett’s three-part grid is “the practical conditions of a 

modern performance make up.”107 This is perhaps the most influential component of 

Gossett’s process in choosing a version of Orfeo. The practical conditions of a modern 

performance “consist of the technical capabilities and the explicit desires of singers; the 

theatrical practices of a particular opera house, located in a particular city, with a 

particular audience; and the artistic vision of conductors or stage directors.”108 Gossett 

reminds us that the questions faced by modern performers are not very different from 

those of their nineteenth-century predecessors regarding practical conditions of a 

performance. For example, the performance of Orfeo ed Euridice at the Teatro Manzoni 

in Milan in 1889 (which is represented in Ricordi’s vocal score of 1894) was greatly 

affected by the location of the performance, the practice of the theater, and the 

expectations of the audience. Berlioz and Dörffel both needed to make decisions about 

instrumentation and pitch in their editions and performances as one does today. Berlioz 

also struggled between performing the opera as he thought best respected how Gluck 

originally conceived it and choosing to alter sections of it because it seems more 

musically practical and satisfying. In addition, nineteenth-century performers such as 

Pauline Viardot had to choose between not changing a single word or note in a rendition 

or re-exploring the dramaturgical possibilities and meaning of a part.”109 These are all the 

same types of decisions one needs to make today when choosing a version of Orfeo and 

how to perform it.    

107 Gossett, 221. 
108 Ibid., 228. 
109 Ibid. 
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As mentioned at the beginning of this chapter, it is impossible to give an authentic 

or definitive performance of Orfeo ed Euridice or Orphée et Euridice exactly as Gluck 

envisioned for a multitude of logistical reasons. If not for these, than because of the 

simple fact that Gluck is no longer with us to conduct the performances as he did in 

Vienna or Paris. To even perform one of the nineteenth-century versions by Berlioz, 

Dörffel, Saint-Saëns or Ricordi as they intended it is nearly impossible. However, it is 

very possible to give an informed performance of Orfeo ed Euridice. The 1762 Italian 

and 1774 French versions can be modified to accommodate modern voice types and 

period instruments can be employed so that little change to the overall form of the operas 

occurs. In addition, it has become much easier to perform a fairly accurate performance 

of Berlioz’s Orphée due to the publication of Joel-Marie Fauquet’s critical edition scores 

by Bärenreiter in 2005. 

One of the most interesting developments over the past decades has been the 
enthusiasm with which some singers have participated not only in historical 
reconstructions of so-called authentic versions of operas, but even in 
reconstructions of versions associated not with a composer but with an earlier 
singer. [For example, Marilyn Horne] in the mid-nineteenth century Pauline 
Viardot version of Gluck’s Orfeo ed Euridice, in part arranged by Berlioz… 
However problematic these reconstructions may be for those who believe in the 
aesthetic superiority of the works in versions conceived by their composers, they 
testify to a refreshing vitality in modern performance.110 
 
However, the issues surrounding the preparation of an informed performance of 

Orfeo ed Euridice with a contralto that includes the music from both of Gluck’s original 

versions remain numerous. These issues will be addressed for the remainder of this 

chapter. Please note, however, that many of the issues addressed, especially those 

regarding instrumentation and the ordering, omission, inclusion, or replacing of certain 

110 Ibid., 229. 
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movements, also apply to performing Gluck’s and Berlioz’s versions. These issues will 

be organized with consideration of Philip Gossett’s three-dimensional grid procedure.  

2. Aesthetic and Analytic Matters Concerning the Relative Musical Worth of 
Alternative Versions 

 
When considering the performing choices based on the aesthetic merits of each 

version, the conductor needs to evaluate parameters such as the quality of the invention, 

the coherence of each variant in the context of the entire work, and so forth. 

2.1. Libretto 

The nineteenth century saw the publication of several editions of Gluck’s Orfeo 

ed Euridice with libretti in French, Italian, German and English. For an English libretto, 

the Novello score is the best option as it was prepared by an English-speaking editor. For 

German, the simplest option is to use Dörffel’s as it appears in his full score and the 

corresponding piano-vocal score and parts. For French, again Dörffel’s is perhaps the 

best and easiest option. The French remains faithful to Moline’s 1774 libretto except for 

the final recitative and bravura aria in Act One. These follow Berlioz’s translation of the 

1762 Italian recitative and Saint-Saëns’s text for the bravura aria, “Amour, viens rendre à 

mon âme!” from Berlioz’s Orphée. The aria can easily be changed to the original 

“L’espoir renaît dans mon âme.”  

 For an Italian libretto, the issue is more complex. There were at least four 

different Italian libretti for Orfeo ed Euridice published in piano-vocal scores in the 

nineteenth century including Dörffel, Novello, Ricordi, Saint-Saëns. Only Dörffel’s was 

also published as a full score for a contralto Orfeo. This remains true today. Therefore, if 

one finds the quality of an Italian libretto other than Dörffel’s more aesthetically 

worthwhile, the full score needs to be extensively edited to match it. Historically, this is 
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what has transpired in most performances of a nineteenth-century Orfeo ed Euridice over 

the past one hundred and fifty years. Ricordi’s Milano Edition libretto has been the most 

popular simply because it is superior in regards to the text setting of the musical line, 

prosody of the text, and resemblance to Calzibigi’s original, compared to the others 

produced. Unfortunately, as pointed out above, there is no full score to match it.111 To use 

the Ricordi libretto, then, musical directors must edit their Dörffel full scores to 

accommodate it. This is what Raymond Leppard did for his production of Orfeo ed 

Euridice with Dame Janet Backer at Glyndebourne in 1982. Oddly, no full score has been 

published to match the Ricordi, despite its popularity.  

2.2. The problem of musico-dramatic coherence and available options for omitting, 
re-ordering or altering movements 

 
 Many productions of Orfeo ed Euridice have made numerous omissions and 

alterations to the movements in the score. Some of these can affect the musico-dramatic 

character of the scenes they are associated with and can have larger dramatic 

consequences upon the entire opera. In some cases, however, omitting a movement may 

even improve the flow of the narrative depending on the interpretation of the conductor 

and stage director. The most common alteration is the reordering of the final trio, “Divo 

Amore,” in Act Three. In the published score of the 1774 French version, as well as in 

Dörffel’s and Ricordi’s scores, the trio is placed in the middle of the final Divertissement. 

However, in the original printed libretto from 1774, it takes place between the final 

recitative of Act Three (where Amore reunites Euridice with Orfeo) and the final Chorus 

Grand Scena. This order is viewed by many to be what Gluck must have intended, as it 

111 If you rent the full score from Ricordi, you will receive a reproduction of the Dörffel with his 
libretto instead of Ricordi’s.
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makes more dramatic sense and provides a more satisfying conclusion to the opera than 

does separating it from the rest of the story by placing it in the middle of the 

Divertissement. Moving the trio also allows for the final Divertissement to be omitted 

altogether. In this case, Ricordi’s score includes an alternate ending to the final Chorus to 

make it the final movement of the opera. Another solution for creating a satisfying sense 

of closure with the finale chorus alone is to repeat the final sixteenth measure Allegro 

with the orchestra.   

 In the appendix to his score, Dörffel includes two optional movements from 

Gluck’s 1762 Italian version. One of these is a ballet that Gluck did not include in the 

final Divertissement from 1774 while all the other 1762 ballet movements were retained. 

This could be added without much change to the overall drama of the opera. The other 

optional movement is the orchestral Nachspeil representing Orfeo’s descent to the 

Underworld that originally closed Act One in 1762 and was replaced with the bravura 

aria “L’espoir renaît dans mon âme” in 1774. If one chose to replace the bravura aria, this 

would significantly alter the heightened dramatic ending of Act One as well as the energy 

of the entire opera. Mezzo-Soprano Dame Janet Baker, who performed the role of Orfeo 

at Glyndebourne in 1982, wrote that, for her, this aria was a key passage to the drama: 

“That is what gives Orfeo the courage to brave Hell… like a warrior. So Orfeo prepares 

himself for the descent to Hell, for unless he sings the aria he is not going to set foot 

there. He has to have release from the Gods’ intervention.”112 This aria is crucial to 

include if the intent is to portray Orfeo’s overall character of as heroic. Additionally, one 

may use the cadenza that Pauline Viardot wrote for this aria for her performance with 

112 Janet Baker, Orfeo ed Euridice, as quoted in 1982 Glyndebourne Festival Programme Book, 
Raymond Leppard, author. 
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Berlioz in 1859. A copy of it, along with other ornamental markings she transcribed in a 

vocal score, can be found in Appendix IV of the Bärenreiter full score of Orphée and in 

the appendix to the Édition Pelletan published by Durand in 1898 and reprinted by 

Breitkopf und Härtel around 1900 as well as by Broude Brothers in the 1950’s. 

Another movement that some find troubling to the overall drama of the opera is 

the “Dance of the Furies” that closes the first scene of Act Two after Orfeo has placated 

the furies. This Vivement dance movement, which Gluck took from his Ballet Don Juan 

and added to the 1774 French version, seems to be out of place after the choral movement 

that precedes it has the furies “fading away in a confused murmur”113 from the sound of 

Orfeo’s lyre. In the 1762 Italian version, the furies disappear and the scene ends so it is 

easy to omit this ballet movement and continue on to Scene Two as the original Italian 

version did. Another option is to use Berlioz’s revision, which replaces the ballet with a 

short energetic orchestral ritornello at the end of the chorus. Whether to keep, omit or 

replace the “Dance of the Furies” can all greatly change the story line. The question of 

what to do with it is really a matter of how one interprets the story, Orfeo’s character and 

the powers his music possesses. Does Orfeo overcome the Furies himself or does his 

music overcome the furies? The stage directions in the 1774 French score state that the 

furies are enchanted by the sound of his (Orfeo’s) lyre:“des Spectres enchantés par les 

sons de sa lyre,” not by Orfeo himself. When one considers this, it is not so odd to have 

the furies return after Orfeo passes through the gates and the sound of the lyre no longer 

possesses them. The furies are ruthless and implacable in their job of guarding the gates 

to Hades where they suffer eternal damnation. Before Orfeo’s music enchanted them, the 

113 Calzabigi’s libretto.
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furies only let two other mortals pass, Hercules and Peirithous. With this understanding 

of the story, the “Dance of the Furies” represents the furies coming back to their senses 

after Orfeo has passed and the spell of his music is no longer on them. This also 

reinforces the fact that the music overcomes the furies; Orfeo, himself, does not. Once 

again, there is great room within in this scene for different perceptions and 

representations of the heroic qualities of Orfeo. 

Another possible omission from the opera comes in the first act. Scene Two 

begins with the first verse of a three-verse romance that is divided by two recitatives and 

encompasses five movements: 

No. 7: Romance verse 1: “Chiamo il mio ben cosi,” 
No. 8: Recitative: “Euridice, Euridice, ombra cara,” 
No. 9: Romance verse 2: “Cerco il mio ben cosi,” 
No. 10: Recitative: “Euridice, Euridice, ah! questo nome,” 
No. 11: Romance verse 3: “Piango il mio ben cosi,” 
 

This extended romance is the first of Orfeo’s two laments in the opera, the second being 

“Che farò senza Euridice!” in Act Three. The lament occurs just after the opening funeral 

scene when Orfeo asks the mourners to leave him. The three verses of the romance 

display Orfeo finding comfort and strength in what he knows best – singing.114 The two 

recitatives between the verses represent Orfeo becoming overwhelmed with the emotions 

of his loss as he remembers moments in his life with Euridice in the verses of his song. In 

each verse of the romance, the orchestration is subtly altered from strings and flute in the 

first, to strings and horn in the second, and finally, strings, English horn (or clarinet) and 

bassoon in the final verse. In turn, each of the recitatives is more impassioned, as 

114 Stage director Kenneth Pereira, in rehearsals for our production in Bloomington, Indiana in 
April 2010, pointed out that Orfeo, as a singer, would naturally use song as a coping device. 
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signified by the rise in the opening cries of each and from the increased tension in the 

harmonic shift from F Major 4-2 to a fully-diminished 4-3 underneath them.  

 
Example 4.1. Gluck Orfeo ed Euridice, “Euridice, Euridice!  

Ah questo nome,” mm. 1-3 
 

The entire sequence beautifully portrays a widower’s grief as Orfeo finds composure in 

his song and loses it shortly thereafter, recovers himself once more only to lose it again; 

and his one final attempt at finding comfort in his song before his emotions turn to anger 

at the gods in the next recitative, “O numi, barbari numi!” 

In Berlioz’s Orphée, he omits the first verse of the aria and begins the scene 

instead with the first recitative. It is certainly possible to follow his lead and truncate the 

scene without losing the beautiful music of the lament or disrupting the overall flow of 

the story. By doing this, however, the delicate balance of the scene that Gluck composed 

is lost. The recitatives no longer find their impetus in the memories of Euridice as sung in 

the verses of the song. In addition, by eliminating the first verse, Orfeo’s attempts to find 

consolation in his song are lessened. His character appears to be more vulnerable and less 
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collected. This vulnerability can, in turn, be seen as foreshadowing his failure to complete 

the task Amore offers him to earn back his love. The audience is less surprised by 

Orfeo’s weakness in resisting Euridice’s pleas for him to gaze upon her in Act Three, and 

the overall the drama of that scene is diminished all due to the omission of the first verse 

of the strophic song in Act One. With the strophic song and recitatives intact, Orfeo 

displays a quality of composure that allows the audience to believe he really can succeed 

in his task. The drama is also further heightened when in the end he fails. 

The final movements under consideration for omission are the second part of the 

Dance of the Blessed Spirits, No. 30, and the following short ballet, No. 31 in Act Two, 

Scene Two. After the famous flute solo in the Dance of the Blessed Spirits, the omission 

of the following slow ballet movement may be seen as improving the flow of the 

narrative by moving directly into Euridice’s entrance into Elysium, “Questo asilo.” 

Although the ballet Gluck inserted between two of the most beautiful movements of the 

opera maintains a wonderful simplicity all its own and provides further opportunities to 

choreograph the activities of the good and heroic souls of Elysium,115 the movement 

really does nothing to add the overall drama of the scene and potentially can create a low 

point in the story line. The second part of the “Dance of the Blessed Spirits,” on the other 

hand, is considered a movement to be omitted due to the fact that it was added to the 

1774 French version. In the 1762 Italian version, the Elysium scene proceeded directly 

from the first part of the “Dance of the Blessed Spirits,” No. 29, to Orfeo’s arioso “Che 

puro ciel.” If one wanted to be faithful to this structure of the scene from the 1762 

115 In Greek mythology, all souls go to the underworld after death.  Elysium is the region in the 
underworld for the souls of the good and heroic. Tartarus is the region of the underworld for the 
souls of the evil and the damned.  
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version, one could also omit “Questo asilo.” However, to follow the 1762 version of the 

scene rather than the 1774 version, is to omit one of the most beautiful pieces in Gluck’s 

entire oeuvre.   

3. Historical Production Circumstances 

Both Gluck and Berlioz needed to make revisions and alterations to Orfeo ed 

Euridice to accommodate the performing forces in different locations. Gluck needed to 

truncate the opera to one act and transpose the role up for a soprano Castrato in Parma in 

1769. Both Gluck and Berlioz also had to accommodate the singers, orchestral and ballet 

forces at the Paris Opera.116 The most obvious of these alterations - those affecting voice 

types and the insertions of ballet - have already been addressed above. In addition to 

these, they both dealt with the orchestration. For Gluck, one change he made in the 

orchestration that occurred between the original 1762 Italian version and the 1774 French 

revision was the simplification of the flute and solo cello parts in Orfeo’s Act Two arioso 

“Che puro ciel.” Gluck did this first for his performance in Parma in 1769 and kept the 

same orchestration for Paris in 1774. In the original version, both the solo flute and cello 

play a series of imitative ornamental interjections throughout the movement. The second 

violins have a separate three-note trill ornament in addition to the flute and cello. In his 

revision for 1774, Gluck eliminated the ornament in the solo flute and cello altogether.  

