R

ARRIGO BOITO LIBRETTIST ANP
MUSTICIAN

Yucei Maria Orsini Duse

A dissertation submitted to the Faculty of Arts
University of the Witwatersrand, Johannesburg
for the Degree of Master of Arts

Johannesburg 1976




(1)
Abstroct

Arrigo Boito, librettist ond musicion.

The subject is considered under five moin sections:
Part I -~ Boito the man

EARLY YEARS: Eioéraphicol detuil - Early works
gymphony in A minor; 'Il Quattro Giuvgno'; 'Sorelis d'Italic' -
Sejourn in Paris; first colluborotion with Verdi: <the Inno
delle Nazioni’ - Scopigliatura - Musicel journalism - Poeticel
and literory activity: ‘'Libro dei Versi'; 'Re Orso’; ‘Le
madri galenti' and short stories. Début as librettist: ‘Amleto'
~ 'Mefistofele' and *Nerone®

MIDDLE FERIOD: Collaboration with Verdi - The Duse-
Boito relotionship.  Shokespeoreon trunslotions: 'Antony ond
Cieopotru'; 'Romeo and Juliet'; 'Macbeth'.

LAST YEARS: Verdi's death - Publication of 'Nerone'
as ¢ tragedy ~ Boite's death - The ‘*Nerone premidre.

BOI{( AND VERDI: Verdi and Shakespeare - The revision
of the libre .. of 'Simon Boccanegra' - *Otello' -~ Falstoff.

Part II - Boito the critic
Boite's ideas on music reform - Wagner's idecs on the
subject,

Part III ~ Boito the librettis.

INTRODUCTION: Main features of Boito's Libretti -

AMLETO:  background.  Analysis of the libretto in relation to
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Shakespeare's trugedy -~ UN TRAMONTO and LA FALCE - ERC e LEANDRO:
The story. Comments on the dramatic and poetical structure of
the libretto - LA GIOCONDA: Boit;'s libretto and Hugo's
melodrama 'Angelo, Tyren de Podoue’.  Dramatic and poetic
treatment of the story - SEMIRA ond PIERLUIGE FARNESE: negutive
and positive qualities of Beito's lesser libretti ~ IRAM
analysis of the libretto and its relationship to Shokespeorxe's
Induction to ‘The Taming of the Shrew' ~ BASI £ BOTE: the story.
Comments on the libretto - OTELLO: bockground.  Rossini's
'Otello’.  Analysis of Boito's libretto in relotion to the
original source. Apiness of Boito's peetry for musical
olaboration - FALSTAFF: background ~ Musical settings of
Shuke;peareés comedy by musicigncother than Boito. Analysis of
the libretto in relation to the original source.
Part IV - Boito, the librettist-composer of 'Mefistofele

THE DEVELOPMENT OF THE FAUST LEGEND, from its origin
up to Guethe's masterpiece.  FAUST AND COMPOSERS OTHER THAN
BOITO. Goethe's 'Faust'. Romantic, modern ond avant-garde
works on the subject. Liszt's, Berlioz's, Schumann's and
Gounod®s opproach to Goethe's 'Faust'.  GOETHE'S PLAY AND
BOITO'S LIBRETTO.  Analysis of the libretto in relation to the
originel source, BOITO'S OPERA - the score. Relatienship
between music and poetry. 'Mefistofele', in the light of

Boito's new conception of musical drama.
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Part V. -  Boito, the librettist-composer of 'Nerone'

THE LIBRETTO OF NERONE: literory and historicol
sources. Neronian scores by musi‘ciuns other thon Boito.
Analysis of the libretto. THE OPERA: the scors, Relationship
between music ond poetry. Comments of ‘Mefistofele' and 'Nerone'.
CONCLUSION.
APPENDICES A Il Quattro Giugne

B Le Sorelle d'Italic

[+ Scapiglicturn

D Libro dei Versi

E Re Orso

F Boito's revision of 'Mefistofele®

"6 Commedic dell'arte

H Comments of Mefistofele.
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Preface

Boitc is one of the most highly esteemed Italian librettists of
all time, His fome lies principally in the libretti which he
provided for Verdi. These are outstanding achievements and
their qualities have won the approval of even the most fastidious
eritics. It is howevur-unfortunate that litile is known about
Boito's other libretti ond his own compositions are but infrequently
performed. Conrod L. Osboine writes:

I think thot if I were called upon to select «

perticular case that would best illustrate the

basic injustice of crtistic life I would decide

on thot of Arrigo Boito, who wrote 'Mefistofele':

here is o work loder with stunning dromotic

effects, blessed by o libretto of real dramatic

strength, informed throughout with on intellectual

honesty that will not compromise with the

philosophical content of its source....h
It is however comforting to know that since the New York City
Centre Opera's production of 'Mefistofele' in 1969, there has
been a renewed interest in his work. Even more pleusing is the
fact thet Boito's almost forgotten 'Nerone® provoked such
enthusiostic reaction when broadcast by R.A.I., Rodio Televisione
Italiena, in August 1975, thot the recording was re-broadcast
in October of the some yeor.

My intention in writing this dissertation has been to show
not only Boite's ability os librettist-adapter ond Librettist-

creator; the relutionship between music and poetry in the libretti

which he set to music himself; his achievement in the light of

1. Osborne, C.L. High Fidelity. December 1959, p.87.
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his idealistic music-reform but also his contribution as o
composer.,

Boito the man cannot be ignored in a study of Boito the
ortist and I have thexefore also written ot some length on this
subject. I have tried to collect bstween the covers of this
dissertation as much published and unpublished infoxmation as
poasvible about Beito, toéether with the opinions which I have
formed as a result of my study of Boite and his works.

In order to assist English readers I have provided English
translations of Italicun quotations ond portions of libretti.

ALL these tronslutions are my own work unless otherwise
acknowledged,

My thanks are due to Maestro Notole Gollini, of Milan, for
his help in providing rel;vunt material and Maestiro Guglielmo
Barblan, Head of the Library of the Milan Conservatory, for his
warm encouragement.,  To my supervisor, Professor U.V. Schneider
Director of the Research Unit in the Field of Music of the
University of the Witwatersrand, I owe o special debt of gratitude

for his invalugble assistonce and criticism,

O ——
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CHAPTER 1

EARLY YEARS

Enrico Giuseppe Giovanni Boite, later known as Arrigo Boite, was
born in the city of Padua on the 24th of February 1842, the second
son of SilvestroBoito, a Venetian painter of good repute, and of
Giﬁseppinc Redolinska, o Polish lady of aristocrotic but impoverished
family, Traces of Boito'; mixed parentage may perhops be found
in his conception of art, in the mixture of 'the shining and
conpact ideal of the man of Italy, who dreams the Doric copitals;
the frontons of Aegina; the symmetrical, stroight, solemn Polladion
lines'1 und'the ideol of the mon of the North, a darker ideal
more s;vere but more impregnoted with the vapours of the Parodise
and the misteries of the soul‘.2

Boito's writings ore characterized by lack of autobiographical
references; memories of childhood ure non-existent, Of an
extremely reserved nature, he never knew the plegsure of sharing
confidence, the luxury of self-revelation. In the course of
years his reticence wos to assume the character of a neurotic
fixation; he was capable of vioclent reoctions towards anyone who

tried to penetrate his inner soul or to discover his inner thoughts

1. Boito, A.: 'Mendelsshon in Italic in Tutti gli scritti
Milan: Mondadori, 1942; p.1249.

2. Ibid., p.1250



Boita's infancy was embittered by the disruption of the family, an
experience which was to leave on inneffoceable scar. Perhaps this
wos why he alwoys loved women who Qere ynobtaincble from the point
of view of marrioge - os if he wanted to preclude the possibility

of his fathering o femily. We may perhaps ulso conjecture thot
Beito's intellectual control over emotions and the lcuk of freedom
which was to influence his work in @ negative way, wos a eonsequence
of his tendency to create u‘defensive harrier ogeinst the insurgence
of memories too painful to be recalled.

The morrioge between Silvestro Boito, an irresponsible and
extravagant mon who was to die in 1856, (it seems as a result of «
brawl) ond the reserved Polish gentlewomon had been a failure from
the beginning. It finally broke down, in 1851. Deserted by
their fother the two boys - Camillo, fifteen and Enrico, nine, vere
token core of by a certuin Luigi Plet, ¢ musician, poet and journalist
liviag in Venice where the Boito's family had estublished themselves
in 1844. It is possible that Plet set o model iox the future T ito,
He wos certainly responsible for his early cultural formetion.

Both the children were initioted into the study of music. Camillo,
whose outstanding artistic gifts, inherited from his fother, had
won him the puironage of Marquis Pietro Selvatico Estense (the
honorary president of the Academy of Fine Arts of Venice) was ta
become an eminent orchitect and @ writer and critic of much
originality. He had an impoxtont ond decisive influence upon

his younger brother, not only representing o fother image but



also fostering in Enrico o keen sense of baouty. He encouraged
and supported him throughout his life in every way possibla. As
to Enrico: A letter sent by Luigi‘Plet in 1851 to Giusepping
Boito, temporarily in Poland, perhaps seeking help, or in the hope
of a reconciliation between Fother and sens, informed hgr that:

Enrico, who is studyinp under Giovanni Buzzolla, shows

an extrcordinary musicu. telent and an increasing

interest in composition. He always invents tunes and

writes sonotinags ... Muestre Buzzolla wants me to

assure you that, undoubtedly, he has in him the making

of o great composer.l
In order to encourage the musical vecation of her son, Signora
Boito took him to Milen, two years later. In the Lombard capital,
which had for years taken the lead in the political, historical
and cultural life of the notion, the sscong, very lengthy chapter
of the life of Arrigo Boito started.

The story of Boite's early years in Milen is to be found in
the documents and reports preserved in the Archives of the
Conservotory of Milon. To this school Boito was admitted in the
autumn of 1853 as a student 'on probotion'. A letter written by
Givseppina Boito to the Curetorship of the Conservatory applying
for u bursary to be granted to Enrico illustrotes the difficult
circumstonees in which the Boito fomily found themselves ut the

time. The scholarship was granted ond Boito was, in 1854, accepted

us o regulor student ond essigned to the composition class of Alberto

1. Quoted in Piero Nardi's Vita di Arrigo Boito., Milan:
Mondaxzdori, 1942; pp.35-36,

PO
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Mazzucato.,  In the eoxly stages of his studies Boito gave smoll
ground for the expectations of Giovanni Buzzolla - his Venetian
teacher. Mis performance was so ;nsotisfuctory that the cuthorities
of the Conservatory decided to dismiss him. l Only Mazzucato seems
to have recognized the potential of his pupil and it was through
his intervention that Boite wos allowed to complete his musical
education.  According to the final report of the year 1855 - 56,
Boito, 'in quanto conéerne il ritmo e 1'armonianon sorta dalla
natura una pronunciata disposizione, ma dell'arte sente perd il
Lato espressivc.'l Boito wos in ract restive in the shackles of
techn;cal rules. His opproach to his ort wos alreody, at this
youthful period, that of the aesthets, the artist, rather than the
grummur;un. ' This appears already to reveal the influence of

Mazzucato, who, writing in the GazzettaMusicale' (9th January

1859) proclaimed:
By the word-technique, I do not only mean the knowledge
of the principles of composition, singing, harmony,
instrumentation, but olso that of the cesthetic, poetical,
historicel culture of which o sound composer cannot do
without.

Carried awoy by the nossibilities of cultural and spiritual

enrichment, Boito spent endless hours at the Brera Libraxry. He

soon acquired a mastery of the Italion ond French languages,

learnt the clessical languages, and applied himself to the study

1. 'Not in the least gifted with rhythmical, harmonic and
melodic sense; he seems, however, able to exploit the
expressive possibilities of art.t



of Italion prosody. He read swiftly ond volumineusly, ossimiloting
wtat impressed, his choice rother peculiar for a young boy, already
indicating the insatiable curiousi;y, the passion for research, the
multitude of interests which he was to preserve throughout his Life.
Mazzucate, o mun.of high artistic principies, hud @ profound
influence on Boito. His teaching, unusuel in the Itoly of the time,
directed the minds, clready trained in the set idess of the past,
towerds the trends of the future. It wgs however ¥hrough
Mazzucato's enthusiosm that Boito retained a lifelong admiration
for Palestrine and Marcello, in spite of the fuct that the some
Mozzucate opposed the views of the uncompromising troditionulists
who equated art to notionaiism (ond, ot that time, to patriotism).
In a frank discussion on the music of the future which could not be
ignored because of folse prejudices (Wogner's Dos Kunstwerk der
Zukunft had been writter ten years before), Mazzuccto wrote: ‘'Art
today, must be cosmopolitan ond net nutional'.l In propesing
*the exchange of ideas, through the assimilation of aesthetic
elements which, though foreign to native tradition are, no less
thon the indigenous, essential to art',2 Mazzucato asserted both
a modern und antique concept in art - o ‘concept which excluded
sach and every form of nationalism becouse that which is great and

beautiful is beyont any frontier. Mezzucato introduced in the

L. Gozzetta Musicale, 20th June, 1858.

2, Ihid
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norrow scademic atmosphere of the Milan Conservatory, a wind of
change which was o transform it into Italy’s most progressive
school of music. )

This spirit of innovetion was immediately felt by both the
public and eritics ot the Accadem@a finale of the Conservaiary, in
1860. Tt wos particvlarly obvious in the essay presented by twe
students of the second last years - Asrigo Boitol ond Franco Faccho.
Their work was a potriotic cantate sntitled "Il guatiro giugno®
(The 4th of June), of which the poetic text and part of *ha music
was composed by Boits. Under Mazzucato he had mode remarkable
progress ond was, by this time, one of the most promis;né students
of the school of music, having, in the previous year, written o
symphony2 which had been performed at the Conservotory with success,
This was to remuin Boito's only instrumental work, ince
udolescence Boito hud feli himself attracted by dramatic music
because of the wide possibilities offered by it.  'The word is
the clearest and most precise medium bestowed on mon in order that

he may portroy his mind ond his soul'3 he wrote. From the

1. The name Arrigo, u romanticized version of Enrico, appears
for the first time on the title page of this work.

2. Regarding this symphony Piero Nardi, in Yitg di Arrigo Boito
(p.49) writes 'Regrettably, of Boite's symphony, there is no
trace'. Nordi is incorrect in this stotement, as the
symphory (in A minor) is to be found in the Library of the
Milan Conservatory. I actually have o photostat copy of the

autographed score (see Fig.l).

3 *Axzigo Boito, Serittie documenti', ed. Comiteto per le
Oni:nze od Arrigo Boito nel trentennio della moxte. Milon:
Riz. 11, 1948; p.27.




Syaphony in A minor

Title page of the autographed score.

Fig, 1.




beginning of his career as o composexr, he sought the oid of the

word so that music could acquire more precise significance.

Perhaps he was prompted by the exiéencies of his intellectual

nature, perhaps, by the exampie of composers such as Beethoven,
Wagner, Berlioz, who, during the first half of the century, hod
successfully ottempted to reintroduce the word omidst the Fundamental

valves of music. Perhaps for this reason, Boito's first important

£
H

success took the shape of a cantata

"I} quattre giugno', dedicated te o Garibaldian school-fellow

: vho died on the battle field, was written to celebrate the decisive
victory of the liberation of Lombardy. The work is of interest
because drametically as well as ideologically, it anticipates many
features of Boito's future pxcductian.l

A critic of the time wrote: 'In the poetry of Boito thexe
is a warm inspiraotion, o sincere feeling but there is something
more: URAMA'2 a perspicacious remark which focuseu the tFue
nature of the tulent of the budding poet.  Another critic, on the

Gazzetta Musicole, (16 September 1860) recalled Gluck's fomous

"Alceste' letter of 1767, forgetting however that Gluck's attempt to

¢ endeavour to reduce music to its proper function, thot
of seconding poetry by enfercing the expression of the
sentiment, ond the interest of the situgtions, without
interrupting the action or weakening it by superfluous
ornement

1. See Appendix A, p. 385,

2. Il Pungolo ~ 9 September 1860, (The article is umsigned.)
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wos little different from the principle stoted by Benedettio

Marcello in the introduction to the Sglmi: ‘'As regerds music, it

must be a superimposure which mustlbe submitted to the expression
of the word and the sentiment.'l In any case, the opinions
expressed by both Gluck ond Marcello were nothing other than o
reiteru;icn of the views of the Comerato Fiorenting and, luter
Monteverdi, The nineteenth century reforms of Wogner were of
course u summing up of oll these views

The originality of the music, striving after new expressiveness
was unanimously acknowledged but, nevertheless, it was noted that
the two young composers, Boito and Faccio, could often not resist
the temptotion of being influenced by Germon music, It was pointed
out to ;hem that whet was congenicl to the Germon environment and
utmosphere was not ideclly suited to that of their home country.
The warnings, however, went unheeded, as in the last work produced
by Boito and Foccio as students for the Accademia Finale of 1861 -
the Mistero 'Sorelle d'I‘ccliu'?' (Sisters of Ituly).

On the front puge of the 'Sorslle d'Italia' Boito wrote:

1, Marcello,Benedetto,  'Estro poetico sd armonico’, Venice
D, lovisa. 1724.28, vol.l, p.2.

2. Sea Appendix B, p.387,




Meglic di ogni oltro titolo ci pare alluda all' indole

di questo lavoro il titolo di 'Mistero', gid usato dal

Mickiewicz e dal Byron, @ indicare un componimento di

soggetto oltranatirale e fantastico a simiglianzo dei

Misteri' dell' Evo Medio'.l
These words confirm o tendency alrewdy prevalent in Boito - to
conceive 'xeuli’c)ﬁ under the cosmic and vniversal clspecﬂ:‘2 spurring
him on to pertraying life es an eternul conflict of the antitheticol
principles of Heaven and Earth, Light and Dorkness, Good and Evil,
o% which the world represents the final result. These principles
are reflected drametically in the conscisnce of every men generoting
the dualism of the Ideal and Reality, of Belief and Negution, of
Hope ond Despuir. We may exploin Boito's atiitude as the result
of the impact made on him by the romantic ideologies of his time
so inte;salylfelt by him as to detexmine his 'forma mentis® and
to play so large a port in his future work.

To return to 'Sorelle d'Itolig’: ALl the critics were
unanimous in their proise of the literory text 'energico pex
soncetti, sfolgorente per brio d'immegini originale nelle idee

¢ nslle forme'? as related by Moestro Gallignoni.  The music was

1. 'The word Mistero, already used by Mickiewicz and Byron to
indicate o work with o fantastic and supernatural theme
similar to the Mysteries of the Middle Ages, seems to suggest
the true character of this woxk.'

2, Croce, B, ‘Arrigo Boito', in Lo letterotura dellu Nuova
Itolic'. Bori: Loterze, 1947, vel.l, p.258

3. Wigorous in concept, vividly imoginotive end original both
"in content and form'. Quoted in Arnalde Bohaventura's
*Arrigo Boito -~ Mefistofele', Milan: Botlega di Poesia
1924, p.23,

1




reviewed with the same Tervour. In particulor Beito's music was
found, even if interesting, to be fur too originel ond too
obviously influenced by the new mu;ical trends preveiling in the
Europe of the time. The notices of the most eminent critics of
Milan were, however, enough to attroct attention to the young
composers.  Despite lively polemics, or more probably becauvse of
them, the interast aroused by the Cantata brought with it success
in that the Minister of Public Instruction, at that time the fomed
literary critic Francesco De Scnctis, awarded Boito and Foccio o
grant which enobled them to study further in various capitals of
Europe. In the late autumn of the same year (1861) the 'neo
maestri’ were in Paris, the city of the ‘artistic polytheism',l
where recognizad leading éxponents of the world of culture
foregothered. Hoving left behind them the stifling, provincial

environment of Italian culture, Boito and Faccio were, in Paris

oble to bregthe the air of the sophisticated world., They came into

contact with aesthetic expariences which wore only just reaching
Ytalian circles and wero not yet fully understood,  They paid
their respects to Refsini- still the idol of the Parisions; made
the acquaintance of Berlioz and Gounod and eventually - at the end
of February 1862 -~ they met Verdi. It is in this year that there

commenced the relationship which 'was to reach its glorious

1. Boito, A. 'Cronaca musicale pariging', in op eit., p.2047.

12




culmination in the cregtion of 'Otello’ und 'Fclstuff'-l

The 'Inno delle Nazioni', (Hymn of the Notions) which Verdi,
as the representotive of Italy, co;tributed to the Internatienal
Exhibition held in London in 1862, wes the first product of the
Verdi ~ Boite partnership. Boito's text is justly criticized by
Francis Toye as "the kind of panegyric on the supersession of wer by
commerce and the orts, typical of international gqthe:ingslnz

It wos obviously compiled inm a great hurxy, for a certoin purpose
end is hoxdly worthy of serious consideration,

The period spent in Paris wos fox Boito an imporiant one.
During this time the embryos of 'Faust' and *Nerone’ war‘e toking
shape in his mind., It wos alse here, in Poris, thet Boito storted
prepuxing the adoptotion of Shakespeore's 'Hamlet' for Faceio, thus
beginning his career gs a librettist-colleborator. With the
'Cronace musicale parigina’, writien for the newspuper 'Lg
Perseversnza', (2nd March 1862) the young Boito embarked upon his
aotivities as critic and journalist - an occupation to which he
became almost completely dedicated in later years

In the spring Boito left Paris ond went to Mystki, in Poland,

with the object of meeting the relatives of his mother, the latter

1. Walker, F.  'The man Verdi' London, J.M. Dent, 1962, p.447,

2. Toye, F. ‘Giuseppe Verdi, his life and works', New York:
‘AvA. Knopf, 1931; p.455.




having died :m 1869.  In the solitude of the Polish country Boito
completed vthe‘ libretto of 'Amleto' and wrote a few poems of great
beauty. He was still working on %uust but at this time, as we
gather from a letter to o friend - he had turned his ottention to
Tacitus and, as o consequence, was pondering over 'the melodramma
to be baptized with the terrible name of ﬂgggﬂg'.l

Following @ circuitous route which brought him into Germany,
Belgium ond England, Boito returned to Milan towards the end of
1862, He was now twenty. His travels had enlorged his outlook
snormously - for beyond the standard of his fellow-countrymen,
He became involved with the Scopigliutnra? o porty of young
iconoclosts dreaming of o renewal and regenerotion of the orts
He enguéed himsalf wholeheurtedly_in the battle of reforming
Italion music ond literature, his energies being, at that time,
almost exclusively devoted to literature ond journalism.

Boito's aclivity as a critic was confined to the decade 1862
~ 1872,  The articles he contxibuted to Lo Perseveronza, Figaro

Politecnico, Gozzetto Musicale, became the vehicles for the

s 2CzRetba TWSACEG,

propagation of his ileals. Especially in Figaro - the periodical
founded in 1844 by Boito und Praga - the buttle aguinst the

conformism of Italion art and the absenteeism of the cultural

1, 'De Rensis, R. ‘'Lettere di Arrigo Boite'. Roma: No\(issimq.
1 1932; p.250. :

2. See Appendix C, p. 391.

14




15

environment, assumed moments of extreme fension and rebellicn.1
'Whilst in France the graund of the young art was conguered little
by little, and a generation of pallid poets died singing, unheeded
but not in vain ... in Itoly, a contented flock of sheep wus
reviving the epic poem, the idyll of the Arcadians, the hymn of
the Prophets’ wrote Proga in the second number of Figare {2nd
January, 1864},  And Boito:

We have lost the critical sense. There is no criticism

from the public or from the press. This explains the

apathetic tolerance every evening in the pit (stalls) of
our theatres; this expluins the vacuous prattle every

dey in our popers. This explains the oblivien in which

most vitol problems of ort are smothered, with nobody

thinking of the harm and scorn which lie chead if things
" continue in this woy for a little while longex.

In 1864 Mazzucato, Boito, Praga and the exitic Filippo
Filippi, founded the ‘Societa del Quartetto', with the aim of
interesting the exclusively operatic-minded Milanese public in the
classics of Italian chamber music and modern music in general.

The society had its official 'Giorpale' to which Boito was the

most active ond outspoken contributor.

1, The battle ogainst conformism in art hod already elicited
from Praga the blasphemous verses aguinst Ttaly's most fumous
novelist and poet Alessandro Manzoni. (in ‘Penombre’,
Bologna, 1963, p.115), and from Boito the 'Ode all' Arte
Ttaliana' (in Tubti gld scritti', pp.l373-74).  This Ode,
loaded with robust remurks on the debased state of Italian
contemporary music, wos recited by Boito on the occasion of
the first performance of Facecio's opera 'I_profughi
Jiemminghi', (at La Scale, on llth November, 1843).
Published o few days later in the periodigel 'Museo di
famiglia®, the Ode was read by Yerdi and token by him as a
pexrsenol affront.

2, Figaro, 2lst Junuary, 1864; in Tutti gli scritti, p.l103,




All Boito's articles are marked by o passion which is not
Tound anywhere else in his works. They ore written in a vigorous
prose style; are strikingly imagi;utive and rich in reminiscences
resulting from his vast and catholic reuding. They offer a
detailed picture of the culturol life of his time, us well as a
highly subjective upproach to the musicael work under consideration.
Some of Boito's judgements and valuotions seem cuxious, or
exaggerated, today -~ such as his excessive enthusiasm for Meyorbeer
and Mendelssohn and even more excessive dislike of Wagner. Boito
was, however, one of the few musicians in Italy able to apprecicte
Bach, Mozart, Haydn, Schumann and, above oll, Beathoven. His
admiration for the latter verged on idolatry.

B;ito‘é poeticanl and literary production belongs to the
years from 1861 - 1875 {roughly coinciding with the period of
Scapiglictura), It is represented by the ‘Libro dei Versi' (Book
of poems); the polymetric poem ' Re QOrso' (King Bear); the
comedy ‘L madri galonti® (Tha gollaont mothers), written in
collaboration with Emilio Prege; the remarkuble short stories
'L'Alfier nexo' (The Black bistop); *Iberig's the unfinished
*I1 Trppezio', (The trapeze); and the two chapters constituting
‘Lo Musica in pigzza', (Music in the piazza) dedieated to
"Burbapedana' and 'Gippa' - characteristic figures of ‘modern
minstrels' dear to the Milanese of the old days

"The 'Libro dei Versi' and 'Ra Orse' ore of spacidl importance,

first, becousc Boite's libretti are rooted in his early poety and,
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second , because the essence of Scapiglictu.a is to be found in

them.l Re Orso, published in 1845, caused a sensetion; It even

attracted the fovouroble notice of Victor Huge. At the age of
twenty-three Boito was, by for, the most progressive, independent
and originel poet in Italy. He was the acknowledged, and much
discussed, leader of the Milanese uvant-gorde. Ail his doings
aroused wide interest. "Take note of this strange phenomenon®
weote the writer Antonio Ghislanzeni (Verdi's future librettist
for Aida)

for a certain number of people Arriyo Boito is a mental

case, an Ostrogoth, o gibbous medigeval intellect, @

 Himolayo of presumption.  And yet, as soon as he

produces something - prose or poeiry or music - everyone

v nts to read it or to heor it; and they tolk and

discuss and get excited. Mosterpiece! Trash! These

are their judgements...'
In the same year, on the 30th May, Faccio's 'Amleto’ was performed
at the Teatro Carlo Felice, in Genoa. The opera did not mark the
beginning of ¢ new musical era, as hoped by Boito, who thought to
hove identified in Foccie the renewer of Italian music, whose
advent he, Boito, had advocated in the famous 'Ode All . cte
Ttaliena:

Forse gi:: nacque chi sovra 1l'altare

Rizzerd 1l'urte, verecondo e puro, 3
Su quell'altar bruttato come un muro di lupancre.

