a generic appellation of proto-Celtic origin for “prophetess”[endnoteRef:1] similar to that of the Delphic Pythia, Apollo’s priestess Romani could find another possible source of inspiration for the abandonment theme in Ovid, Epistles of Heroines (Epistulae heroidum xv) − a fictional letter addressed by Sappho before committing suicide to her lover Phaon, who had abandoned her for a younger poetess. This apocryphal story, stemming from an attempt to reveal a heterosexual side of the lesbian poetess, was reproduced by Alessandro Verri in a novel he wrote about the adventures of Sappho, poetess of Mytilene − Le avventure di Saffo, poetessa di Mitilene (1782). Although highly influential at its time, this novel has fallen into oblivion. Lamartine, one of the leading poets of French Romanticism, adopted the above version of Sappho's deat owing to the meticulous attention that the composer attached to the words. It was especially this sensitivity to the subtleties of the text which led some art critics of Bellini’s age to describe his style as “filosofico,”[endnoteRef:2]  but this characterization should be interpreted in a much broader sense, to include the composer’s deep treatment of human emotions and his capacity to integrate, in close cooperation with his librettist, opposite concepts of art (to be discussed in the next section). In her personality Bellini’s Norma incarnates various traits of those mythical heroines who contributed to her genesis − especially Medea in all her literary and operatic versions, Virgil’s Dido, Chateaubriand’s Velleda, and Soumet’s Norma (who, in fact, was a Druid Médée). But Bellini’s protagonist was not a copy of any of her models.  [1:  In proto-Celtic “welet” means “seer,” and is derived from the verb “wel” – “to see.” ]  [2: ] 

 

 Norma’s meant to indicate the relativism of alterity. In postcolonial terms, one may refer to the complex relationship between the agents of hegemonic power and the subjugated natives thematically introduced by the violins in a string prelude) leaving the singing actress much room for displaying body-language through gestures, facial expression and movement Pollione’s proud rejection of her clemency offer, There is an interlude of sadistic joy (at a galloping rhythm of a cabaletta, in allegro) in Norma’s expression of satisfaction at the sight of Pollione’s torment ˗ “Already in your eyes I feed upon (i.e., I take pleasure in)” [your anguish for her death] (“Già mi pasco ne' tuoi sguardi”). Symbolically, the sacrificial knife with which she had contemplated to kill their children becomes the final object of their dispute, ending in Pollione’s failed attempt to take it from her hands (presumably in order to commit suicide). consonance, except for the words ‘crudel Romano’, which on the melodic level express love a As Norma puts it: “Yes, [guilty] beyond all human imagination” (“Si, oltre ogni umana idea”), which contains an intrinsic irony of inversion since her guilt is rooted precisely in the very essence of being “human.” in the subsequent march, tempo cabaletta essential elements in Aristotle’s definition of the tragic genre as well as the powerful expressiveness the magic of nature, expressed through pastoral hills, moonlight and dark forests.[endnoteRef:3] On the musical level, Bellini’s canto declamato as well as his melancholic and nostalgic long melodies were typical of the attitude of Romanticism towards the appropriate expression of emotion An accurate mis-en-scène should be able to express this synthesis, as well as other aspects of Norma's dialectics the tension between holding a supreme position of authority and womanliness; harmoniously echoed by the choir which, despite its harsh words against Norma, provides a melodic background supportive of reconciliation between father and daughter — another instance of an intended contrast between music and text consistent with the dialectic concept of the opera through the implied contrast than on the stage of the ROH given the otherwise clearly realistic character of this production. Some other topics of major significance are also severely affected by the dramaturgic concept of Leiser and Caurier. The clash of civilizations, for instance: why should a German officer regard the French as “barbarians”? The tension between femininity and holding a supreme position of power loses much of its potency in the case of a school teacher, however dominant. Norma is deprived not only of her exotic “otherness” but also of her supreme authority and majestic demeanor, a transformative diminution which affects the very essence of this tragedy.    [3: ] 