He rewrote the flute solo with the trill of the second violins so that these two parts are in 

imitation. He then drastically simplified the solo cello line to become only a long 

sustained phrase made up of tied whole notes and half notes.    

 

116 See Chapter 2 and Chapter 3 for details. 
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Example 4.2. Gluck, Orfeo ed Euridice, “Che puro ciel,” mm. 1-2 

Example 4.3. Gluck, Orphée et Euridice, “Quel nouveau ciel,” mm. 1-2 
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This revised version, although still beautiful in its composition, is viewed by 

many as a lesser variant. The simplified 1774 version is the one that Dörffel includes in 

his full score, but both versions are in the key of C major. Thus, the flute and cello solos 

can be easily replaced with the original more intricate 1762 parts if desired.   

Similarly, Berlioz had Saint-Saëns re-orchestrate the Act One bravura aria by 

adding flutes, clarinets, bassoons, horns, trumpets and timbales to the original scoring for 

just strings and oboes. If one desired, the addition of this expanded orchestration, in part 

or completely, can add to the aria.117  

4. The Practical Conditions of Modern Performance 

This area of our decision-making is perhaps the most intensive in preparing a 

performance of Orfeo ed Euridice. First and foremost, as mentioned above, is the 

decision of what voice type to employ for the role of Orfeo. All the nineteenth-century 

editions of the opera are written for a contralto.118 At that time, the curators of these 

editions, such as Berlioz, had female contraltos in mind. Nonetheless, a counter-tenor 

could certainly also perform the role in a modern performance. The next major 

consideration regarding practical conditions of a modern performance concern the 

orchestra. The nineteenth-century editions by Berlioz and Dörffel were not intended for a 

Baroque orchestra, like Gluck’s 1762 Italian version was. Indeed, in the same manner as  

Gluck’s 1774 French Orphée et Euridice, there is no continuo. However, it is possible to 

add the continuo part back to the musical sections taken directly from the 1762 version.  

This is what Raymond Leppard did for his 1984 performance at Glyndebourne. 

117 It may be challenging to tune the clarinets and oboes in unison in the fast passages of the 
ritornellos. 
118 Except in the case of Saint-Saëns’ Édition Pelletan of the French version published by Durand 
in 1898. This is a critical edition of Gluck’s 1774 version for tenor. 
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Using cornetti in Orfeo’s Act Two aria, “Deh! Placatevi con me!,” although 

included as an option in Dörffel’s full score, is not feasible at modern pitch. “Gluck's 

Orfeo is particularly challenging for cornetti. Playing in three flats is potentially 

unflattering for the instrument, as it takes considerable skill to place those notes in tune, 

and then, cornetti specialists are generally accustomed to 1/4 comma meantone 

temperament.” 119 In consequence, Baroque trombones become more desirable than 

modern instruments to achieve an appropriate blend and balance with cornetti. “Until the 

invention of the valve trumpet in the nineteenth century, a flexible and homogenous brass 

ensemble was hardly possible. Gluck, in Orfeo ed Euridice (1762), followed the old 

tradition of associating cornetti with trombones; but by that time the cornetto was 

virtually obsolete, and Gluck had to replace the instruments with clarinets when he 

revised the work for Paris in 1774.”120 Dörffel suggests using a soprano trombone in 

place of the cornetto. Another possibility is to follow Berlioz’s orchestration and use a 

modern cornet to replace the cornetto. A modern trumpet is also possible, but a cornet 

will produce a timbre closer to that of the trombones.  

The location and composition of the second orchestra is another consideration to 

make when preparing a production of Orfeo ed Euridice. If the resources are available 

and the situation of the performance venue allows for it, an off-stage orchestra can be 

used as Gluck originally intended. This off-stage orchestra first consisted of the harp, 

chalumeaux, and its own contingent of strings in 1762. For Paris in 1774, Gluck replaced 

the chalumeaux with oboes. In 1859 Berlioz further altered the second orchestra to 

119 Kiri Tollaksen, Cornetto Specialist, as quoted in an e-mail conversation regarding the use of 
Cornetti in Gluck’s Orfeo ed Euridice on April 5, 2010. 
120 Kenneth Kreitner, et al, "Instrumentation and orchestration," in Grove Music Online, Oxford 
Music Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/20404 
(accessed February 5, 2011). 
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become an on-stage ensemble composed of a solo oboe and a harp with only two violins, 

viola and cello.   

The simplest option for creating the second orchestra consists of using the first 

chair string players and one oboe directly from the orchestra, while the rest of the players 

play the first orchestra part. Furthermore, this small orchestra of principal string players, 

can perform as a recitative group. Using one player on a part during the recitatives rather 

than the full string section most likely will require less rehearsal, will be easier to keep 

together in performance, and will also avoid balance problems between the soloists and 

the orchestra. The entrance of the full orchestra for the arias also creates an exciting 

contrast with the smaller recitative group.  

5. Issues of Performance Practice and Interpretation 

5.1. Appoggiaturas 

In both Orfeo ed Euridice and Orphée et Euridice, Gluck notated almost all of the 

appoggiaturas with small eighth-notes, regardless of the duration of the note following it. 

As Clive Brown noted in his text, Classical and Romantic Performing Practice: 1750-

1900, there is no known standard of execution for the duration of these appoggiaturas in 

Gluck’s earlier operas:  

Gluck used small quavers [eighth-notes] for appoggiaturas of all lengths and 
types in his earlier operas and the actual performing lengths of these small notes 
are governed by no discernible rules; sometimes they evidently obey the rule to 
take half the note, but they seem never to follow the ‘two-thirds or longer’ rule 
and appear most frequently to be intended to be short.  The only guiding 
principle for interpreting these notes appears to have been confidence in the 
musical instinct - le bon gout- of the performer.  In his later operas, especially 
those written for Paris, Gluck differentiated in the values of small notes.121  

 

121 Clive Brown, Classical and Romantic Performing Practice: 1750-1900, (New York: 
Oxford University Press, 1999): 467-8. 
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The aria “Che farò senza Euridice!” is a good place to begin deciding how to perform 

appoggiaturas in Orfeo ed Euridice due to a number of reasons. First, this aria remained 

basically unchanged from the original 1762 version to the 1774 version. Second, in this 

aria, Gluck’s eighth-note appoggiaturas occur before three different note values: quarter-

notes, dotted quarter-notes and half-notes. Third, Gluck notated a rare quarter-note 

appoggiatura in this aria. Fourth, Gluck orchestrated this aria with the first violins 

doubling the vocal line, including appoggiaturas, almost identically throughout. Fifth, and 

finally, in the various editions, the type and placement of the appoggiaturas vary.   

Since “Che farò senza Euridice!” remained basically unchanged, it is useful to 

look at the original score to see where and how Gluck notated his appoggiaturas. In the 

first score of Orfeo ed Euridice engraved by Cambon and published by Duchesne in 

1764, Gluck placed a quarter-note appoggiatura before the half-note in the first violin part 

at the end of the opening ritornello in measure six. This clearly indicates that the 

appoggiatura should be performed as half the value of the following half-note. He does 

not place any appoggiatura in the corresponding cadence at the end of the first vocal 

section of this main theme in measure sixteen. After the opening ritornello, Gluck notates 

“con La Parte” in the first violin part instead of writing out the part at each subsequent 

section of the aria where the violins double the vocal line. This indicates that where 

Gluck includes appoggiaturas in the vocal line, the first violins should match them.
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Example 4.4. Gluck, Orfeo ed Euridice, perfect copy of the 1st edition manuscript engraved by 
Cambon and published by Duchesne in 1764, “Che farò senza Euridice,” mm. 1-5

 
Example  4.5. Gluck, Orfeo ed Euridice, perfect copy of the 1st edition manuscript engraved by 

Cambon and published by Duchesne in 1764, “Che farò senza Euridice,” mm. 7-15.  One can see 
the quarter-note appoggiatura Gluck wrote in first violin in m. 7 as well as 

the marking “con La Parte” in m. 8
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Example 4.6. Gluck, Orfeo ed Euridice, perfect copy of the 1st edition manuscript engraved by 
Cambon and published by Duchesne in 1764, “Che farò senza Euridice,” mm. 16-25.  One can 

see no appoggiatura appears in the m. 16 and the marking 
“con La Parte” in the first violin in m. 25.

 
 In most editions of the 1762 full score, Gluck’s quarter-note appoggiatura is 

maintained at the end of the opening ritornello. In the 1774 French score, this quarter-

note appoggiatura is changed to an eighth-note at the end of the opening ritornello.122 

Like the editions of the 1762 Italian version, most editions of the French version maintain 

the eight-note appoggiatura in measure six. In the nineteenth-century editions, this varies. 

122 C.W. Gluck, Orphée et Euridice, 2nd edition, (Paris, Des Lauriers, 1781): 147.  The original 
score was engraved by Madame Lobry and published by Lemarchand in 1774. Des Lauriers 
printed the 2nd edition from the same plates and is therefore identical. Cecil Hopkinson states that 
it is most likely that des Lauriers purchased the plates from Lemarchand when he closed his 
business in 1783. (See Hopkinson, 44). However, a copy of the 2nd edition dated 1781 is in the 
Paris Bibliothèque nationale de France, département Musique, L-16378, Paris. Other printings of 
the 2nd edition are dated 1784 with slight variations to the front matter, but no change in the plates 
to the score.    
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Berlioz and Ricordi both follow the French version with an eighth-note appoggiatura 

while Dörffel includes the original quarter-note appoggiatura in his score.  

 In the corresponding cadence at the end of the first vocal line in measure sixteen, 

Gluck does not notate any appoggiatura in the original Italian score. However, in the 

original French score, an eight-note appoggiatura appears in the first violin part but not in 

the vocal line. In considering Gluck’s notation in the original Italian score, “con La 

Parte,” the first violin part should follow what the vocal line does. So this appoggiatura 

in the violin part alone in measure sixteen is confusing. Is this appoggiatura an error in 

printing of the French score, or is the omission of a matching appoggiatura in the vocal 

line an error? To further complicate the issue with this particular appoggiatura, the 

Denkmäler der Tonkunst in Österreich edition of the 1762 Italian version includes 

quarter-note appoggiaturas in both the first violin and vocal part at this point. 

Surprisingly, Bärenreiter’s edition of the 1774 French version also includes quarter-note 

appoggiaturas in each part, which does not correspond to any earlier French edition. 

Their edition of the 1762 Italian score, however, matches the original score with no 

appoggiatura notated at all. Berlioz, Dörffel and Ricordi, likewise, leave out 

appoggiaturas in measure sixteen.   

 One further point must be made about appoggiaturas in measure sixteen, and the 

corresponding cadences of the main theme shared by the vocal line and first violins in 

measures thirty-nine and sixty-three. Did Gluck intend for appoggiaturas to be employed 

at each cadence, indicating this by his notating an appoggiatura the first time in measure 

six at the end of the opening ritornello? The decision whether to include them in the 

following cadences as well as at what duration to perform them, is ruled by the same 



69

guideline in modern performances as it was in Gluck’s time ---  “le bon gout” of the 

performer. However, it is advised to follow Gluck’s indication, “con La Parte” and make 

the first violins and vocal line match.   

 One possible reason for Berlioz, Dörffel and Ricordi not including appoggiaturas 

in their editions was the nineteenth-century performing practice of not adding ornaments 

to Gluck’s music. 

By the 1830’s and 1840’s a widespread prejudice was developing against the 
addition of ornaments where the composer had not indicated them, particularly in 
music that was increasingly coming to be seen a ‘Classical.’ Although the 
English critic Henry Fothergill Chorley advocated for a more relaxed approach in 
1844 to singing Mozart, he noted an exception with regard to Gluck and 
Beethoven. …especially with respect to the former, that ‘the addition of even an 
appoggiatura would be intolerable.’123 
  
Other than the contradictions mentioned above in measure six of the ritornello and 

its corresponding measures in the aria, the other appoggiaturas are identical in most 

editions. In the sections of the aria with the main theme to the text “Che farò senza 

Euridice!,” both the vocal line and first violin have identical appoggiaturas on dotted 

quarter-notes. They also have identical appoggiaturas on quarter-notes in the second 

phrase of text, “dove andró senza il mio ben?” The appoggiaturas before the dotted 

quarter-note on “-dró” of “andró,” follow directly after two eighth-notes so that the 

melodic line naturally lends itself to the appoggiatura itself becoming the same duration. 

In further support of the performance of these appoggiaturas as eighth-notes, there are 

eighth-note arpeggios underneath the melody in the second violins and violas. These 

arpeggios lend the natural rhythmic feeling of an eighth-note pulse to the appoggiaturas 

123 Brown, C., 423-425 and Henry Fothergill Chorley, Modern German Music, (London, 
[1854]): 376-7 as quoted in Brown, Classical and Romantic Performing Practice, 423-
425. 
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in the melody. The appoggiaturas before the final quarter-notes of this phrase on “ben?” 

again can follow the rhythm of the underlying eighth-note arpeggios and be performed as 

an eighth-note. This follows the rule of taking one-half the value of the following note.  

Another frequently performed option is to stretch the appoggiatura itself to the value of a 

quarter-note, or slightly longer, and consequently displace the final quarter-note of the 

phrase. This is possible because of the quarter-note rest notated after this phrase. This 

solution still works well with the underlying arpeggios and also heightens the intensity of 

the aria with the extension of the four-three cadence which this appoggiatura produces.  

 
Example 4.7. Gluck, Orfeo ed Euridice, “Che farò senza Euridice,” mm. 8-10 

At the penultimate bar of the slower secondary theme sections of the aria 

(measure twenty-eight), and in the last three bars of the vocal line of the entire aria, 

Orfeo’s line has an appoggiatura before a quarter-note while the matching first violin has 

two eighth-notes in the same place. Since Gluck indicated in the original Italian score that 
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the violin and vocal lines need to match (“con la Parte”) it makes sense to have the 

appoggiaturas in the vocal line the length of an eighth-note to match the first violins.  

 
Example 4.8. Gluck, Orfeo ed Euridice, “Che farò senza Euridice,” mm. 26-29 

To sum up decisions about appoggiaturas, it is important to consider the following 

four points: First, Gluck indicated eighth-notes for most appoggiaturas in both his 

versions of Orfeo ed Euridice, regardless of the duration of the note after them. Second, it 

is not following nineteenth-century performance practice to add appoggiaturas or other 

ornaments where Gluck originally did not indicate or imply them. Third, just as 

performers in Gluck’s day did, following one’s instincts for what sounds best is probably 

the best choice when deciding the length of an appoggiatura. Fourth, nineteenth-century 

editions and even critical editions such as Bärenreiter’s edition of the 1774 French 

version do not follow what Gluck originally notated. In these editions, the altered 

notation often follows the rule of performing the appoggiatura as half the value of the 

note that follows it, thereby rendering different values. For example, in the Act Three 
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trio, “Divo Amore,” both Dörffel and Bärenreiter replace most of Gluck’s eighth-note 

appoggiatura’s before half-notes with quarter-note appoggiaturas. Dörffel even went so 

far as to change the original notation of an eighth-note appoggiatura before a half-note in 

measure three to two quarter-notes in his score.  

 
Example 4.9. Dörffel, Orpheus und Eurydice, Trio: “Gaudio, gaudio,” mm. 1-4 

 It must be said, however, that in many cases, the rule of performing the appoggiatura as 

half the value of the following note, or even slightly longer, is the most logical choice.   