1. See Appendix D ond appendix E., pp. 393 ond 398

2. 'De Rensis, R.  Introduction to Critiche e cronache

mysicali di Arrigo Boito (1862 - 1870)'. 'Milon: Treves,

1931, pp. xvi-xvii.
3. In *Tutti gli seritti; pp.l1373-4,
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(Ferhaps the mon is already born who will restore art to its
dignity, on that altar defiled like the wall of « brothel.)

Amleto was, however, warmly received by the audience, much
talked whout and discussed ot length in print. In on open lettexl
written by Mazzucato to Ronchetti - Monteviti (Foccio's teacher),
Boite's libretto wos described as o masterpiece which contributed
greatly to the success of the opera.  The press was uvhanimous in
the proise of the <., utant librettist.

In 1866 the outbredk of war with Austria compelled Boito
to abandon temporarily his ertistic activity., Together with
Fqcc;o end Prago he enlisted with the volunteers under the command
of Goribaldi. Boito ond Faccio, inseparable through the whole
cqmpnigln'brodght, even to the war, the independent and adventurous
spirit of Scopigliatura, ruaning away from their camp to Milen in
order to meet their respestive women friends and coming back
hastily,just in time to stort off on the campdign'.z Boito's
ottentions were, ot this time, devoted to the Duchess Eugenia Litta
the first lady of Milan society. She was five years older than
the poet, max ed and, in the words of the then Empresse of France

Eugenie, 'une des plus jolies femmes cl'Eumpe'.3 In addition to

1. Published in the 'Giornaule dello societd del Quorteito’,
3lst Moy 1865.

2. Cottaneo, €, 'Storig dellu letteroturo Jtoliona' Milano:
Gorzentl 1968; vol.viii, p.269.

3. Nardi, P., op. cit., p.203.
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being beautiful, Eugenia Litta was intelligent, cultured, sensitive.
The tone of the letiers Boito cddressed to her suggests o deep love,
@ genuine youthful pussion that she, apparently, retvrned. When
the campaign was over the lives of Faccio ond Boito diverged for o
while. Faccio embarked on his career as conductor and went to
Berlin and Copanhagen to direct seasons of Italion operas. Boito
was invited to join the Périsiun Press. Victor Hugo, encourogingly
wrote 46 hins' T an convinced that, should you write in Lo Liberte
about criticism, philosophy, aistery and art, you will create o
sensation ....  You deserve and will have success.'l Boito
appecrs to have been, for « time, undecided as to whether to accept
the offer.  Eventuvally nething come of the project and he resusmed
his life in Milon. In spite of being taken up by Milunese society
Boito was still immersed in his artistic dreams. In the spring A
of 1867 he was agein at Mystki, in Poland. He needed a fresh
inspiration. In the tranquility of the countryside he devoted his
moin energies to the reclization of his Foust project.

The success and the increasing popularity of Gounod's opera
on the same subject (first performed in Poris in 1859) did not
deter him.  He did not wish to limit himself to the Gretchen

episode as Barbier and Corré {Gounod's easy-going librettists) had

1. " Je suis convaincy que, si vous &crivez dons La Liberté
critique, philosophie, histoire, art, vous jetterez tout de
suite un grond &clat...' Vous meritez et aurer le succes'
The letter, dated 19th November 1866, is reproduced in Nardi,
cit, p.232.
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done.  As Patrick Smith writes, Boito:

knmew in himself that any opera on the vast subject of

Goethe's epic would have to encompuss a great deal not

only in terms of length ond complexity but also in

texrms of the inclusion of Goethe's for-ranging ideas

and ideals.

The theme of the struggle between Good and Evil seen in o
cosmic as well as in @ human context and the Faust m;/th,
symbolizing that human restlesshess that seeks to transform the outer
world, must have exercised on irresistible fuscingtion on his mind
so given to philosophical broading. As o poet he succumbed to
Helen's mogic ond wonted to toke advantage of the wonderful poetry
of the Classical Wulpurgis night scene - an episode which no other
composer hod dared fouch. Boito wos also ottracted to the subject
by the conformity between it ond his artistic nature, eluays
fluctuating between:

the ideal of the man of the North,.impregnoted with

the vapours of the Parodise ond the misteries of the

soul® and 'the ideal of the man of Italy who dreams

the Doric capitals; the frontons of Aegina

and the serene beguty of the classical world.

Dismayed by the almost impossible task of reducing Goethe's huge

work to the dimensions of an opera libretio, Boito had originally

intended to treat itin two seporate operas: 'Mefistofele' and

‘Eleng’.  Eventually he renounced this idea and solvad his problem

by incorporating both parts of Goethe's Foust in o large scale

1. Smith, P, 'The tenth Muse - A historicel stuwdy of the ppera
Libretto' London: Golloncz, L¥71, p.334.

2. See p.2.
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opera to be colled 'Mefistofele'.

In the winter of 1867 the monagement of Lo Scela wus oble

to announce "Mefistofelg' (side by side with Gounod's 'Romes et

Juliette' and Verdi's *Dor_Carlos') os the new opera d'obbligo for

the next Carnival Season.  As Boito's criticel and literary
activity had by this time earned for him o wids reputation, the
performance of his first operetic work assumed the importance of
a national event. It was preluded and fallowed byShress campaign
for and ogainst the work more intense than anything called forth
by the work of other vontemporory composers. For the ocecasion

it wos decided o set aside some of the rules of the theatre -~

the libretto was published ond sold days befare the performance

to enabie it 'to be judged os @ literary work in itself and to
allow the public to coms to an understaonding of its unusuval
dramatic-philosophic conception. On Filippi's suggestion, it was
decided, perhaps unwisely, to let the composer conduct his own
work so as to form u complete txinity - poet,composer, directar.
From what came to be known during the endless rehearsal as to the
originality and the beauty of the music, it seemed that 'Mefistofele’
was to be @ landmark in the history of Italian opera. The
prophecies of Boite's supporters were not destined to be realized,

however.  If the performonce of Mefistofele, on the 5th of March,

1868 remained memorable in the annals of operatic history, it wus
*on account of the exiraordinary scenes witnessed and the viclence,

the passion aroused in the audience by the work of o young artist
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of twenty—six.'l Yet, the evening had begun under the most

favosroble guspices. A house overflowing with oll that wos most
elegant and noticecble in Milen society received the composer with
a spontaneous, unanimous demonsiration of sympathy. The last bars

of the 'Prologue.in Heaven', in spite of being played fortissimo,

were made incudible by the thunderous applause.  The first, act

(The Easter Sunday and The Pact) made little impression but the
'Gorden Scene', ot the beginning of Act ii. wos reworded with
approval. It was during the second part of the same act that
violent reaction started. The scene on the Brocken, {The Witches'
Sabbeth: y with the Witches' orgy ond the infernal cohorts singing
the plainsong of the Tcntqm orgo during Mefistofele's coronation)
was found provecative und"irraverent by the mojority of the audience.
The antagonism between Boitoe's portisons ;nd his opponents became
more and more heated as the evening progressed.  The third act -
the moving 'Prison scene' - was vtterly spoiled by the inadequacy
of the interpreters. The grand scene at the Emperor's Palace,
with which the fourth.act storted, was greeted with hisses and
cotealls but the follawing 'Clussical Sabbath' scene ssemed
fleetingly to bs.fcund acceptable.  The real fracas was reserved
for the Intermezzo. sinfonico ~ o descriptive orchestral piece

placed between the fourth and the fifth acts. It was meant to

1. Bonavia, F. Grove's Dictionary of music ond musicions
London: ed. Eric Blom, 1954. 5th ed. vol.l, p.792.
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portray the clash of the cotholic armies of the Emperor with those
of the pseudo Emperor, supported by Faust ond Mefistofele. The
pandemonium reached its height during the fifth .act (Fausi's death)
of which virtually nothing could be heord. At the end of the
opera, whilst the audience was in open revolt, the whole orchestra
rose to a man to give the unfortunate composer o spontaneous
ovation. Fist fights developed; the house was cleared and the
exasperated crowd continued to fight in the piuzza outside La Scala
and the adjacent streots u;til next morning.

It has been repeatedly soid that the audience of La Scala,
toc conservative and nationalistic in outlook 'was not ready to
vnderstand the new language that he (Boito) intended to speok‘1
and that because of prejudice, 'its verdizt was bound to be
worthless.'2 It is true thot the opera, in which the composer
was obviously struggling to free himself from the shackles of the
Ttalion tradition, was not intended to please the ordinary opero-
goar. We must however remember thut the audience, which had
ropturously applouded the Prologue in Heaven - the leust traditional
and most eriginal part of the opera - was not initially prejudiced
against Boito. The excessive length of the opera (the performance
had lasted nearly six hours); the intricacy of the plot and -

above all ~ the foulty execution, were mainly responsible

1, Mazzucato, G,  Grove's Dictionary of music and musicians
Lendon: ed., Fuller Maitland, vol.l, p.355., 1919,

2. Grove's dictionary of music_ond wusicions, 1954, p.793.
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for the failure of Mefistofele. It does however seem, from whaot
appeared in the press, that the young compuser hed proceeded too
far on the way to originulity and had, perhaps, undertaken more
than he was copoble of achieving.  Strangely enough, the novelty
of the work even disconcerted many of Boito's confréres of the

Scopigliotura.  Writing in 'Lg Gazzetta di Mileno', (6th March,

1868), Gilseppe Rovani, ofter praising the librettist for his
masterly condensotion of Goethe's masterpiece, dismissed the
musicion with contemptucu; remarks.,  Iginio Uge Tarchetti, of
the Emporig pittosesco, (15 - 21 March, 1868) found the verdict
of thg audience to be just. Bolto's music was lacking in passion
as well os in melodic fluency; the recitotives were monotancus
and bor%ng in the extreme. Considering Boito's literory gifts
to be undoubtedly superior to his musicol ones, Tarchetti concluded
his article with the remerk thot it would be highly fortunate if
the failure of t¢  pere persucded its author to follow, in the
future, only the path vhich would imevitebly huve brought him
ultimgte fome and success - poetry.
Thi; opinion was foirly generdlly held.

Boito's future lack of conviction regarding his musicol
gifts was probably the result of the failure of Mefistofele. It
is possible thot, being a oritic himself, he recognized the justice
of muych of the criticism which oppeared in the press afier his

unlucky debut. Be it as it may, he aceepted the fact that the
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opera needed many and courageous cuts,l at the cost of sacrificing
the libretto, thaggh masterly in conception and blessed with
original ond beautiful verses. Seven yeurs elopsed before foito's
setback was to be reversed. As his finciciol conditinm was
precarious he resumed work. For the next ten years Baito was
indefutigoble. Beside continuving his literary ond journalistic
aetivities he wrote translations and several libretti, undex the
pseudonym of Tobig Gorrio (an anagram of his own nome).  The

translations of Wugner's R}enzi, Triston, Dos leibesmchl der

Apostel, the Wesendonk-lieder; of Weber's FreischUtz; of

Glinka's Russlon and Ludmilla, may be regorded os the most
important ohes.
In 1871, Boite, whilst working on Nexrone ond the re-arrangement

of Mefistofele, storted setting to mveic his own new libretto,

*Exo e Leondro'. He also revised the libretto of Amleto for

Faccio,but the revival of the opera at Lu Scala, on 12th February
1871, rroved to be a failure. By 1872 'Ero e lLeandro' was apparently
completed. It did not, however, please its hypercritical author
who subsequently destroyed most of the score.  The libretto was
again sew by Giovanni Botbesz‘:ni in 1879, and, more successfully,

by Luigi Maneinelli in 1897. Boito's other libretti - with the
exception of 'La Gioconda' wriiten in 1874 - 75 for Amilcare

Ponchielli, were intended for talented composers of the younger

1. See Appendix F, p.404.
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generation.  The eclogue 'Un tromonto' (1873), was written for
Faccio's pupil Gaetano Corenaro; the oriental tobleeu 'La_falge'

(1875) for Alfredo Cutalani; *Semira' {or 'La regina di Bobilu',

1876) for Luigi San Gexmano and ‘Pier Luigi Fernese' (1877) - an
episode of the Italion Rencissance - for Costantino Palumbo.
‘Iram' (1879) was prepared - although never set - for Cesare
Dominiceti, It is o most beautiful text for & comic operu
foreshodowing 'Falstaf{' not only in mood but in verbal virtuvesity
as well. 'Basi e bote', ¥he date of which is uncertain, is a
"commedic di moschere' in Venetian diclect, full of verve. Boite
wrote it originally for himself but it was only to be set in 1927
by Riccurdo Pick-Mangiogelli.  All the translotions und libretti
written by Boito during these years are imporitont as they played
their port in preporing him for his laoter rele. It wes through
thgse relatively unimportant ventures that Boito became acquainted
with every style. He acquired an absolute mastery of prosody and
vocobulary; he widened, perfected ond reinforced his instinctive
dramutic genius thus reodping himself for the two collaborations of
which he wos lo write: 'The act in my life with which I am most
satisfied is the voluntary service that I dedicated to the Man who

is just, noblest of all and trely greqt.'l

Verdi appears to have conceived the ideu of writing on opera

on the subject of Nero in about 1871,  Giulio Ricordi (Boito's

1. Weaver, W.F.  'Boito-Gorrio, the critic'. Operu News.
March 28, 1985, p.6.
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and Verdi's publisher) enthralled by the possibility of giving
*to Italion art o new musical masterpiece ... perhaps one of its
greatest masterpieces' did his best to bring together Verdi ond
the young poet 'whose very great talemts the some Verdi ‘had
recently had accesion to edmire in Amle’co.‘l Boito could not yet
give Verdi unreserved admiration but hed arrived at something like
a just estimate Moreover, as Franck Walker writes:

the position of Boito, a true poet and a man of high

literary ideals, wos that he saw Verdi heedlessly

expending his greot gifts in the debnsed medium of

the Italian cperatic melodrama, on librettos that

were o bywword for ubsurdity und banality of longunge.

He had a vision of the possibility of o new marriage

. of poetry and music such gs he imopined to have

existed in Greek tragedy.
He consistently worked fowards the realization of this ideal.
Boito was, with an unselfishness which we cannot help bu* adrire
prepared ta renounice his own libretto, thus sacrificing his most
cherished ambition, in favour of the older composer.  Eventually,
the idea of Nerone being driven out of Verdi's mind by the prospect
of Aidg, the project ceme %o nothing. Nearly nine years were to
elapse before the possibility of collaborotion became reality,

The revision of Mefistofele wos finished by the early autumn

of 1875. Its performance was due at the Teatro Comunale, in

Bologne, on the 4th of Qctober. Bologna, the Bayreuth of Italy

1. Ricordi's and Verdi's letters on the subject of 'Netone! are
quoted in Frark Walker, op. cit., pp.463-7.

2. Walker, F., op. cit., p.462.
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as it wos to be named for having first and enthusiastically
received Lohengrin ond Tonnhtuser (in 1871 and 1872 respectively),
was by this time Italy's most progressive musical city.
Incidentally, it was to Boito that Wogner, after the performances
of Lohengrin ot Bologna, addressed his faomous 'Brief an einen
itolienischen Freund'.  This wos repeatedly printed in the press
A passage in it could have been intended ta please his young
cosmopolitan colleague:

A new marricge between the geniuses of all the countries

is perhaps necessary; and, in the case of us Germons

we could not desire o more beautiful choice of love than
thot which couples the genius of Italy to the: of Germany,

1
It is not easy to understand Boito's attitude towards Wagner.
During the seventies his former dislike of Wagner seems io have
turned to sincere admiration. He, Faccio and Filippi, promoted
the performonce of Lohengrin ot Lo Scola in 1873,  Wagner wos
hovever to remain an enigma to Boito even in his later life, In
1894, in a letter to the French critic and journalist Comille
Bellaigue,Boito, commenting on Wagner, defined him as:

Thet .aderable ond hateful German erestox ... Hybrid,

monstrous, holf man and holf biute, faun, satyre,

centaur or Triton, or better still, holf God and half

ass; Dionysus in the divine delirium of his inspiration

and Bottom in his foolish stubborness, we will naver

be able to love him unreservedly.

He ended his lettexr, however, by paying a tribute to the musician

1, Nardi, P. op. cit., p.336.

2. Ballo, F. 'Arrige Boito' Turin, Arione; 1938, pp.30-3L.
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'who had conguered the whole sphere of hormony of which only half
had been explored before him.'

In Bologna the urasiically revised Mefistofele won a remarkable
; success. It was however in Venice that the opere, performed in
: its final version ot the ~ atro Rossinionl3th May, 1876,under the
baton of Faccie, achieved o veal triumph. There were subsequent
productions in several other Italian cities. The first foreign
performance was given in London at Her Mojesty's Theatre on éth

i June, 1880. In the same yeax it reoched Boston, New Yerk, Lisbon,

A R TR PR

{ Barcelona, and, shortly aftasr, Worsew, S-int Petersburg ond Hamburg,

winning sensotionnl occloin everywhere.
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CHAPTER II
MIDDLE _PERIOD

In 1876 Boito, freed from the necessity of writing tu earn o living,
concentroted his energies on Nerone. 'I live immersed in the

blood and perfumes of Romaon deccdence’1 he wrote to Count

Saling on the 15th February, confiding te him his hopes of having
the opera completed and performed within one year. Its compcsiti
was actually to occupy the rest of his life. The success of
Mefistofele, which had offirmed boito's musical reputation far
beyond the boundaries of Itely, resulted in a change in his position.
Now, in his early thirties, Boite was ] highly esteemnd, influential
person, well established in the society of the new :1ilan. The

days of Ecapigliuturu were in the post. Boite, who in the heyday
uf.his s;apigliato life hod hymned @ 'carousel of suicidel poets'z
had seen too many of them take their own l%ves in disillusionment
and despair.  Iginio Tarchetti (*1869), Giuseppe Rovani (*1874),
Enilio Praga (*1875), died before their tine having destroyed
themselves through drink and drugs. Giulio Pinchetti (*1870)

shot himself (as Giovanni Camerana wos to do some years later)
Ytired of chausing pnuntoms‘? as he wrote before dying. They were

the victims of their own psychological malaise as well as of the

1. Nerdi, Popeit. p.406.
2. ... pallido giostra di poeti svicidi...' (Boito's poem
A Giovanni Comerane'; in ep. cit., p.35

3. *e.. stanco solo di stringer fantasmi...'.  In Naxdi, op
cit., p.349.




unquietness of their oge ~ on age historically and spiritually
unsettled which left little, or no room at all, to the dreams eond
hopes which had accompanied the Risorgimento vprising. Boito
was perhops the only member of the Scupiglictura who both felt
strongiy and could see the lack of moral roots and secvrity inm his
fellows. He too, had explored the artifisciol paradises; he too,
hed sought every experience but, o man of stronger fibre, he had
rejected all thot was foreign to his nature ond found his way back
to reality. He, who huod been so ferveat an adherent of
Scapigliatura referred now to it as 'the time of my blessed - ond
insane  and wost ignorent yauth.‘l

Boito's life, for the next few yeors was, on the whole,
uneventful, his main occupation, besides working on Werotie, being
the polishing and refurbishing of early poems and libretti.  Then
there came to him o iosk worthy of the most 'splandid' end most
‘elegant' versifier of Italy, of the poet ‘endowed with talents of
@ truly superior natvre'.2 In these terms had Ricordi described
Boito to Verdl ot the time of the 'Nerone' project, The task was
that of writing o libretto for Verdi. The result was 'Qtelle',
se successful af its La Scala premiere of 1887 that Boito and
Verdi were persuaded to collaborate once mere and produce that

triomph in the field of humourous opero, 'Falsteff', premiéred

Lasstall,,

1. Walker, F., op. cit; p.448.

2. Walker, F. op. cit; p.465.




amidst enormous acelaim in 1893,
It is o sign of Boito's control over his personal ond artistic

emotions that he could write such o brilliantly witty comedy as

Felstaff under circumstonces far from favourable. Faccio's

illness and subsequent death (2lst July, 1891) were to Boito a -

* tremendous blow; voluntarily, he assumed on his shoulders all the

cares ond responsibilities deriving from the trogedy and assisted
Faccio and his family in svery wey possible.  'If you knew in what
horror and sorrow I live you woéld spare me your harsh words and
suspicions' he wrote to Elecnora Duse in April 1890, during Faccio's
illress - 'I spend my days, cll my hours beside him. I hope to
be able to occustom myself to this torment'.l The wondexrful
relationship which had, over o few yeors enriched ond enlivened
both Boito's and Duse's 1ife of common work and passion, was now
practically over.

Boite had first met, and admired, the Venetion actress in
1884, ot a party given in her honour by the intellectuuls of Milan
where she hod been playing at the Teatro Corcono for o short
season, olternoting Dumas' Fils 'Lo deme qux comelias' with

Vorga's 'Covalleria rusticane'. {(The 'play later te he made an
operotic success by Pietro Mascagni, in 1890.) Eleonora Duse,
then twenty-five, was an otiractive, intelligent woman besides

being an cctress of exceptional talent. Her world-wide renown

1. Nordi, P., op cit., p.579.
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was still to come but her genius was already obvious. She was
an extreordinary creeture and had hod an extraordinary life. A
child of the theatre, Eleonora had trodden the stage since her
earlier childhood, soon wequiring a thoxough knowledge of theatrical
conventions and a prodigious mastery of technical means. At the
age of fourteen sh. hod her first %ysticci experience. She was
playing Juliet ot Yerona Qhen, on smelling o bunch of roses she
had carried with her on to the stage, she ceased to be Elecnora
Duse ond "become' the Shokespearean heroine. Before an enreptured
oudience she 'lived' ond suffered her part with almost unbearably
poignant intensity of feeling. It wos o memorable success;
probably the most important to her.  She recalled it towards the
end of her 1ife when, looking bock to her tormented,solitary
existence, she said:

«+s hoppiness ... wos perhaps the rose which fell from

my hands one evering in a theatre ot Verona when I was

still a child and my nome was Juliet: ... the rose

which Romeo picked up and never gave back to me.l
From thet evening Eleonora Duse rejected all professional
mannerisms and conventions in the name of a freer, more humon and
spontaneous form of art cupable of prodycing on the stage the
highest and truest reality for herself and others. Duse's eaxly

acting style ~ nervous, full-blooded, passionate - wus wondexrfully gyited

1. Simoni, R,  Eleonora Duse, in the booklet issued on the
occasion of the Mostra celebrativa nel centenarie dalle
nascito » 1858 - 1958. Myseo Teotrale olla Scala. Milan.
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to the romentic end melodramatic repertoire dear to the audiences
of the nineteenth century. Although it had been enthusiastically
praised she wos tormented by o profound dissatisfaction and had
conceived a new, more exalted and sophisticated idecl of art, fur
removed from what she had actually ochieved.

Boito, whom Duse had met again in 1887 after three years of
artistic wandering and sentimental unhappiness, was to be neor her
in one of the most cruciol moments of her restless life. He gave
her, love, encourugement, protection, playing also a decisive role
in the shoping of her axtistic personality. Boito made Duse
awara of the fact thet 'theatre is a trivial thing whea one does
not reach the summit.l He taught her how to 'raise the ardent centre
of life‘From'the heart up to the brnin'2 thus converting instinct
and passion into Idewss, sufferance into Poetry. She learned from
him thot perfection can only be attoined through hard werk,
discipiine, inflexible self-criticism und an absolute, olmosi
asceticel devotion to the artistiec ideal. Under Boito's influence
Duse's art matured rapidly goining immecsurably in restraint
subtlety ond refinement.  She was soon to attoih a height which,
if we occept the tastimony of men such as G.B. Shaw, Chekhov,
Hofmannsthal, Rilke,Gureia Lorca, Pirandello and all critics of

the time, hod never been reached on the dramatic stage hefore.

1. Signorelli, Olga. Eleonorg Duse. Milan: Silvano
editoriale d'orte; 1959, p.49. '

2. Nordi, P. op. cit., p.564.
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As Duse's ortistig taste grew more and more refined the old
repertoire, including the now uninspiring translotions of
Shakespeare, became hateful to her. She asked Italian playwrights
for new, mnre original works; she becume the ideal, unsurpassed
interpreter of the tormented spirituality of D'Annunzio's,

Chekhov's, Ibsen's, Maeterlinck's heroines. It i»s for Eleonoxa
Duse that Boito translated 'Antony and Cleopatra', 'Romeo and Julist',
and 'Macbeth‘,l becoming once again interpreter and mediator of
Shakespeare's powerful genius. As with Verdi, Boito guided Duse

4o the exegesis of Shokespeare, insisting on a more vigorous approach

to the text in matters of historicel truth, in detoil as well as
interpretation.  On the subject of 'Antony and Cleopatra' Boito
wrote to hex:

Discurd all those costumes suiteble for a choreographic
action.  TRAGIC lines and colours are needed....;
think that Shaokespeare, in striking Iras dead by means
of Cleopatra’s kiss, intended to offer vs the visval
and plastic image of the fatality of her kisses. The
feeling, scon to be repluced by other emotions, that

" her kisses have destroyed Antony, his legions, and
Egypt comes to her in o flash.  She reolizes that her
kisses are the seal of a violent death...., It is the
women who, in thot moment, feels herself an asp.  3ve
how pregnant is this episode and what o new light it
throws on the whole tragedy!

L. In 1967, Sister Mary of St. Mark (Eleonora Bullough-Duse
the granddaughter and last heiress of Eleonora Duse) donated
a precious collection of documents which belonged to Eleonora
Duse to the Fondazione Gioxgio Cini, in Venice. It was
3 4 among these documents that Piero Nardi discovered the
P authogroph  translotion of Macheth, the existence of which
was ‘previously unknown.