nd compassion rather than anger Initially a victim was needed for the ritual preparations of the war and Universal Relevance which, on the ideological level, reflect, on the one hand, the tension between paganism and Christianity, on the other hand the clash between Neoclassicism and Romanticism in 19th-century culture On the thematic level, the dialectical character of the opera, expressed by a plethora of significant dichotomies and binaries, is amplified throughout by the subtle correlation between music and text. In proto-Celtic “welet” means “seer,” and is derived from the verb “wel” – “to see.” Virgil’s Aeneid (Book IV) also provided the background of the late 17th-century Baroque opera Dido and Aeneas by Henry Purcell.
1. Both heroines are extremely eloquent. On Dido’s sophisticated eloquence, see Lovatt (2013).
For Sappho’s integration in the literary tradition of abandoned women, see Lipking (1988): 57−96. means by which Bellini's music (especially the orchestral accompaniment) constructed these facets of Norma's personality For a general analysis of Norma’s musical structure see, e.g., Kimbell (1998): 31−41. For a detailed discussion of its tonality, focused on the sonorità (or focal melodic pitch), see Rothstein (2012): 237−279 For Bellini’s canto declamato and the use of appoggiaturas see, e.g., Esse (2009); Qin (2015): 52−60.  
2. Even when Norma states that her anger is greater than that of her former lover (“il mio furore passa il tuo”), the melody still exhibits self-control and intimacy rather than vindictiveness. 
3.  For the importance of gesture and other channels of nonverbal communication, including some vocal effects (such as sighs or sobs) in Bellini’s opera, see Smart (2004): 69−100, with focus on the “language of pain.”
4.  This tirade is reminiscent of Dido’s vindictive anger in Virgil’s Aeneid, IV. 604–606, against Aeneas’ entire tribe, which she desires to see annihilated in flames.
5.  This complements a former confrontation between the protagonists, which occurred at the finale of Act I, in Adalgisa's presence.  
6. However, this “anomaly” does not reverberate in the fortissimo climax in the realistic finale, where the choir is definitely antagonistic to Norma.
In the libretto, Oroveso, now a broken man in tears, states that a father is allowed to weep Note also Pollione’s words, “Let us die together” (“Moriamo insieme”). 
7. Pasta’s contemporary and great rival, Maria Malibran and, later, Maria Callas too had [or: shared in] this rare quality, as they also had the royal demeanor and charisma that are essential for performing Norma’s role; cf. Qin (2015): 26−84. The scene of the contemplated infanticide (II.1) is a psychological drama, imbued with contradictory statements and conflicting emotions,[endnoteRef:4] which are emphasized particularly in the somewhat proto-verismo recitatives. On the abstract level, we are faced with a sharp dichotomy between the “sacred” and the “profane.”[endnoteRef:5] This whole scene of Norma’s first appearance on stage (I.4) is marked by frequent swifts in texture and timber, tones and tempi, which perfectly match the situations, the words, the dialectic spirit of the text and its original rhythm.[endnoteRef:6] Both the cantabile and the cabaletta are typical of Bellini’s canto declamato (“declamatory singing”), with its heavy use of ornaments, especially appoggiaturas.[endnoteRef:7] [4:  The psychology of this scene might have influenced Eugène Delacroix’s intriguing painting of Medea in a cave on the verge of killing her children, “Médée furieuse” (1838, started two years earlier), which depicts a terrified woman torn by intensive emotions, looking at once maternally protective and aggressively furious. In this role reversion, it was Norma who inspired the artistic concept of her prototype, Medea – an interesting case for reception studies.]  [5:  Significantly juxtaposed by Norma in two imperative lines, imbued with obvious dramatic irony, immediately after the ecstatic Casta Diva: “Complete the rite, and let the sacred wood/ be clear of the profanes” (“Fine al rito, e il sacro bosco/ sia disgombro  de’ profani”). Paradoxically, her request is going to be materialized in the finale. Note also the use of the words “profani” (I.2) and “sacrata” (I.3) by the Druids’ choir. ]  [6:  For a general analysis of Norma’s musical structure see, e.g., Kimbell (1998): 31−41. For a detailed discussion of its tonality, focused on the sonorità (or focal melodic pitch), see Rothstein (2012): 237−279. ]  [7:  For Bellini’s canto declamato and the use of appoggiaturas see, e.g., Esse (2009); Qin (2015): 52−60.  ] 

h in a monologue claiming to reproduce her last words – ‘Sapho: élegie antique’ (1815).[endnoteRef:8] [8:  For Sappho’s integration in the literary tradition of abandoned women, see Lipking (1988): 57−96.] 