5.2. Articulated slurs, portato and Gluck’s “undulating tremolo” 

In Gluck’s 1774 French Orphée et Euridice as well as in Berlioz’s and Dörffel’s 

editions from the nineteenth century, there are unique articulation markings that occur in 

the strings under or over short repeated notes on the same pitch. These articulated slurs 
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have either a wavy line over them, or the notation of dots under repeated notes often in a 

single slur, but also at times written without the slur marking.  

These articulations are associated with a portato articulation, which according to 

the 1776 treatise by Johann Friedrich Reichardt, Über die Pflichten des Ripien-

Violinisten, is “the ‘softest’ way of executing repeated notes… One takes several notes in 

a bowstroke without completely joining them to one another; between every note there 

remains a small pause of the bow.”124 In orchestral music, the articulation of a wavy line 

under a slur was described by ph Riepel in his 1757 text, Gründliche Erklärung der 

Tonordung, as “a very sustained portato for which he described the execution as follows: 

‘the bow is hardly raised at all, rather, it almost represents the sound of a lyre’.”125 

In Gluck’s operas, the articulations occur most often in recitatives, but also in 

some isolated sections of arias. Their location in the score can affect how they are 

executed, and in Gluck’s music, the articulations of a wavy line or dots under a slur of 

sustained notes could be even used interchangeably. In arias, and in slower passages with 

repeated eighth-notes, the notation of the wavy line or dots under the repeated pitches 

seem to indicate an even portato, or possibly Riepel’s sustained portato representing a 

lyre.   

One type of vibrato technique that does… seem quite often to have been asked 
for in orchestral contexts is the pulsating bow vibrato which is related to portato.  
This may well be the intended execution in many cases where the notation of 
dots under slurs or wavy lines occurs in eighteenth century and early nineteenth 
century orchestral scores. The context sometimes makes it fairly clear that a 
normal measured portato was intended.126 
 

124 J.F. Reichardt, “Über die Pflichten des Ripien-Violinisten,” (Berlin and Leipzig, 1776): 24, 17-
18 as quoted in Brown, 243. 
125 Joseph Riepel, “Gründliche Erklärung der Tonordung,” (Frankfurt-am-Main and Leipzig, 
1757): 16 as quoted in Brown, 243. 
126 Brown, C., Classical and Romantic Performing Practice, 555. 
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An excellent example of this exists in the Act One strophic romance, “Objet de mon 

amour.” In the 1762 Italian version, “Chiamo il mio ben cosi,” Gluck composed a series 

of repeated notes in the violins and violas in the five measures following the first echo in 

the second orchestra in each strophe (measures sixteen to twenty-one). However, in 

Saint-Saëns critical edition of the French 1774 version, these same measures are tied 

together under a single slur and added dots under each repeated note. This context makes 

it clear in this case that an even and sustained portato was intended, perhaps imitating the 

sound of Orfeo accompanying himself on his lyre. Dörffel also included these sustained 

portato markings, but with the variation of only one slur per bar rather a slur over the 

entire five measures.   

 
Example 4.10. Gluck, Orfeo ed Euridice, “Chiamo il mio ben cosi,” mm. 16-22 
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Example 4.11. Saint-Saëns, Orphée et Euridice, “Objet de mon amour,” mm. 16-22 

 

 
Example 4.12. Dörffel, Orpheus und Eurydice, “Chiamo il mio ben cosi,” mm. 16-22 

 

In the recitatives in Act Three, these same articulations appear, often with 

repeated sixteenth-notes rather than eighth-notes. However, in these recitatives their 

execution is much different: 
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Particularly in passages of accompanied recitative, or similar contexts, it may be 
necessary to consider whether uniform pulsations were intended or whether the 
effect was to be freely rendered by each individual player. In many cases uniform 
pulsations seem no more likely than in instances of tremolo indicating nominally 
with demisemiquavers, and in some they seem unlikely on technical grounds. 
[Therefore] an unmeasured bow vibrato [may be intended] which would… fit the 
dramatic circumstances.127 
 

In his Grand traité d’instrumentation et d’orchestration modernes, Berlioz wrote further 

about Gluck’s use of non-uniform tremolos, which he labeled undulating tremolos, in his 

recitatives: 

There is another kind of tremolo, never employed nowadays, but of which Gluck 
has made admirable use in his recitatives. It may be entitled the undulating 
tremolo and consists of a not very rapid utterance of tied notes on the same pitch, 
while the bow never leaves the string.  In these non-measured accompaniments, 
the performers cannot precisely hit the same number of notes in each bar, - some 
playing more, others fewer; and from these differences results a sort of 
fluctuation or indecision in the orchestra, perfectly adapted to express the 
uneasiness and anxiety of certain scenes.128  
 

In the opening recitative of the 1774 French version Act Three, “Viens, viens, Euridice, 

suis moi!” Gluck’s undulating tremolo appears in measures forty-three through forty-

seven as a wavy line under repeated sixteenth-notes. Like the markings in the Act One 

strophic aria, these markings do not appear in the 1762 Italian version. The undulating 

tremolo returns in Euridice’s recitative, “Mias, d’où vient qu’il persiste à garder le 

silence?” In Saint-Saëns’ critical edition of the French score, they appear as slurs with 

repeated dotted notes. In both the first and second edition of the French score and 

Dörffel’s score, they appear as wavy lines. In the original French score and Dörffel’s 

score, the wavy line marking is used instead of the dotted slurs, but the resulting 

undulating tremolo articulation is the same. Again, the corresponding music from the 

1762 Italian version only ties the repeated sixteenth-notes, but no dots or wavy lines are 

127 Ibid., 556. 
128 Hector Berlioz, “Grand traité d’instrumentation et d’orchestration modernes Op. 10,” (Paris, 
1843): 19 as cited in Brown, C., Classical and Romantic Performing Practice, 556. 
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included. One last example of the undulating tremolo occurs in the next recitative, 

“Quelle épreuve cruelle,” at measures nine and ten. In this recitative, the articulation 

marking looks different, as the sixteenth-notes are printed in abbreviated manner as half-

notes with two slashes in their stems, but each includes all eight dots and a slur over it.  

 
Example 4.13. Gluck, Orphée et Euridice 2nd edition, “Viens, viens Euridice,” mm. 43-48 
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Example 4.14. Dörffel, Orpheus und Eurydice, “Ah vieni, o diletta,” mm. 40-46 

 

 
Example 4.15. Gluck, Orphée et Euridice 2nd edition, “Mias, d’où vient qu’il persiste à garder le 

silence?” mm. 21-27 
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Example 4.16. Saint-Saëns, Orphée et Euridice, “Viens, viens Euridice,” mm. 43-48 

 

 
Example 4.17. Gluck, Orphée et Euridice 2nd edition, “Quelle épreuve cruelle,” mm. 8-10 
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Example 4.18. Dörffel, Orpheus und Euridice, “Ah! Per me il duol ricomincia!” mm. 7-12 

5.3. Tempos 

The tempo markings vary in each version and edition of Orfeo ed Euridice. In 

some cases, the variance is quite great. Even between Gluck’s 1762 Italian and 1774 

French versions, he altered his tempo markings even when the rest of the musical 

material remained the same. One example is the first scene of Act One. This scene is 

arranged as a palindrome. The opening movement’s ritornello and chorus sections are 

reversed after a short recitative and ballet to become the penultimate movement (chorus) 

and closing ballet (ritornello) movement of the scene. In 1772, Gluck marked the opening 

movement Moderato. Naturally, he also marked the closing chorus and ballet ritornello 

movements of the scene, which have the same music in reverse order, as Tempo Primo 
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(Moderato of the opening movement). For the French version in 1774, Gluck maintained 

the Moderato marking in the first movement of the scene but changed the tempo 

markings of the closing chorus and ritornello movement to Lentement. As this tableau 

scene is so carefully crafted as a musical palindrome and it maintains a singular affect 

throughout, it would seem logical that the identical opening and closing music should be 

performed at the same tempo.   

One possible reason for this change is to create better flow from the opening 

scene into the romance of the following scene, “Objet de mon amour,” which Gluck also 

altered to a Lentement tempo marking in the 1774 version. In the original Italian version, 

the romance, entitled “Chiamo il mio ben cosi,” was marked as Andante non presto. In 

1859, Berlioz followed Gluck’s French tempi in Scene One, but marked Andantino in the 

two strophes of the romance he included in his Orphée.129 Dörffel and Ricordi followed 

suit and also marked their scores like Gluck’s 1774 score in Scene One and Andantino in 

Scene Two.  

Given the multiple variations just in Act One, it is advisable to compare the tempo 

markings throughout all acts in the different editions. Consider the case of the first scene 

of Act Two, when Orfeo is attempting to placate the Furies. Many of Orfeo’s sections are 

simply marked un peu lent (un poco lento) in the 1774 French and nineteenth-century 

editions. However, these same sections are marked as andante, moderato and even 

allegro in Gluck’s original 1762 edition.  

Gluck’s variation in tempos could be due to any number of reasons. These include 

historical circumstances, such as adapting the opera to French taste and performance 

129 See Chapter 3, page 26 or Appendix A, page 99, for a full description of Berlioz’s revision to 
the structure of the Act One romance, “Objet de mon amour.” 
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practices of the time, the ability of the musicians involved in the Paris production to 

perform at a given tempo, or to simply increase the duration of these movements as part 

of Gluck’s overall expansion of the opera. Other points to consider are Gluck’s desire to 

unify or alter the affect of a given scene, his own response to the progression of his 

dramatic concept of the opera, or to accommodate the change in language between the 

versions.   

If the change in the language affected the change in tempos, it would most likely 

be due to variations in meaning and affect of Moline’s translation, not for the purpose of 

allowing the singers more time to articulate the French text. In the choral movements and 

arias of Act One, where the musical material remained mostly the same between Gluck’s 

two versions, the subtle rhythmic changes he made to the 1774 score accommodate the 

French language very well without any need to slow the tempo. For example, the closing 

chorus movements of Act One, Scene One are below: 

 
Example 4.19. Gluck, Orfeo ed Euridice, Chorus: “Ah, se intorna,” mm. 1-5 
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Example 4.20. Gluck, Orphée et Euridice, Chorus: “Ah! Dans ce bois,” mm. 1-5 

 
 If the slowing of the tempi were influenced by the change in the libretto, it could 

certainly be due to the changes that occurred in the recitatives. Although all of the 

recitatives in Act One have no tempo marking, except for the final 1762 recitative, “Che 

disse?” and the first 1774 recitative of Scene Two, “Euridice! Euridice!” the change in 

characterization to Orfeo that occurs in the Act One recitatives could certainly affect the 

tempi of the arias and choral movements around them. Patricia Howard points out the 

dramatic change in the characterization of Orfeo and the heighted level of expression in 

the French libretto in her comparison of the Act One recitatives from the 1762 and 1774 

scores: 

[In the first recitatives of Act One, Scene Two, Euridice, Euridice, of both 
scores, one] can see how the difference between the French and Italian languages 
has produced a significant difference in characterization. The Italian libretto is 
simpler, with short, self-contained phrases. The Climax, at ‘venti,’ is clear, but 
unexaggerated. By contrast, Moline’s sentences are both longer and syntactically 
more complex. The interpolation of ‘hélas’ reinforces the expression of personal 
grief, and Gluck seizes on it to increase the effect of the climax, doubling the 
length of the high note and enriching the scoring with an extra oboe entry.130 
 
 
 

130 Howard, C.W. von Gluck: Orfeo, 75-78. 
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Example 4.21. Gluck, Orfeo ed Euridice, “Euridice, Euridice! ombra cara,” mm. 104-201 
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Example 4.22. Gluck, Orphée et Euridice, “Euridice, Euridice! Ombra chère,” mm. 39-50 

 
 

Howard also notes that the French score represents an Orfeo that is “more unrestrainedly 

human than his Viennese counterpart” who is characterized with more “conventional and 

stylized” forms of expression. Moline’s libretto with its longer sentences, “requires a less 

strictly metrical delivery;” and Gluck’s setting of it is “more purely vocal, and therefore 

human, means of expression.” The Orfeo in the French score is “at the same time a more 
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tender lover and a more dazzling hero” than the Orfeo of the Italian score.131 This 

development of Orfeo’s character in the French version could certainly have been the 

most influential factor in Gluck’s slowing of the tempos in Act One.132 

Another consideration regarding the change of tempos, especially between Gluck 

and Berlioz, is the interpretation of the markings in their respective time periods. Let us 

again consider the three different tempo markings from the Act One romance, Andante 

non presto, Lentement and Andantino. In the eighteenth century, there was great variation 

in the interpretation of the tempo marking Andante. In some treatises of the time, Andante 

was grouped with slower tempo such as Adagio. For example, in his Versuch einer 

Anweisung die Flöte traversiere zu spielen, (1752) Johann Joachim Quantz stated that if 

one were to replaces the dotted notes in a sustained Adagio with rests, the Adagio would 

be transformed into an Andante.133 The definition of Lentement, or Lento, also varied 

widely in the eighteenth century. Clive Brown points out that some eighteenth-century 

writers such as Quantz, regarded it as a very slow tempo while others treated as only 

moderately slow.134 With this in mind, it is possible that Gluck’s markings of Andante 

non presto and Lentement may not have indicated very different tempos at all. Similarly, 

Berlioz’s altering the tempo of the romance to Andantino in his score, may not have 

indicated a significant change in tempo, either.  

 

131 Ibid., 78.
132 The thorough investigation of how the changes of language influenced the changes in tempo, if 
at all, is a topic of research that goes beyond the confines of this document.  
133 Johann Joachim Quantz, “Versuch einer Anweisung die Flöte traversiere zu spielen,” (Berlin, 
1752), trans. Edward R. Reilly as On Playing the Flute, (London, 1966) as quoted in Clive 
Brown, Classical and Romantic Performing Practice: 1750-1900, (Oxford, Oxford University 
Press, 1999), 352. 
134 Brown, C., Classical and Romantic Performing Practice, 343. 
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Berlioz… favoured [sic] ‘andantino’ for certain metres and ‘andante’ for others; 
almost all occurances of the former are in 3/4 and 6/8, while ‘andante’ is 
frequently found in 4/4. The tempo range for his andantinos is considerable and 
does not show any clear preference for a faster or slower conception than for 
movements marked ‘andante.’ This suggests that Berlioz, as probably for other 
composers at that time, the difference in the significance of ‘andante’ and 
‘andantino’ was rather one of character than tempo; probably the diminutive 
suggested something more lightweight.135 
 
Whatever the reason for the change in tempos in the various editions of Orfeo ed 

Euridice, whether performance circumstances, difference in interpretation, or libretto, the 

most important factor in a production is finding the best tempo for the portrayal of the 

drama. Two movements where finding the proper tempo is crucial for both the singer and 

drama of the scene take place in Act Two, Scene Two, “Che puro ciel,” and Act Three’s 

“Che farò senza Euridice!” “Che puro ciel” is marked Andante in every version and 

edition. However, keeping the tempo from becoming not too fast can be challenging 

when accommodating Orfeo’s long phrases. It is important to keep in mind, however, that 

this movement is not an aria, but rather an arioso. Further, the main solo of the movement 

belongs not to Orfeo, but to the oboe, which represents the voice of Elysium. Therefore, 

the tempo of the movement needs to accommodate the oboe first, as well as the 

ornaments in the flute and strings, before the vocal line. 

“Che farò senza Euridice!” is a very challenging aria with regards to finding the 

appropriate tempi. Again, the tempi indicated in the different sections of the aria changed 

between Gluck’s first two versions as well as with Berlioz, Dörffel and Ricordi. The right 

tempo must allow the singer to portray a sense of shock and stasis, where time stands still 

and ability to move on with life is near impossible. The key of C major lends itself to this 

affect if the tempo is correct, but destroys it, especially if the tempo is too swift.  