2. Nexdi, P., op. cit., p.555.
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The role of Cleoputra was to become one of Duse's greatest
interpretations.  She included the play in her triumphal Russian
tournde of 1891, and was in that country greeted as *the symbol of
the immertality of dramatic art which had been so hard tried by
the decadence of the artistic taste of the end of the century:l
The uniqueness of Duse's expressive style caused such o sensation
as to mark the beginning of « new epoch in the history of Russien
theatre.  Anton Chekhov who was present ot the first performance
of 'Antony ond Cleopotra’ in St. Petersburg left o record of the
profound impression maude upon him by the Italion cctress in his
diary and letters as well as in some lines of the 'Seagull’.
Directly inspired by Eleonora Duse he entirely changed his style
of drum;tic composition, influencing, through his new approaches,
the famous Moscow Art Theotte.z Boito's and Duse's lives were
soon to diverge.  She, launched on her career, was passing from
trivmph to triumph, destined for a life of uncessing wandering.
He detested the ‘circus tent', exile from his own house - the
house crommed with books where he lived behind locked doors playing
Bach and working with closed shuttezs ond light burning in broad
doylight. Duse and Boito met at constantly widening intervals;

their love was to dec”lne into o lifelong correspondence only

1. Signorelli, 0., op. cit., p.5.

2. As the same Chekhov and, aft - him Konstantin Stanislavsky
- ‘the founder of the Moscow Art Theatre -'often admitted.
Sea: Sheean, V. 'Eleonora Duse, A season of dream in the

Life of Arrigo Boifo'. High Fidelity 9. Octobex, 1959, p.l67.
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interrupted during the period of Duse's stormy relationship with
Gabriele D'Annunzio. After B_oito’s death, Eleonora Duse admitted
to her intimotes thot she 'owed everything good in her life to

1

him®.

1. Sheeon, V., op. cit., p.168.
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CHAPTER IIT

LAST YEARS

Boito entered the new gentury with his dreem of giving life te
Nerone still unrealized. He was still « well respected member of
Milanese intellectual society. In 1893, he had received, together
with Max Bruck, Saint Saﬁés and Tehoikovsky, the Degree of Doctor
of Music 'honoris cousa' frem the Combridge University.  (Oxford
was to bestow @ similar honour, later.) In 1895 he was made
Chevalier of the Legion of honour and many titles had been
conferred upon him by the Italion Government. In his dual capacity
as writer and composer he was frequently asked to sit on boards
for the adjudicotion of dramatic and musical works. He wus siill
serving the cause of Art (he always wrote it with the capital A)
with unquesticnable intngrity though with less enthusiosm. He
hod ussisted Alfrede Catalani,Biocome Puceini,Riccarde Zandonai
among others, during their eurly struggles but he was out of
sympathy with the gensral irend tovards ‘verisme and its, ir his
opinion, ignoble themes. Steeped as he wes in the great literauture
of the past ~ Dante, Shakespeare and Gneéhe - Boito was unable to
accept the new tendencies incressingly invading Western art in the
last three decades of the ninsteenth century, The former apostle
of the future, who had advocated active participation towards a new
European ort, now choss to ignore the struggles and ideals of the

younger generation. Verdi remoined te him the last exponent of
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Italy's greot musical tradition as well os the harbinger of the
future.  Through him he had experienced the great joy of
penetrating into the sphere of uninhibited crectivity, the realm
of violent passion, of open oir exuberance,from which he hed
formerly excluded himself. Verdi died on the 2lst Januury 1901,
carrying 'away with him on enormous measure of light ond viful
warmth', as Boito wrote iﬁ his wonderful letter to Bellaigue,
continuving:

I threw myself into my work, as if into the sea, io save

myself, to enter into another element, to reach I know

not what shore or to he engulfed with my burden in

exertions (pity me, my dear friend) oo great for my

limited prowess.
Boito's voluntary servitude to Verdi, not only limited to the
preporation of the libretti to 'Otello' and 'Falsteff', had for
too many years diverted his attention from his own work. Now
that he could have devoted himself whole-heartedly to the
roolizotion of 'Nerone’ (the text of which was probebly finished
as early as 1890), he was exhausted, probobly mentally overworked
incapable of recapturing the feverish exciteme«t or the serene joy
of working.  Of o neurotie, hypersensitive temperument, he wos
regretfully tormented by o paralyzing distrust of his own ability,
by the fear of not being able to accomplish his 'cruel task'. In

1901 he, acceding to the pressure of his friends, consented to the

ublication of the text of 'Nercne', o tragedy in five acts, with
P ~22E

i Walker, F.; op. cit,; p.509,
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the odded *Avvertenza' that the book 'does not in all respect
conform to the on; intended for lyric reprasentation'.l The
tragedy provoked the liveliest discussion., Whilst the grondeur
of its design, the refined beauty of its verse, the gesthstic
consistency of the characters were highly praised, the psychological
reconstruction of the churacter of Nere, for whom Boito had
deliberately depurted from the accepted tradition, excited polemics
often assuming a horsh tone.  This criticism probubly contributed
to moking Boito more and more doubtful ond hesitant.  The last
chapter of Boito's life - of which the offectionate devotion of
Velledu Ferretti and the friendly artistic collaboration with
Camille Belluigue are notable feotures ~ is the story of the
strugglé with his ever-expanding, tontalizing opera. In 1902,

ofter permitting ‘Nerons' to be announced for La Scala, Boite

withdrew it, fearful of its artistic inadequacies. He attended )
to its revision tenaciously, fanaticelly even to the extent of
devitalizing the work; he worked with the long patience of the
scholar who, secluded in his "turris eburnea',ignores the volus of
time, In 1914,Camillo, his much beloved brother, his éeenest
supporter, died., Boito was now seventy-two. HMe had, in the

pust yeors, lost one by one his oldest and dearest friends - Luigi
Gualdo, Giovenni Camerana, Giuseppe Giacosu, Antonio Fogazzaro.

He cerried on working, in isolation. 'I shall finish Nerone, or

1. Boito, A. op. cit., p.182,
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I shall not finish it', he had written decades before to Verdi,
e ;f I have not the strength to finish it I shall not complain,
but shall pass my life, neither sorry nor glad with that dream in
my mind.'l However, he, who hnd worked unflinchingly for all his
life, steadfast before his own shrine of discipline, was fully
conscious of the duty he hod assigned himsclf. On the 12th of
October 1916, Boito wrote the word *fine' on the last page of the
vocal score of 'Nerone' signing 'Arrigo Boito ornd Kronos'. He
was still working on the orchestration when after o visit paid to
the front duxing the first World War, in 1917, he began to feel
unwell., He neve- fully recovered. In March 1918,he was token
to o nursing-home.  An internal compleint ond on attack of angina
pectoris precipitated the calamity. On June 10, ofter whispering
to his friends 'When I will be back home again, with two hours of
work a day, for a couple of months, I will be able to complete
"Merone™....+2, he asked to be left olone. A few minutes later
he passed oway. He died in solitude ~ in that solitude he proised
so much and from which he had drawn so much inspiration for his
works.  The news of Boito's death spread immediately over Milan
the eity which had become his own by adoption and upon which he had
had such o dynamic influence for almost half a century.

The maruscript of 'Nerone', together with the letters

Lo See Chopier ‘Boito ond Vexrdi®, p.53.
2. Gotti, Carle 'Arrigo Boito', in the 'Illustrozione Itoliana',

8th Maxch, 1942.
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and notes referring to the opers, wos entrusted to Arturo Toscanini

who, having followed the evolution of Nerone step by step and enjoyed

the esteem and confidence of its author, had an intimate understanding
of Boito's intentions. Toscanini, with the help of Smoreglia and
Tommasini, revised and completed the opern, orchestrating those
sections in short score, guided by innumerable minute indicetions
contvined in the same score, the rough orchestral scorel and memorando
found among the papers of the deceased,  On lst May 1924, six years
after its outhor's death ond half a century ofter it had been
originally storted, the operc which had aroused the intsnse

curiosity and the onxious expectation of not only Italy, but the

whole of mysicel Evrope, was first performed ot Lo Scole, Tosconini
conduct}ng. " The oudience, comprised of visitors from oll parts of
the world, had come to Milan to moke this gala occasion o glorious

tribute 1o Brito.  Nerone, superbly performed by a cast which

included Rosu Raisa {Asteria), Luiso Berte.e (Rubria), Avrelacn

Pertile (Nexone), Carlo Goleffi (Fanvel) wwiz=el Journet (Simon

Mago), Ezio Pinza {Tigellino), wus staged Witk u rognificence

hardly seen before ond was received with riotous wniose.  The
contrast between the dying, pagon world of mower and wnrzuption
represented by Nerone and his court and the nev born world of feith

and spirituality embodied in the gentle figure of Fanuzl and his

Christion brethren, was stupendously evoked hv the combinud

resources of musie, poetry, hy and hy. K

P W ’

aftex the curtain fell on the last performance of Nerone, many

1. The existence of this score is not generally known. &
- reproduction of the last two pages is given ot Fig.2.
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Fig.2 The last two

Ultime duo pagine del Varane.

pages of Nerone. (Manuscript Orchestral Score.)
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started asking themselves if Boito, in obedience to o theory, had
not perhaps sacrificed music - the most importont element of all
operas ~ to the other arts. It was noticed also that, in the
fusicel scove of Nerone there were no signs of that genial
audacity manifested by Boito in his original Mefistofele, nor
did it possess the lyrical impulse and the vibrant vitality of his
second version of Mefistofele,  In spite of pages of striking

beauty and noble inspiration, which could not but add to the fame

of their composer Nerone wes, on the whole, the inevitoble result

of a toe long period of spiritucl and ortistic strife.
Reluctantly, because of th: admirution and reverence inspired by
the Maestro, it wos finally odmitted that Boito's monumental music
droma was an oeuvre mariquée.

Nerorie was not, after all, destined to be the crowning
achievement of Boito's life. His fome as composer was rather to
rest on Mefistofele - the doring experiment of his incandescent
youth; as librettist, on the mosterful libretti of his maturity and,
last but not least, as @ man ond ortist, on the high example of

woral and ortistic integrity offered by his own, admirmble life.




]
]
H

45

CHAPTER 1V

BOITO AND VERDI

The Boito-Verdi relationship is & dominating foctor in the livesof
both men ond it is likely that neither would have reached the
highest peak of his art, were it not for his ussociotion with the
other.

After the success of Aida (first performed at Cairo in 1871)
Verdi oppeared to have decided to put an end to his opsratic career,
He had only composed the String quartet in E minor, in 1873, and,
in the following year, the Reguiem Mass to.hcnour the memory of
Alessandre Manzoni, whom he venerated. Giulio Ricordi hed viewed
Verdi's inactivity with incressing concern. Verdi was to him
'not only the greatest Itolion musicion of his age bui the embodim;nt
of Ttaly's national mspirations, the essence of (that) 'Ttalianitd 'V
which he, Rico:.di, was championing in the battle fanht in Ttaly
over the question Verdi versus Wogner. It wos at Ricordi's
instigation that Boito, in the summer of 1879, prepared for Verdi
the scegurioz for a libretto bused on Shokespeore's 'Qthello'.
Verdi read and opproved it, encouraged Boito to write the libretto,
and went so far os to edwit thet it could possibly be of vse to

him. He did not seem, however, willing to commit himself finally

to writing another opera,  Through the diplomatic manveuvres of Ricordi

1. Carner, M. Puceini. London: Duckworth, 1974, p.5l.

2. The scenario is o plan of the stage action without any verses




and with the éomplicity of Faccio, Countess Maffei and Giuseppina
Strepponi, Verdi's remarkably intelligent second wife, his initicl
hesitation wes eventually overcome. ‘Let us cllow the stream to
find its own way down t? the sea' - wrote Gigseppinu Strepponi to
Givlio Ricordi excrting him o avoid arousing in Verdi's mind the
idea of pressure being exerted - 'It is in the wide open spaces

that certain men are destined to meet and to understand one another.'l
Verdi's decision to break his long silence was probably prompted

by the desire to prove to the younger generation of Italian

composers, in the 1880s und:r the spell of Wagner, thot the principles

of the Itelion operctic tredition were still valid. It was however

finally determined his ccpitulation. As for back as 1853,he had
mentioned, in o letter sent to the playwright and librettist Antonio
Somma that he preferred Shokespeare 'io every other dramotist,the
Greeks not excepted.>  Agoin, he acknowledged hin to be the
greatest authority on the heart of men, ’one of my very specioal
poets!, confessing th I hgve had him in my hands from ny earliest
youth and I read and re-read him continuully.13 The supremely

tragic figure of King Lear had caught Verdi's imagination already

1. Arrigo Boito - Seritti e documenti, p.3L.
2. Toye, F., op. cit., p.86.
3. Ibid., p.133.
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in 1842 ~ 43. In 1850,Verdi had prepered fox the librettist
Salvotore Cammarano o complete scenario of "King Lear' asking him
to turn it into o droma, without regard for conventions., The
project seems then to have remoined in abeyance until 1853,when
Verdi returned to it, this time with Antonio Somma as librettist.
By 1855 the libretto was finished ond, in all probability, much of
the music composed. Verdi's dream of o setting of king Lear
was however destined to remuin unreslized, It seems likely that

the music composed for King Leor’ was included in that destroyed

on Verdi's instruction given shortly before his death., Verdi's

first Shakespearan opera was Macbeth (1847) 'a splendid and

vncommonly interesting fuilure'l to put it in the words of Francis
Toye, for which there weré several reasons: Verdi hud not as yet
reached his full meturity as o composer; Piave's libretto was

uninspired, and Macbeth was itself an exceptionally difficult pley
to adapt for the operatic stage.  Although Verdi always retained

an offection for this opera, he did not consider it to be the

1. Toye, F., op. cit., p.277.



success which he had hoped to achieve.® His ambitions us regards
the setting of Shakespeare - und his intention of thus paying
homage to him, were then still not realized when he renewed his
collaboration with Boito in 1579 and the time was ripe for him to
embark on o project of the dimensions of 'Qtelle’.

Before finally moking up his mind about "Otello’ Verdi, who
was - as suggested by Fronk Walker - probably 'submitting Boito
to the proctical test of colluborqtion',g entrusted to him the
revision of the text of $imon Boccanegra for the Scala rvevival of
1881,  The opera had been a failure at Venice in 1857. The
libretto by Francesco Maria Piave, rather unfortunate hoth in

literary and dramatic structure, seemed to Boito beyond remedy.

1. It it, perhaps, ironicel thot Verdi's Macbeth has now, in
the 1970s, nearly a hundred ond thirty years after it was
first produced, svoceeded in ochieving o more or less
permanent position in the repertoires of severel operu houses.
This has come abovt, to o substontial degree, through Morie
Callas' singing of the role of Lady Macheth at the
Metropolitan Operc House in 1959 and also through the efforts
of tha South African seprane, Joyce Barker, who has sung the
role of Lady Mecbeth in Johennesburg, ot Sedler's Wells in
London, and at o number of American Opexa houses. The
reason thet Maebsth is now more wcceptable thon it was ot
the time of its first pxoduction lies probably in the foct
that the vodiences of the 1840s were not prepared io accept
an opera without leading tenor role, whilst this is by no
means unusvol in the twentieth century.  Through the years
Verdi also continued his attempts to improve the work
frequently moking elaborate changes.  The most significant
of these wns made for the Peris production (1865) when he
odded Lody Mocheth's unforgettable aria ‘La luce langue',
and the third act duet between Macbeth end Lady Macbeth.

2. Walker, F., op. cit., p.484.

48




49

On Verdi's insistence Boito, however, undertook the task and
accomplished it in masterly foshion, He tidied up the dialogue;
suppressed a superfluous change of scene in Act I: made intelligible
the cause of the Doge'; death adding,, in Act II, the episode of
Paclo's preparation of the poisoned cup; brought into focus the
most important characters. In the superb, highly drematic Council
Chambex scene (added to Act I, on Verdi's suggestion) Boito
'brought to the fore the dynamic and leaderly gualities of
Boccanegra, who in Piave's version was seen primarily in his
fatherly guise'.l All the changes made by Boito in this libretto
may be taken as .o+ examples of his adaptive ability,‘'of his secret
of getting to the core of the story and the characters ond being
able to express both in u dramatic and concise wuy'.2 Needless

to soy, through the rewerking of 'Simon Boccanegra® Boitc entrsnched

himself ance ond for cll in Verdi's esteem. Their further
collaboration was characterized by a docility on the part of Vexdi
unknown to his eorlier librettists. Verdi had olways required of
his literary colleborators the ability to order his scenarios into
speeches and then to set them in serviceable, though not necessarily
first-rate, verse. He had, in the pusf, interfered with the
libretti mointuining control over the general plan; he had

insisted on strong controsts, strong emotions, streng situotions,

1. Smith, P.J., op. cit., p.343.

2. Ibid., p.345




without regord for the plausibility of the development of the
action, Boito waos no mere versifier nor compleisant partnér; he
was en accomplished poet and dramatist; on highly educoted

refined mind; a schalo;, enger to improve Verdi's cultural outlock
and, above all, to instil in him a new respect for the literary and
dramotic value of the libretto. Wheh Verdi suggested a nonw
Shokespearean but theatriéully effective off-stage revolt to toke
place at the end of the thixd act of 'Otell,’ Boito, politely but

firmly, objected:

++s Otello is like ¢ non meving in circles under an
incubus and under the fotal and growing domination of
that incubus he thinks, he acts, he suffers and commits
his terrible crime. Now if we invent something which
must necessarily excite and distract Othello from his
tenacious incubus,we destroy all the sinister enchantment
created by Shokespeare and we cannot logically reach
the climex of the cction.  That attack by the Turks is
like o fist brecking the window of & room where two
persons were on the point of dyiny of asphyxiation.
That intimete atmosphere of death, so carefully built.
up by Shokespeare, is suddenly dispelled. Vitel ail
circulates again in owr trogedy and Othello ond
Desdemona are suved....

1. Letter of Boito to Verdi of October 1880 (Tr. Walker) - In
Frank Walker, op. cit,, pp, 478~9.  This letter is usually
quoted as an example of the unigue nature of the Verdi-Boito
relationship. I would rather emphasize the seribusness of
Boito's approach te Shokespeoare at o time when Shakespears
wos known in Itoly through unfaithful trunslaotions, obsurd
operatic and ballet versions, und mutilated theatricel
reduetions aimed ot focusing the attention of the spectators
on the 'Mattatore® or 'muttotrice’. (spotlight-chuser .
After attending a pexformance of King Leor, in 1887, Eleonorg
Duse wrote to Boito '... What o mess, last night! Oh,
beautiful soul of Shokespeare ... how much we ruin you',..'
(quoted in Nardi, op. cit., p.564.)
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Verdi's idea was discarded and Boito eluborated what is the
present, mognificent finale defined by Spike Hughes as ‘one of the
most masterly strokes of pure theeire in the history of opern.I

By 1885 the libretto of Otello was, in essentials, finished. The
opera was completed the following year, though the meticulous plens
for the production delayed the premidre at Lo Scele wniil February

5th, 18687. - Otello was performed under the baton of Faccio in

on atmosphere of incredible tension before a huge audience which
included critics from all over Europe. As soon as 'the tremendous
dissonant opening chord of "Otelle came crashing out',2 it wos
unmediotely felt that Verdi, sixteen years after his supposed
retirement from the musical arena, hod still much to say. The
immense, simultoneous shout which made 'the theatre rock'3 at the
end of the first wet left no doubt as to the reception of the opeQu.
At the end of the performance, acknowledged by Hueffer of The Times
as 'the mosi remarkoble first performance of modern times‘4,Verdi
took Boito's hand and dragged him out on the stage to shars in the
triumph. Nearly twenty-four years hed elapsed from the time of
the 'Ode All'Arte Italiana'. Through his patience, his unselfish

devotion, his intelligent co-operation Boito had won for himself

1. Hughe-, S, 'Famous Verdi Operas’ London, Robert Hale: 1968
pa 467 '

2. Wexfel, F. and Stefan, P. 'Verdi - The man in his letters'
(Tx. Downes) New York: Fish

v, LoB., 1942, p.73.
3. Toye, F. op. cit., p.189.
4. Ibid. p.1920
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Verdi's unreserved cdmiration and a truly affectionate friendship.
Yet, this unparolleled exaemple of harmonious collaboration nearly
came to an end in 1884,  After the performance of 'Mefistofele®

at Naples, a bonquet was given in Boito®s honour at which, sccording
to a misleading account published in some newspapers, he had
regretted not being able to set 'Joga' (the title originally
intended for 'Otello') to music himself, Verdi, resenting whaot

he thought to be on allusion to his incapacity to create sotisfactery
music, offered to give Boito back 'his monuscript intact, without a
shadow of resentmant'l if he, Boito, wished to set it to music.
Baito's reply is among the most deeply moving, sincere ond

revealing things which he ever wrote. It is worthwhile to quote

it extensively as it is o splendid, auiobiograophical document which
throws light on Boito's | man ond artistic nature.

AFter soying that ke had written the librette solely for the
joy of seeing Verdi resume composition, for the gloxy of becoming
his working nssocioie, and for the ambition to hear his own nome
coupled with that of Verdi and their names in turn connected with

that of Shakespeare, Boito, humbly declared:

1, Verdi's letter to Faceio, is quoted in,and translated by
Fronk Walkereit.,pp.489.50,




This theme and my libretto are yours by right of conquest.
You alone can set Othello to music ~ all the dramatic
creations you have given us procloim this truth, If I
have been able to divine the inherent powerful musicality
of the Shokespearean tragedy, which ot first I did not
feel, and if I have been able to demonstrate it in fact
with my libretto, that is because I put wyself at the
viewpoint of Verdian art, because I felt in writing

those verses what you would feel in representing them in
that other languoge, o thousand times more intimote and
styong - the language of sound.l

The consciousness of not having in himself the strength of genius
copable of realizing high ideals dictated to Boito words of
discouragement and resignotion. Referring to Verdi's offer to
give hin bock the libretto Boito wrote with touching sincerity:z

What you cannot suspect is the irony that, through no
fault of yours, appeared to me to be contained in that
offer, Look! Already for seven or eight yea:s
perhaps, I have been working on 'Nerpne' (put the ‘perhops’
where you like, attached to the word ‘years or o the word
‘working), I live under that incubus; on the days when
I don't work I pass the hours in reproaching myself for
laziness; on the days when I do work I pass the hours

in reproaching myself for stupidity; and thys life runs
away and I am slowly asphyxicted by an ideal too exalted
for my powers. To my misfortune,l have studied my
period - that is, the period of my subject - too intently,
end 1 am terribly in love with it,;ond no other subject in
the world, not even Shokespeare's Othello,could distroct
me from my theme. It responds in everything to my
character as an artist and to the conceptien T have
formed of opera. I shall finish 'Nerone' or I shall not
finish it, but it is certain thot T shall never abandon
it for another work, and if I have not the strength to
finish it I shall not comploin, but shall pass my llfm
neither sorry nor glad with thet dream in my mind .

Do not abandon Otello, do not abandon it! It is
predestined for you. Crewte it. You hud hegun work
upon it and I was all encouraged ond was hoping already
to see it finished at some not distant date. You are
sounder than I, stronger than I; we tested our strength

1. Walker, F., pp. 489 - 50,
2. Ibid., pp. 489-50.
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ond my ovm bent beneath yours. Your life is trunguil
and serene; toke up your pen again and write me scon:
Dear Boito, do me the favour of altering these verevs,
ete. etec. 1 will change them at once, with joy, ond
I shall know how to work for you, I who do not know

how to work for myself, for you live in the trve and
real world of Art, and I in the world of hallucinstions.

The colleboration which produced Falstaff has little of the
dramatic tension of the stoxy of the creation of Otello. The

idea of writing ¢ comic operg - the first since his unsuccessful

early ottempt 'I1 Finto Stanislan® (also known as *Un_giorno di

xeano', of 1840) had always tempted Vexdi. As far back as 1266,
according to the testimony of the French singer Victor Maurell -
Verd§ fiod sought o librette in Moliérevund in the French plays of
the nineteenth century but had not been sble to find o sutisfactory
subject. Mourel hod sent him a French version of 'The toming of
ihe Shrew' which had bezn prepared for production by M. Cuqueliné.
Verdi, ofter recognizing the attractivenes; of the lively and

witty comedy, confessed that only o Rossini ora Donizetti could have
dealt with it properly. In spite of this view, Verdi had resented
Rossini's stotement that, although he greatly admived Verdi os o

czmposer of dork, serious, meloncholy character, he believed him

incapable of writing a light opera such os Donizetti's 'Linda di

Chamounix® or 'L'elixir d'amore'. (Quoted 3= the memorics of the

sculptor Dupré which oppeared in the Gozzetto di Milano in 1879)..

In 1887, rumours proclaimed Verdi's intention to write a lyric

comedy, this time besed on Don Quixote.,  Eventually Verdi did not

L. In 'Verdi, Boite Shakespeare' - by A. St.John-Brenen. Musigal
Querterly New York: P.H, Lang, 1918, vol.ii, pp.l5l-152.
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find even Cervantes' masterplece to be entirely suitable. It was
in 1889 that Boito suggested to Verdi ‘The merry wives of Windsor'
going so far, it seems, as to prepare a scenario in forty-eight
hours in order not to qllow Verdi's interest time to flag.
Falstaff's character had always fascinoted Boito who considered
him spiritually akin to Satan ond Thersites. He hed in fact, in
the *Prologue in the Theatre' of his First *Mafistofele', wrilien:

Mephistopheles is the doubt which generutes knowledge

as well os the Evil which genergtes Good ... Job has

his own Mephistopheles called Sotana; Homer has one

colled Thersites; Shakespeare another one called
Falstoff.t

Verdi, in turn, had alrecdy considered 'Falstaff' as a subject for

a comic opera in 1867 - 8 {Ghislanzoni the Librettist of Aida

was suppesed to write the libretto), Breoking down Verdi's
hesitation was, this time, a comparativels easy matter. ALl the'
composer's scruples about old age and the conviciion that he had
with *Qtello' fired off his last cartridge, were put aside wefors
Boito's persuasive words

It is o great thing to conclude u life of artistic
: endeavour with a world triumph such as 'Otelle'...

There is only a bettor way of concluding a career

thon with 'Otelle’ - that is, with the triumphs of i
i 'Falstaff'. After having sounded every note of

human sorrow, to end with o mognificent ouiburst of

merriment!  That would indead be outstanding:?

|
1. Boito, A. Op. cit., pp. 100~101. }
[

3 ' 2. In Pietro Nordi, op. cit., p.514,
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The 'Folstaff’ libretto wos ready in the eorly spring of 1890.
Boito hod probably taken to heart Shakespears's dictum 'brevity
is the soul of wif'l as suggested by Klein but he had without doubt
remembered Verdi's stotement that 'in the theatre excessive length
is synonymous with boredom and of all styles the boring is the
wnrét'.2 The libretto was a model of clarity and conciseness

On studying it Verdi prebably reelized that here was at last an
opportunity to write e lyric comedy of the most refined kind. He
set to work with immense delight ond enthusiasm. Despite the
fact thet he worked at it no more than two hours a day. the score
was finished by the summer of 1892, 'Falstoff", premitved at

La Scala on February 9th, 1893 before an cudience *thot equalled
the Bayreuth pilgrims in social end intellectual brilliunea'3 was
received with o tremendous enthusiusm, although the charming scene
in the Windsor Forest did not seem to have stirred the majority
of its listeners as might have been expected. The critics agreed
in ranking the work of the octogenarian cemposer as g masterpiece.
Compurisons were made to Mozart, Haydn, Rossini, Beethoven and

Wagner.  Charles Villiers Stanford, in the admirable article

contributed to the Daily Telegraph wrote:

1. Klein, J.W. 'Verdi and Falstaff'. Thg Musicol Times,
July lst, 1926, p.606.
2. Toye, F. op. cit., p.87.

3. Brookway, W. ond Weinstock, H. 'The Opera., A Hivtory of its
cregtion und performance'. New York: Simon and Schuster
1941, p.386.
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The book is in every respect odmireble, rich in poetry

of the highest order, in situations of an ingenuity so
clear in workmonship that they seem both simple and
spontanecus; rich also in the mastery of the 15th century
Italion which the author uses with such an ease as to

make it appear o most notural vehicle of expression, and
with on absence of all pedantry which is the highest
witness to the depth of his knowledge; obove ull an opera
book which only o musician could have written for o
musician.d

For Boito it was ample satisfoction to have 'forged o hammer from

Shakespeare that caused the bronze colossus from Busseto (Verdi's

home) to resound agoin at a time when age wos about to silence him‘z

&s he was to write to Bellaigue.  Shorily after the success of
Falstaff Boito, in the hope of having a third Shakespeareon

mastefpiece added to 'Otello’ and 'Faolstaff', suggested to Verdi

o libraettc bosed on 'Antony ond Cleopatra'; then prepared a
general plan of King Lear - the opera which Verdi had wished to
write for forty yeurs. He selected those scenes of Shakespeare
which he intended to use und sketched the opening episode based
on Lear's division of his kingdom.

Boito's efforts proved, however, vein. Giuseppina Strepponi
who was watching over the health of her aged husbond, put her veto

to Verdi's further commitment.

1. Stanford, C.V. 'Studies ond memories'. London: Constable
1908, p.171
2. Reinhard, O. Pauly 'The later Nineteenth.century'in Music. and

the theatre'. An introduction to opers. New Jersey:
. Prentice Hall, 1970, p.248.
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BOITO'S IDEAS ON OPERATIC REFORM

Boito's critical writings ond essays, especiolly those contamining
his ideas on music reforms; are charocterized by vehemence and
passion, indicative of the incandescent atmosphere of Scapiglictura.
The fact that Boito wos not only the most dynemic but also the most
militont member of the artistic vanguard of Milan is eclearly shown
ik the polemical axdour with which. in the interest of his reforms
he opposed the persistence of ¢ tradition which he considered to

be incompatibie with the new demands of lurge sections of European
thougvht.

When in the early 1860's the Italian melodramma, foxr removed
from the new musical and dromotis idesls which the Wogrerign
reforms hod brought about, became the focus of vivacious polemics,
Boite entered the fight with defiant, provocotive arzogance.

It is known thaot the relotienship betweon Verdi and Boito ~
wh; hod previously provided the older composer with the text for
the Hymn of the Hations ~ deterioruted owing to the objectionable
allusion made by Boito to those unworthy of o iradition trivmphant
in the 'holy harmonies of Pergolese and Mercello® who had defiled .

the sacred eliar of Art 'like the walls of a brothel‘.l

1. Boito, A. '0de oll'Avte Italiana (A Sapphlc Ode with Glass
in Hand}, in op. cit., p.18E3 - 4,




It is not certaoin thot this allusion was actually aimed ot
Verdi, but Verdi cextainly took offence. Boito's impetvous noture
knew no diplomatic subtlety. In reviewing o revivel of 'I_Lowbardi

alig primo crociata' ot La Scala, for instance he, referring to «

remark mude by Verdi,wrotet:

"You must be wall-eyed®, Verdi said when he was writing

'I Lombardi' and keep one eya on the public and ene

eye on Art', For those times this was o courageous

stotement, since there were many composers who kept

H both eyes only on the public, which is bad for the

eyesight and for art os well. Thot was the time to

i be wallweyed, and every artist of ony gift had to be

§ 50 (thnugh not all of the woll-eyed arxtists were gifted).

: Today, however, it is time to look stroight ut Art, with
both eyes wide open, serene and confident.

This ironic comment must also have displeased Verdi.
After the Scala production of Verdi's new opera 'l Vespri

2
Siciliani' buito huvshly otiocked the ‘official' poet of the

French lyricol stage, Euydne Scribe, destribing his libretto as
'wretched, clumsy, ignarant‘.a

He unceasingly urged his fellow-composers to regard the
libretto as the basis of the musical drame, insisting on the
necessity to eradicote the absurd melodramatic formulae hased on
elementary conflicts of passion and chargetar, supported by
illogical structures. Moreover, being at the same time poet ond

musicion, his convern was not confined to the drematic structure

e of the melodramma but included considerations of the nature of

1, Figaro « 7 January, 1964, In 'Tutti gli scritti, p.1196,
2, Premidred ot the Paris Opera on the 13th June, 1855,
3. Figare - 11 February, 1886, In "Tuttl gli seritti, p.1118,
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the poetic text, which he desired to be flexible, refined and both
capable of and inspiring musical eleboration.

Before being a musicien one must be u poet. One must

prepare in advonce and maghify the imuges which he

wishes to express in sound in order to find those very

sounds without looking for them. He must be the one

., who finds - and not the one whe searches. The sounds

nust be perceived by the ear secretly. The tesk of

the musicion is to be able to choose, catch and develop

them like cells.t
And again: A musician needs ‘the thought and the word of a great
and profoundly humen poet to give the true physiognomy %o the
nutas'.2 Perhaps when Boito wrote these words he was thinking
of a rapprochement of the musicol and poetical world based on the
exumﬁlo of past centuries when poets such us Chiabrera, Rinvceini,
Zeno, Metastasio, Goldoni and Parini had contributed so much to
the glory of Italien opera. Reclity, however, offered in the
Italy of the time. o discoureging picture of craftsman - musicians
too easily satisfied with the mediocrity of versifying 'poetucolit,
such as Solora, Piave, Sommu, Commorens, Zanardini, still
anchored to the ‘libretto-conovaccio’ structured in the 'forme
d'obbligo's  These librettisis produced o mere pretext for
certuin vocel ond scenic requiremenis, obviously funaware of the

important role which is to-doy expected to be played by them' end

without thinking in the least thot whot was required of them was

1. Arrigo Boito - Scritii e documenti, p.ldé,

2, Ibid,, p.27.-
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'to shoke the entangled music in order that it might proceed on
its way'.?

Boito considered the rest of Europe, where so much had been
accomplished in artistic reforms., Literary musiciens like Weber,
Chopin, Schumann, Bexlioz and Mendelssohn - the lotter so close
to Boito in his intellectval-artistic aspirations - had revived
the musical trodition by means of their cultural involvement and
had, ot the samo time, edriched it with their restless sensi‘ti’viiy,
with new values ond bold expressive memns. No one in Italy, seems
to have felt this stimulus, with the exception of Boitc who did,
however, think that the glorious cycle of instrumental music had
pexhaps been concluded with Mendelssohn end Schumann,  He suggested
placing this illustrious tradition at the service of the operaq,
the renewal of which was the concern, and the main fask of
contemporary composers. In the thooxy of the fusion of all arts
in o spirit of superior harmony originolly formulated by
J. Gottfried Herder, and now udvocated by Friedrich Nietzche end
Richard Wagnexr, the romontic generation had found o high ideal
and o splendid spiritual incentive. This ideal appeared to have
reached o definite form in the Gesamtkunstwerk theory ond musicol
work of Wagner.Wmgherianlam: was by now sprecding all over Europe
in on almost irresistible manner. Before the phenomsnon of
w°gnarianism.‘Boito had been cble to maintain an independent
cxitical attitude. From his initial, unreserved acceptance of

it, when he thought to have discovered in Wagner, poet,dqesthete

1 Lo Perseveronzo - 13 Septembor, 1863 In 'Tutti gli sorittl,
p.1080.
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and composer in one, the destroyer of the operatic formula, 'the
marfborn ond predestined to fulfil the innovatory mission’, Beito
seems to have passed on to his rejection, identifying Wagner with

the Bdr—Jesuslaf art in his day.

o folse apostle ... o false precursor, one of

those dangerous prepagators of iths 111 soid, ill thought

ill heord; one of ihose madmen vho, with their

thoughts on the light diffuse darkness; pompous

disseminators of clemerous confusion; spoilers

of theories by their practice ond of practice by

their theories; talents more swollgn with vanity

that nourished with knowledge....
It must, neverthesless bo admitted that Boito gained from Wugner
the example of the militant artist devoted to the realization of
high ideals, as well as a few basic principles, mainly of aesthetics
concerning the theory of the importunce of all the fostors colled
to contribute to the creation of the music-dreme, insluding the
wole to be played by the orchestra, the employment nf symphonic
technique and the selationship hetween poetiz and musical text in
the musit-drama,  These principles ended up by ussuming the
features of personal aesthetic conceptions in the process of
possing from theory to practice and in adapting to the taste and
sensitivity of o different roce and environment

Whilst Waghexr wuas concerned with the art-work of the future,
Boito did not lose sight of the prasent. In Figarg, the

mouthpiece of the Scapiglioto intellectualism which launched the

attacks against the bourgeois art, in the nome of  free,

1. Bor-Jesus is the fulse prophet mentioned in the Acts, XIII.

2, Boito, A.gp.cit. p.1266 (Translotion,Walker, F.)




unprejudiced Art, modern hoth in form and content Boito, in

reviewing the new opera Ginevrg di 5zoziu by Muestro Rota

recently performed ot La Scalu, wrote:

The opera of to-day, to have life ond glory and to
fulfil the high destiny prescribed for it must attain,
in our opinion:

i, he complete obliteration of formula

ii, the cveation of foxm

iii. the actvalization of the most vast tonal and
rhythmic development possible today.

iv. the supreme incarnation of the drama.l

For a better understanding of whot he wos saying, the young
critic referred his readers to one of his eerlier articles written

in Lo Perseveronza (13 September 1863). In this article Boito

in aceusing the second-rote librettist of the opera Il vecchie

. '
della Montagna by Maestro Cancogni of having despniled another
great period of history® indicated the remedy in denouncing the
malady.

There are in the language of men words and meanings
which are easily confused,and which,especially in
aesthetic matters,it is useful to disentongle; two

of these words are FORM and FORMULA.... Since opers
had existed in Itaely, down to our own times, we have
never hod true operatic form, but always the diminutive
- the FORMULA.  Born with Monteverdi, the operatic
formula passed to Peri (sic}, to Cesti, to Sauchini

to Poisiello, to Rossini, to Bellini, to Verdi, sequiring
force, development, variety (and acquiring much with
these last groat figures), yet remcining FORMULA, as
FORMULA it was boxn. The designation ARIA, RONDO
CABALETTA, STRETTO, RITORNELLO, PEZZO CONCERTATO, are
all there, drawn up for inspection,to confirm the truth
of this assextion, The hour has come for o change of
style; foxm, largely oitained in the other arts, must
devalop, too, in our own; its time of moturity must
have arrived; let it toke off the TOGA PRAETEXTA and
assume the TOGA VIRILIS, let it change name and
construction ond instead of saying LIBRETTO, the term

1. Figoro, 21 Jonvary, 1864, In 'Tutti gli seritti,! p.l107.
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teghnidue and the reletionship between poeti: and musical text in
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1, Bur-Josus is the folse prophet mentioned in the Acts, XIII.

2, Boito, Ap.cit. p.1256 (Tronslotion,Walkex, F.)
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of conventional art say ond write TRAGEDY, as did the
Greeksouas

In order to make of the melodramma an ‘elevoted poem, tragic and
epic, mimic and rhupsodic‘,2 it was necessary,in Boito's opinion,
to return, for inspiration, to the Greek trogedy and the medieval
mystery.

Repeatedly, Boito, in his writings, insisted on the literary
quality of the texts, well aware of the fact that this wos the
prerequisite for o more flexible musical articulation of the
melodramma. Driven by a firm intention of reform, and by the
desire to demonstrote that his ;riticism would result in positive
example, -he decided to put his fine brain and outstanding poetical
gifts at the service of other composers. He prepored for them o
handful of libretti which, with a very few exceptions, represent
as Fausto ‘Torrefronce wrote ‘¢ truly delidious mirege in the
desert of poetry adapied for music existing at thet period.‘3

Boito knew, however, that, should the elaboration of both
the musical and poetical structure of the music-drama stem from
the same crective impulse, the rhythmic and senorous effects
suggested by the verse, and the intensity of the poetical vision
conveyed in it, would not be lost, or diminished,in the musical

setting., For this recuson Boito the poet placed himself at the

1. Translation by Walker, F.
2. Ibid., p.1257, -

3. Torrefranca's stotement (in Arrigo Boito ~ “The Musical
. Quarterly 1920, vol.vi, p.54 ) cefers to La falee but it

could well apply to the majority of Boito's libretti.




of conventionil art say and write TRAGEDY, as did the
Greeks....d

In order to make of the melodremma an ‘elevated poem, tragic and
epic, mimic and rhapsodic',2 it was necessary,in Boito's opinion,
to return, for inspirction, to the Greek tragedy and the medieval
mystery.

Repeatedly, Boito, in his writings, insisted on the literary
quality of the texts, well aware of the fact that this was the
prerequisite for a mere flexible musical orticulation of the
melodramma.  Driven by a firm intention of reform, and by the
desire to demonstrate that his criticism would re ult in positive
example, he decided to put his fine brain and ovistanding poetical
gifts at the service of other composers. He prepored for them o
handful of libretti which, with o very few exceptions, represent
as Fausto Torrefranca wrote Yo truly delicious mirage in the
desert of poetry adapted for music existing at thet periud.‘3

Boito knew, however, thot, should the eloboration of both
the musical and poetical stxucture of the music-droma stem from
the same creative impulse, the rhythmic and senorous effects
suggested by the verse, ond the intensity of the poetical vision
conveyed in it, would not be lost, or diminished,in the musical

setting, For this reason Beoito the poet placed himself at the

1. Translation by Wolker, F.
2. Ibid., 2.1257. .

3.  Torrefrunca's stotement (in Arrigo Boito - The Musical
. Querterly 1920, vol.vi, p.540) refers to La falce but it
could well apply to the majority of Boite's Libretti.
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service of Boito the musicion, deciding to prove his budding
strength in two extroordinerily doring projects: Mefistofele ond
Nerone, both revolving around the pereniolly fescinating theme of

the struggle between the antithetical powers of Good and Evil.
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INTRODUCTION

Boito's activity os o librettist, from 1862 (*Amleto') to 1893

('Falstaff'), coincides with one of the most fluid periods in the
history of Ttaly's cultural and artistic life. It was during this
time that the craving for a culturol renewal, first felt by the
Scapiglioti, moterialized in the diverse literary and poetical
solutions linked with the nomes of Giosue Carducci, Giovonni Verga
Giovanni Pascoli, Gabriele D'Annunzio and the musical reform of
Arxigo Boite. 'Mefistofele', ‘Nerone', ond the handful of libreiti
which Boito prepured for his fellow-composers, were meant as the )
actualization of the principles which he promoted indefatigably.
Not all Boito's libretti ore masterpieces; Iram, Busi e bote
Otello ond Falstaff can kowever, be described as such.  The
flexibility of both poetical end dromotic structure, to be seen
especially in Boito's lust twa works, is the result of what Fousto
Torrefrance defined as ‘e slow process of decuntation'l - in other
words, of endless research and experiment aimed at seizing new
beauties of verbal expression, of metricel originality, of
brilliantly conceived plots and actions. In channeiing his
poetical and dramatic gifts into the stream of the musical drama
Boito succeeded in re~estublishing thot ideal of literary pre-

eminence which had, owing to the preponderance of music in the

1. Torrefranca, F. ’Arrigo Boito'. The Musical Quarterly
New York: Lang, P.H., 1920; vol. vi, p.537.
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romantic conception of the melodremma, practically diseppeared
after the time of Metastasio. Boito's contributions to the
librette were muny.l First ond foremost, he brought ta it a
greatly widened concept of boe:ics, partly derived from the
awareness of what Hugo, Bexlioz and Wagner had done with the French
and Gerxman languages in order to revivify them ond, partly, from
his own musical ear peculiorly sensitive to rhythmical and
syllabic scansion and nuances of sound. Boito was the first
Italion librettist to move away from the lung, singeble lines -
either postoral or grundiloguent - which, bequegthed by Metastasio
to the generations of librettists succeeding him, hod seiained th:
very essence of Itolion operatic verse. The short, nervous lines

already experimented with in Re Orso:

Re Orso

Ti schermi

Dal morso

De' vermi
became Boito's hallmark.

Not all of the many novelties contributed by Beite to the
poeticul structure of the librette met with the approval of the
puxists. They objected especiolly to his excessive use of
archaic words and modes of expression, to his arbitrary
accentuation and to the cbuse of sibilont sounds, traditionally

used only within comic contexts. They did not appreciate that

Beito was, by means of the longuage of the past, ottempting to

1. See Smith, P., op. cit., p 337-338.



widen the language and syntax of the present, to extend the range
of verbal possibilities even to the extreme extent of considering
the words themselves as sound potterns, aiming 'to breuk open once
and for all the closed-in Qorid of the Italion libretto with its
ingrained and ever-repegted formulas‘.1

As a dramatist, Boito was far less radical.  Although
working within conventions, he did however greotly improve the
form and structure of the libretto. His method of construction
does not, in fact, differ much from the traditional but is employed
in a more consistent and organically conceived manner. Boito was
aided, in this, by his inborn dramatic sense, his knovledge of the
lows governing the operctic stoge and his instinct for well
balanced dramatic structure,

If the choice of subjects clearly reflects Boito's breacdth
of interests und critical snobbism, the fact that he attempted
every genre -~ idyll, tragedy, comedy, epic, historical drama - is
an indication of his intellectual curiosity and versatility as well.

There is no such thing as o Boitian libretto. Practically
each work possesses its own individual character. There are,
however, in Boito's libretti, recuxrent traits indicative of his

approcch to operatic dramaturgy. His libretii cest in three or

L. Smith, P., op. cit., p.338.

70




71

four acts,l are classically structured: the first act for
exposition and presentaotion of choracters; the middle section for
development, the final act for the major climux and dénouement.
Each act is divided inte a number of *scénes’, a new scene
beginning (qs in the French classical drumo) whenever the group on
stege is altered by unyone leaving or joining it.2 The first
acts, usually the lcngest,.liveliest and best constructed, show
Boito ot his most resourceful in the technique of stage movement
und visual effect. For the conclusion of the work he prefers to
dispense with external stoge effect rather concentroting on the
pathos of the humoan droma.

Howovar complex the story might be (s in many o} the adaptations)
Boito gives it o cloor ond logical design end unfolds it in o
sequence of well oryonized, swift-moving and self-explanctoxy
episodes. Mearly all Buito's libretti begin with large choral
scenes of a spectocular nature. The chorus and the setting, for
which the most punctilious stage directions are given, evoke an
appropriste atmosphere, thus putting the spectator in o receptive
frome of mind.  The choracters are presented successively, a
troditional device permitting the audience to become uoquainted

with cne character before the next appsers. Detail is odded

1. With the excoption of 'Ly folce' and ‘Un_tramonta', written
for Guetono Coronaro and Alfrede Cotaleni, when still
students of the Conservatory.

2. This refers especinlly to the early libretti
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whilst the ection ’unfolds. Once having established the atmosphere,
presented the characters and situgtion, Boito sets in motion the
action by means of a dramotic incident invariebly represented by
the clash between the heroine, hero and her/his villainous opponent.
This 'conflict situetion', which tokes the centre of the stage in
the middle section of the drama, is often retaxded, to create both
contrast and suspense, by spestacular scenes such as the ceremonial

dances in 'Semira' the allegorical apotheosis scene in

"Pier Luigi Fornese'; the Dance of the Hours in 'Lg Gioconda'

The ection is brought to o rapid dénovement in o final act which is

generally short, sombre and rathexr static.
The most remarkable features of Boito's libretti are:

1) lengthy, carefully worded speaches given, in turn, to the
most important charecters

2) extended love scenes ending with reflective or ecstatic duets
containing the best of Boito's lyricel poetry. The static
effect uf such scenes is counteracted by interruptions, often
in the nature of ominous announcement, coming from distant
voices or off-stoge choruses

3) juxtaposition of strongly eontrasting situations which,
together with confliet of characters, are powerful and
infallible means for emotional tension.

4) the employment of the chorvs, econsistent throughout all the
works for the purpose of engendering utmo§pheru as well aos

toking direct port in the action.
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The whole apparatus of the stage - scenery, costume,
movement, choreograophy, lighting - is exploited to the full to
creote the maximum of visval, dyramic and dramatic effect. The
poinstaking attention Qevoted to the total organization of the
spactacle clearly reveals Boito's adherence to Wagner's
Gesamtkunstwerk ‘cheory.l

Boito's tendency to ‘conceive life as an eternal conflict
of antithetical principles is, as we have seen, the result of the
impact made on him by the romantic ideclogies of his time, and is
reflected in the conception, (und embodied in the charactexs) of
his dramas.  The couples Mefistofele ~ Margherite; 'xo -
Ariofarne; Semira ~ Zoroastro; Pier Luigi Farnese-Donata;
Giocondo-Barnaba; Desdemona - Jugo; Nexone - Fanudl are
symbolic of the polarity of Good versus Evil which provided ‘he
main spring for Boito's dramaturgy and was to achieve universal
significance in 'Mefistofela’ and 'Nerons'.

Of the eleven libretti which Boito wrote for other Italiamn
composers of his time four are aduptutions, the other original
works.2 "Anleto', 'Lo Giogonda', 'Ctello', 'Falstaff®, belong to

the first cotegory; 'La Falea', 'Un trdmonto‘, ‘Exg e Leandro’,

‘Semira', 'Piex Luigi Farnese', 'Basi o bote', to the second.

‘Iran' belongs to both categories, in that o portion of it oppears

1. The roots of this tolel orgenization, also evident in Grand-
opera, actually go back to Lully's spectacles and even earlier

2. Separate chupterswill be devoted to 'Mefistofele' and 'Nerona!
which must be studied in relation to their music.



in all likelihood, to hove been an adaptatien from Shakespeare,

whilst the remaindex is of Boito's own invention.
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CHAPTER T
AMLETO

Boito prepared his first libruito - 'Amleto' - for Franco Faccio

in 1862, when he wus twenty years old und already submerged in

the visions of 'Fuust' and 'Nerone' - the great themes which were

to accompany him throughout his life. From this début os
librett?st-collaborator emerge some features which were to confirm
themselves s the constents of Boito's ortistic life: ﬂ:e ability

to place himself over and above his personal exigencies in order

to sexve the highest purposes of art; the predilection, in the

choice of subjeets, for great and deep works of poetryorsubjects

far removed frem the ordinary every~day life; the faculty of
impressing in his odaptations 'that seal which limits them in
extension and profoundness withsut diminishing thewm in significance';l
and, ebove all, on inborn drumntir; and poetical skill coupled with

a great concern for the problems of music. TAmleto' is far from
being a superb libretto 'scercely less successful at repreducing

the spirit of the play than his (Boitds)later work for Verdi',2
as Winton Deon claims. It is, however, an interesting work in
which Boito shows a remurkeble degree of originality and achieves

voluable results.

Sl Vicinelli, Luigi. Arrigo Boito poeta e il Nerone, Roma:
Nuova Antologia, 1924, vol. VI, p,229.

2, Dean, W. ‘Shakespeare and Opera’, in Shakespears and music
London: Hartnoll, 1964, p.lOLl.




Hamlet, the first of Shakespeare's Four Great Tragedies, was
written at the close of the 16th century and first published, in
o mangled version, in 1603, ot the height of the Renaissonce.

For over three hundred end fiity vears it has remained the most
popular, the most frequently performed, the wost investigated and
the most enigmotic of Shokespeare®s plays. The reasons for the
plays's enduring cppewvl ore not hard to find. Beside having o

most fascinating and enigmatic hero,'Hamiet' is crowded with

visuvel excitement: & ghost stolking obout the romparts in full
armovr, court pageantry and intrigue, & play within a play, o
I‘:ruwl in the graveyard and ¢ duel replete with po:l\scned rapiers.
The superb theatricality of the play, coupled with the deceptive
simplicity of its plot - 4t its crudest, o revenge story corried
out in o series of sensotional incidents - has, over the centuries
tempted many composers (from Caruso's 'Amlete' Flovence, 1789)

to Machavar-ani’s ‘Homiet’, (Thilist, 1964)and Searle's 'Hamlet'
(Hamburg, 1968) with rother disappointing results. In the
imaginative process of embodying in u 'modern’ setting an old story
basicully derived from a twelfth century chronicle by the Danish
historian Saxe Grommaticus, Shakespeare transformed the revenge
motive into something much moxe significant. Ha invested it with
a variety of iaterests ond a philosophical probing into the nature
of 1ife, death and man -~ all things not ewasily reducible to
oneratic terms. If we odd to this the great number of impor_tunt

characters and the complexity of the interconnecting stronds of
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the droma we can understand why 'Homlet' should present almost

insuperable problems of adaptatien.

Boito's libretto is by far the most satisfuctory solution
to those probiems. The handling of the play - the five, long
acts of Shakespeare cast by Boito into four brief and swift acts
~ is o mirccle of synthesis. Boito succerded in keeping intoct
the dramatic development and the orgunic unity of the plot through
the broad lines of the fundomentol episodes. The structural
framework reveols an inborn and strong sense of the theotre, the
episode alterncting in well contrasted scenes in obedience to the
inclienacble lews of the operatic stage without however uﬁdicating
to the demand of logic. In order to encompass in a libretto such

an intricate and lengthy drama os Homlet, Boito had to remove

episodes which were not easily reclisaeble in music and reduce the
number of characters. Other incidents had to be expanded and new
facts introduced in order to allow for the operatic distzibution

of weight rother thon the siraight ~-omatic. Boito did this with

consummats skill: whilst his excisions do not alter drastically

the Shakesp intent he ded in making every addition
strictly relevant to the uction. A brief onolysis of the libretto
explains Boito's method of adaptation.

" The opening section of the opera is markedly different from
the beginning of the ploy. In the first scene of 'Hamlet'
Shakespeare establishes at once the atmosphere of doubt, distrust

and suspicion which pervades the tragedy. Two men, soldiers on
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guard on the ramparts of the castle of Elsinore,woit to be relieved
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in the darkness of @ cold winter night. Marcellus ond Horatio (the latter

a friend of Hamlet who has been told of a ghostly apperition
resembling the late King of Denmark, father to Hamlet) join the
sentries on wotch, The uneasy atmosphere of apprehension is
intensified by the challenges leaping out of the darkness.  When
the Ghost has appeared, it is decided to tell Hamlet what has
occurred.  From the platform we pass to the Court scene whexe
Hamlet is seen for the first fime.