135 Ibid., 355. 
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CONCLUSION 
 

There is no one definitive version of Gluck’s Opera Orfeo ed Euridice. Gluck 

revised the opera twice during his own lifetime, changing the voice type of Orfeo twice, 

as well as modifying the language, libretto, orchestration, instrumentation, ballet and 

music material.  Multiple versions of the opera were also produced by other editors. 

These include Johann Christian Bach, Hector Berlioz, Alfred Dörffel, and the publishers 

Novello and Casa Ricordi, among others. Gluck’s three original versions were each 

written for the now obsolete Italian castrato and French haute-contre voice types in the 

role of Orfeo.  Due to this fact, it is impossible to perform these versions exactly as Gluck 

first envisioned them, even with a modern countertenor.   

Faced with the same dilemma in 1859, Berlioz prepared a revival of Gluck’s 

French Orphée et Euridice for the famous mezzo-soprano Pauline Viardot-García to sing 

en tranvesti. Since that time, editions of the opera that combine elements of both Gluck’s 

Vienna and Paris versions and employ a female mezzo-soprano as Orfeo have been the 

most commonly performed. Once the decision is made to perform a nineteenth-century 

version with a female mezzo-soprano Orfeo, choosing one edition over another depends 

on a number of elements including language, musical material, ballet, and libretto.   

The easiest way to determine which version is best for a given production is to 

establish criteria that will help narrow the options. The first criteria is language. Most 

people choose to perform Orfeo ed Euridice either in French or Italian, but German and 

English are also options. If the decision is to use a French libretto, either Berlioz’s 

Orphée or Dörffel’s hybrid version are the best options. The next step is to decide which 

of these versions’ musical material best suits the needs of the production. If the decision 
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is made to perform a nineteenth-century version of Orfeo ed Euridice in Italian, Ricordi’s 

version is the best option. Unfortunately, since there is no full score available to match it 

at this time, performing the Ricordi version requires significant preparation to alter a full 

score from another edition to match it. Dörffel’s edition also includes an Italian libretto, 

but it wanders greatly from the original 1762 libretto by Calzabigi. If time is limited, 

however, this is certainly a good option. 

Once a version is selected, there are many further choices and decisions to make 

in order to produce an informed version of a nineteenth-century Orfeo ed Euridice. To 

make these decisions, it is recommended that one follow steps laid out by Philip Gossett 

in his book, Divas and Scholars: Performing Italian Opera, which include considerations 

of aesthetic and analytic matters, historical circumstances, and the practical conditions of 

modern performance. 

Although it is currently more popular to produce one of Gluck’s original versions 

of the opera with a countertenor and period instruments, it is still impossible to recreate 

them without making a number of compromises. It is my hope that with the information 

contained in this document, conductors will be better prepared to give informed 

performances of one of the fine nineteenth-century alternatives for mezzo-soprano. These 

versions are not only practical to modern performance, but with thoughtful choices, are 

representative of critical historical developments in opera, and also both musically and 

dramatically worthy.   
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APPENDIX A 
 

COMPARISON OF GLUCK’S, BERLIOZ’S, DÖRFFEL’S AND RICORDI’S 
VERSIONS OF ORFEO ED EURIDICE IN TABLE FORMAT 

 
Table A.1. Comparison of Gluck’s Orfeo ed Euridice (1762)  

and Orphée ed Euridice (1774) 
 

 Orfeo ed Euridice, 1762   Orphée et Euridice, 1774  

 ACT 1 Key  ACT 1 Key 

1 Sinfonia                              
[Allegro] 

C 1 Ouverture                              
[Allegro molto] 

C 

 Scene 1   Scene 1  

2 Orfeo, Coro: Ah, Se intorno 
[Moderato]  

c 2 Orphée, Choeur: Ah! dans ce bois 
[Moderato]                          
(Cornetti in 1762 are removed) 

c 

3 Recit. (Orfeo): Basta, basta        
[No tempo marking] 

c 3 Récit (Orphée): Vos plaintes       
[No tempo marking]          
(Replaces 1762 No. 3) 

g 

4 Ballo                                  
[Largetto] 

Eb 4 Pantomime                       
[Lentement, dolce] 

Eb  

5a) Coro: Ah, se intorno             
[Tempo Primo (No. 2)] 

c 5 Choeur: Ah! dans ce bois 
[Lentement]                        
(Revision of 1762 No. 5a) 

c 

 b) Ballo (ritornello)                   
[Tempo Primo (No. 2)] 

c    

   6 Récit (Orphée): Eloignez-vous 
plaintes                                         
[No tempo marking]                   
(New material) 

c 

   7 Ritournelle                       
[Lentement]                                      
(Same music as 1762 No. 5b) 

c 
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

    Scene 2  

6a) Aria (Orfeo): Chiamo il mio ben 
così                                         
[Andante non presto] 

F 8a) Air (Orphée): Objet de mon 
amour                            
[Lentement]                     
(Transposed down a 4th, 
chalumeaux in 1762 replaced by 
oboe in 1774) 

C 

 b) Recit. (Orfeo): Euridice, Euridice! 
[No tempo marking] 

f  b) Récit (Orphée): Euridice! 
Euridice!                                     
[No tempo marking/Lento] 

c 

 c) Aria (Orfeo): Cerco il mio ben 
[Andante non presto] 

F  c) Air (Orphée): Accablé de regrets 
[Lentement] 

C 

 d) Recit. (Orfeo): Euridice, Euridice! 
[No tempo marking] 

F  d) Récit (Orphée): Euridice! 
Euridice!                                      
[No tempo marking] 
 

C 

 e) Aria (Orfeo): Piango il mio ben 
[Andante]  

F  e) Air (Orphée): Plein de troubles 
[Lentement] 

C 

7 Recit. (Orfeo): Numi! barbari 
Numi  
[No tempo marking] 

g a 9 Récit (Orphée): Divinités de 
l’Achéon                                     
[No tempo marking]            
(Revision of 1762 No. 7) 

d-e 

 Scene 2   Scene 3  

8 Recit. (Amore, Orfeo): T’assiste 
Amore                                         
[No tempo marking] 

e -d 10 Récit (Amour): L’Amour vient au 
secours                                          
[No tempo marking]              
(Revision of the 1st part of 1762 
No. 8) 

e-F 

   11 Air (Amour): Si les doux accords  
[Sans lenteur]                            
(New material) 

F 

   12 Récit (Orphée, Amour): Dieux! Je 
la reverrais!                                  
[No tempo marking]            
(Revision of the 1st part of 1762 
No. 8) 

Bb-
D 



92

 
Table A.1. (continued) 

 
 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

9 Aria (Amore): Gli sguardi 
trattieni,         
[Sostenuto/Andante] 

G 13 Air (Amour): Soumis au silence 
[Lent et gracieux/Lent/Mois Lent] 
(Like 1762 No. 9, but 32 measures 
shorter, added fermatas in the 
“a” sections, simpler dynamics in 
the "b" section) 

G 

    Scene 4  

10 Recit. (Orfeo): Che disse?          
[No tempo marking/Adagio un 
poco/Allegro legato] 

G-
D 

14 Récit (Orphée): Impitoyables 
Dieux!                                         
[No tempo marking]                 
(Music revision of 1762 No. 10) 

A- 
D 

11 Orchestral coda                     
[Presto]                            
(Represents Orfeo’s descent to 
Hades) 

D 15 Ariette (Orphée): L’espoir renaît 
[Allegro maestoso]                   
(New material) 

Bb 

 ACT 2   ACT 2  

 Scene 1   Scene 1  

12 Ballo                                 
[Maestoso]                                
(Dance of the Furies) 
 

Eb 16 Ballo                                
[Maestoso]                                 
(Dance of the Furies) 

Eb 

13 Harp Introduction                       
[No tempo marking – 
continuation of Maestoso from 
No. 12] 
 

c 17 Harp Prélude                       
[Andante] 

d 

14 Coro: Chi mai dell’Erebo     
[Marcato Andante un poco] 

c 18 Choeur: Quel est l’audacieux   
[Très marqué (No tempo 
marking)] 

d 

15 Ballo (2nd Furientanz)                     
[Presto] 

c 19 Air de Furies                               
[Vif] 

d 

16 Coro: Chi mai dell’Erebo 
[Andante] 

c 20 Choeur: Quel est l’audacieux   
[Très marqué (No tempo 
marking)] 
 

d 

17 Ballo (Same music as No. 12)          
[Maestoso]  

Eb    
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

18 Orfeo, Coro: Deh placatevi        
[No tempo marking] 

Eb 21 Orphée, Choeur: Laissez-vous 
toucher                                        
[Un peu lent]                        
(Revision of 1762 No. 18 - 2 
measures and a melisma added at 
end of movement for a more 
dramatic completion) 
 

Bb 

19 Coro: Misero giovane 
[Andante/Allegro]                    
(Only 2 tempi indicated) 

Eb 22 Choeur: Qui t’amène                   
[Un peu lent/Moins lent/Animé]   
(3 tempi indicated - one for each 
section) 
 

Bb 

20 Aria (Orfeo): Mille pene 
[Moderato] 

f-c 23 Air (Orphée): Ah! La flame     
[Sans lenteur]                       
(Revision of 1762 No. 20 –  
3 measures added) 

c-g 

21 Coro: Ah, quale incognito affetto 
[Moderato] 

f-c 24 Choeur: Par quels puissants 
accords                                           
[Un peu lent] 

g 

22 Aria (Orfeo): Men tiranno 
[Andante] 

f 25 Air (Orphée): La tendresse         
[Un peu lent] 

g-c 

23 Coro: Ah, quale incognito affetto 
[Andante/Allegro] 

f 26 Choeur: Quels chants doux 
[Lent/Allegro] 

f 

   27 Air de Furies                   
[Vivement]                               
(New material - taken from 
Gluck’s 1761 ballet Don Juan) 

d 

 Scene 2   Scene 2  

24 Ballo                                  
[Andante] 

F 28 Ballet des Ombres heureuses     
[Lent très doux] 

 

   a) (Same material as 1762 No. 24) F 

   b) [Mème mouvement]                 
(New material, flute solo added) 

d 

   c) [Tempo I (Lent très doux)]     
(Repeat of No. 28a) 

F 



94

 
Table A.1. (continued) 

 
 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

   d) Air                                           
[Dolce con espressione] 

C 

   29 Air (Euridice, Choeur): Cet asile 
[Gracieux]                                         
(New material) 

F 

   30 Ritournelle                                  
[No tempo marking (Gracieux)] 
(New material) 

F 

 (Scene 2 continued)   Scene 3  

25 Aria (Orfeo, Coro): Che puro ciel,  
[Andante] 

C 31 Air (Orphée): Quel nouveau ciel 
[Andante]  
(Revision of 1762 No. 25 - uses 
simplified orchestration taken 
from Gluck’s 1769 Parma 
version, recitative and chorus 
parts also shortened) 
 

C 

26 Coro: Vieni a’ regni        
[Andantino] 

F 32 Choeur: Viens dans ce séjour 
[Andantino] 

F 

27 Ballo                                    
[Andante] 

Bb 33 [Lent] Bb 

28 Recit. (Orfeo, Coro): Anime 
avventurose                                 
[No tempo marking] 

C 34 Récit (Orphée, Choeur): O vous, 
ombres                                          
[No tempo marking]             
(Revision of 1762 No. 28) 

C 

29 Coro: Torna, o bella         
[Allegretto] 

F 35 Choeur: Près du tendre objet 
[Andantino]  
(Added 1 measure and repeated 
last 18 measures in 1774) 

F 
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

 ACT 3   ACT 3  

 Scene 1   Scene 1  

30 Recit. (Orfeo, Euridice): Vieni, 
segui i miei passi            
[Larghetto] 

f-D 36 Récit (Orphée, Euridice): Viens, 
viens, Euridice                     
[Animé]                                
(Revision of 1762 No. 30 - shorter 
than 1762) 
 

f 

31 Duetto (Orfeo, Euridice): Vieni, 
appaga il tuo consorte         
[Andante] 

G 37 Duo (Orphée, Euridice): Viens, 
suis un époux                           
[Andante]                           
(Revision of 1762 No. 31- 
transposed down M2, clarinet 
replaces oboe from 1762, 
Bassoon does not follow Vcl/Vb in 
the opening ritornello like in 
1762) 
 

F 

32 Recit. (Euridice): Qual vita        
[No tempo marking] 

D-c 38 Récit (Euridice): Mais d’où vient 
[No tempo marking]  
(Revision of 1762 No. 32 - 
transposed up 4th for 1st 1/2, then 
same key; took measures 294-296 
of 1762 No. 33 “tremo, vacillo…” 
and placed them in this recit, 
shorter than 1762 version) 
 

G-c 

33 Aria (Euridice): Che fiero 
momento                                  
[Allegro/Andante/Tempo primo] 

c 39
a) 

Air (Euridice): Fortune ennemie 
[Allegro/Lento/Allegro]           
(Same as “a” section of 
 1762 No. 33, but Lento moved 2 
measures earlier) 
 

c 

   b) Duo (Euridice, Orphée): Je 
goûtais les charmes                         
[Andante] 
(Revision of 1762 No. 33 “b” 
section - added part for Orphée to 
make it a duet) 
 

Eb 
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

   c) Air (Euridice): Fortune ennemie 
[Andante/Allegro]                     
(Same as 1762 No. 33 “c” section 
and recap of the “a” section) 

c 

34 Recit. (Orfeo, Euridice): Ecco un 
nuovo tormento                            
[No tempo marking/Allegro] 

Eb - 
C 

40 Récit (Orphée, Euridice): Quelle 
épreuve cruelle                              
[No tempo marking/Allegro/ 
Lento/Allegro]                      
(Revision of 1762 No. 34 - longer 
recitative) 

Eb-d 

35 Aria (Orfeo): Che farò senza 
Euridice                              
[Andante espressivo/un poco 
lento/Tempo I/Adagio/Più 
lento/Adagio/Tempo I] 

C 41 Air (Orphée): J’ai perdu mon 
Eurydice 
[Andante/Adagio/Premier 
mouvement/Moderato/Adagio/Pre
mier mouvement]                
(Revision of 1762 No. 35 - 3 
measures added) 
 

F 

36 Recit. (Orfeo): Ah finisca e per 
sempre                                          
[No tempo marking/ Andante] 

d-f# 42 Récit (Orphée): Ah! puisse ma 
douleur                                         
[No tempo marking/Adagio] 
(Revision of 1762 No. 36) 

Bb-
g 

 Scene 2   Scene 2  

37 Recit. (Amore, Orfeo, Euridice): 
Orfeo, che fai?                            
[No tempo marking] 

c#-
D 

43 Récit (Orphée, Euridice): Arrête, 
Orphée                                          
[No tempo marking]              
(Revision of 1762 No. 37) 

d-g 
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

   44 Trio (Euridice, Orphée, Amour): 
Tendre Amour         
[Andante/Allegro]                     
(New material borrowed from the 
first trio in Gluck’s 1770 opera 
Paride ed Elana. In the score 
published in 1774, the trio was 
placed in the middle of the ballet 
between numbers 49 and 51 and 
number 50 was placed at the end 
of Scene 2.  This is believed to be 
an error of the editor because 
both libretto and a report of the 
premiere performance have No. 
44 placed in this location at the 
end of Scene 2) 
 

e 

 Scene 3   Scene 3*  

38 [Maestoso] (Trionfi Amore tune) D 45 Orphée, Amour, Euridice, 
Choeur: L’Amour triomphe      
[Légèrement]                        
(Revision of 1762 No. 43) 