Boito eliminates the first scene of Shokespeare's play and
his opera starts in the Royal Hall of the Castle with a strikingly
effective scene - o coronation feosi - which at first glance suggests
something not in the literary source. The essence of this scene
is however, actuolly to ke found in Shokespeare, in Laerte's lines;

cess I came to Denmark

to show my duty in your coronation....

(Act T, se.id,11,523)" ;

The exploitation of o significant point such os this, sometinmes
contained even in only a few words, is an impertant featurs of
Boito's adaptive method.  There are twoluther examples:
1, In Shakespeare's Court Scene (Act I, Sc.ii) Claudius, now
King of Denmark, in announcing his marriage to the widow of his
dead brother uses many figures of speech in which two contrasting
ideas are brought together {e.g. 'With mirth in funeral, and with

dirge in marrviage', line 12).  On Shakespeare's use of these

1. The numbering of lines follows that of W.C. Clarke's and
W.A, Wright's edition of Hamlet, in The complete works of
Williom Shel re' - New York (undated).




controsting words are built the King's and the Queen's stanzas in
Boito's interpolated Biindisi scene:

RE {con un nappo in mana)
Requie ai defunti. ~ E colmisi
D'almo liquor la tezza.
Oriam per essi. - E il calice
Traboechi sull'alier;

REGINA

Requie oi defunti. -~ E intreccinsi
Poetiche carole.

Oriom per essi. - E uyn cantico
Alziom di volutid,

(KING: raising a cup,

Peace to the dead, Let us fill our cups
with vivifying wine.

Let us pray for thém. Let our cups

brim over the oltar,

QUEEN

Peace %o the dead. Let us dance
and sing in eircls. Let us proy for them.
Let us raise o voluptuous song.).

2, Boito's whole opening scene with the brindisi, revelry and
wild dances is an elaboration of Hamlet's lines:

The king doth wake to-night and takes his rouse
Keeps wassail and the swaggering up-spring reels;
And, as he drains his draughts of Rhenish down,
The kettle-drum ond trumpet thus bray out
The triumph of his pledge....
Act I, Sco dvy 1l - 8 - 12).

The blasphemous toust 'Requie ai defunti' punctuated by the

courtiers’ shouts of 'EGloria al Re’, led by Claudio, with Gertrude, Anleto
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Ofelin (the lost two uside) each contributing o stanza, is

a conventional ensemble scene, yet wonderfully functional in its
exposition of characters and sitvotion.  Amleto, embittered by
the hosty and incestuous marrioge of his mother curses the two
sinnexs, whilst Ofelia, who sincerely mourns the deed king, cannot
bring herself to join in the toast. (Here Boito offers u fine
illustration of his skill in integrating purely mysical numbers
into the drametic structure of the plot.)

Homlet's first soliloguy -'Q, that this too too solid flesh
would melt' {Act I, Sc.ii), opening with the lement that God has
'fixed his conon 'gainst self-slaughter®, shortened in length but
still containing what is necessery in adhering to Shokespeare's
intention becomes, in Boito's first scene, Amleto's sombre possage.
“ah si dissolva quest’ ubbietta forma', Ofelia's aria, in the
same scene.'Dubita pur che brillino';is an elchoration of Hamlet's
love letter as reud by Polonius in Shokespeare's Act II, Sc.ii
*Doubt thou the stars are fire'. Comments vttered by the courtiers
ond the officials during this coronation scene give information
dbout the political unrest, hinting ot Fortenbros' war against
Denmark.  Several possages containing the essence of the dialogue
between Hamlet, Horetio and Marcellus about the ghostly epporitien,
with which Shokespeore closes the second scene of Act I, are
skilfully inserted by Boito omong the toasts ond the spirited
dances of the revellers. By means of this device he provides an

occasion for dramatic contrast rt the some time motivating the
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ensving Ghost scene.  (In Shakespeare the Ghost appears for the
second time in Act I, Sc.iv.) In the second part of Boito's
Act I the scene shifts from the Royol Hall in the castle to the
ramparts ouvtside. As in Shakespearet Amleto, who is with Morcello
and Orerio, comes to kn;w the precise history of the events leading
up to his fother's murder and to Cloudio's usurpation of the throne,
through the Ghost's revelation.  As in Shokespeare, the Ghost
charges Amleto to uvenge this 'foul and most urngtural murder', o
duty which he occepts without hesitation. In this episode the
dinlogue is taken olmost lilerally from Shokespeare sometimes
however, abbreviated

The use ot the 'terzu rima' (aba becb, ete.)

ATu dei saper ch'io son l'anima lesa

BDel morto padre tue, su cui lo sdegno
ADell‘E’nernu Giustizia incombe e pesa.
By stesso fai pec mio fallire indegno
CEd or le colpe della vita lieta

B

Purgo col foco del dolente zegno s

(You must know that I am the wounded sou’

OFf your dead father, upon whum the roge

Of the Eternal justice heavily lies.

By sinning, I have debased myself

And, now, the sins of my too carefree life

1 am purging in the fire of the sorrowful reign...)
wconfers upon the Ghost's spesches curiously Dontean overtones, not
unfitted however to the sitvation, dealing with a damned soul

engaged in colloguy with & living person. There is no model in

Shakespecre for the 'De profundis clamavi' recited by Amleto,
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Orazio and Marcello at the end of Act I.  This was, however, one
of the numbers most warmly applouded at the first performance of
tAmleto’ in Genoa,in 1865,

The second act of the libret’wv is likewise divided into itwe ports.
The first part encomposses a small portion of Shokespeare's Act II
(drastically reduced to o few lines taken from the second scene)

and the moin sections of Act III, Sc.i,~the 'To be or not to be'
speech and the nunnery scene. The second part is wholly dedicated
to the 'play within the pley' episode, which in Shakespeore tokes
place in Act III, Se,ii. By omitting mony episodes from the

second and third octs of Shokespeare's tragedy, Rosencrantz
Guildenstern and the side plot in which they are involved,are
suppres;ed. " The intense compression to which the plot is subjected
weakens the drametic tension of the play os well as the psychological
complexity which Hamlet, as o Shokespeurean character, possesses

The instability of Hamlet's purposes and his pathologicel incapobility
of action - the problem which has oceupied critics for mony
generations - is not only central to the charocter of Hamlet but

is the pivot upon which the play turns.  The pensive soliloquy

"To be or net to be', ending with the conclusion that aection has
disappeared in speculation,occurs, in Shakespeare, in Act III, Sc.d,
ofter several episodes motivating it. Boito iransfers this

'scena del dubbio' (scene of doubt) to the very beginning of his
second oct, It follows so soon on Amleto's encounter with the

Ghost that the here's famous monologue seems o spring from it and
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we tend t; lose sight of ihe fact that 'two months have passed and
he has done nathing‘.1 The monologue ('Essere o non essere') is
followed by o shortened ond much paraphrased version of the
nunnery scene, undoubtedly one of the weakest,and the only
inconsistent point,of the libretto. This strongly dramotic scene
of the play, with Ophelia's deceit on the one hund and Hamlet's
aworeness of it on the other, whilst at the same time conducting
his own pretence, is reduced by Boito to a rather pedestrian
duologue.  The libretto offers no explanation whatever as to
4mleto's design 'to put an antic disposition on' in order to conceal:
his plons for revenge. His sudden change of mood must have seemed
inexplicoble to those not familior with the play who, in Boito's
time, c;nstitbted the majority of the audience. The ensuing
short scene, with Polonio announcing the arrivel of the company of
players, leads to Amleto's speech, based on Shokespeare's '0, what
o rogue and peasant slavean I-* {Act I., Sc.ii), in which the hero
informs the oudience of his intention to unmask the guilty King by
wotching his reaction during the pexformance of 'The murder of
Gonzago', telling u story similer %o Claudio's own. With this
speech ends the first port of Boito's Act II.

In the first draft of ‘Amleto’ (the manuscript version) which

differs in many points from both the Genoa and the Scala

1. Bradley's comment is quoted in Helen Gardner's 'The historical

approach: Hamlet'. 'Shokespeare, the tragedies', New Jersey
{ed. Alfred Horbage). Prentice Hall, 1964, p.68.
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reduc’cions,l Amleto's soliloquy is followed by another, interesting
episode. A troupe of singer-comedians bursts upon the stage.

Boito, in a witty parephrose of Hamlet's advice to the players to
'suit the action to the word, the word to the wction' (Act III, Se.ii)
allows his Amleto to voice his own, Boito's, views on the art of

the future jeopardized by the abuses of the singers ond the

stupidity of the public:

«eo Ma pur ti raccomundo - non tempestar le scene
Cogli acuti furori - dall? ugolu feroce,

Aun pulo do cuccagna - non ridur la tua voce.

E vex, ‘chi va pid in alto - pid & sublime e possente.
Gridono le platee - d' un* idiotu gente,

Ma mentre tu t'arrempichi ~ per acchigpper lo nots,
Lo tuonante parols - ximan di sense vuota,

E l'arte al tocce reo ~ del vostro abbracciamento,
Cantori, & profanote - da un gronde tradimento.

++ V' o* nell'arte lontona - un speratc evvenire
Che lento, lento innalzasi ~ con luminose spire;
Badate, le vostr' ugole « potrien tardarne il corse,
Dio vi tolge l'obburobrio - di cotanto rimorso.

{... And also, I beg you, do not storm the stoge with the
violent raging of an angry throot, nor turn your voice
into a greased pale. It is true that the audience, a
foolish men, shriek acclainm that he 'who rises higher,
is more sublime and mighty', but while you surge up to
grasp the note your thundering words remain empty, and
Art is, at the touch of your rude embrace debused - oh!
singers - a greot betroysl. There is in the art of to-
morrow o promise of hope. slowly rising in luminous
spirals. Be careful that your throats do not retard
its progress - May God keep from you the bitterness of
remorse).

ALl that remains of this reform-motivated episode in the final

reduction of 'Amleto' is found in Act II, Sc.ii where, commenting

1. The varient readings of the libretto are found in De Rensi
"L'Amleto di A.B.', Ancona: La Lucexna, 1927.
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on the tragedy being performed before them, the old and the young
spectators support the art of the pest and of the future,respectively

Quele incantol Brovi, bravi,

Viva 1'orte de' nostri avil

Noi, pid baldi e men devoti,

Vogliam 1l'arte dei nepoti.

{What o wondex! Bravi, bravi,

viva the art of our ancestors! -

We, more bold and less devout

hail the art of our descendents).
The play-within-the play scene (Act II, Se.ii) is largely based on
Shakespeare's, but with the ensuing episode Boito introduces an
innovation: uanother ensemble scene, again so cleverly planned
musically and drametically as to fit into the design of the whole
without interfering with the development of the plot. Claudio,
Gertrude, Amleto and Ofelia, speaking in en underione while
Luciano's monologue is baing delivered, reveal the passions by
which they are moved, This scene, closing in noise and confusion
after the flight of tho terrified King, is a stroke of genius and
provides o climacticending to Act II.
The deviation of the musical drama from the play is sharply
manifested in Boito's Act III, constricted in iwe parts. The
first presents, besides the King's prayer scene, (Shak. III, iii)
highly important incidents from Shokespeare Act III, Sc.iv. - e.g.
the dialogue between Hamlet and his mother; the murder of Polonius
and the last appearance of the Ghost to Hamlet in the Queen's

closet. The second part contoins the episode of Ophelia's madness

(Shakespeare, Act IV, Sc.v) and death. The King's prayer scene



offered a convenient beginning for Boito's thixrd act. The scene

svolved from the last two lines (given to Claudius)of Shukespeare's

Act I1I, Se.iii

My words fly up, my thoughts remain below;
Words without thoughts never to Heaven go.

is beautifully reaclized. Claudio ottempis to repeat the Lord’s
Prayer, but repsmtedly bregks down and flies in terrer.

O Padre nostro, - che sei nel cielo,
Sii benedetto, - nel tuo splendor...
PREGAN LE LABBRA, - MA SON DI GELO ANIMA E GOR.
Venga il tuo regno ~ e sullo terra
Si compin 1'ultw - tua volontd
AH! CHE UN DEMONIO - PEL CRIN M'AFFERIA,
PIETA, PIETA!
Ne done il pane ~ quotidianc,
0 Padre Santo, -~ dolue Sovran...
DI SANGUE LORDA ~ HO ANCOR LA MANO
E PREGO UN PAN!!
Perdona ol iristo - le sue peccata
Com'ei perdone - agli offensor...
CIEL! LA MIA MORTE - HO QUT SEGNATA.
PIETA, SIGNOR!

(Our Father - which art in Heaven

Blessed be thou ~ in thy splendour

THE LIPS DD PRAY - BUT HEART AND SOUL ARE ICY COLD
Thy kingdom come - thy will be done

In earth..,

AH! A FIEND IS SNATCHING AT MY HAIR

HAVE MERCY ON ME!

Give us this day - our daily bread

0 holy fother! Sweet king!

MY HANDS ARE STAINED WITH BLOOD

AND I PRAY FOR BREAD.

Forgive the sinner his trespasses.

As he forgives them that trespuss against him
HEAVEN! I HAVE SIGNED MY DEATH!

LORD, HAVE MERCY UPON ME.)

After this the uction follows Shakespeare closely up to the murder
of Polonio, whose role is reduced by Boito to o subsidiary one

The Queen's closet scene finds its prototype in Shakespeare

86
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(Act III, Sc.iv) but is much abbreviated and to say the least
ineffective. The dialogue between Hamlet and the Queen is, in
the tragedy, one of the most stirring scenes. Hamlet, ofter
denouncing Claudius, urges his mother to repent her incestuous
merrioge ond cbandon the King,  In his extended, most effective
passages, he passes thxough a gamut of contradictory emotions
ranging from bitter contempt to deference:

You are the Queen, your husband's brother wife

And - would it were not sol you ore my mother....

11,16.17

«ss So, wgain, good night -
I must be cruel only te be kind, 11.178.9

from rage, to gentle persuasion:

. s Nay but to live

In the rank sweat of an enseamed bed

Stew'd in corruption... 11.91.3

0, throw away the worser port of it (the heart)

And live the purer with the other half

Good night: but go not-to my Uncle's bed.

11.157.9

soito's Amleto, stripped of the conflicting aspects of his
pexsonality is reduced to little more than o melodramotic shadow
of himself. His aric '0 re Ladrons', founded on Shakespeare's
lines 'A murderer and ¢ villain' and 'A king of shreds and potches
(11,97 and 103) is but o poor substitute for the intensely emotional
Shakespearean original. As in Shakespeore the Ghost appears
again to Homlet, in the Queen's closet, to whet his 'blunied
purpose', The first part of Boito's Act IIT ends with the Queen's

outburst of rage and passion:

Ah!  che glfine all' empio schemno...
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which has no counterpart in Shakespeare.

The second part of the act reaches o higher degree of artistic
merit.  Apart from its admircble dramatic construction and the
superb characterization of Ofelia, it contains the most excellent
specimens of poetry ever before written for a librette.

The scene opens outside the castle; the rumbles of Laerte’s
revolt ogainst the King - heard from afar, accempanying the
entire scene of Ofeliv .+ modness - the survounding unrest being
the concomitent of her inner disorder. The dialegue between
l.aerte and the King, token from Shakespsare's Act IV, Sc.v.)
contu?ns only the essenticl exchange of words necessary to the
unfolding of the action. Ofelia, drives to madness by the loss
of her fathex and by unrequited love, appears on the stege singing
lyric upon lyric - o symptom of lLer pathetic stote.  She hegins
with a requiem for her father's deoth:

La bara involia
Dfun drappo nero....

(The bier, emwrapped ,
in a black nall....)

which is an elaboration of Ophelia's short passoge beginning

They bore him barefaced on the bier (Act IV, Sc.v.).
The following song, cheracterized by a sudden change in the
metrical scheme:

Ma quando sarem glunti al camposante
E che ¢i avron levato il bruno manto...

{(As soon as we will reach the cemetery
and, after having lifted the dork cloth...)
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is related to the possage in Shakespeare in which Ophelia specks
the language of the flowers. {Act IV, Sc.v.) After the exit

the King ond Laerte, Ofelio, left alone, moves towards the waters
of a zunning stream singing u sad tune about her unhappy love.
Boito's beavtiful lines:

Amleto! Amleto! chi parld d'Amlgto?
Cala queto ~ vespero; la brezzg

una carezzg, - un bacio, una favellg;
La brezza & quella -~ che cantd quel nome....
»oo Ei mi dicea: "Va! fatti monachellal..
Va! fatti monachella! va! le anglla
Del tuo cape recidi' ed io non velli
(Me lossa!) udir lo parola profonda
Ed or men vd go' sospir tronchi e folli...
Per troppo amor della mia chioma bionda.

{Amleto! Amleto! who pronounced this name?

The day sets quietly - the breeze is

a coress, u kiss - or is @ voice?

It was, perhaps, thé breeze which sang that nane...

Go to o nunnery, Go! and cut your curly hair.

1 did not heed (ales!) his sound advice.

I em now wandering with dementest sighe

For having loved too much my golden heir.)
which seem to corry already the music within themselves, largely
due to the mid- and end-line rhymes, still further iutensify the
poiznancy of the scene.  The drowning of Ophelia is recounted,
in Shokespeare, in the Queen's powerfully evecotive passage
beginning  with:

There is o willow grows aslant a brook... (Act IV, Sc.vii),
Shakespeare often relies on the evocative power of his language
to conjure up scenes of aetion, landscope, atmosphere. Boito

gives a theatrical extension to the episode of Ophelio's death.

$hs disoppears omong the weeping willows singing o willow song,




traditionally associcted with unhappy love:

Ahind! chi piange? @& il salice,

Che piange, e pionge tanto

Che 1'acqua del suo pianto

Foxmd queste ruscel...

{Alas! who weeps? It is the willow

which weeps; it weeps so much

thot the waters of its tears

gave birth to this brook... )
After a while her body, surrounded by flowers, uppears floating
on the woter of the brook. Boito's stage instructions stote
simply: Moonlight. Curtain, All the passages given to Ofelic
in this superbly dramotic scene renk among Boite's highest poetical
achievements.  The metres, xurying continually, convey the
sensation of her innermost anxiety ond distraction which
Shakespeare obtained by abrupt elternstion between prose and verse,
speoking ond singing.  As regerds dramatic technique, it is
illustrative of Boito's understanding uf the requirement of the
operatic stoge that he wos successful,here, in enhancing the pathos
inherent in the tragic figure of Ofelia and her :o less tragic
fate by meons of the s:opression of all the episodes of the
original Shakespeare «ich,in an operatic context, could have
distracted attention from the character central to this scene.

Foxr the lost act of Aéggjg it is odvisoble to follow the
Genoa version which represents Boito's original intention; the
Scale reduction of the libretto, absurdly mutiloted, should not

be considered in o eritical evaluetion. In the Genoa version the

fouxth ond final act, divided intoc two parts, follews Shakespeare's
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construction very closely. The first port of the act is built wp
of three episodes, each with its own otmosphere but in connected
mood.  The first episode, which begins with the grove-digger's
macabre humoresque is constructed os o discussion between them and
Amleto. Amleto's address to Yorick's skull:
Ahimé!
Povero Yorick! mel rammento io pure

Giovicl collega e mattamente gaio...

{Alas, poor Yorick! 1 knew him, °
@ fellow of infinite jest, of most excellent fancy.)

harking back to Amleto's youth, is ar inteact, transferetice from
Shakespeare. It is suddenly interrupted by Ofelia’s funeral
procession, the peculior effect of which is produced by the
contrast between the deeply felt 'Oremus pro ea’ whispered by the
crowd and the 'Mors tua, vite mea' of the grave-diggers, cynically
echoing it. The third episode is the well-known struggle between
Hemlet and Laerte in Ophelia’s grave, which reaches its climax
both in Shokespeare and Boito in the hero's cry of passion:

I loved Ophelia: forty thousand brothers

Could not, with all their quunt;ty of love,

Make up my sum -

(Xo quella mortn, amai pid che L'amor di mille e mille
Frotelli insiem!)

In the second part of the act the scene changes to the hall
of the Royal Palace where the duel between Amleto and Laerte
before the King, the Queen ond the courtiers is followed by the
finul catastrophe.  The only important alteration is the

suppression of the scene containing the entry of Fortinbras, the
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suppression of the scene contuining the entry of Fortinbras, the
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successor to the Danish throne, and the removal of Hamlet's body
with military rites ~ the close of Shokespeare's tragedy. The
close relation between the Apening and the end of ‘ﬁgﬂlfil has been
peinted out in the most receni criticism. Helen Gurdner,l fox
instance, remorks thot the ploy, beginning with sentries at their
watch being relieved, ends with a soldier's laoying to rest ~ he too
being relieved from the burden of life. Boito read the tragedy as
@ revenge play ~ o one-sided interpretation which helped to reduce
the complexity of the play ond also, in some meosure, some of the
inconsistencies in the development of the plot und.of Humlet's
charocter. He deleted Shokespeure's prologue scene {ond therefore
logically, the last scene which is related to it) also symbolic of the
mystery and derkness of Hamlet's world which in Boito is not much
emphasized. He too, howover, anticiputing the modern critical
approach, gave to his 'Aﬂ&gﬁé' a cyclicol structure which was
responsible for the perfect symmetry ond balance of the 'musicel
tragedy', as he called it. The setting and dramatic structure

of the opening and the ending is, in the Genow version, the same.
Anleto is first seen amidst the hollow glitter and pomp of Claudio's
court - a solitary figure dressed in an 'inky cloak', mark of his
grief for his fother's death, of his melancholic disposition and,

possibly too, of his being an ‘ambassador of desth,® according to

1. Gordner, BPeit., po. 68-9.
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G, Wilson Knight's definition.l In his very first soliloquy,
opening with tha loment that the Almighty would not forgive selfw
slaughter, Amleto reveals his thought of giving up the battle of
life. He joins in the toast led by Claudio and punctucted by
the courtiers’ shouts of 'E gloria al re', cursing the King and
the Queen to death. In circumstances similer to that of the
opening - a magnificent court scene in which the Brindisi led by
Clavdio is wccompaonied by the reiterated acclomations of the
courtiers - the King and the Queen meet their death and Amleto
«fter having accomplished his revenge is at last relieved,
through Laerte's mortal stroke, from the burden of life.’

Unfortunately, when the opern was revived ot La Scolo in
1871 for o single disastrous performance, this second part of the
act was suppressed.  The murder of the King was token inte the
grqveyard scene - an arbitrary deviation, not &gly from
Shokespecre but from Boito's original design, which brings the
drama to too rapid a close leaving the plot unsolved.

We do not know the reason for this suppression but it might
have been hecause of the limited staming of the public of Milan
vhich even 'us late os the 1900s had not yet grown inured to the
length of Wagneriun operu.;z Boito, in his artistic integrity,
must hove viewed the shartening of his tragedy as g humiliating

surrender to the taste of that public he had thought himself able

1. Quoted in Gino Matteo's Introduction to Hamlet. New York:
AIRMONT Classic Series, 1965, p.XXIIIL.

2. Corner, M., op. cit., p.133.
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i to educate. He was never to achieve his ambition in this respect,

Mefistofele and Nerope, which he conceived us the culmingtion of

his ortistic intention being destined for similar emasculation.
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CHAPTER II
UN_TRAMONTO and LA FALCE

Boito's second libretto - the eclogue YUn_tramonto (A sunset) ~
is a smoll scele, unpretentious work in one ecct.  The poem by
Emilio Proga, which prefaces it, is intended os the programme for
the descriptive instrumental prologue und also introduces the
oction of the play. The scene, set ot outumn sunset, is o
wondland glode close to the legendary Avelleno spring, in the
Apennines.  The time is the Middle Ages.  The shepherdess Dori,
erouched cgoinst the wall of a sheep-fold, comments on the end of
the stoxm which has mercilessly battersd the trees of the foxest.
Her bea;tifui and vaguely Arcadion speech is punctuated by
reiterated sounds of distant hunting horns. She sings o love-song
4and, vhilst musing over its words, gazes ot the trees as if hoping
for her dreams to hecome reality. A page-boy, who wanders through
the forest having lost himself during the storm which hus dispersed
his hunting party, appeowrs to Doxi, asking for help.  She shows
him the way bock but he, fascinated by her churm ond kindness
returns to her. The sound of the horns, the stomping of the
horses! hoofs come neorer and nearer hut the hunting game, with
its joyful excitement, no longer ottracts him, On hearing the
bell of a distont church ringing the Angelus, Dori and the page
kneel down in prayer whilst the last ray of sunlight suddenly

flares up on the horizon.




Un tromonto  with its inconsistent plot, end lack of action,
its unrophisticoted symbolism and rather naive ollegorical
pretentions, ;s undoubtedly the weakest of Boito's libretti.

There are, however, many beautiful passages, especially those given
to Dori, vwhich reveal u poetic standard far superior to that of the
majority of the Itolion librettists of the time.

A finer example of a one-act libretto is represented by

Lo Falee (The Scythe), o kind of symphonic poem dramatized by

a lengthy scene constructed ia two oppusing parts: the first
tragic and the second idyllic.  An opening instrumentcl section
describes the bottle between the Mohometans and the idolaters
fought at Bedr, in the secsund year of the Hegira. As the curtain
rises, Zohra, an Archion girl, is seen wandering through a desert
place mourning for those who had died in the battle and invoking '

death for herself ulso. Seid, a mower who, carrying a scythe

appears to her in the dorkness, is believed by her tobe Azrael, the .

cruel ond invincible Angel of Death.  She eagexly surrenders t¢
him but Seid revesls his trus identity. Life ond love eventually
triumph.  The youth and the maiden, wrapped in the seme mantle,
moke their way towards the desert tronsfﬁgured with happiness
The finale, in the form of o duet, is based upon o song given out
by a caravan moving off into the distance.

The oriental setting of the story, the utmosphere of
unreality which pervades it, the warm tones of the picture, make
of this libretto an extremely attractive work, becutifully suited

to the dreumy ond gentle art of Cotolani, for whom it was prepared.
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CHAPTER 11T
ERC_E_LEANDRO

,
By common consent Ero e Leondro (fero and Leander) is, with the

possible exception of Iram, and Bosi e bote, thé best of Boito’s minor

libretti, The care with which it is written; the scholarly precision
with which the eloborate settihg of each act is described ond the
wealth of stes~ directions, slearly reveal Boito's intention to
conform to those principles of librettistic reform to which he
adhexed.  With Ero e Leandro , concelved and written at the same
time as the re~arrocngement of Mefistofele , Boito seems to revert
to the ldeals of the Florentine Comerata who, in search for
clussical purity, stressed simplicity and brevity us the constants
of Greek art. The libretto which, in o true seventeenth century
tradition begins with a lyricol Prologue,is concise; the plot
revolving around three characters, is simple and direct, Boito
drews the basic story~line from cluossical sources - among them, an
apocryphal poem by Musuins‘l Whilst the libretin was originally
written in two wets, it was re~written in o three act versien
preceeded by o Prologue for Bottesini inl879, and later modified
in 1897, for Mancinelli .  The Mancinelli version is the official

form published in *Tutti gli seritti'. My comments refer to it.

N Boito may have also known the melodramma bearing the seme
title written by A, Di Benedetto and set to music by
Ferdinando Padr in 1794.
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The story runs as follows: In the Thracicn town of Sestos, on
the Ruropean shore of the Hellespont, the celebrotions for the
Festival of Aphrodite'are in progress. Amidst the rejoising of
an exultant crowd, Leandro, a young man of Abydos - a town on the
opposite Asian shore of the strait - is proclaimed the victor of
the athletic games held in honour of the Goddess of Love. Songs
of praise are sung by the chorus whilst he receives the wreath of
lovrel from the honds of Ero, the most beoutiful among Aphrodite's
priestesses.  Addressing her Leendro sings to the lyre the charming
Anacreontea on the mischievous neture of Cupid (musterly translated
and adapted by Boito)., Ero e Leandro fall in love with each other,
provoking the furious jealousy of Ariofarne, Archon of Thrace and
King of the Socrifices ~ o character introduced by Beito into the
story os the embodiment of the overriding power of Evil,

ofarne lusts after Ero (Act II) but she disdainfully rejects his
advonces, rather choosing to spend the rest of her life secluded in
the Tower of the Virgin, ploced in tle middle of the Hellespont.
Leandro, however, succeeds in reaching his beloved, swimming the
Hellespont nightly, guided by a oxrch which she places upon the
tower.  One night, (Act ITI) during o feurful storm, Leandro, on
hearing Ariofarre's steps approaching, costs himself down from the
tower into the rough sewu and is swept away by the waves. At the
sight of leandro’s body, which the waves hove cerried to the
Evropean shore, Ero dies. Arioforne's cry of rage, as he bends

over the dead girl is muffled by the song of the chorus which,




with o few lines of comment: on the death of the two young lovers,
brings the story to an end. 'Ero e Leandre' is, if not Boito at
his best, a remarkably fine, well orgonized work in which its
author mokes the most of the dramotic possibilities inherent in the
mythological episode. In the first act (Il tempio di Venere),
exciting and full of action, everything - singing, dancing, grouping
of forms and colours - is designed to oppeal to the imagination.
The oot is most effective from o dromotic point of view. The
second aet (L'Afrodisio), with its somewhat melodramatic conflict
of choracter, is negligible. The third act (La Torre della
Vergine) is, both dramatically and poetically, masterful. It
opens with an offstage chorus (Lo notte diffonde) commenting on the
enchanting becuty of the night. Exc sits at her towexr window
waiting for lLeandre. She is in pensive mood. The uneasiness in
her mind finds o counterpart in her speech, illustrated by the
insistent note created by the mid-line rhymes of the endecasyllables:

Quand'ei 1o prima volto gui m'upporyve

Col passo delle larve, (e avea le stille

Nelle pupille o caritd suadi),

Mi disse: -~ Sette stgdi d'alto mare

Mi vietan d° bacigre il tuo bel viso,

Mo in cuore ho fiso di varcarli, sple

Che m'asseconde e il volo fro le spume
Diriga un lume doila torre....

{When here he oppeared to me for the first time
As silent as o shadow {how touching

were the tears I saw in his eyes!)

He told me: ‘Seven stadia of deep sea

Prevent me from kissing your sweet foce.

Give me your help, and I will boldly cross them
If, from the tower, you will light my way).

929




100

The static effect of this lengthy passage is counteructed by the
ominous interjections of the off-stage chorus.  She recalls her
clandestine wedding to Leandro in an exquisite pussage which is ¢
faultless translation of o section of the poem by Musaios:

E fOr compivte poi le dolci nozze;
Mo al segreto connubio alcun posta
Non inneggid, ne's'allegrd per tedo
Lo stonze maritel né per ghirlando....

(We secretly were wedded.

There was no poet to sing o bridel seng,
Ne garlands, nor bright torches, to moke
the hymeneals gay....)

The dreamy duet in which Erc e Leandro express their hope to find
some distant ploce 'Andrem sovro i flutti profondi') where they

may be happy together, is one of the best instonces of lyric poetry

written by Boito. It is interrupted by o frightening thunder-clap
which brings the two lovers obruptly back to reality. The
incressing tension of the ensuing section culminates in Ero's
speech which, with its broken, disconnected lines, conveys well her
frenzied fear and agony of mind:
sees O mio Leandro ... fuggi..,
No... non fuggir ... L& ... l'uragano... rasto...
E quo... Ariofarne,.., L& Ll'idra... qua... il mostro...
( veee Oh!  my Leandro ... flee'..
«se No ... remain! There ... the storm ... remain ...
And here ... Ariofarne ... There ... the hydra ... H
here... the cruel beast ...) ;
After the stormy climax of the final scene a beautiful effect of
contrast is provided by the intervention of the chorus whiech, in

concluding the story, recaptures the tone of serene beauty and

the atmosphere of remoteness established in the Prologue.




CHAPTER IV
LA _GIOCONDA

"L Gioconds is from a literury point of view of the lecct value
and yet the most successfully popular of Boito's minor libretti
It is"qn exercise in French grond-opera, wi‘h a show stopping
ario for every vocal category and plenty of variant o:poxtuni§iss
for confrontutions and tubleous'.l 1t was well suited to the
ebullient and somewhat crude inspiration, of Amilcere o
Ponchiel}i ~ vho made of it his masterpiece - but has been
'often_cbused and dismissed by the majority of the critics on the
ground of its bad taste and melodromutic obsurdities. Doubtless,
some of‘the vérses, bombastic and rhetorical, sre in no way

superior to those of Somma, Solera,Piave or Cammarano. As

regards drametic situations end scenicel orgenization Lo Gioconda

seems to me to be, however, a remarkably effective piece of work,
Boito wos not responsible for the absurdity of the plot. It is
known that the libretto was founded on the five acts prose-drama
by Victor Hugo *Angelo, Tyran de Podoue', a forraginous,_dark play
which had, however, hod an enthusiastic reception when first

performed in Poris at Lo Comédie Francoise, on 28th April, 1835.2

1. Smith, P., cit., p.335.

2. The Russicn composer César Cui was also
attracted by this same story. HMis "Angelo' had its premidre
in St. Petersburg on 13th February, 1876,  Ponchielli's
'Lo Gioconda' was first given at Lo Scala o few weeks later,
on 8th April.
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The manner in which Boite, by way of important modificotions,
contrived to moke an intelligent and coherent libretto out of such
a story is, unquestionably, masterful. After eliminuting, together
with some exceedingly brutal scenes, all the political and histericel
events which played so large e part in Hugo's play {and did indeed
distract the ottention from the essential plot), Boito concentroted
on the charocters and on the centrol dramatic and emotional
situations, stressing the poignancy of the human drama. He eolso
<hanged the scene from Padua 4o Venice of the seventeenth century
and cast the story in four ncts, each with its own title: 'La bocca
del Leone' (The Lion's mouth); ‘Il Rosoxio® (The 1wsery); 'Ca d'oro

{The house of Gold); 'I1 Canal Oxfano' (The Orfano Canol).

Ta Act I, the curtain rises to reveal a crowd of gay Venetians who,

singing a lively chorus [Feste e panc - Festivities! Bread!) gather

.in the courtyard of the Palazzo Duccle to celebrate a regutta on

the Canal Grande. The Cuthedral of San Maorce stands in the

background and one of the noterious Lion's mouths, into which anyone

could put o note secretly denouncing o fellow citizen te the
Inquisition, is also prominent. Barncba,a Jogo-Searpia like
choracter, obsexves the crowd, pretending also to be in festive moe,
His opening: 'E danzan su lor tombe' (They dunce upon their own
graves) immediately revecls the villary of his soul. He then
informs the audience of his possion for Gioconda, a beautiful

and pepular ballad singex who now appears leoding by the hand La

Cieca, her blind mother. Repulsing the attentions of Burnaba
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Gioconds leaves her mother seated on the steps of the Cathedral
whilst she goes in search of her lover, Enzo Grimalde - a Gencese
nobleman who has been forbidden to come to Venise and is there
disguised as a ship's coptain.  He was once engoged - and still
loves - Laura Adorno, the wife of the haughty Alvise Badoero
leader of the Inquisition. The Badoeros drrive just in time to
save La Cieca who Barnabo has denounced as & witch.  Baraaba's
actiaon is part of the scheme which he had devised in order to

force Gioconda to submit to his desire. With the oppeorance of
Alvise Budoero and his wife who, splendidly dressed and accompanied
by an ormed guard, descend the stoircase of the Gianis to the
Courtyard of the Ducol Paluace,Boito provides a mognificent visval
moment which Ponchielli's music supports well. La Cieca, in
gratitude, gives to Lauru her tregsvred rosacy with the prophetic
wordsy: ‘A te questo rosorio...... scceitalo; ti porterd fortung;'
{I offer you this rosory... Toke it; it will bring you good
fortune.) The rosery plays a cardinal role in the development of
the plot. (Ponchielli, in his musical setting, approprictely uses
the theme given to it in the Prelude, pitted ageinst the dark motive
of the villain, Barncba, who is at the end of the opero to murder
the blind woman.  The same theme is also used extensively,
throughout the work.) Enze, wbo happens to be present recognizes
Leura and she him.  Barnabe, knowing their story, thinks he can
get Giocondo in his power if he proves her lover to be faithless.

He arronges o meeting between Enzo end Loura on Enzo's brigontine



that very evening. He then dictates to o public letter-writer a
revelation of Laura's infidelity to be put in the Lion's Mouth for
delivery to her husband.,  From behind a column . Gioconda
overhears the dict;:ltion but dezs not, however, know for whom the
messoge is intended nor the name of the woman who Enzo is to meet.
Barngka's monologue, uttered whilst he throws the cccusation inte
the Lion's Mouth, is o wondexful passage of poetry inwhich Boite,
in a set of images characterized by contrast, conjures up the
splendour and cruelty of seventeenth century Venice:
0 monumento,

Reggia e bolgia dogale! Atro portento!

Gloria di questa e delle etd future ...

«+s Giola tu alterni e orror con vece occulto:

Quivi un popolo esulta

Quivi un popolu muor.

(0h, monument!

Kingdom and *bolgia’ of the doges! Dark portent!

Slory of this age and of those to come...

Joy and horror alternctes according to o mystarious law;

here o people rejoices, here u people dies.)
The finole of the act, intensely dramatic and full of movement
perhaps, the finest scene in the whole opers.  Maskers enter and
dance amidst the hoppy crowd. The riotous Baccancle is interrupted
by the sound of Vespers issuing from San Marco. An off-stoge organ
and chorus singing the 'Angelus Domini' prepare-the way for a
religious choral mood on stage. Gioconda's despairing 'O Diol!!
Cuore! dono funesto!' (Oh God! Oh, my heort! A fatal gift}’

rises above the chorus whilst she - hand in hand with her mother -

very, very slowly crosses the courtyard toward the church.
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The second act, which tokes place on an island of the Fusing
Lagoon beside which Enzo's brigontine is moored, opens with a
vivacious sailor's chorus. Barnoba, disguised as o fisherman,
sings o lovely barcarolle ‘Pescator, affonda L'esco' (Fishermon,
sink your bait). Then, in rapid succession come: Enzo's most
fomous oria *Cielo e mar' (Sky und sea); Laura's ond Enzo's love
scene culminating in the ecstatic duet 'Laggid nelle nebbie remote!
(Over there ... in the distant mists); Lourda® proyer 'Stella del
marinar' {Star of the mariner) and the dramatic duet 'L'amo come
%i.fvlgor del creato' (I love him like the splendour of ereation)
between Gioconda and Laura.  This represents the climux of the
act. What follows is extremely dynamic: overcome with jealousy,
Gioconda is about to stab her rivel when, at the sight of the
rosary which Laura lifts imploring help, she recognires in Luura
her mothes's rescver, Gioconda helps Loura to escape, just in
time, ds Barnoba comes on deck leading the furious Alvise, Ruther
than yield to the vengeful husband Enzo sets fire to his vessel
ond all jump overboard.  Strange to say, whilst passages of
postical excellence such as the Enzo-Laura duet oz Bamnaba's
monologue 'O monumento® of the first act did not seem to inspire
Ponchielli, he was able to turn the pedestrion verse of the duet
between Laure ond Gioconda into the richest and most effective
woment in the whole opera. A fact which, should not 'Qtello’

and 'Falstaff’ prove that the very reverse is the txuth, seems %o

provide fuel for those commentators who claim that it is unnecessary
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for a librettist to be o poet, even going so far as to offirm that
good poetry, with its intricote rhythms and musical overtones, can
possibly interfere with the free development of music.

Aci III, in two parts, is leid in the pulace of Alvise Badoexo -
the C& d'oro.  The first part, is set in o private chamber of the
palace and begins with Alvise's uninspired and rhetorical monologue
'S5, morir ella de'! (Yes; to die is her fate), uttered against
the sound of distont dance music.  The nobleman, ofter deciding
te eliminete Laura, who has deceived him, sends for her to come to
his room, When Laura entevs, dressed to receive his guests, he
honds her a phial of poison, imposing svicide upen her.  She must
drink it before the lilting serenade 'La goia canzon' (The merry
song), which they hear thuough the open window, is ended. As
soon os Alvise has departed, Gioconda slips in.  The gay off-stqg;
¢..orus provides the buackground for the scene in which Gioconda
persvades Loura to drink o sleeping potion instead of the poisen,
telling her rival she will save her. When Alvise returns, he
finds his wife opparently dead. The second part of the act, laid
in the magnificent hall of the Ca' d'Oro, is a sumptuous tobleau
full of onimotion and dramatic intensity as well. Alvise greets
the guests he has invited to witness the spectacular Dance of the
Hours, symbolizing the eternal struggle between Light and Darkness.
Suddenly Barnuba appears dragging in La Cieca, whom he has caught
praying beside Loura. A tolling bell is heard. On learning of

the supposed death of Lavra, Enzo, who is omong the masked guests
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discloses his identity.. (Il tuo proscritto io sono, Enzo
Grimaldo’ - I am the man you outlawed, Enzo Grimalde.) In the
general confusion Gioconda, in order to save the life of Enzo,
steals up to Barnobo promising him that she will yield to him in
exchange for his help. He cgrees, but seizes her mother as o
hostage whilst Alvise, dramatically drawing bock a curtain,

reveals the motionless Laura to his horrified guests. This scene
with its mossing of colours and of cction and its superbly

climactic ‘concertato finale' {*D'un vempiro fatal ... Gid ti vedo...
Scorre il pionto ... Se lo salvi' « Of a fatal vampire ... I already
see you ... Tears are running down - If you save him), given to

the whole company, must be accounted, aos Lawxence Robert suggests

‘es one of the glories of Italian opetﬂ'.l

For the conclusion of Lu Gioconda Beito discards oll external

stage effect, concemtrating on the inward drame. He sets the

scene in Gioconda's home, u ruined palace on the Giudecca island.

She sitsulone, awoiting Laura.  With nothing to live for, the
unfortunate heroine sings the tragic eria 'Suiecidiol' (Suicide!) i
filled with the despairing thoughts of approaching death.  Putting
her feeling aside, she helps Enzo and Laura to escape. {The
poignancy of the scena is musically heightened by iwo offecting
reminiscences: the off-stoge serenade which wes heard through the
window during the Lauvra - Gioconda duet in Act IIT ond o reprise

of the ‘resary’ motive, associated with the mewory of La Cieca
whose life has been suved by Laura), After bidding the lovers

farewell, Gioconda suddenly remembers her puct with Barnaba.

1. Lawrence, L. 'La Giocondd in Introduction to Opexg', New
York: Barnes ond Noble, 1961, p.104.

|
|
|
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He appears, in fact, to claim his reward. Defiantly facing him,
Gioconda stabs herself to the heart, leaving the villain to scream ’
in vain that he has murdered her mother.’

‘Lo Gioconda' is, undoubtedly, o dramg of coarse emotional
sitvations - absurdly melodramatic, if we commit the error of
judging it by present-duy standards. It actually contains all the
ingredients which appealed to the tastes of the fans of the romantic
drama ond, whotever we think of the story, we must admit that the
libretto, characterized by swift dromatic strokes ond a close
sequence of self-explonatory situations, is unusuclly well consirvcted.
The rapidity of the dramoti: oction tends, perhaps, to override
the characters who are, in the whole, sketchily delineated.
Barnaba, although stereotyped, is a much more sober ond, to o degree
o more credible version, of the original, truculent Homodei of
Hugo's play. Gioconda, drown always in strong colours but with
remarkable variety ond completeness is, by far, the best
characterization.  She moy remain, in essence, a conventional
romentic heroine, but she is o strikingly effective operatic figure

- an cbvious model for Puceini's Tosca and Cilea's Adriang

1
Lecouvreur,

Boito's passion for conirast is to be seen at various levels:

in the simultoneous suggestion of contrasting scenes and emotional

1. Mosco Carner, in l\is biography on Puecini, suggests a
possible influence of Boito's libretto ‘Lg Giocor n', upon
Sardou's drame ‘Tosca' - See op. cit: pp. 23; 330-1.




situations; in the duel between Good and Evil, as embodied in the

antithesis Gioconda ~ Barngba and, in a less obvious end moxe

subtle way, in the conflicting aspects of Gioconda's personality

as well as in the tragic dualism of her human condition:

Canta 1'amore e il giuybilo
Questo da te si vuole

S'anco nel sen ti soffoca
L'onta e il livore e il duol.t

(Sing of love and joy...

this is required of you ~

even if suffocating from shame,
hotred and grief.)

Boito wished this passoge, which does not howeer appear
in the present version of the opera, to be inserted in
Act ITI, aftex the Dance of the Hours.  See 'Tytii gli

scrittit,p. 1583,
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situotions; in the duel between Good and Evil, os embodied in the

antithesis Gioconda - Barnaba and, in & less obvious and more !

subtle way, in the conflicting dspects of Gioconda's personality
as well ags in the tregic dualism of her human cendition:

Canta 1'amore e il giubilo
Questo do te si vuocle

S'anco n=l sen ti soffoca
L'onta e il livore o il duol.'

{Sing of love and joy...

this is required of you =

even if suffocating from shame
hatred and grief.)

1. Boito wished this passage, which does not however oppear
: in the present version of the opera, to be inserted in

i Act II?, after the Dance of the Hours. See 'Tutti gli
! sexitti’,p.1533.
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CHAPTER V

SEMIRS ond PTER LUIGI FARNESE

Again, the theme of the struggle between Good and Evil, roughly
represented by pitting cenflicting characters cgoinst each other

returns in Boito's pext two libretti: 'Semira' ond 'Pier Luigi

Farnesc’, both lyric tragedies, in four acts. In the first work,
Semiramis, the legendary queen of Assyria, renowned for
lasciviousness rather than for her beauty and bravery, is somewhat
arbitrarily chosen by Boito us the polar cheracter of the evil-
minde# high priest Zorcastra. The action, which shows a close
resemblance to that of 'Ero e leondrg', is set in Babylon.  The
sensuous atmasphere of that land is splendidly evoked in the first
act, depicting the Night of Baalthis. The opening stage directions,
running to thirty-two lines, besides being o brilliant descriptive
possuge in itseif, is on instance of the grandevr of Boito's
scenical conceptioa.  Scenography and chereography remain the only
interesting featuxes of this librette, otherwise sn discppointing
as to make any detailed considerction superfluous. R -

OFf the four acts, of Semira the First must be reckoned the.bsst. The
episode of the love of Axa - the young king of Armenia - fer the
enemy queen Semira, whom he meets for the first time disguised as

a Bride of Boalthis (scemes iii, iv), is well contrived and
beautifully framed in choruses - the first, the Magi's chorus

'Languidamente l'etere sospira’ (The air exholes languor), wpenirg
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the ceremonies in honour of the Goddess Bualthis; the last, (’Sia
gloria a anoustru} - Glory to Zaroaster) herolding the oppearance
of Zoroastro, whose impressive apostrophe to the rising sun brings
the act to an end.  The second act (Il tributo - the tribute)
which introduces us to the exalted ceremonicl otmosphere of
Semira's court, is conceived as an imposing stage spectacle.
Choral and choreographic movements play a most important part.
(Especially effective, the Almeas' prophane dences ond the Dance
of the Zadiac in the fourth scene),  Against this background of
pomp and ceremony develops the main cenflict of the story - the
one between Ara and Zoroastro, who secretly lusts after Semira
(Scene iii). In Scene v Arg, disdainfully, pays his tribute io
the huughty, powerful Semira, of course not recognizing in the
imperious figure seated on o high throne like o golden idol, the
maiden of his dreams. Before the end of the aoct, Semira
conquered by the power of love, reveals herself to Arc as the
'Bride of Baolthis', provoking the rage of Zoroustro who swears
vengeance,  The third act (Lo bottoglia - The battle) consists of
two parts linked by o symphonic interlude. The first part is
devoted to the rebellion of Ara and the consequent battle between
the Armenions and the Bubylonians. In the second part,Arxe is
wounded by Zoroastro by means of o poisoned arrow. At Semira's

imperious request, the dying hero is token to her palace. A%

this point there is o tremendous clash between Semira and Zorcastro,

s0 conventionally and melodramatically depicted however, as to make
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the whole scene ludicrous, rather than effective. If the first
three acts confronted us with dynamic oction, Act IV, laid in
Semira's apartment, is lorgely static. On realizing that she
cannot live without Aze, Semira resolves to follow him ‘into the
ozure, shining stillnes; of the kingdom of souls’. As Zoroastro
opproaches at the head of a {iotous mob, who wants the queen's
death, Semira stabs herself, The young lovers die in each other's
arms, ofter recalling 'with accent of supreme ecstasy' the wish
formulated ot the time of their first mesting, in the intoxicating
atmosphere of the Night of Baalthis:

Vivere un‘ora sotto i boci tuoi...

E sotto i tuoi sespiz...

Untore e poi...

Morir...

{To live on hour with your kisses, your sights of love -
An hour... and then... to dis.

"Pier Luigi Farnese', is a semi-historicol librétto,
skilfully conceived, although, in my opinion, only partially
successful.  The abduction of o nun, on ottempted rope, poison,
orgies, conspiracies ond intrigue are the ingredients of the
melodramatic story which displeys a certain offinity with thot of

*Lg Gioconda'. The historical background is Charles V's invasion

of Northern Italy, resulting in the consqlidation of Spanish
egemony over the ¢ .insula, The libretto haos voriety and
liveliness, but is flawed by o fundumental weakness in the- -

treatment of the characters who seem to exist not ws individuels

but as the means to cregte dramotic situations. Pier Luigi Farnese
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(1503 - 47), duke of Parma and Piacenza - an historical figure

and @ typicol Renaissance ruler ~ is presented by Boito as o
ruthless despot ond a libertine - the stereotyped, sinister
villain of the melodromatic siuge. His antagonist, Gianni
Anguissola, is a singularly colourless, unattractive hero whilst
Donata is the model heroine, embodying oll the virtves. The
only admireble choracterization is that of Grillo, a pert
lighthearted odolescent who throws some light on the atmosphere of
unrelieved gloom, which pervades the story. The first act {Le
statua di neve ~ The snow stutbe),very exciting from o dramatic
point of view, opens in o delightfully unconventional narner in
the courtyard of an ancient cleister in Piacenza. A small crowd
of townspeople and @ .roop of acrobots watch in amusement, and
with lively comments, o gigeniic snowman bearing a striking
resemblaonce to the hated Pier Luigi Fornese.  The author of the
statue involved in putting the finishing touches to his work,

is hoiled by the crowd as the 'Michelangelo of the snow'. He is
the leuder of the troop of acrobats, the boy nicknemed Grillo (the
cricket). Among the crowd is Gianni Anguissola, a descendant of
a noble fomily whose power hod been usurped by the Farneses, and
three of his friends, Their conversation discloses, besides
details of the historical ond political situation, that a

conspiracy is afoot ageinst Pier Luigi Farnese. There ensues

@ lively little episode in which Grillo iniroduces himself and his

companions to Gianni. His speech: 'Sultande la libera mia vita
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guadagno® (My jumps earn me bread and freedom) so spantaneously
frosh and joyful, ends with an irresistible 'Saltarello':

Svelto, snello, sguscia, sholza,
Scorri, sfuggi, salta, salta....

- (Svelte} slender! dart! jump! 'run! frisc! jump! jump'),
the hopping und sonorous effect of which is enhanced by the
skilful use of allitteration. Conquered by the exuberance of
Grillo, Gianni conceives ond expresses. the idea, eagerly accepted
by the volcanic odolescent, ~f moking him his uccomplice. A
sudden chang. in mood is brought ebout as o procession of nuns on
their way to the cloister, crosses the stage singing o chaste ond
serene melody {*Un solmo algelico, s’aggira e canta' - An angelic
psalm is heard around us).,  Among them is Donata, Gionni's former
fiancke who, believing him in exile, is to enter the convent that
very day.  Ageinst the chonting of the nuns, piously answered by
the 'Oremus, Domine, in te speravi' of the crowd, are outlined

the utterances of Glenni and the other.conspirutors, unfolding their
plans.  This scene is constructed with consummate theatrical skill
but whot follows - Gienni's ond Donata’s mutual recognition and
the heroine's conflict between love and porul obligation ~ is
dromatically weak.  As soon as Donato has entered the convent
building and Gianni is led away by his friends, Grille invites
all people on the stage to join him in the destruction of the
snownan.  With growing excitement the crowd throw snowbolls ot
the image of Pier Luigi Farnese giving vent, half laughking ond

holf howling, to their abhorrence of the tyrant. The entrance of
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Pier Luigi Farnese himself, in company with his attendants, brings
the bustle to o sudden halt. In o moment the stage is cleared
and the impudent Grillo is left alone to fuce the music. Farnese's
rage subsides, however, before the fearless boy who, frivously but
effectively, defends himself:
Lo scultor son io

Del vostro serenissimo ritratto.

Perché offendete uno scultor ducale?

To v'ho fatto e disfatte,

E se nel prime caso sta il misfatto,

Nell'aliro caso ho cancelloto il male.

(I am tke author of the portrait of Your Serene Highness

Why do you offend a Caesarean sculptor?

I mede your imoge. I have destroyed it.