A–D 

 Ballo   Ballet  

39 1. [Grazioso] A 46 1. [Gracieux] A 

40 2. [Allegro] a 47 2. Gavotte                            
[Allegro]                               
(Revision of 1762 No. 40) 

a 

   48 3. Air vif                                       
[No tempo marking, just title 
“Vif”]  
(New material) 
 

C 

   49 4. Menuet                           
[Gracieux]                                 
(New material) 

C 

   50 5. [Maestoso, Légèrement] 
(Revision of 1762 No. 38) 
 

A 

41 3. [Andante] D 51 6. [Très lentement]              
(Revision of 1762 No. 41) 

D 
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Table A.1. (continued) 
 

 Orfeo ed Euridice, 1762 Key  Orphée et Euridice, 1774 Key 

   52 7. Chaconne                                 
[No tempo marking]                 
(New material) 

D 

42 4. [Allegro] D    

43 Orfeo, Amore, Euridice, Coro: 
Trionfi Amore                      
[Allegro] 

D    

            
*In the original published full score, items appear in the order: 50, 46, 47, 48, 49, 45, 51, 52; 
between 48 and 49 is a Lent et gracieux (Collected Edition, approx, pp. 324–5), and 49 is 
followed by 2 measures of modulation (Collected Edition, approx, p. 310). 
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Table A.2. Comparison of Gluck’s Orphée ed Euridice (1774) 
and Berlioz’s Orphée (1859) 

 
 Orphée et Euridice, 1774   Berlioz Orphée, 1859  

 ACT 1 Key  ACT 1 Key 

1 Ouverture                             
[Allegro molto] 

C  Overture                               
[Allegro molto] 

C 

 Scene 1     

2 Orphée, Choeur: Ah! dans ce bois 
[Moderato]                          
(Cornetti in 1762 are removed)  

c 1 Orphée, Choeur: Ah! dans ce bois 
[Moderato]                          
(Orphée's entrance at 1762 pitch, 
cornetti part reinstated with 
cornets à pistons, horns added) 

c 

3 Récit (Orphée): Vos plaintes       
[No tempo marking]            
(Replaces 1762 No. 3) 

g  Récit (Orphée): Vos plaintes          
[No tempo marking]                   
(Last note d, not g) 

g 

4 Pantomime                      
[Lentement, dolce] 

Eb  2 Pantomime               
[Andante/animez] 

Eb 

5 Choeur: Ah! dans ce bois 
[Lentement]                         
(Revision of 1762 No. 5a) 

c  Choeur: Ah! dans ce bois        
[Lent]  

c  

6 Récit (Orphée): Eloignez-vous 
plaintes                                       
[No tempo marking]                 
(New material) 

c  Récit (Orphée): Eloignez-vous!       
[No tempo marking]             
(Orfeo's line revised) 

c 

7 Ritournelle                     
[Lentement]                                      
(Same music as 1762 No. 5b) 

c  Ritournelle                       
[Lentement] 

c 

    Récit (Orphèe): Euridice! 
Euridice!   
[No tempo marking/Lent mesuré]  
(Moved before Stanza 1, 1762 
pitch, 1774 text) 

f 

 Scene 2     

8a) Air (Orphée): Objet de mon 
amour [Lentement]                    
(Transposed down a 4th, 
chalumeaux in 1762 replaced by 
oboe in 1774) 

C 3 Romance (Orphée): Objet de mon 
amour                            
[Andantino]                              
(1762 pitch, flutes replaced by 
clarinet, quartet used instead of 
2nd orchestra) 

F 
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

 b) Récit (Orphée): Euridice! 
Euridice!  
[No tempo marking/Lento] 

c  Récit (Orphèe): Euridice! 
Euridice!  
[No tempo marking]             
(Moved before Stanza 2, 1762 
pitch) 
 

F 

 c) Air (Orphée): Accablé de regrets 
[Lentement] 

C  Romance (Orphée): Accablé de 
regrets  
[No tempo marking]     
(1762 pitch) 
 

F 

 d) Récit (Orphée): Euridice! 
Euridice!  
[No tempo marking] 
 

C    

 e) Air (Orphée): Plein de troubles 
[Lentement] 

C  (Stanza 3 omitted)  

9 Récit (Orphée): Divinités de 
l’Achéon                                     
[No tempo marking] 
(Revision of 1762 No. 7) 

d -e a) Récit (Orphée): Divinités de 
l’Achéon                                       
[No tempo marking/Lent/Allegro] 
(Transposed Orfeo up a 5th) 

e 

 Scene 3    (Combined into 1 movement)  

10 Récit (Amour): L’Amour vient au 
secours                                         
[No tempo marking]            
(Revision of the 1st part of 1762 
No. 8) 

e-F b) Recit. (Amore): L’Amour vient au 
secours                                  
[Allegro] 
 

F 

      
11 Air (Amour): Si les doux accords  

[Sans lenteur]                            
(New material) 

F 4 Air (Amour): Si les doux accords  
[Sans lenteur] 

 F 

12 Récit (Orphée, Amour): Dieux! Je 
la reverrais!                                  
[No tempo marking]             
(Revision of the 1st part of 1762 
No. 8) 

Bb-
D 

 Récit (Orphée, Amour): Dieux! Je 
la reverrais!                                 
[No tempo marking]                
(Orfeo's line adapted) 

F-D 
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

13 Air (Amour): Soumis au silence 
[Lent et gracieux/Lent/Mois Lent] 
(Like 1762 No. 9, but 32 measures 
shorter, added fermatas in the 
“a” sections, simpler dynamics in 
the "b" section) 

G 5 Air (Amour): Soumis au silence  
[Lent et gracieux/Allegretto/ 
Lent/Moins Lent]    
(Same as 1774) 

G 

 Scene 4     

14 Récit (Orphée): Impitoyables 
Dieux!                                          
[No tempo marking]              
(Music revision of 1762 No. 10) 

A-
D 

 Recit. (Orfeo): Qu'entends-je? 
[Allegro moderato/Andante/ 
Allegro]     
(Vienna version translated - this 
is the one 1762 movement Berlioz 
wanted to use instead of 1774 as 
cited in the forward to the first 
vocal score 1859 Appendix I, 
Critical Ed. 2005.) 
 

G-D 

15 Ariette (Orphée): L’espoir renaît 
[Allegro maestoso]                    
(New material) 

Bb 6 Aria (Orfeo): Amour, viens rendre 
[Allegro maestoso]           
(Transposed, extra wind 
orchestration by Saint-Saëns, 
cadenza added by Viardot, new 
text by Saint-Saëns)  
 

 G 

 ACT 2   ACT 2  

 Scene 1   Scene 1  

16 Maestoso                                           
(Trumpets added, one measure 
shorter than 1762) 

Eb 7 Furiantanz                        
[Maestoso]                                      
(Same as 1774) 

Eb 

17 Harp Prélude                      
[Andante] 

d  Harp Prélude                     
[Andante] 

d 

18 Choeur: Quel est l’audacieux    
[Très marqué (No tempo 
marking)] 

d  Choeur: Quel est l’audacieux 
[Andante marcato très marqué]        
(1762 pitch)  

c 

19 Air de Furies  
[Vif] 

d  Pantomime des Furies           
[Presto]                                     
(1762 pitch)  

c 
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

20 Choeur: Quel est l’audacieux    
[Très marqué (No tempo 
marking)] 

d  Choeur: Quel est l’audacieux         
[Andante]                                 
(1762 pitch)  

c 

21 Orphée, Choeur: Laissez-vous 
toucher                                        
[Un peu lent] 
(Revision of 1762 No. 18 - 2 
measures and a melisma added at 
end of movement for a more 
dramatic completion) 

Bb  Orphée, Choeur: Laissez-vous 
toucher                             
[Andantino]                               
(1762 pitch, 1774 cadence) 

Eb 

22 Choeur: Qui t’amène                     
[Un peu lent/Moins lent/Animé]    
(3 tempi indicated - one for each 
section) 

Bb  Choeur: Qui t’amène                     
[Un peu lent/moins lent/Animé]       
(1762 pitch, 1774 tempi) 

Eb 

23 Air (Orphée): Ah! La flame       
[Sans lenteur]  
(Revision of 1762 No. 20 –  
3 measures added) 

c-g  Air (Orphée): Ah! La flamme  
[Sans lenteur]                                    
(1762 pitch) 

 f-c 

24 Choeur: Par quels puissants 
accords                                              
[Un peu lent] 

g  Choeur: Par quels puissants 
accords                                              
[Un peu lent]                            
(1762 pitch)  

c 

25 Air (Orphée): La tendresse         
[Un peu lent] 

g-c  Air (Orphée): La tendresse          
[Un peu lent]                            
(1762 pitch) 

c 

26 Choeur: Quels chants doux 
[Lent/Allegro] 

f  Choeur: Quels chants doux 
[Lent/Allegro]                            
(Last 38 measures repeated 
without chorus in place of Dance 
of the Furies) 

f 

27 Air de Furies 
[Vivement]             
(New material - taken from 
Gluck’s 1761 ballet Don Juan) 

d  (Air de Furies omitted)  



103

Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

 Scene 2   ACT 3  

28 Ballet des Ombres heureuses:   
[Lent très doux] 

 8 Pantomime (Ballet des Ombres 
heureuses)                                     
[Lent et très doux/Lent sempre 
legatissimo]                                
(1774 version) 

 F-d 

a) (Same material as 1762 No. 24) F  (No. 8 Berlioz  = No. 28 a, b & c 
of Gluck) 
 

 

b) [Mème mouvement]                   
(New material, flute solo added) 

d    

c) [Tempo I (Lent très doux)]      
(Repeat of No. 28a) 

F    

d) Air                                            
[Dolce con espressione] 

C  Air de danset                     
[Allegretto] 
 

C 

29 Air (Euridice, Choeur): Cet asile 
[Gracieux]                                         
(New material) 

F 9 Air (Eurydice, Choeur): Cet asile 
[Gracieux] 

 F 

30 Ritournelle                                  
[No tempo marking (Gracieux)]       
(New material) 

F    

 Scene 3     

31 Air (Orphée): Quel nouveau ciel 
[Andante]                             
(Revision of 1762 No. 25 - uses 
simplified orchestration taken 
from Gluck’s 1769 Parma 
version, recitative and chorus 
parts also shortened)   
 

C 10 Air (Orphée): Quel nouveau ciel 
[Andante sostenuto]               
(Orfeo's line adapted, 
orchestration more like 1774) 

C 

32 Choeur: Viens dans ce séjour 
[Andantino] 

F  Choeur: Viens dans ce séjour 
[Andantino]                          
(Clarinet added)  
 

F 

33 [Lent] Bb  Pantomime                               
[Lent] 

Bb 



104

Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

34 Récit (Orphée, Choeur): O vous, 
ombres                                          
[No tempo marking]               
(Revision of 1762 No. 28) 
 

C  Récit (Orphée): O vous, ombres   
[No tempo marking]                   
(Orfeo's line adapted) 

C 

35 Choeur: Près du tendre objet 
[Andantino]                               
(Added 1 measure and repeated 
last 18 measures in 1774) 

F  Choeur: Près du tendre objet  
[Andantino]                           
(Clarinet added, last 18 measures 
without voices) 

F 

 ACT 3   ACT 4  

 Scene 1     

36 Récit (Orphée, Euridice): Viens, 
viens, Euridice                      
[Animé]                                
(Revision of 1762 No. 30 - shorter 
than 1762) 

f 11 Récit (Orphée, Euridice): Viens, 
viens, Euridice                      
[Animé/No tempo marking/vivo]     
(Orfeo's line adapted)  

f-C 

37 Duo (Orphée, Euridice): Viens, 
suis un époux                            
[Andante]  
(Revision of 1762 No. 31- 
transposed down M2, clarinet 
replaces oboe from 1762, 
Bassoon does not follow Vcl/Vb in 
the opening ritornello like in 
1762) 
 

F 12 Duo (Orphée, Euridice): Viens, 
suis un époux                       
[Andante/poco rall./plus 
lent/Premier tempo/plus lent/a 
tempo/le double plus lent/a 
tempo]                                              
(1774 version transposed up M2) 
 

G 

38 Récit (Euridice): Mais d’où vient 
[No tempo marking]             
(Revision of 1762 No. 32 - 
transposed up 4th for 1st 1/2, then 
same key; took measures 294-296 
of 1762 No. 33 “tremo, vacillo…” 
and placed them in this recit, 
shorter than 1762 version) 
 

G-c  Récit (Euridice): Mais d’où vient 
d’où vient     
[Allegro/Moderato/Allegro 
moderato]                                  
(1774 version, but different tempi) 

G-c 
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

39
a) 

Air (Euridice): Fortune ennemie 
[Allegro/Lento/Allegro] 
 (Same as “a” section of 
 1762 No. 33, but Lento moved 2 
measures earlier) 
 

c 13
a) 

Air (Euridice): Fortune ennemie 
[Allegro/Lento/Allegro]          
(1774 version) 

c 

b) Duo (Euridice, Orphée): Je 
goûtais les charmes                         
[Andante]                                  
(Revision of 1762 No. 33 “b” 
section - added part for Orphée to 
make it a duet) 
 

Eb b) Duo [scène] (Euridice, Orphée): 
Je goûtais les charmes  
[Andante]                              
(1774 version) 

Eb 

c) Air (Euridice): Fortune ennemie 
[Andante/Allegro]  
(Same as 1762 No. 33 “c” section 
and recap of the “a” section) 
 

c c) Air (Euridice): Fortune ennemie 
[Andante/Allegro/suivez]        
(1774 version) 

c 

40 Récit (Orphée, Euridice): Quelle 
épreuve cruelle                             
[No tempo marking/Allegro/ 
Lento/Allegro]                      
(Revision of 1762 No. 34 - longer 
recitative) 

Eb - 
d 

 Récit (Orphée, Euridice): Quelle 
épreuve cruelle                              
[No tempo marking 
indicated/Allegro/Lento/Allegro/L
ento/Allegro]                                 
(Transposed down a 4th at 
measure 99) 
 

d-a 

41 Air (Orphée): J’ai perdu mon 
Eurydice             
[Andante/Adagio/Premier 
mouvement/Moderato/Adagio/ 
Premier mouvement]                 
 (Revision of 1762 No. 35 – 
 3 measures added) 

F 14 Air (Orphée): J’ai perdu mon 
Eurydice 
[Andante/suivez/Adagio/tempo/su
ivez/Moderato/Adagio/tempo plus 
animé/suivez/animé]                 
(1774 version, 1762 pitch) 

C 

42 Récit (Orphée): Ah! puisse ma 
douleur                                          
[No tempo marking/Adagio] 
(Revision of 1762 No. 36) 

Bb- 
g 

 Récit (Orphée): Ah! puisse ma 
douleur                                         
[No tempo/Adagio/No tempo 
marking]                          
(Transposed up 5th, at measure 79 
Adagio transposed up 4th) 

c 

43 Récit (Orphée, Euridice): Arrête, 
Orphée                                          
[No tempo marking]              
(Revision of 1762 No. 37) 
 

d-g  Récit (Orphée, Euridice): Arrête, 
Orphée [No tempo marking/lento] 
(Adapted) 

e 
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

 Scene 2 
 

    

44 Trio (Euridice, Orphée, Amour): 
Tendre Amour          
[Andante/Allegro]                      
(New material borrowed from the 
first trio in Gluck’s 1770 opera 
Paride ed Elana. In the score 
published in 1774, the trio was 
placed in the middle of the ballet 
between numbers 49 and 51 and 
number 50 was placed at the end 
of Scene 2.  This is believed to be 
an error of the editor because 
both libretto and a report of the 
premiere performance have No. 
44 placed in this location at the 
end of Scene 2) 
 

e  (Trio omitted)  