If in the first instonce lies the crime

Sea, in the second, I have made up for it).
The final scene of Act I, involving the abductién of Donata from
the convent by Pier Luigi Farnese and his attendents, is mere
melodramotic rhetoric. It is, however, drematically functional
as, with this incident, the action is rapidly set in motion.
The second act (I1 Giullar Nero - The black jester) tokes place
in u nagnificent setting in the Hall of the Farnese Custle, turned
into o Court theatre. A chorus in proise of the Duke brings to
an end the allegoricol spectacle splendidly staged by Farnese for
the entertoinment of his guests. Donata, sumptuously clod in
blue and gold - the colours of the Farnese House - defiantly
rejects the precious gifts with which she is presented during

the course of a solemn ceremony. The tension resulting from thw

incident is, once again, dissiputed by the sudden appearanse of




Grillo, who breaks upon the stuge through an open windoy, after
having successfully accomplished ot Furnese’s request, a seemingly
impossible act of funombulution, Disguised as o block jester
Giafini Arguissola also goins wecess to the castle, By means of

o clever strategem, and with the complicity of Grille, he makes
himself recognized by Donata, whose co-operntion he needs in oxder
to put his plon into action. In the name of their love for each
other and for their country, Gicnni asks the hesituting Donato to
unlock a hidden door in the Farnese's private room, He informs
her that, ot a given signal, the conspirators will entervthe custle
through a secret passage leading to the ducal apartmen:.  Sounds
and music heard from behind the curtains of the court theotre
indicete that the Farnese's orgy is in full progress. An orgiostic
chorus ('$i rido, si palpiti, si vuoti la coppa’ - Let us lough,
let us love, let us drink) ends this remarkable act, worked with
admirable poetical skill and incomparable dramctic effectiveness,
Act III (Volpe e Leone - Fox and Lion) which takes place on the
ramparts of the costle, shows the open conflict between Pler Luigi
Farnese and Gianni Anguissole,who has revealed his true identity.
There is nothing te excite interest in this rather mecharical
oppasition of choracters nor is the preceding scene between Gianni
and Donato worthwhile.  The inner moral conflict of Donata, who
seas hexr holy obligations aos o nun opposed to her love for Gianni,
is not convincingly conveyed in her rhetorical utierances, The

final scene of the third act is quite animated. From outside
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a warlike crowd is heard approaching., Bells ringing, =h. so .ding
of the tocsin 'end trumpet calls, announce that the revolt cimed ot
overthrowing Farnese has started. Gianni promises the tyrant to
save his life in exchange for Donata’s freedom. Farnese consents
He will, however, keep Donata os hostage in the besieged castle.
Taken all in all, the rather lengthy fourth cet (L'Ostoggio ~ the
Hostage), laid in the Duke’s opartment, is good, although the
loquacity of the characters tends to offect the ropidity with which
the drama should be brought to conclusion.  Especislly Donata’s
intermincble opening monologue, in which she expresses her worries
for Gianni's and her own fote, seems to me to flout ol) laws of
dramatic structure. The becutifully polished lines f her aria
‘Clessidrs, limpida urna dell’ore’ (Clepsydro, transparent vrn of
the hours), if admiruble from a postical point of view, cre
dromatically inapposite, hordly suggesting feeling of anxiety or
anguish.  The subsequent scens, showing the conflict between
Farnese and Donata, his attempt at raping her, her plea for mercy
ond, finally, her drinking a phial of poison rather than yield te
him, is well constructed, Farnese, odmirobly depicted in his
frenzy of rage and erotic passion, may indeed have provided
Puccini's librettists Giacosa and Illica - both close friends of
Boite ~ with the model for Scorpio. Dongta's touching distress
compels sympathetic pity. The episode is brought to on end by
the‘ eruption of Giehnhi, who urges the dying Donata to flee with

him.  She explains that she has token paison to escape the Duke
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and dies in 4is orms. Fornese is murdered by on angry mob whilst
shouts of victory seal the ead of his tyrannicol rule. Gianni's
despairing vtterance "Moledizione!' brings the end of the act and

the drama.
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CHAPTER VI
IRAM

Irgn begins the series of Boitc's masterpieces. It is o witty and original
libretto, beautifully written and artistically conceived. The
story is in itself extrooxdinarily attractive, the handling of

the plot masterful and the organization of the libretto close to
perfection, The poetry is exguisite ond the portrayal of the
characters - so far Boite's weckest point - superb.  The story
about ¢ penniless drunkard who, for a practical joke or 'to make

a parcble of human vqnity',l as suggested by Francis Fergbsson, is
treated for one night os o lord so rich os to satisfy his avery
desire, is found in the Arabion Nights as well as in later versions
which might have been known to Boite.  The Arabion Mights is
generally indicoted os the source of Ixom. Notwithstanding the
Focé thot this hes been maintained by an avthority such as Patrick
Smith ond that there is no mention of a possible Shakespearean
derivetion in Winton Deon's exhaustive book Shokespears in music

I would venture to suggest that Boito's direct source might once
agein have been Shakespears, who used the very same tale in his
Induetion to The Taming of the shrew!. Indesed, many details in

the story as told by Shokespeare and Boito are too alike to suggest

mere coincidence. Like Christopher Sly, Iram is o tinker (in

1. Fergusson, F. Shokespeare, The Pottern in his carpet.
New York: Delacorte Press, 1968, p.49.




120

Boito, u gvpsy tinksr) whe indulges himself in drinking; like

Sly, he is kidnopped by o huntsman lord for a day of luxury: Llike
Sly, he, ufter o very short resistonce, allows himself to be seduced
by the allure of aristocratic life end tu succumb to the iemptation
of feminine beauty - in both Shokespeare «nd Boito, g prae in disguise.
The scene where the huntsman duke pluys the trick on Iram (et I,
Scene 1i) and the episode of Iram's awakening in the duke's mansion,
(Act II, Scene i) seem to me to be obviously based on Shokespeara's
anizlogous scenes.  The opening scene of the libretto appears to

Lie an elaboration of the brief exshange betwesn Sly and Marian
Hacket, the 'clewife of Wincot®, ot the very beginning of the
Induction; the second part of Act II, ond the whole third act are
however.Boitd's own creation.  {In Shak speare we do not witness
Sly's return fo reality. We leave him o lord ready to'watch the
play to be presented by the travelling ployers. He last speaks

o few words after the players' first scene and, for some inexplicable
veason, his story is thereafter dropped from the action.)

Like Shokespeare's play Iram opens outside an alehouse; the
scene is not England but o Bohemian dukedom and the time is the
seventeenth century. The itinker Iram, in a very high spirit, is
celebrating vintege day emidst « c;cwd of fellow gypsies inciting
hin to drink more and more:

Versa! trinca! cioneq! affoga

Nel bicchier!

E trocanna, o ti disfoga
Torne a ber!
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(Pour! Orink! Tipple! drown in your pot!
Gulp down, drink your fill, and drink again!

Iram's increasing intoxication gives wings to his imagination
inepiring o pussage of koleidoscopic brilliance {Foreshadowing
that in Act III, Scene i of Falstaff):

Il mondo & un trille
Per 1'vome brille.
Un trillo enorme

Di svoni e forme....
Trilla nel calice

Lo birrg biondg
Txilla nel salice

La molle fronda

Tra I'erba il grille
Strilla il suo trillo
Trillando tremolano
L'aure sui fior
"Trillando palpitanc
Le fibre in cor

(To a drunk man

the world is o trill.

An immense trill

of sounds and shapes....
Trills in its glass

the golden beer

Trills in the willow

the supple bronch.

Amidst the grass

the cricket chirps

its own trill.

Whilst trilling,quivers
the breeze on the flowers.
Whilst trilling, quivers
the fibres of the heart.)

Boito's exiruordinary ear for verbal music is well illustrated in
the above quoted excerpt remarkable for the peculiar effect
produced upon rhythm by the unusuol rhyming scheme and by the
skilful use of ussonances and alliterction (especially effective

ame  the sonorous vibrations' produced by the recurrent vibrant
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R sound). It is when confronted with passages like this that we
fully realise what Boito was aiming at vhen in his youthful poetry

- and especially in Re Orso; he wos experimenting with similar

devices. It is unfortunately well-nigh impossible to translate
such possages inte another langvage and retoin even o modicum of
the intended effect. An example of Boito's humour is feund in the
following episode where the stoggering Irom, on realising thot his
legs are also trilling, looks for a support and not finding one

conceives the brilliant idea of resorting to leaning on o CANTO

FERMO:

DOmine va in conting
REcipe un'ampic tina
Msura cinque gotti
FA gorgoglior le botti
SOLfeggerd cosi
LAvdando la tua spina
Sino al novello di
DOmine va in cantina.

(DOmine, go to the wine cellar
REcipe: an omple winevat;
MEasure five mugs:

FAg at the bubbling tub
SOlmizing in this woy:

'LAudable is my bunghole'

SInce now to the new day.
DOmine go to the wine cellar.)

One cannot help but feel that Boito was, in writing the above,
awore of Guido d'Arezzos: prayer to St. John, the supposed origin
of the entire system of tonic-solfal

Ut queant lnx;s Resonare fibris
Mira gestorum  Fomuli tuorum

Solve polluti Lebii reatum
Sancte Johannes .




This 'liturgical' mood is taken up by the spirited 'congregation'
which, duly answering Iyom, seems euger 4o produce the maximum of
choral effect to the fury of Marianna, the luscious hostess, who
breaks upon the merrymakers, indignontly ejecting them. Iram is
left clone to face the anger of his fiery lover. Iavited by
Marianna to chocse between herself end o botile of wine which he
has, in the meantime, stcien, Iram, torn by the dilemma, gives
vent te his feelings in an amusing speech: 'O spose, o bottiglie?*
(A wife ... or a bottle?), obviously parodying Hamlet's famous
monologue of ‘To be, ar not to be'.  After gouging the noi eusily
dismisscble advantages of each, Irom finally opts for the bottle.
Abendoned by Marianna he, by now dead drunk, folls heavily to the
ground.  According to Boito's stage directions, Iram's sleep is
to be accompunied by sweet music, gradually to be taken over by
the sounds of on opproaching hunting party. The conversation
between the Lord and a huntsman, with which Shakespeare opens the
hunting scene, is reduced by Boito o g brief exchange between the
Duke and his page Folchetto, and is vtilized by him at the
beginning of Iram Scene ii.  Then, Boito departs from Shokespeare
by moking the Duke express his admiretion for Marienna of vhom he
hos cavght o glimpse during the hunting game, and by moking him
and Folchetto improvise & serenade in honour of the lovable rustic
beauty. The episode of the finding of the sleeping drunkord
shows @ close affini., with Shakespeare’s. Some of the lunguage

of the play is alse retained in the libretto. The Lord's ideq
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of playing the joke on Sly is, in Shakespeare, fallowed by an
extended moaclogue in which the nobleman expluins his plan down

to the wost minute details. Boito mode use of these details for
the construction of his second awct. Thus, according to the
Lord's instruction, the drunken men is to be taken to his 'fairest
chomber® and the second act of Iram is laid in the sumptuous golden
room of the Duke's monsion.  As the curtain rises, we hear an
excited whispering, oeccasionally interrupted hy'bursts of laughter.
We see the sleeping gypsy now 'wrap't in sweet clothes', covered
with jewels ond with 'rings ... upon his fingers®, surrounded by
‘brave ottendants' ready to obey his commands with a low,

submissive reverence. Some of the valets ore burning 'sweet wood

to moke the lodging sweet’,’ vhilst the Duke, ofter asking Folchetto

to,dress himself *in oll svits like o lady', orders o troop of
nusicions 'to moke o dulcet and a heavenly sound® when Iram wokes.
As in Shakespeere, Irum's very first words are an imperious request
for a drink. This is followed by his determination to persvade
the obsequious attendanis that:

Che Altezza? Io son Izam, ramaio ...

Iram, the tinker - call not me Honour ...)

The . . sines of his subsequent speech 'Dormi? sei desto?'

{Bo I dream or am I wide awake?), modelled ofter Shakespeare

1. All this is given in Boito's detailed stage directions
placed at the beginning of Act II, Scene i. See Tutti gli
seritti, p.387.
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show him, however, responsive and appreciative:

Se questo & un sogno, un'estasi

Irom, piv non ti sveglia

E, se codesta & veglia

Non voglio pid sognar,

(If this is o dream, on ecstasy,

is better not to wake

but if this is reality

T won't dreom anymore.)
Finally convinced of being ‘o lord, indeed', he accepts his new
role, ready for the finol ond most deceptive temptotion of all:
the love of a beavtiful 'lady’.  The beginning of the 'love scene'
between Iram and his 'Madam wife' is token almost verbotim from
Shakespeare who, with this episode, ends 5ly's story. Boite
develops‘the episode in the most hilarious menner. Folchetto,
well us;;piné‘the grace, voice, goit and wction of & gentlewoman®,
as forecast by the Loxd in Scene i, provokes Irom's coarse
attentions. This leads to g brilliont series of exchanges in the
course of which Iram receives his first instruction in the
necessity of occommodating his ungovernable desires to the rule of
vourtly love. Being warned that: 'Hord play is low' and
‘A gentleman only mokes love by means of werds’, he calls forth
his strongest efforts ot correctness and courtesy in order not io
irritote the fostidious lady, Irum's exit is followed by the
entrance of Marianno, who, in despoir becouse of Iram's
disoppearonce, calls upon the Duke for hélp.,  Chavmed by the grace

of the simple country girl, who oppears dazzled by the glittex of

the court, Folchetto offers her his protection. Taking advantoge

125



i

of his femole attire and pretending ta he the Duchess the page
lovingly embraces and kisses her. The scene is suddenly brought
to an end by the entry of the enraged Duke, soon followed by the
appearance of Iram and his retinve. Overjoyed by the sight of
Marianng, Tram loses his self—control,.much to the consternstion of
his 'Madam-wife' who tokes him to tusk severely. Marlenna,
implores the Duke -~ alias Irom - whom she does not recagnise, to
ﬁelp her in finding the lost sweetheart and, finally, to consent to
their marrioge. Iram is, of course, willing to assist. From the
moment he siarts exercising his power we may be o little inclined
4o believe thu; he is expleiting the situation to his own advantage
{ond to the distress of the Duke, who ends ssking himself twho, of
the two, is the one who hes been tricked?'). He promises a
hundred sequins to whoever ;ill find Irom 'prefercbly alive', as
suggested by Marionna; then, onnther hundred are orfered to the
girl as g proper dowry; as o lost homage, he decides to put on
Marionna's lovely little hand the Duke's precious sepphire ring
vhich he, Iram, is presently wearing. When, announced by the
Court Chamberlain, o group of gypsies enters the room asking for a
king to be elected, Iram proposes ... Iram for the vacant throne,
thus orousing the enthusiosm of the picturesque crowd.  Their
vivacity seems to be contagious ond the last scene of the act shows
us the whole company dancing and singing irn o lively Romanesca

This is one of the best and most interesting scenes of the libretto

being, besides an eye-catching pectucle in itself, a very happy
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essay in choracterization through verse.
Marionna's sprightly lines:

Danziame, o zingori, la romanesca,
Moviom dei cimbali ld goia tresca

E sovra i lenguidi suoni emorosi

Il pié& riposi, poi sciolga il vol...

(Let's dance, © gypsies, the Romanesca

Let the gay cymbals start their intrigues
Let's rest upon the languorous sounds

then, let's gbandon ourselves to the flight...)

convey an impression of spentoneous joy, of delightfully feminine
charm and exvberance.
The inspired ond vigorous verse of the Duke:

La danza' & un'estasi che 1'alme adesca
£ un volo, un impeto fascinutor
Danziame, o zingori, lo romanesca
Finché 1'anelito ci offoga il cuor...

{Dencirg is on ecstosy which seduces the soul
It is o flight, o foseinating impetus.

Let's dance, o gypsies, the Romanesca

Till the desire will fade away....)

contrast with the feathery charm of Folchettoe's lyrical effusion:

11 labbro vola del labbro all'escq
Nota e parola cuntan d'amor.

Alle perola par che si mesca
Un'aura fresca di veli e fior.

{Answer the lips to the lips allurement
And notes ond words sing o lovesong.
The freshening breeze, full of shades and flowers
Seems to be mingled with the lovesong words....)}
Iram's poetry is given his own stamp by the robust guiety of the

rhythm:

1. Tresca refers to the lively movement of o couniyy dance, as
well as to an amorous intrigue.
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Trillono e bolzeno timpani e sistri

Pifferi e nacchere con vario suon,

Stridendo fuggano gli ougel sinistri,

Dispersi all'eco della canzon.

{Leaping end trilling moke a gay sound

Tembourines, sistro, costonets ond fifes...

Screaching, the birds of ill omen flee

Scored by the echo of our lively song)
The chorel reprise of the Duke's stanzo (Lo danza & un® estasi...)
provides an animated finale to the second uot.
The scene of the third act is the same as in Act One, but Marianna's
inn is closed and the scene of the former revelry appears to be

deserted.  Alone on the empty stage, Marianna wonders

Dove sord quel nomade
Vagunte alla fortuno...

(Whexs can my gypsy be
At the mercy of fate....)

She hos decided Yo go to the end of the world to find him and
promises herself not to return without Iram. Haxdly has she left
the stage when the Duke, Folchetto snd o few gttendents uppear
coxrying Irom, motionless under the effect of a sleeping potion.

As if guided by o presentiment Morionna returns; overwhelmed by
joy she finds herself reunited to her beloved, who is slowly’
regeining consciousness. Heralded by their tripping song
*Trillono e bolzano cembali e sistri’the gypsies happily invade the
stage; recognising in Iram their king, they burst into o
spontoneous chorus of acclaim and affection - to the astonishment

of Iram who ponders:
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Da tutto questo imbroglio & forza ch'io deduca
Ch'entro ad un cerchio magico in fullo ho messo il pié.
Io m'addormento zingaro e mi risveglio Duce, .
Poi m'addormento Duca e mi risveglio Re.
{From all this tangle I must deduce
that 1 have been caught in o magic ring,
I full asleep a gypsy and I awoke a Duke.
I fall asleep o Duke and 1 awake o King.)
The Duke tells Irom and Marienna the whole story, much to their
omusement.  Folchetto, however, chorged with outrageous flirtation

with Marionna, must defend himself. With o delightful ditty:

Bucio di puggio & bocio di farfalla,
Sfiera e non punge.

{The kiss of o page is like o butterfly's:
it skims but does not sting...)

he induces Irom te pordon him.
A solemn hymn in praise of copper. ,

Gloriu al rame! Egli & sonoro
Pid dell’oro

{Glory to copper
it is more sonorous than gold itself.)

sung by Iram seated on his upturned cavldron as on o throne and
accompanied by resounding hammer strokes, leads to a reprise of
the gypsies' song, Led by Marianna and Iram, now apprecictive of
the advantages of living in freedom, in the pursuit of happiness
the colourful crowd moves slowly tosards the East where:

Il sol nascente
Irradia il bel sentier della speranza.

{The rising sun
Shines upon the begutiful path of hope.)

Felchetto, the Duke and his retinue, remain on the stage waving
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Da tutto questo imbroglio & forza ch'io deduca

Ch'entro ad un cerchio magico in fallo ho messo il pié.

Io m'oddormento zingero e mi risveglie Duca

Poi m'uddormento Duca e mi risveglio Re,

{From all this tengle I must deduce

that I have been caught in o mogic ring,

I fall asleep o gypsy end I awake a Duke.

I fall osleep @ Duke and I awake o King,)
The Duke tells Iram and Marianna the whole story, much to their
omusement.  Folchetto, however, charged with outrageous flirtation

with Marionna, must defend himself. With a delightful ditty:

Bacio di poaggio & bucio di farfalla
Sfiora e non punge.

(The kiss of a poge is like o butterfly's:
it skims but does not sting...)

he induces Irem to pardon him.
A solemn hymn in praise of copper. ,

Glorio al rame! Egli & sonoxo
Pi¢ dell'oro

(Glory to copper
it is more sonoxous than gold itself,)

sung by Irem seoted on his upturned couldron as on ¢ throne and
accompanied by resounding hammer strokes, leads to a reprise of
the gypsies' sony. Led by Marianna and Iram, now appreciative of
the advantages of living in freedom, in the pursuit of hoppiness
the colourful crowd moves slowly towards the East where:

Il sol nascente
Irredia il bel sentier della speranza

(The rising sun
Shines upon the heautiful path of hope.)

Folchetio, the Duke and his retinue, xemoin on the stage waving
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with their handkerchiefs a good-bye to their frieads for o day.
Irom is o unique work; it does not belong to the Italian
comic tradition nor to the time during which it wus wriﬁten.l
It is o modern libretto in the true sense of the word ~ o model
literary comedy in itself ond a perfect springboard for musical
elaboration.  In Boito's production, it represents & brilliant
achievement in breaking awoy from his undoubtedly restricted
dromatic world revolving around the immuteble axis of Good and
Evil. In Irom Boito seems to have overcome the need of o
mechanical opposition between hero/heroine ond viilein: in it,
the cherocters are not black nor white; they have the worldly
attributes of plavsible humon beings and‘do precisely what under

the ciroumsiances they are expected to do.

Irem is ulso the first ond most striking evidence of Boito's

capacity to adapt his telent, moulded in his serious libretti, to

the spirit of sheer comedy. That he possessed a comic vein

Boito had already proved in Re Orso, in some pussages of Mefistofele

and Amleto ond in Grille’s witty remorks in Pier Luigi Farnese.

But, whilst in those works the comic slement was either incidental,

aimed at relieving the strain und heightening the effect of the
tragic interest,or in the nature of sophisticated irony, Iram is

puzre comedy. Enjoyment is written on every page of it and we

L. The date of its composition ~ 1879 - has been established by

Piero Nardi from the manuscript copy found in the Archives
of the House Ricordi. The libretto was first published in
1942 in Totst GIL Seristi,
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cannot but succumb to the irresistible charm, the vivacity, the

engaging spontoneity which infuse it from beginning to end.
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CHAPTER VII

BASI E BOTE

When confronted with Basi e bute® (Kisses and blows) again we are

led into wondering whethor Boito's neatural inclination was not

after all perhaps for comedy., Basi e hote, a Commedia di

Maschere vhich ssems to have been originolly conceived as o
’marionette play, is o brilliant piece of work - a theotrical
divertissement bubbling with humour and brecthing the piquant air
of the Commedia dell‘Arte,2 to which it owes o greot degl. In
Basi e bote we encounter the traditional Italion masks: ‘the old
rich merchant Pentalone ond his notary Ta;tuglin, this last
stammering, of course, os befits his nume; the sophisticated,
*upper class’ Yovers Florindo and Rosaura; the fast-tolker and
imp}ldent servingman Arlecchino ond his soucy sweetheort Colombina.
Pierrot, the mute servant traditionally associated with both
Commedia dell'Arte and opera buffe, completes the cast. The
story, the usuval love intrigue with young men plotting to get o
girl away from an old mon, is given a new spurkle by Boita's
incomporoble thewtrical verve. The guolities of Farce, of mime,
of ballet, of comedy alternate and the entertainment seems to

shimmer like the woter of the lagoon.  The Venetian dialect,

1. Probably written after Irom and before Otello and Folstaff,
Basi e bote was first published, in i*s entirety, in I914
in the periodical La Lettura (N¢ Jenuary/February).

2, See Appendix G., p,407.
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fluent, ductile and full of musical cadences, adds enormously to
the iridescence oé the text aond to the excitement of the situations
besides being an appropriate complement to the setting - ¢ picturesque
fcampiello’ on o bank of the Canal Grande. The curtain rises on
Pantalone who, closely followed by Pierrot, walks hurriedly from
his shop to his houvse carefully barring the respective doors behind
him.»  As he is cbout to leave for 4 business meeting, he entrusts
to Pierrot the task of tending his possessions, including his
beuwtiful word Rosaura, whom he wishes to marry. Whilst taking
snuff he improvises o song in praise of fobacco. This is followed
by a giulogve with an imeginary interlocutor, of irresistible
comicality. After Pantalene's exit, Pierrot pulls from his
waistcc;t o placard on which ore inscribed in big letters the words
'Pierrot loves Colombina' ond mimes ¢ love scene. On hearing
Arlecchino, who approaches singing a lilting song 'Son Arlechin,
son Trufoldin' (I om Harlequin, I am Truffuldino)l, Pierrot flees
hiding himself in a nearby gondola.  Arlecchino appeurs on the
stoge with his love-sick me “er,Florindo, the elegunt young mon
who, in contrast with the buffo-characters speaks o lofty Italian
offecting prim manners (Scene ii). He is in love with Rosaura
and, in o trve Commedia dell'Arte tradition, it is thraugh the
machinations of Arlecchine {who, on his own, will conquer Colombing)

that the two lovers will be brought together ot the end of the

1. Truffaldino means "o cheater’.




play.  The most remquable numbers in this and the noxt scene
ore: Arlecchino's hilarious 'Cunzone della spatola ~ ossic -
L'arte de missior bene lo polenta e de metarghe el tocio’ (Song
. of the spatula' ~ or - the ort of stirring the *polenta’ and to
finish it with sauce), and the delightful quartet of Florinde -
Rosaura, Arlecchino - Colombine.  The exchanges of the two

couples are designed to characterize each peir; the languid,

romantic lovers of the upper closs indulge in their mood with

extravagdant delicacy:

H

Florindo: Wolle e leggierc sospira l'aura
+«+Dolce Rosaurg

‘Rosgura: Il mare & quiets, il cielo & lindo
++.Dolce Florindo

(Florindo: Tender and light the breeze sighs
++.0h! sweet Rosaura

Rosaura:  The sea is quiet; the sky is clear
++.Oh! sweet Florindo.)

The servant couple, who speoks in dialect, are more stroight-
forward ond much more earthbound:
Arlecchino: Xe quusi sero, vien zo la brina
«+sCino Colombina

Colombing: E mi me meto sul finestrin
++.Cigo Arlechin

(Arlecchino: It is neexly night, it is getting cold
+++Cico Colombina

Colombinu: I will wotch you from the window
\ .«.Cigo Arlecchine.)

I% is omusing to note how Boito, parxodying himself, gives

1o the servant lovers, in Scene iv, one af those rupiurcous duets
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play.  The most remarkuble numbers in this and the next scene
are: Arlecchino's hilarious 'Canzone della spatola - ossia -
1L'orte de missior bene lo polenta e de metarghe el tocio® (Song
of the spatula' - or ~ the art of stirring the 'polentan' and to
finish it with savce), and the delightful gquartet of Florindo -
Rosaure, Arlecchino ~ Colombina,  The exchanges of the two
couples are designed to characterize ecch pair; the lenguid,
romantic lovers of the upper class indulge in their wood with
extravagant delicacy:

Florindo: Molle e leggiera sospira 1'aura
e cbolce Rosaura

‘Rosgura: Il mare & quiete, il cielo 3 lindo
...Dolce Florindo

(Florindo: Tender and light the breeze sighs
«+.0h! sweet Rosaura

Rosauro:  The sea is quiet; the sky is clear
+0Oh! sweet Florinde.)

The servant couple, who speuaks in dialect, are more straight-
forward ond much more earthbound:

Arlecchino: Xe quasi sers, vien zo la bripa

«+sCico Colombina

Colombina: E mi me meto sul finestrin
««sCico Arlechin

(Arlecchino: It is neorly night, it is getting cold
««.Cioo Colombina

Colomhina: I will wotch you from the window
«+.Cigo Arlecchine.)