 Scene 3*     

45 Orphée, Amour, Euridice, 
Choeur: L’Amour triomphe        
[Légèrement]                       
(Revision of 1762 No. 43) 
 

A–
D 

16 No L’Amour triomphe - 
substitutes 'Le Dieu de Paphos' 
from Echo et Narcisse                      
[Un peu animé] 

 E 

 Ballet 
 

  (Ballet omitted)  

46 1. [Gracieux] A    

47 2. Gavotte                            
[Allegro]                              
(Revision of 1762 No. 40) 

a    

48 3. Air vif                                       
[No tempo marking, just title 
“Vif”]                                                
(New material) 

C    

49 4. Menuet                             
[Gracieux]                                
(New material) 

C    

50 5. [Maestoso, Légèrement] 
(Revision of 1762 No. 38) 

A    
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Table A.2. (continued) 

 Orphée et Euridice, 1774 Key  Berlioz Orphée, 1859 Key 

51 6. [Très lentement]               
(Revision of 1762 No. 41) 

D    

52 7. Chaconne                                  
[No tempo marking]                 
(New material) 

D    

           
      

*In the original published full score, items appear in the order: 50, 46, 47, 48, 49, 45, 51, 52; 
between 48 and 49 is a Lent et gracieux (Collected Edition, approx, pp. 324–5), and 49 is 
followed by 2 measures of modulation (Collected Edition, approx, p. 310). 
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Table A.3. Comparison of Berlioz’s Orphée (1859)  
and Dörffel’s Orpheus und Eurydice (1866) 

 Berlioz Orphée, 1859   Dörffel Edition, 1866  

    (Basically follows Gluck's 1774 
version - Movements listed below 
with Dörffel’s Italian Libretto) 

 

 ACT 1 Key  ACT 1 Key 

 Overture                               
[Allegro molto] 

C  Overture                                
[Allegro molto] 

C    

    Scene 1  

1 Orphée, Choeur: Ah! dans ce bois 
[Moderato]                          
(Orphée's entrance at 1762 pitch, 
cornetti part reinstated with 
cornets à pistons, horns added) 
 

c 1 Coro: Ah, Se intorno       
[Moderato]                          
(Cornetti part reinstated, or 
Dörffel suggests a soprano 
trombone in its place) 
 

c 

 Récit (Orphée): Vos plaintes       
[No tempo marking]                   
(Last note d, not g) 

g 2 Recit. (Orfeo): Amici, quel 
lamento  
[No tempo marking]  
(Translation of French into 
Italian) 
 

 

2 Pantomime              
[Andante/animez] 

Eb 3 Pantomime                                  
[No tempo marking] 

 Eb 

 Choeur: Ah! dans ce bois         
[Lent]  

c  4 Coro: Ah, se intorno                
[Lento] 

c 

 Récit (Orphée): Eloignez-vous!       
[No tempo marking]                
(Orfeo's line revised) 

c 5 Recit. (Orfeo): Lasciatemi!           
[No tempo marking]                 
(Translation of French into 
Italian) 
 

c 

 Ritournelle                       
[Lentement] 

c 6 Ritornell                                   
[Lento] 

 c  

 Récit (Orphèe): Euridice! 
Euridice!  
 [No tempo marking/Lent mesuré] 
(Moved before Stanza 1, 1762 
pitch, 1774 text) 
 

f    
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

    Scene 2 (No.’s 7-11 = No.’s 6a-e 1762) 

3 Romance (Orphée): Objet de mon 
amour                             
[Andantino]                              
(1762 pitch, flutes replaced by 
clarinets, quartet used instead of 
2nd orchestra) 

F 7 Aria (Orfeo): Chiamo il mio ben 
così                                  
[Andantino] 

F  

 Récit (Orphèe): Euridice! 
Euridice!  
[No tempo marking]  
(Moved before Stanza 2, 1762 
pitch) 
 

F 8 Recit. (Orfeo): Euridice, Euridice! 
[No tempo marking/Lento] 

f  

 Romance (Orphée): Accablé de 
regrets                                           
[No tempo marking]                   
(1762 pitch) 

F 9 Aria (Orfeo): Cerco il mio ben 
[Andantino] 

F  

   10 Recit. (Orfeo): Euridice, Euridice!  
[No tempo marking] 
 

F  

 (Stanza 3 omitted)  11 Aria (Orfeo): Piango il mio ben 
[Andantino] 
 

F  

a) Récit (Orphée): Divinités de 
l’Achéon                                       
[No tempo marking/Lent/Allegro] 
(Transposed Orfeo up a 5th) 

e 12 Recit. (Orfeo): Voi del regno        
[No tempo marking]                 
(Loose translation of French into 
Italian) 

A-e 

  (Combined into 1 movement)    (1 movement - from Berlioz)  

b) Recit. (Amore): L’Amour vient au 
secours                                 
[Allegro] 

F 12
a) 

Recit. (Amore): Amore assisterà 
[no tempo marking] 
(Music = No. 10 1774, loose 
translation of French into Italian) 
 

F  

      
4 Air (Amour): Si les doux accords  

[Sans lenteur] 
 F 13 Aria: (Amore): Dal le cetra 

[Allegretto]  
(Music = No. 11 1774, loose 
translation of French into Italian) 

F 



110

Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 Récit (Orphée, Amour): Dieux! Je 
la reverrais!                                  
[No tempo marking]               
(Orfeo's line adapted) 
 

F-D 14 Recit. (Amore, Orfeo): Ciel, lei 
revo der potrò!                            
[No tempo marking] 

 

5 Air (Amour): Soumis au silence  
[Lent et gracieux/ Allegretto/ 
Lent/Moins Lent]    
(Same as 1774) 

G 15 Aria (Amore): Gli sguardi 
trattieni,  
[Lento e grazioso/Meno 
Lento/Lento/Meno lento]            
(Like 1762, but dynamics simpler 
in "b" section) 
 

G  

    Scene 4  

 Recit. (Orfeo): Qu'entends-je? 
[Allegro 
moderato/Andante/Allegro] 
(Vienna version translated - this 
is the one 1762 movement Berlioz 
wanted to use instead of a 1774 as 
cited in the forward to the first 
vocal score 1859 Appendix I, 
Critical Ed. 2005.) 
 

G-
D 

16 Recit. (Orfeo): Che disse? 
[Moderato/Andante/Allegro]       
(Like Berlioz - from 1762, not 
1774) 

G- 
D 

6 Aria (Orfeo): Amour, viens rendre 
[Allegro maestoso] 
(Transposed, extra wind 
orchestration by Saint-Saëns, 
cadenza added by Viardot) 

 G 17 Aria (Orfeo): Addio, addio miei 
sospiri!                                  
[Allegro maestoso]            
(Orchestration from 1774, but 
Saint-Saëns’ French text from 
Berlioz) 

 G 

 ACT 2   ACT 2  

 Scene 1   Scene 1  

7 Furiantanz                         
[Maestoso]                                      
(Same as 1774) 

Eb 18 Furiantanz                         
[Maestoso] 

Eb 

 Harp Prélude                      
[Andante] 

d 19 Introduction (Harp prelude)             
[Andante]  
 

c 

 Choeur: Quel est l’audacieux 
[Andante marcato très marqué]        
(1762 pitch)  
 

c 19
a) 

Coro: Chi mai dell’Erebo     
[Andante ben marcato] 

c  
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 Pantomime des  Furies           
[Presto]                                           
(1762 pitch)  

c 20 Furiantanz 2                            
[Vivace] 

 c  

 Choeur: Quel est l’audacieux         
[Andante]                                     
(1762 pitch)  
 

c 21 Coro: Chi mai dell’Erebo 
[Andante] 

c  

 Orphée, Choeur: Laissez-vous 
toucher                              
[Andantino]                                   
(1762 pitch, 1774 cadence) 
 

Eb 22 Orfeo, Coro: Deh placatevi              
[Un poco lento]                             
(1774 Tempo, uses 1774 ending) 

Eb  

 Choeur: Qui t’amène                   
[Un peu lent/moins lent/Animé]       
(1762 pitch, 1774 tempi) 

Eb 23 Coro: Misero giovane                      
[Un poco lento/Meno 
lento/Animato]                              
(Tempi more like 1774, in 3 
sections, each faster) 
 

Eb 

 Air (Orphée): Ah! La flamme   
[Sans lenteur]                              
(1762 pitch) 

 f-c 24 Aria (Orfeo): Mille pene               
[Un poco lento]  

c 

 Choeur: Par quels puissants 
accords                                              
[Un peu lent]                               
(1762 pitch)  
 

c 25 Coro: Ah, qale incognito affetto  
[Un poco lento]  

 c 

 Air (Orphée): La tendresse             
[Un peu lent]                               
(1762 pitch) 

c 26 Aria (Orfeo): Men tiranno             
[Un poco lento] 

c 

 Choeur: Quels chants doux 
[Lent/Allegro]  
(Last 38 measures repeated 
without chorus in place of Dance 
of the Furies) 

f 27 Coro: Ah, quale incognito affetto 
[Andante/Allegro] 

f  

 (Air de Furies omitted)  28 Furiantanz, d  d 
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 ACT 3   Scene 2  

8 Pantomime (Ballet des Ombres 
heureuses)                                  
[Lent et très doux/Lent sempre 
legatissimo]                                
(1774 version) 
 

 F-d 29 Ballet  (Dance of Blessed Spirits 
a)                                           
[Lento, dolcissimo]                     
(From 1762 No. 24) 

F 

 (No. 8 Berlioz  = No. 29 & 30 
Dörffel  = No. 28 a, b & c of 
Gluck) 

 30 Ballet (Dance of Blessed Spirits 
b)                                             
[Lento]  
(From 1774) 
 

 F  

      
 Air de danset                     

[Allegretto] 
C 31 Ballet                                        

[Dolce, con espressione] 
(1774 tempo) 
 

C  

9 Air (Eurydice, Choeur): Cet asile 
[Gracieux] 

 F 32 Aria (Euridice, Chor):È quest' 
asilo ameno e grato                      
[Grazioso] 

F  

10 Air (Orphée): Quel nouveau ciel 
[Andante sostenuto]                 
(Orfeo's line adapted, 
orchestration more like 1774) 

C 33 Aria (Orfeo): Che puro ciel  
[Andante] 
 (Simplified orchestration from 
1769 (Parma) and 1774) 
 

C 

    Scene 2 
 

 

 Choeur: Viens dans ce séjour 
[Andantino]                          
(Clarinet added)  

F 34 Coro: Vieni a'regni            
[Andantino] 

F  

 Pantomime                                 
[Lent] 

Bb 35 Ballet                                     
[Lento] 

Bb  

 Récit (Orphée): O vous, ombres   
[No tempo marking]                
(Orfeo's line adapted) 

C 36 Recit. (Orfeo, Chor) Oh voi, 
ombre Felici                                      
[No Tempo marking]                  
(From 1774) 

C 

 Choeur: Près du tendre objet  
[Andantino]                          
(Clarinet added, last 18 measures 
without voices) 

F 37 Coro: Torna, o bella              
[Andantino]                                
(Keeps Berlioz's added orchestral 
ending, but Gluck's orchestration) 
 

F  
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 ACT 4   ACT 3  

    Scene 1  

11 Récit (Orphée, Euridice): Viens, 
viens, Euridice                      
[Animé/No tempo marking/vivo]     
(Orfeo's line adapted)  

f-C 38 Recit. (Orfeo, Euridice): Ah, 
vieni, o diletta, vien con me, 
[Animato/Lento]                       
(From 1774) 

f-C 

12 Duo (Orphée, Euridice): Viens, 
suis un époux                         
[Andante/poco rall./plus 
lent/Premier tempo/plus lent/a 
tempo/le double plus lent/a 
tempo]                                              
(1774 version transposed up M2 
to 1762 key) 
 

G 39 Duetto (Orfeo, Euridice): Sù! Sù, 
e con me vieni, cara                 
[Andante/(Più lento)/(Tempo 
I)/(Più lento)/(A tempo)]                  
(1774 version, but 1762 key) 

G  

 Récit (Euridice): Mais d’où vient 
d’où vient 
[Allegro/Moderato/Allegro 
moderato]                                  
(1774 version, but different tempi) 

G-c 40 Recit. (Euridice): Ah, dovess' io 
sa per              
[Allegro/Moderato/Allegro 
moderato]                                 
(1774 version, but Berlioz's tempi, 
loose translation of French into 
Italian) 
 

G-c 

13
a) 

Air (Euridice): Fortune ennemie 
[Allegro/Lento/Allegro]          
(1774 version) 

c 41
a) 

Aria e Duo (Euridice, Orfeo); Che 
fiero momento, 
[Allegro/Lento/Allegro]             
(1774 version) 

c  

b) Duo [scène] (Euridice, Orphée): 
Je goûtais les charmes             
[Andante]                                     
(1774 version) 
 

Eb b) Duo (Euridice, Orpheo): Avvezzo 
al contento                               
[Andante] 
(Loose translation of French into 
Italian) 
 

 Eb  

c) Air (Euridice): Fortune ennemie 
[Andante/Allegro/suivez]           
(1774 version) 

c c) Aria (Euridice): Che fiero 
momento  
[Andante/Allegro] 
 

c  
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 Récit (Orphée, Euridice): Quelle 
épreuve cruelle                               
[No tempo marking 
indicated/Allegro/Lento/Allegro/L
ento/Allegro]                                 
(Transposed down a 4th at 
measure 99)  

eb-
a 

42 Recit. (Orfeo, Euridice): Ah! Per 
me il duol ri comincia! [No tempo 
marking/Allegro/Lento/Allegro/L
ento/Allegro/Recitativo (is tempo 
marking)/Allegro]                       
(From 1774 but follows Berlioz's 
transposition, which is m. 22 in 
Dörffel score, loose translation of 
French into Italian) 

eb-a 

14 Air (Orphée): J’ai perdu mon 
Eurydice 
[Andante/suivez/Adagio/tempo/su
ivez/Moderato/Adagio/tempo plus 
animé/suivez/animé]                   
(1774 version, 1762 pitch) 
 

C 43 Aria (Orfeo): Che farò senza 
Euridice                                  
[Andante con 
moto/Adagio/Tempo 
I/Moderato/Adagio/Tempo I] 

C  

 Récit (Orphée): Ah! puisse ma 
douleur                                          
[No tempo/Adagio/No tempo 
marking] 
(Transposed up 5th, at measure 79 
Adagio transposed up 4th) 

c 44
a) 

Recit. (Orfeo): Il duol dei cuore 
mio                                              
[No tempo marking/Adagio/No 
tempo marking]                          
(From 1774 with Berlioz's 
transpositions, but different 
transition into the Adagio, loose 
translation of French into Italian) 
 

c 

    Scene 2  

 Récit (Orphée, Euridice): Arrête, 
Orphée                                          
[No tempo marking/lento] 
(Adapted) 
 

g-G b) Recit. (Amore, Orfeo, Euridice): 
Non più! Che fai?                        
[No tempo marking] 

c-G  

 (Trio omitted)   Like Gluck's 1774 published 
score, Trio moved to No. 50 in 
this version in middle of Ballet - 
from first published edition of 
1774 (now considered an error in 
printing) 
 

 

    Scene 3  

16 No L’Amour triomphe - 
substitutes 'Le Dieu de Paphos' 
from Echo et Narcisse                      
[Un peu animé] 
 

E 45 Orfeo, Amore, Euridice, Coro: 
Trionfi Amore                        
[Allegro leggiero/Allego] 

D 
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Table A.3. (continued) 

 Berlioz Orphée, 1859 Key  Dörffel Edition, 1866 Key 

 (Ballet omitted)   Ballet (From 1774)  

   46 [Grazioso]  
 

A 

   47 Gavotte                               
[Allegro] 
 

 a  

   48 [Vivace]  C  

   49 Minuet  
[Grazioso] 

C  

   50 Trio (Orfeo, Euridice, Amour): 
Gaudio, Gaudi, son al coure  
[Andante/Allegro]  
(Loose translation of French into 
Italian) 

e 

   51 [Maestoso]  A  

   52 [Molto Lento]  D 

   53 Chaconne                                       
[No tempo marking]  

D 

    Appendix:  

   I. Orchestra close to Act One  (No. 
11 from 1762) in lieu of No. 17 
Aria  
[Presto] 
 

D 

      II. Ballet                                       
[Allegro]   
(Final ballet movement from 1762 
Vienna version that Gluck 
neglected to include in the 1774 
Paris version) 
 

D 
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Table A.4. Comparison of Dörffel’s Orpheus und Eurydice (1866) 
 and Ricordi’s 1889 Edizione Milano of Orfeo ed Euridice (1894) 

 Dörffel Edition, 1866   Ricordi Edition, 1894  

 (Movements listed below with 
Dörffel's Italian Libretto) 

  (Mostly follow's Dörffel's score, 
but Ricordi’s Italian libretto) 

 

 ACT 1 Key  ACT 1 Key 
 Overture                                

[Allegro molto] 
C  Sinfonia                               

[Allegro molto] 
C 

 Scene 1   Scene 1  

1 Coro: Ah, Se intorno        
[Moderato]                            
(Cornetti part reinstated, or 
Dörffel suggests a soprano 
trombone in its place) 

c 1 Intorduzione: Coro: Ah, Se 
intorno  
[Moderato] 

c  

2 Recit. (Orfeo): Amici, quel 
lamento 
[No tempo marking]  
(Translation of French into 
Italian) 
 

 2 Recit. (Orfeo): Amici, quel 
lamento  
[No tempo marking] 

 

3 Pantomime                                   
[No tempo marking] 

 Eb 3 Pantomina                            
[Andante] 

Eb 

4 Coro: Ah, se intorno                 
[Lento] 

c 4 Coro: Ah, se intorno                
[Lento] 

c 

5 Recit. (Orfeo): Lasciatemi!            
[No tempo marking]  
(Translation of French into 
Italian) 

c 5 Recit. (Orfeo): Restar vogl'io        
[No tempo marking]                  
(New Italian text) 
 

 c 

6 Ritornell                                 
[Lento] 

 c  6 Ritornello                                
[Lento] 

 c  

7 Aria (Orfeo): Chiamo il mio ben 
così                                   
[Andantino] 

F  7 Aria (Orfeo): Chiamo il mio ben 
così                                   
[Andantino] 
 

F  

8 Recit. (Orfeo): Euridice, Euridice! 
[No tempo marking/Lento] 

f  8 Recit. (Orfeo): Euridice, Euridice!  
[No tempo marking/Lento] 
 

f 

9 Aria (Orfeo): Cerco il mio ben 
[Andantino] 

F  9 Aria (Orfeo): Cerco il mio ben 
[Andantino] 
 

F 

10 Recit. (Orfeo): Euridice, Euridice!  
[No tempo marking] 

F  10 Recit. (Orfeo): Euridice, Euridice!  
[No tempo marking] 

F 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

11 Aria (Orfeo): Piango il mio ben 
[Andantino] 

F  11 Aria (Orfeo): Piango il mio ben 
[Andantino] 

F 

12 Recit. (Orfeo): Voi del regno        
[No tempo marking]  
(Loose translation of French into 
Italian) 

A-e 12 Recit. (Orfeo): O Numi, barbaro 
Numi                                           
[No tempo marking]                       
(Text closer to 1762) 

A-e 

  (1 movement - from Berlioz)    (1 movement - from Berlioz)  

12
a) 

Recit. (Amore): Amore assisterà 
[no tempo marking]                    
(Music = No. 10 1774, loose 
translation of French into Italian) 

F  12
a) 

Recit. (Amore): Amore assisterà 
[No tempo marking]  

F 

      
13 Aria: (Amore): Dal le cetra 

[Allegretto]                                
(Music = No. 11 1774, loose 
translation of French into Italian) 
 

F 13 Aria: (Amore): Se il dolce suon 
[Allegretto]                               
(1774 music, new Italian text)  

F 

14 Recit. (Amore, Orfeo): Ciel, lei 
revo der potrò!                              
[No tempo marking] 

 14 Recit. (Amore, Orfeo): Ciel, 
riveder la potrò!                                
[No tempo marking]                  
(New Italian text) 

 

15 Aria (Amore): Gli sguardi trattieni 
[Lento e grazioso/Meno Lento/ 
Lento/Meno lento] 
(Like 1762, but dynamics simpler 
in "b" section) 
 

G  15 Aria (Amore): Gli sguardi trattieni 
[Lento Grazioso/Meno lento/ 
Lento/Meno lento] 

G 

 Scene 4   Scene 4  

16 Recit. (Orfeo): Che disse? 
[Moderato/Andante/Allegro]     
(Like Berlioz - from 1762, not 
1774) 
 

 16 Recit. (Orfeo): Che disse? 
[Moderato/Andante/Allegro]  
(From 1762, not 1774) 

 

17 Aria (Orfeo): Addio, addio miei 
sospiri!                                 
[Allegro maestoso]            
(Orchestration from 1774, but 
Saint-Saëns’ French text from 
Berlioz) 
 

 G 17 Aria (Orfeo): Addio, addio miei 
sospiri!                                    
[Allegro Maestoso] 

G 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

 ACT 2   ACT 2  

 Scene 1   Scene 1  

18 Furiantanz                         
[Maestoso] 
 

Eb 18 Danza e coro: Furiantanz 
[Maestoso] 

Eb 

19 Introduction (Harp prelude)  
[Andante] 
 

c 19 Introduction (Harp prelude)  
[Andante] 

c 

19 
a) 

Coro: Chi mai dell’Erebo       
[Andante ben marcato] 
 

c  19 
a) 

Coro: Chi mai dell’Erebo       
[Andante ben marcato] 

c 

20 Furiantanz 2                            
[Vivace] 

 c  20 Le Furie Riprendono il Ballo: 
Furiantanz 2                             
[Presto] 
 

c 

21 Coro: Chi mai dell’Erebo 
[Andante] 

c  21 Coro: Chi mai dell’Erebo 
[Andante] 
 

c 

22 Orfeo, Coro: Deh placatevi         
[Un poco lento]                         
(Uses 1774 ending) 

Eb  22 Orfeo, Coro: Deh placatevi           
[Un poco lento]                         
(Uses 1774 ending) 
 

Eb 

23 Coro: Misero giovane                    
[Un poco lento/Meno 
lento/Animato]                               
(Tempi like 1774, in 3 sections, 
each faster) 

Eb 23 Coro: Misero giovane                    
[Un poco lento/Meno 
lento/Animato]                               
(Tempi like 1774, in 3 sections, 
each faster) 
 

Eb  

24 Aria (Orfeo): Mille pene                
[Un poco lento] 

c 24 Aria (Orfeo): Mille pene                
[Un poco lento] 
 

c 

25 Coro: Ah, qale incognito affetto  
[Un poco lento] 

 c 25 Coro: Ah, qale incognito affetto 
[Un poco lento] 
 

c 

26 Aria (Orfeo): Men tiranno          
[Un poco lento] 

c 26 Aria (Orfeo): Men tiranne 
[Andante]                                
(Written in f, but notes are exactly 
the same as Dörffel) 
 

f 

27 Coro: Ah, quale incognito affetto 
[Andante/Allegro] 

f  27 Coro: Ah, quale incognito affetto 
[Lento/Allegro] 
 

f 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

28 Furiantanz                             
[Vivace] 

d 28 Danza: Furiantanz               
[Allegro] 

d 

 Scene 2   Scene 2  

29 Ballet (Dance of Blessed Spirits 
a)                                                       
[Lento, dolcissimo]                    
(From 1762 No. 24) 
 

F 29 Balletto (Dance of Blessed Spirits 
a)                                             
[Lento dolce] 

F 

30 Ballet (Dance of Blessed Spirits 
b) 
[Lento]                                      
(From 1774) 
 

 F  30 Balletto (Dance of Blessed Spirits 
b)                                            
[Lento] 

F 

      
31 Ballet                                        

[Dolce, con espressione] 
 

C  31 Ballet                                        
[Dolce, con espressione] 

C 

32 Aria (Euridice, Chor):È quest' 
asilo ameno e grato                    
[Grazioso] 
 

F  32 Aria (Euridice, Coro): Questo 
asilo di placide                           
[Grazioso] 
(Text closer to 1762) 
 

F 

33 Aria (Orfeo): Che puro ciel  
[Andante] 
(Simplified orchestration from 
1769 (Parma) and 1774) 
 

C 33 Aria (Orfeo): Che puro ciel  
[Andante] 
(Simplified orchestration from 
1769 (Parma) and 1774) 
 

C 

 Scene 3 
 

  Scene 3  

34 Coro: Vieni a'regni          
[Andantino] 
 

F  34 Coro: Vieni a'regni          
[Andantino] 

F 

35 Ballet                                       
[Lento] 
 

Bb  35 Danza                                      
[Lento] 

Bb  

36 Recit. (Orfeo, Chor) Oh voi, 
ombre Felici                                      
[No Tempo marking]                 
(From 1774) 
 

C 36 Recit. (Orfeo, Chor) Oh voi, 
ombre Felici                                   
[Recitativo (this is given as the 
tempo marking)] 

C 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

 ACT 3   ACT 3  

 Scene 1   Scene 1  

38 Recit. (Orfeo, Euridice): Ah, 
vieni, o diletta, vien con me, 
[Animato/Lento]                       
(From 1774) 

f-C 38 Recit. (Orfeo, Euridice): Vieni, 
segui I miei passi         
[Animato/Lento]                        
(1774 orchestration, mostly 1762 
text, but some new added text to 
fit 1774 music) 
 

f-C 

39 Duetto (Orfeo, Euridice): Sù! Sù, 
e con me vieni, cara               
[Andante/(Più lento)/(Tempo 
I)/(Più lento)/(A tempo)]                  
(1774 version, but 1762 key) 

G  39 Duetto (Orfeo, Euridice):Vieni, 
appaga il tuo consorte 
[Andante/Più lento/Tempo I/Più 
lento/Tempo I/Più lento/A 
Tempo]  
(1774 orchestration, mostly 1762 
text, some differences are word 
order changes to better fit the 
1774 vocal line, homophonic lines 
repeat different lines of text than 
1762)  
  

G 

40 Recit. (Euridice): Ah, dovess' io 
sa per                 
[Allegro/Moderato/Allegro 
moderato]                                    
(1774 version, but Berlioz's 
tempi) 

G-c 40 Recit. (Euridice): Qual vita è 
questa mai 
[Allegro/Moderato/Allegro 
Moderato] 
(1774 orchestration, mostly 1762 
text, but some new added text to 
fit 1774 music) 
 

G-c 

41
a) 

Aria e Duo (Euridice, Orfeo); Che 
fiero momento, 
[Allegro/Lento/Allegro]             
(1774 version) 
 

c  41
a) 

Aria e Duo (Euridice, Orfeo); Che 
fiero momento 
[Allegro/Lento/Allegro] 

c 

b) Duo (Euridice, Orpheo): Avvezzo 
al contento                              
[Andante] 
 

 Eb  b) Duo (Euridice, Orpheo): Avvezzo 
al contento                              
[Andante] 

Eb 

c) Aria (Euridice): Che fiero 
momento  
[Andante/Allegro] 
 

c  c) Aria (Euridice): Che fiero 
momento  
[Andante/Allegro] 

c 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

42 Recit. (Orfeo, Euridice): Ah! Per 
me il duol ri comincia!                
[No tempo marking/Allegro 
/Lento/Allegro/Lento/Allegro 
/Recitativo (is tempo marking)/ 
Allegro]                         
(From 1774 but follows Berlioz's 
transposition, which is m. 22 in 
Dörffel score) 
 

eb-
a 

42 Recit. (Orfeo, Euridice): Ecco 
novel tormento!   
[No tempo marking/Allegro/ 
Lento/Allegro/Lento/Allegro/ 
Recitativo (is tempo marking)/ 
Allegro/Recitativo] 
 (1774 orchestration, mostly 1762 
text, but some new added text to 
fit 1774 music, added final 
“recitativo” marking) 
 

eb- 
a 

43 Aria (Orfeo): Che farò senza 
Euridice                               
[Andante con 
moto/Adagio/Tempo 
I/Moderato/Adagio/Tempo I] 

C  43 Aria (Orfeo): Che farò senza 
Euridice                                
[Andante con 
moto/Adagio/Tempo 
I/Moderato/Adagio/Tempo I] 
 

D 

44
a) 

Recit. (Orfeo): Il duol dei cuore 
mio                                               
[No tempo marking/Adagio/No 
tempo marking]                          
(From 1774 with Berlioz's 
transpositions, but different 
transition into the Adagio) 
 

c 44
a) 

Recit. (Orfeo): Ah! Finisca e per 
sempre                 
[Recitativo/Adagio/No tempo 
marking]                                      
(1774 orchestration transposed 
down 4th, mostly 1762 text, but 
some new added text to fit 1774 
music) 
 

c  

 Scene 2   Scene 2  

b) Recit. (Amore, Orfeo, Euridice): 
Non più! Che fai?                        
[No tempo marking] 

c-G  b) Recit. (Amore, Orfeo, Euridice): 
Orfeo!! Che fai?                           
[No tempo marking]  
(1774 orchestration, mostly 1762 
text, but some new added text to 
fit 1774 music) 
 

c-G 

 Like Gluck's 1774 published 
score, Trio moved to No. 50 in 
this version in middle of Ballet - 
from first published edition of 
1774 (now considered an error in 
printing) 
 

  Like Gluck's 1774 published 
score, Trio moved to No. 50 in 
this version in middle of Ballet - 
from first published edition of 
1774 (now considered an error in 
printing) 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

 Scene 3   Scene 3  

45 Orfeo, Amore, Euridice, Coro: 
Trionfi Amore                       
[Allegro leggiero/Allego] 

D 45 Orfeo, Amore, Euridice, Coro: 
Trionfi Amore                        
[Allegro leggiero/Allegro] 
(Appendix includes alternate 
ending for this to be finale of the 
Opera.) 
 

D 

 Ballet (From 1774)   Danza (From 1774) 
 

 

46 [Grazioso]  A 46 [Grazioso] 
 

A 

47 Gavotte                                  
[Allegro] 

 a  47 Gavotta                                 
[Allegro]  
 

a 

48 [Vivace] C  48 Balletto                                   
[Vivace] 
 

C 

49 Minuet                              
[Grazioso] 

C  49 Minuetto                             
[Grazioso] 
 

C 

50 Trio (Orfeo, Euridice, Amour): 
Gaudio, Gaudi, son al coure  
[Andante/Allegro]  

e 50 Terzetto (Orfeo, Euridice, 
Amour): Divo Amore              
[Andante/Allegro]                       
(New Italian Text) 
 

e 

51 [Maestoso]  A  51 Balletto                              
[Maestoso] 
 

A 

52 [Molto Lento] D 52 Balletto                                   
[Molto lento] 
 

D 

53 Chaconne                                      
[No tempo marking]  
(From 1774) 

D 53 Ciaccona                             
[Allegretto mosso]                    
(From 1774 - only version with a 
tempo marking) 
 

D 
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Table A.4. (continued) 

 Dörffel Edition, 1866 Key  Ricordi Edition, 1894 Key 

 Appendix:   Appendix:  

I. Orchestra close to Act One  (No. 
11 from 1762) in lieu of No. 17 
Aria  
[Presto] 
 

D I. Orchestra close to Act One (No. 
11 from 1762) in lieu of No. 17 
Aria  
[Presto] 
 

D 

II. Ballet                                    
[Allegro]                                     
(Final ballet movement from 1762 
Vienna version that Gluck 
neglected to include in the 1774 
Paris version) 
 

D II. Ballet                                    
[Allegro]                                     
(Final ballet movement from 1762 
Vienna version that Gluck 
neglected to include in the 1774 
Paris version) 

D 

   III. Alternate ending to number 45 to 
use as finale of Opera.  
[(Allegro)] 
 

D 
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APPENDIX B 

ERRATA IN DÖRFFEL’S AND RICORDI’S SCORES 

LIST B.1.  ERRATA IN DÖRFFEL’S FULL SCORE AND PARTS 

1. Overture, measure 80 (one bar before Rehearsal “E”): A “crescendo” is written in 
the full score but omitted in string parts. 

2. Movement One and Movement Four:  The orchestral rhythms match the Italian 
text, not the French or German.   

3. Movement One: 
a. Measure 45: There is an extra beat written as a quarter-note rest in Orfeo’s 

line that does not belong. 
b. Measures 48 and 49: The 1st violin and soprano rhythms do not match in 

beat one. 
4. Movement Three, Penultimate measure: Note that there is no trill in the first 

violin part.  This matches the French score so it is not an error.  
5. Movement Four: 

a. Bassoon indication for the bass line is omitted from the full score. 
b. Measures 13-20: Second trombone part should match the tenor line. The 

appoggiaturas in the tenor line are omitted from the trombone.  
6. Movement Seven, Measure two:  The rhythm of the voice, flutes and violins is for 

the French libretto and matches the 1774 version.  If using Italian, the rhythm 
should be: dotted-eighth-note, eighth-note, sixteenth-note, which matches the 
1762 version. 

7. Movement Eight, measure 18:  The viola, celli and double bass half-notes in this 
measure are correct, but it may be desirable to match the rhythm of the violins by 
making the half-note a quarter-note followed by a quarter-note rest. This will aid 
in clarity of the change in dynamic to pp. 

8. Movement Eleven, measure 10:  The sf marking in the violas is an error in the full 
score.  It is not in the viola part. 

9. Movement Fifteen:  
a. The dynamics match the 1774 French score and leave out many changes 

from the 1762 Italian version that may be desirable to use.   
b. Measure 48: The eighth-note pick-up to the following bar is correct in the 

old tempo, but may be clearer to the orchestra if it is changed to a quarter-
note in the new tempo.  Either way, it should equal one beat in new lento 
tempo. 

10. Movement Sixteen:  
a. This recitative is from the 1762 Italian version, not the 1774 French 

version. Berlioz’s made this change in his Orphée and Dörffel followed 
suit. 

b. Measure 3: The b-flat half-note in the first violin on beat two correctly 
matches the 1762 score, but makes more sense to occur on beat three with 
the third syllable of “Euridice” in the vocal line. 
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c. Measure 28: The eighth-note pick-up on beat four of the strings may be 
changed to a sixteenth-note to better keep the strings together in the 
following measure.  

11. Movement 17: 
a. The attribution to Bertoni’s Opera Tancredi is incorrect.  This movement 

came from  
b. Some of all of Saint-Seäns’ added orchestration can be used for this 

movement which adds flutes, clarinets, bassoons, trumpets and timbales. 
He also made changes to the string parts in certain places which can also 
be adapted.  His orchestration, along with Pauline Viardot’s cadenza from 
1859 can be found in the appendix to the Édition Pelletan published by 
Durand in 1898 and reprinted by Breitkopf und Härtel around 1900 as well 
as Broude Brothers in the 1950’s. 

c. This movement can also be replaced with the original 1762 ballet 
representing Orfeo’s decent to Hades.  This is found in the appendix to 
Dörffel’s score. 

12. Movements Nineteen and Twenty-One: The bassoon indication for the bass line is 
omitted from the full score. 

13.  Movement Thirty-Two, measure 28:  The fermata is missing from the second 
violin part. 

14. Movement Thirty-three: 
a. Measure 28:  It may be desirable to change the double bass and celli’s 

half-note to a quarter-note to match the other instruments. 
b. Dörffel uses the simplified version of this movement that Gluck wrote for 

Parma in 1769 and retained in his 1774 French version. It may be 
desirable to use the original 1762 version. 

15. Movement 39, measures 75 and 77:  The half-note followed by the quarter-note in 
the vocal parts match the 1774 French version for the text setting of the word 
“insupportables.”  If using Italian, the rhythm may be changed to two quarter-
notes and a quarter-note rest which will match the 1762 Italian version. 

16. Movement 41, measure 23:  The Lento marking matches the 1774 version.  The 
1762 Italian version has the Lento occur in measure 26.   

17. Movement 50: 
a. This movement is out of order in Dörffel’s score as it is the 1774 French 

version.  It should occur between movements 44 and 45.   
 The decrescendo markings in the under the celli and double bass are 

printed as crescendi in the instrument parts.  They are correct in the full 
score. 
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LIST B.2.  ERRATA IN RICORDI’S VOCAL SCORE 

1. Movement Thirteen, “attaca” at end of movement is omitted. 
2. Movement Thirty-Two, measure 30: Rehearsal Letter E is one bar late.  It should 

be printed at measure 29. 
3. Movement 42, measure 3: the b-natural in beat 2 is incorrect.  It should be a b-

flat. 
 



127 

APPENDIX C 
 

FOREWORDS TO THE 1ST AND 2ND EDITIONS OF ALFRED DÖRFFEL’S SCORE,  
ORPHEUS UND EURYDICE: OPER IN DREI ACTEN 

 
C.1. A Summary of the Foreword to the 1st Edition of Alfred Dörffel’s Orpheus und 

Euridice: Oper in Drei Acten, Published by Gustav Heinze in 1866. 
 

 The foreword to the 1st edition of Orpheus und Euridice: Oper in Drei Acten was 

written by the publisher Gustav Heinze. He divided it into four sections in German along 

with a French translation. The first three sections of the foreword cover the history of 

Gluck’s versions of the opera, including their performances and publications, and a 

comparison on the two. In the discussion, Heinze reproduces large quotations from 

Hector Berlioz’s writings on the subject from A Travers Chants. The fourth section 

includes a comparison chart of Gluck’s Italian and French versions and brief discussion 

regarding the synthesis of these versions to produce Hector Berlioz’s Orphée in 1859. 

Heinze notes that Berlioz was not available to prepare the present full score due to illness 

and other commitments. Therefore Alred Dörffel was engaged to do it instead. He also 

notes that Berlioz corrected the foreword prior to its publication.  

Regarding the present edition itself, he only states that they “strove to maintain 

the primitive elements” of Gluck’s original Orfeo ed Euridice from 1762 while 

incorporating the enhancements, improvements and all the new additions in the 1774 

score. (“…an Erweiterungen, Verbesserungen und ganz neuen Zuthaten in der zweiten 

Partitur hinzugefügt hat, dergestalt, dass das primitive Element zur möglishst 

vollkommensten Wiederherstellung kam.”) Lastly, Heinze states that for completeness 

and usefulness, the libretto is included in three languages, French, Italian and German. 
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 Unfortunately, the forward contains very little information regarding the edits and 

alterations made by Dörffel to create the edition. (Dörffel addressed these items in his 

foreword to the 2nd edition, which is included in the next section of this appendix.)  

Heinze’s foreword is useful as a summary of the history of both Gluck’s 1762 and 1774 

versions. Since this material is already addressed in the body of this document and 

elsewhere, it is not included here. The comparison chart of Gluck’s Italian and French 

versions, however, is reproduced below: 

Table C.1 – Comparison of Gluck’s Orfeo ed Euridice  
and Orphée ed Euridice reproduced from the Foreword to Orpheus und Eurydice: Oper 

in Drei Acten, (Leipzig: Heinze, 1866), iix-x. 
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C.2. Translation of the Foreword to the 2nd Edition of Alfred Dorffel’s score, 
Orpheus und Euryice: Oper in Drei Acten, Published by C.F. Peters in 1877.140 

 
Preface 
 
Gluck left the opera Orpheus in two different versions. For the first version, poet Ranieri 
Calzabigi prepared the libretto entitled "Orfeo ed Euridice," which deals with the famous 
mythological fable. Gluck gave the first performance of the opera in this form on October 
5, 1762 in the Vienna Hofburg Theatre. The copy of the score from which he conducted 
is in possession of the Imperial Court Library in Vienna and is entitled: "Orfeo. Dramma 
per Musica in due Atti” 
 
This score would be divided at the end of 1764 in Paris, with some variations in the 
sequence of the individual movements, into three acts by the publisher.  Its title was: 
"Orfeo ed Euridice: Teatrale Azione Per Musica" and bears the date of the first 
performance of the opera incorrectly: "Rappresentata in Vienna, nell 'anno 1764." The 
main role of Orfeo was here, as in the handwritten copy noted above, written for castrato. 
 
Gluck undertook the second version of the work twelve years later, in 1774. For [the 
changes he made to this version], he found himself led, partly by the translation of the 
Italian text into French, partly by the fact that, at that time, there were no castrati in 
France, and partly by the desire to expand the material of the opera. He gave the original 
libretto to Moline [to translate] for the French version; he transposed the role of Orfeo for 
a high tenor; he rearranged the recitatives entirely; and he provided some additions and 
alterations to the arias the choruses. [Gluck] also composed a number of entirely new 
added movements. In this form, he performed the opera for the first time on August 2, 
1774 in the Theater de "Académie royale de musique" in Paris.  Soon after the 
performance, the score of the new production appeared in print, under the title: "Orphée 
et Euridice Opéra en trois Actes Tragédie." 
 
Up until the release of this score, the two printed scores, the older with Italian text, the 
newer with French, have not been reprinted. In the German language, however, the text 
was translated very quickly: the first German translation of the Italian version was by Jac. 
Ant Endler von Ghelen and later by J.J. Eschenburg; the French text by J.D. Sander. The 
French score of the opera with the German translation by Sander was, as far as it is 
known, first performed on April 20, 1808 in Berlin. The many earlier and later 
performances [of the opera] in Germany have been, for the most part, of the Italian score 
with the text translation of Eschenburg. 
 
When the undersigned was asked by the Leipzig publisher, Gustav Heinze, to organize a 
new full score edition of Orpheus in 1866, the first question that needed to be answered 
was which of the two versions for this would be used as the foundation. In view of the 
fact that the French score had a number of new, highly valuable movements and also 
addressed a number of extensions and alterations that were easily recognized as 

140 Translation by John P. Leonard 
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improvements, the decision was not difficult. Also in regards to the revised recitatives 
and for the sake of the precise declamatory expressions that they have, the beautiful 
lyrical moments of the Italian recitatives (which the French revision replaced in many 
places) were comfortably sacrificed.  However, the great disadvantage of the Orpheus 
part suffering in being transposed to the high tenor voice was unnaceptable. 
 
Apart from that, this transposition is very often only used as a mechanical experiment, 
and even appears as a makeshift measure, so by the transfer of a deep female voice in a 
high, bright voice of a man, by itself has already become the entire character of the 
praised original character.  The music was thus "deprived of that deep melancholy color" 
which originally had given the composer his inspiration. 
 
The task was, therefore, to combine the advantages of both scores into the new edition. 
The undersigned found this task, or at least a large part of it, already solved. In 1859, 
Hector Berlioz was, after the acceptance of the title role by Madame Viardot-Garcia had 
been won, instructed by the Directorate of the Théâtre-Lyrique in Paris to transpose and 
edit the French score to the original pitch of the Italian Orpheus. Berlioz undertook this 
assignment with the greatest diligence and highest respect for the master whose works he 
carefully studied during his own development and who, first and foremost, was to be 
thanked for the model performances of Orpheus at the Theatre-Lyrique, the first of which 
took place in November, 1859. 
 
Then the undersigned took [Berlioz’s] model as the foundation for transposition of the 
French Orpheus role to the contralto voice.  Therefore, he has the responsibility to submit 
the credit for this transposition to Berlioz, which for the most part is the same.  The 
challenge was then to merge the two existing scores, so that the primitive element of the 
first was incorporated as perfectly as possible with all the improvements and new 
ingredients of the second score.  This left many considerable difficulties to overcome. 
The French text located in the present score corresponds exactly to the original French 
[by Moline] with the exception of the recitative No. 16. The Italian text had to be newly 
furnished in the new [1774] arias and the recitatives.  In general, [the undersigned] agrees 
with the initial text of Calzabigi as faithfully as possible. The German translation, the 
undersigned prepared with all possible consideration of the naturalized translations of 
Echenburg and Sander.  
 
A movement noticeably out of character from the framework of the whole work is the 
final aria of the first act, No. 17. It was, without a doubt, only an accommodation by 
Gluck for the singer Le Gros, "who refused to accept the role of Orpheus," as the opera 
was newly arranged. It is in the French score in B Major and it is also included in this 
edition for completeness, because it has become affiliated with [the French version]. This 
conclusion of the act does work, however the original version in the Italian score offers a 
more appropriate ending in the spirit and character of the whole. For this reason, the aria 
is preceded by the recitative is from the Italian score (No. 16) and the concluding 
orchestral movement is removed. This will be included in the Appendix I (Page 195). By 
reinstating this orchestral movement, the act can be effectively completed, even without 
the aria. 
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The mentioned aria, by the way, Berlioz said was "impossible to ignore" in the score of 
"Tancred" by Bertoni. This fact prompted the question of who was the real author of the 
aria. After long consideration of the facts, Berlioz came to the conclusion that it was by 
Bertoni, and Gluck borrowed it from this; hence to that effect, the description was also 
retained in the present score.  Regardless of the reasons that Berlioz mentions for his 
decision, it is irrelevant. The aria was with a few modifications already in Gluck's 
"Aristeo" (1796) and the theme was still earlier in the opera of the Master, "Il Parnasso 
confuso" (1765), while the "Tancred" by Bertoni first appeared in 1767.*)  These facts 
altogether more than contradict the assumption that Gluck had committed plagiarism. 
 
For detail, it should be mentioned that the newly composed songs in the French score are 
included in the present score as No.’s 13, 28, 30, 31, 32, 48, 49, 50 and 53. Only one 
single ballet movement, provided in the Appendix II, was mysteriously left out of the 
second [French] version by Gluck. Also found in the present second edition from the 
publishing house of CF Peters, is some previous enrichment to the instrumentation of the 
score, for which there is no evidence in the printed French score. Berlioz has guaranteed 
this instrumentation to us thankfully as genuine and has been forwarded for inclusion in 
copies of the new edition of the Paris Directorate of the composer. The chief among them 
are the following: 
 
For No. 1, the four trombones to the letter A 
At No. 4 the same 
At No. 7, the second flute 
For No.11, the bassoon 
At No. 22 the trombones 
At No. 25 the oboe with cornet 
 
Alfred Dörffel
 
_________________ 
*) M. Fürstenau, “Echo” 1869 Nr. 33 und 34. 
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APPENDIX D 

PHOTOGRAPHS OF RICORDI’S HIRE FULL SCORE 

PHOTO D.1.  Ricordi Hire Score Cover 
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PHOTO D.2.  Ricordi Hire Score Title Page 
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PHOTO D.3.  Ricordi Hire Score First Page 
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PHOTO D.4.  Ricordi Hire Score First Page Close-Up 
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