It is omusing to note how Boito, parodying himself, gives

to the servant lovers, in Scene iv, one of thase rapturous duets
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which regularly appear in his libretti, charged, of course, with
ironical overtones:
«»vs E cerchemo o una a una

Le isolete in mezo al mer,

Fin che el lio de la fortuna

Finiremo per trovar.

(... Let us search one by one

all the islets of the sea

till we find

the haven of happiness.)
Florindo and Resuura echo their words; the flirtetion scene is,
however, soon interrupted by the return of Pantalone who engrily,
scolds Pierrot for forgetting his duty. Night has, in the
meanwhile, Tallen on the campiello.  Laughing loudly, Pierrot
lights up with his lontern the corner where the frightened lovers
are hidden, The discovery of the two couples leads to a cudgei
play “during which, in keeping with the tradition of the murionettés
theatre, Pierrot and Pontalone ure unmercifully beuten whilst
Arlecchino and Florinde tukc advantoge of the confusion to snatch
kisses from their respective lovers. The whole neighbourhood is
aroused.  Men ond women appear ot the windows and on the stage,
variously observing ond participating in the tumultuous scene.
Attracted by the confusion, a patrel of guards crmed with torches
and lanterns, come te restore ordex. Convinced by Arlecchino's
accusations that Pierrot is o thief and responsible for the uproar,
the guards arrest him and lead him of f to juil.  With o noisy

ensemble of comments the act moves to its close.

135




For the s2cond and lost act the scene is changed to an interior
room ~ Pantolone's kitchen. Colombina, seuted knitting near

the window, comments . goily on the events of the previous night:
1Guanti basi!' Quante bote!' (How many kisses! How mony blows!') .
The melodious fluency and the piguant overtones of the Venetian
dialect give a glittering effect to the verses of her extended
'solo', half sung and half donced, passage:  'Columbina ga un gatin
veo el ga nome Trufaldin' (Columbina has o kitten ... whose name
is Truffaldino.)  Arlecchino, who has in the meantime slipped
into the kitchen und reacted to the words of her song now storts
noking love‘ to her.  Their idyll is, howevexr, shortlived.
Bemouning h‘;s fate, Florindo appears on the stage:. The sustained
lines of his recitative:

Gid do tre lune, o donna, innomoroto
Il cvore mio di losrime si vela.

(It is three months, My lady,
that my love-sick heart sheds tears for you...)

are followed by a solemn 'aria' marked by o distinctively
Metastasiaon, poeticel mood:

Quolunque sie l'evento
Della mia rea fortuna,
Il fato non pavento
Non so che sia timor,
Dulla ropace mano

$i salvi 1'innocente,
Al bazbaro inumano

La rapird 1'amox.

(Whatever wicked event
Life hos in store for me
I am not afraid of Fote
I know not what is fear.
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From the rapacious hand

The innocent will be saved.

From the cruel barbarian

She will be saved by love.)
Again, Boito seems to make fun of himself in counteracting the
static effect of Florindo's scene by interruptions in the nature
of gastronomicol interjections from Arlecchine, busy at frying
eggs for himself ond at the some time providing o rhythmical
accompaniment to his moster's sentimentol effusions by noisily
drating cheese, Eventually tired of Florindo's sighing ond
bewailing, Arlecchinoe decides to resort to one of his tricks, to
be played vpon the foolish and egsily deceivable Pantalone, He
promises Florindo thot he will not lose his beloved Rosaure; he
exploins his scheme to qurindu and Colombina, also giving them
instructions as to what to do.  The two men withdraw as Pantalone
enters, in night shirt ond night cep, rother the worse for wear
and in o dejected mood.  In broken phrases he givas vent to his
feelings and, after o great deal of self-commiserction, he angrily
calls Celombino.  The scene of the old, crabbed master
exchanging insults with the witty ond cheeky sexving girl is, of
course, a stock device however cleverly exploited by Boito, as is
whot follows. Pompously specking lotin, Arlecchino re-enters
disguised us o doctor, He takes Pantalone's pulse (flirting, at
the some time, with Colowbina) quickly coming to the conclusion thet
the old man is seriously ill.  As a consequence, Pontalone decides

to put forword the dote of his marricge to thot very day, The




notary Tartaglia enters, followed by Florindo ond Rosaura and

according to Arlecchino's instructions

insisting on a handsome

dovry, he dzows up o wedding controci, ecgerly signed by Pontalone.

The foke doctor hastily lesves and Arlecchino steps in.

Pretending to be dying, Arlecchino asks Pantalone to approve his

maxriege, 'in extremis'. No sooner has
second wedding contract thon Arlecchino,
introduces to the bewildered old man the
Florindo - Rosaura. Disgusted by these

to turn to philosophicol solece.  After

Pontalene signed the
suddenly recovered,

newly married couple
antics, Pontalone decides .

brief hesitation, he

gives his blessing to the two young couples, to the delight of all.

Finally, and once ogain in the purest Commedia tradition, all the

characters line up ot the front of the stage, whilst Arlecchino

delivers his last speech:

Viva le masce
Viva el teatro!
Forse, comedie,
Diavoli a guatro!
Viva le scena
De intrighi piena,
El specic alegro
Del mondo negrou...

{Viva the masks!

Vivg the theatre!

Forces and comedies

and hellish uprooxs!
Viva the stage,
full of intrigues -
the hoppy mirror

of the dark werld....)

ending with a petition to either applaud the play or to hiss it

off stage.

We will, of course, opplaud.

We leave with regrei
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the joyful, whims:}cql world of the Masks with its adorable
murionettes, poradoxically, so vibrontly alive.

Perhaps because in dealing with the less demanding field of
comedy, the emphasis is noturally leod to the humon element in
both Lram and Basi e bote and Boito succeeded in sharacterizotion

us never before.




CHAPTER VIIT
OTELLO

During many years of working in the field of the libretto, Boito's
inbora poetic and dramatic gift had been refined and developed and
he was now ready to embark on his greatest achievements, Qtello
" and Falstaff. i
Othella, written in all likelihood in 1604 but not printed

until 1622, ranks among the musterpieces of Shakespeare's 'tregic
period’.  The story, token from o lurid tale by the Italian
writer Giambattista Giraldi Cinthio hus a sombre, strange
fascination.  Shokespeare's dromotic treotment of the tale is

by his stundard surprisingly simple; even the number of
characters participoting in the wction is unusvally small,  What
mokes of Qthello the unique work which it is, is the splendour

of the lunguage, the depth of the characterizotion and, above all
the desolate and laconic objectivity of the drama itself.  Strange
to say, whereas the majority of Shakespeare's plays have tempted
composers of widely different notionalities over the centuries
Othello waited two~hundred years before finding its first composer

in Rossini (1792 - 1868} whose Otello, on a libretto by Francescs

Berio di Salsa was first pexformed ut Nuples, on December 4th, 1816,
After Rossini, Shokespeare's Trdgedy of jeoleusy inspired a few
other works including: Verdi's operc Qtello, pxemi;red at Milan

in 1887 and, more recently, Machuvarani’s bollet Qthelle stoged at
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Thilisi,in 1963. Until the appearance of Verdi's masterpiece
Rossini's enjoyed a very high reputation, not entirely undeserved
The libretto, only tenuously linked with Shakespeare is ahsurd.
The opera contains, however, numbers of extraordinary beauty
justifying the favour a;corded to it by cudiences more musically
minded thon critically orientated.  These numbers, oll found in
Act III, which is the only Act which followed Shakespeare foirly
carefully, ore: the climacticstorm scene (tronsferred from
Shakespeare’s Othello, Act II, Scene i); Desdemona's Willow Song;
the ensuing 'Ave Maria' and the song of a gondolier (heard in the
distance, just before the Willow Song) based on Dante®s well known
verse:

Nessun muggior dolore

Che ricordaersi del tempo felice

Nella miserig....

(There is no greater pain

Than to remember bygone happiness

In deep woe.
Rossini's sensitive treatment of this last act ecould have sufficed
to save the operc from the oblivion into which it has been
eonfined.  Unfortungtely, to meet the demand of a public which
could not ocoept the murder of Desdemona, the composer turned the
ending of the opera into o happy one. A love duet, odapted from

his earlier opera Armivg ('Cara per quast' animg'), sealed the

final reconciliation ~f the hero.and the heroine to everyone's
satisfaction,  Such a practice, which was the rule rather than

the exception ot Rossini's time, would not have been admissible




a few decades lotex. The alteration ruined the libretto from o
drumatic point of view.

During the course of the nineteenth centusy the growing
concept of the ortistic purity of the work of art - and, in the
cose of adoptations, of the inviolobility of the original source-
{derived from o better knowledge of the literature of the past
and from the theories of Wagner, Berlioz and other romantic
writers), hod put new demands upon librettists and composers as
well,

Boito's treutment of the tragedy ~7 Othello clearly reflects
this new trend. He remoinnd faithful to the spirit and much of
the letter of the origincl us for us was possible, allowing for
the difference between an opera and o play. As Boito wrote to
Verdi:

A melodrammo is net a drama, our ort lives on elements

which are foreign to the spoken tragedy. The

atmosphere which has been destroyed can be re-crected,

eight bors ure sufficient to revive u feeling, a

rhythm can give new life to a cheracter. Music is,

among all axts, the most powexful. It hos o logic of

its own, freer ond swifter than the logic of a thought

conveyed by words. It is much more eloguest, too.l
To claim as many critics have done, thut Boito's QOtello is

‘written strictly after Shakespeure's originol‘2>nrthut it is

'for the most part o translotion of the o::iginul‘3 is a mistake

1, In Nordi, op. eit., p.470.

2. Annesley, C. "The Standard Operagluss', 1911, p.251.

3. tiowes, F. and Hope-Wallgce, P. A key to opera London:
Blackie and Sons, 1939, p.180.
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which does not do Boito justice. His libretto is not an arid
imitotion of Shokespeore's tragedy.  In choosing the most salient
episcdes presented by the original ond in channeling his adaptaotion
to them, he gave one of the many possible readings of the play, at
the some time, on intelligent and personal one. Boito's version
is based on the assumption of the ubsolvte innocence of Desdemonc
whom he sees as o symbol of good to be opposed to the evil

figure of Jogo. Otello, the only charucter who changes his
noture and his ottitude towerds life during the course of the ploy,
is the slave of his own passions who becomes the instrument, aond
eventually the victim, of the destyuctive power of evil. Boite
also oltered the struetural framework of the play giving it an
organic‘unity of his own.  Shokespeare's tragedy has five acts
The first of them, which tckes ploce in Venice, is o kind of
Prologue which lays down the conditions necessary for the
development of the story: Othello's bravery os a soldier and his
value to the city of Venice; the enmities to which he is exposed
and his recent wedding to the daughier of a Venetian Senator. In
this particulerly long-drawn-out introduction Shakespeare presents
his cnaracters - Othellc, Tago, Desdemona, along with the more
svbordinate Cassio and Rederigo - in cleor outlines giving detoils
motivating their past, present and future. In the remaining four
acts of the play, which form on irdivisible unit localized on

the island of Cyprus, the premises set forth in'the Prologue are

carried out to a logicol conclusion. To reduce the tragedy to
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oper  : dimensions Boito decided to remove the first oct, the
only cne which r:‘ould be spared. Its contents are not essential
to the gctual dromu.  Some essential points hed, of course, to be
retained and Boito incorporated them into his first act, which
corresponds to Shakespsore's sccond, with admirable skill. Thus,

whilst QOthello opens in a street of Venice, in the middle of

lago's quarrel with Roderigo, Otello opens in the harbour of
Cyprus. A crowd of Cypriots, Jago, Montano, Cassio and Rederige
ore gozing at the sea where o ship is struggling through o storm.
Boitoe's decision to start the action of the opera with Shakespeore's

storm scene was, undoubtedly, o clever ohe from a musical,

drematic and spectacular point of view. It 'provided Verdi with
a supexé opportunity to moke o tremendous initial impact, and i
exploit the great musicel possibilities of the storm's progress as
o means of hightening the excitement of the drama’.> It also ]
creates o kind of psychological background, showing the
incontrollable forces of nature as it were in league with human l

passions.  As to the spectaculer impoct of this scene it suffices

to remember some of the recent product’ s of Otello {such as the

otte givan ot the Metropolitan Opera House, New York,on March 25,

1972 with Franco Zeffirelli as director ond set designer.) Here

1. Hughes, 5., op. cit. p.444:
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the fomous opening chord 'was accompanied by a lightning flash
that blinded the cudience so that the first thing thot they could
see wos o furbulent dockside with willing crowds, scudding clouds
and rocking ships®.t

Otello, the uin’ner over. the cdverse forces of men and nature,
arrives on the poop of his vessel from which he descends amids‘t
unfurling banners ond the cheers of the crowd,

Before entering the stronghold in company with Cassio and
Montano, Otello announces to the jubilant Cypriots the defeat of
the Turks and the dispersal of their fleet. His short but
impressive passage estoblishes him ot once as o voliont soldier
ond o commonding personalily - en impertant point, os the tragedy
of Otello lies in the extent of his fall.

The ensuing dialogie between Jago and Roderigo, (who secretly’
adores Desdemona) is taken from Shakespeare's first act to o
greater extent than is generally admitted.  The two men's first
exchange in the operc:

Jago (in disparte, a Roderigo):

Roderigo,
Ebben, che pensi?

Roderigo: D*affogormi
{Jngo: Well, Roderigo, what are you thinking?

Roderigo: OF drowning myself.)z

or ds to Shakespeare's p ges in Act I, Scene iii.!

1. Opera News May 1972, p.20.

2. English version by Peggie Cochrane - RICORDI, libretto issued
by, the RCA VICTOR RECORD DIVISION LD/LDS 6155,
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-{11.369-70)

Roderigo: Iago.
Tago: Whot sayest thou, noble heart?

Roderigo: Whot will I do, thinkest thou?
. voo I wild incontinently drown myself.

Jogo's eynical comments

Stolto
E. chi s’affogs per umor di donna.

(Ft;ol is he who drown himself
for love of woman.)

is « shortened, and much generolized poraphrase of 'Ere I would
soy I would drown myself, for the love of a guinea~hen, I would
change my humanity with o buboon' and 'Drown thyself? Drown cats
and blind puppies (Act I, Scene iii).

Jogo's next long passage is built on detached sentences

found in the first and third scenes of Othello's Act I and very

skilfully pieced togethex by Boite. The first purt of Jogo's

s PR
speech derives from Act I, Scene iii:
Thevs tre mony events in the womb Suvvia, fa sennc, aspetta

of time, which will be delivered L*opra del tempo,

Xt connot be that Desdamona should

long continve her love unto the Maor {voi segni adori,
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A Dosdemona bella Che nel segreto dei

(11.342-4) Presto in vggie verranno i foschi baci

1. The numbering of lines follows that af M.R Ridley's edition
of Othello. London: Arden Shakespeare Paperbacks, 1971

Di quel selvaggio dalle gonfie lubbra

I profess me thy friend, ond I confass Buen Roderigo, omice tup sincere
mo knit to thy deserving with cables of | | Mi ti profess, nb in pid forte anbascio
pexdurable thoroughness. (11.337.9) Soccorrerti potrei.

" 1# sonctinomy, and o froil vow, So un fragil vote
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betwixt an erring barbarian, ond o * i femnina non & tropp'arduo nado

super-subtle Venetian, be not teo hord pel genio mio né per 1'inferno giuro
for my wits, and oll the tribe of hell che quella dannu sard tua

thow sholt enjoy her. (11.355-9)

M ascoltas
. T hate the Haor (11.365-6). Bench'io finga d'amario, odio

1 hote the Moor (11.384) " quel Haro.... . :

The second part, containing Jogo's account of Cassio's promotion

i over him, has been transferred from Act I, Scene i and synthetized

by Boito as follows:

wos but he, sir, had the election; Qual2*azzimato copitano usurpa

And T, of whom his eyes had seen the proof] = Il grado mio, il grado mio che in cento

At Rhodes, ot Cyprus, ond other grounds Ben pugnate battaglie ho meritato; ’
Christion ond heathen, must be lee’d und Tal fu il volar d'Ctello, ed io rimango
colmed

By debtor and creditor, this counter~

coster

He, in good time, must his lioutenant be, Disva Moresca Signoria 1Alfiere .

. And I, God bless the mark, his worship's

ancient.

(That foppish captain usurps

my rank, the rank that in a hundred

well-fought battles I huve earned. ! )
' Such was Othello's will and I remain
o7 my Moorish Lord ... his ensign.)
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The last lines of Jage's speech:
Ma, comé & ver che tu Rodrigo sei,
Cosid pur certo che se il Moro io fossi
Vedermi non vorrei d'attorno un Jago.
(S0, too, 'tis true that,
were I the Moor I would not wish to see
an Tago about me,)

are comparable to:

It is as sure as you are Roderigo
Were I the Moor, I would not be Iago.

Boito seems to have, however, deliberately given Jugo's sentence
an ominous ring which has no counterpart in Shokespeare.  Whilst
Jogo leads Roderigo aside, obviously plotting for reverge, the
Cypriots celebrate the victory over the Turks lighting the bonfire
which they have been preparing since Otello's exit ond singing and
dancing around it.  This episode which Herbert F.Peyser defines
as @ ‘pleasant intermezzo ... which has nothing to do with
Sl’uikespeare'1 and Exnest Newman an 'unnecessary in‘l;erpalation,z
was actually suggested to Boito by a few words in the Herald's
proclamotion of the very beginning of Shokespecre's Act II, Scene
il

It is Othello's pleasure; our noble and valiant

general, that upon certoin tidings now arrived,

importing the mere perdition of the Turkish fleet;

that every man put himself into triumph: some to
dance, some %o make bonfires....

1. Peyser, H.F. 'Otelle’ Introduction to Opera New York:
Peltz M. ' E,Ed., 1961; p.164.

2. Newr~, E. More Opera Nights. London: 1954, p.657.
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The Fire Chorus is, undoubtedly, o wholly operatic effair. It
does however, provide a fine illustration of Boito's skill in -
integrating conventional devices into the plot without upsetting

its dromotic structure. The Fire Chorus functions not only as o

i
|
|
§

background but aos a tronsition clearing, in fuct, the way for
Jago's proposal of o drinking beut.  Jogo's brindisi, which
follows soon after, is another good example of Boito's dramatic

use of operotic conventions. Tt takes its origin in Jago's

§ drinking song 'And let me the connikin elink' into which Lago
breaks, in Othello,without warning. Whilst in Shaéespuure the
song 13 o purely musical insertion {a song is expected to function
as wine's proverblal ally), in Boito's the Brindisi scenec serves
to reveol Jago's charocter, his objectives and details of his

plot oguinst Otello.  Thus, by the end of this scene, we know

that Jogo is going to use Roderige in making probable the 'displanting®
' of Cassio - Jogo's First aim and the starting point towards the
ruin of Otello. From this moment on until the return of Otello
followed by Desdemona, the action follows Shakespeare's closely
enough. A small voriation is that Rederige is present during the
increasing intoxication of Cassio whilst Montano is not.  Also,
Tage's second sony *King Stephen was a worthy peer' is not retuined
in the opera nor is Cassio's drunken moralizing, Cossio does noﬁ
say 'For mine own part, no offence to the General, nor any man of
quality...' as in Shokespeare (Act II, Scene iii) but he mokes a
strikingly dramatic utterance when, against Jago's last words of

the 'brindisi® song, he says:
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In fondo oll’anima

Ciascun mi guardilf...
++. Non temo il ver
Not temo il ver ....

{To the bottom of my soul

Let oll look,..

I do not fear,

I do not fear the truth.)
As George Houger hos pertinently remarked 'the truth is the lost
thing he needs to fear. Treachery is what he ought to be aware

of',l as Jogo incites Roderigo:

Pensu che puoi cosl dell lieto Otello
Turbar la prima vigilia d'amox!

(Think how you will be able thus
to trouble the happy Othello's first night of love!)

The drunken Cassic is provoked by Roderige into o duel which
involves olso Montano, just arrived te call Cossio to the guard.
Whilst pretending to try to mcke peuse, Juge whispers io Roderigo )
to go and rouse the town:

Va ol porte, con quantd pid posso

Ti resta, gridando: sommossa! sommossal

Va! spargl il tumulte, l'orror. Le campane

Risuonino a stormo.

{Go to the harbour with all the speed

you can muster, crying: Revolt! Revoli!

Go! Spread confusion ond ho~-or. Let

the bells sound the alarm.}

It is Jogo who cuuses the hell to be rung, whereas in Shakespeare
he exclaims:

Who's thai thot rings the bell? Dicblo .. ho
The town will rise.

1. Hauger, G, ‘Othello and Otello’. Music and Letters.
London: Oxford University Press, 1969. vol.50, p.83
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The episode which follows Otello’s entrance in the brawl,
and ends with Cassio's degradation, contains passages neatly
transferred, ond literolly transleoted, from Shakespeore although
abbrevigted here and there.  From the moment of Cassio's downfall
up to the end of the act, the opera diverges from the play.
Shakespeare hes Iogo remain on the stoge where, in o sequence of
duologues {with Cassio and, then, Roderigo) and monologues, he
acquaints the cudience with his plens for the future: he will
toke advahtoge of the guileless offection between Cassio ond
Desdemona to ;reote, for Othello, the appearance of'evil. With
mounting delight he determines on the proctical moves which will
begin to transform into working reality his devilish design.' In
the opere, it is Otello and Desdemona who are left together after
the restoration of oxder in the town. The remeinder of the act
is filled with their rapturous love duet which, far from being @
con;entioncl insertion, serves an informative ond dramatic
function us well: it expluins the origin of Otello's and
Desdemona's morriage; it reveals the dreomy nature of their
relationship - so defenseless in o world which contains Jugo ~ and
provides a contrust, and « deeper motivotion for the following
scenes of jealousy. In the need of unfolding the past along with
the prosent Bgito resorted, once aguin, to Shokespeare's first act:
the largest section of the duet is closely related to Othello's
travel history in Scene 1ii; its closing lines are, instead

borrowed from the greeting scene in Act II, Scene i, where Othello,
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at the height of his still unbroken happiness, says words quivering
with the unconseious feor of o menaecing, inexorable fate:
«ve IF it were now to die,

‘Twere now to be most happy, for I fear

My soul hath her content so absolute

That not onothex comfort, like to this

Succeeds in unknown fate ....
Happiness does, however, prevoil favoured by the peaceful
atmospherr: of the night. ~ '6id la pleiade ardente in mar discends'
(The burning Pleiades slready sink into the sea), sings Otello,
and Venus, the star of love, shines on high. There is no Jago
present planning to breck this pure harmony as in SLakespeate‘s
analoguous love scene,which is utterly devoid of intimacy.
Otello and Desdemong kiss before retiring together to the castle
holding each other in firnm embroce. As Edgard Istel hos polnted
out ‘the powers of darkness have indeed begun their spinning of
the hidden thread, but they have not as yet succeeded in really
disturbing Othello's and Desdemona’s peoce‘,l Only the quiet of
night has been momenturily interrupted but not the 'vigilia d'umore’,
which is about to begin.
The second act of Qtello is essentially a continuous conflict
between Jogo and Otelle - a strange one hecause, whilst Otello

cannot see his opponent, the audience, which is acquainted with

Jago's aims from the baginning - sees with elarity. Again this
Y

1. Istel, E. The 'Othello’ of Verdi and Shakospears. The
Musical Quarterly 1916, v.ii; p.380.
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act, full of mcstg:ly touches and passages of inspired invention,
is an example of Boito's superb adaptive ability, Comporison
with the original play shows that whilst most of the action and
much of the language have been retamined by Boito, he made some
alteration in the running order of the episades. The opening
short scene between Jugo and Cassio in which Jugo suggests the
erstwhile coptain to owait Desdemona in the adjaocent garden to
plead for her intercession with Otello on his beholf, is teken
from Shokespeare's Act II, Scene iii:

I'11 tell you what you shall do .... Our gemeral's

wife is now the general....
The rest is drawn from Act III, Scene iii,which is the drematic
centre of the play as it shows how Tago succeeds in subjugating

Othello. If Boito, in contrast to Shakespeare, gives Jogo o short

. time for preparstion, the process of the awakening of Otello's

jealousy follows much the some course os in Shakespears's tragedy
Jago's 'Credo’ (I believe in a cruel God) which he, cynically
decleims after his exchanges with Cassio, is Boito's own creution
but it seems to have been suggested to Boito by isolated passages
in Timon of Athens, Titus Andronicus and Qthello itself. It
sounds, however, so thoroughly Boitian thet we cannot but agree
with Froncis Toye when he says that Yit is conceivable that Boite,
the Goethe-enthusiast, the author as well os the composer of
'Mefistofeld, was unconsciously tempted to oversiress the offinity

between Othello's ancient und the spirit that ever denies'.l

1. Toye, F., op cit., p.418.
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I find myself uncble to accept the word 'uncensciously' as I feel
convinced thot Boito deliberately emphosized the evilish nature of v
vego as this was essential to his own reading of the pluy. On

the other hand, the thesis of Iago's 'motiveless malignity', first

put forth by Ccieridge,‘has alse been acecepted by Lomb, Hazlitt
Swinburne, Bradley, Grenville-Barker and other Shokespearean

critics who have also pointed out the similarity betweon Ingo and

the character role of Vice in the Morality Pluys.l Joga's pasan

%o the 'Divinity of Hell who has crested him in His own image',

is followed by Desdemonc's and Cossio's meeting und conversation,

Boito allows Otellc to enter by chance in this crucial scene and

Jago slyly turns this to his advantoge when, apparently vnintenticnally,
he says 'Cid m'accora' (I like not that)., The effect is stregthenad
because Otello believes that Jago has not seen him; whilst in
Shakespeare the foct that Yogo and Othelloenter together makes

Iogo's sudden exclamation less effect;ve‘ Further alterations

can be detected in the ensuing section. In the play the colloguy
between Iugo and Othello is interrupted by Desdemona who has

meantime taken leave of Cassio. Boito causes Desdemona and

Cossio to remain in the garden for a while watched by Othella.

The scene in which Jago subtly arouses Otello's jealousy, inflaming

N See: Introduction to Shakespeare's Othelle: OGreat Britain:
Kenneth Muir ed., 1968, p.15, and Wolfgang Clemen
Shakespeare's dramatic axt, Lendon: Methuen, 1972, p.68.
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him by refusing to be more explicit,is tauken almost literclly
from Shakespeare (Act III, iii) but of course, abbreviated.
When Jago realizes that his plan to arouse Otelle’s suspicion of
Cossio has been successful he allaws himself the triumphant irony
of his worning ogainst jealousy:

Temete, signor la gelosial

E'un'idra fosca, livida, cieca, col suo veleno

Se stessa attosca, vivide piuga le squorcia il seno.

{Beware, my loxd of jealousy!

'"Tis o dark hydra, molignant, blind, it

poisons itself with its own venom

its breast is ripped by an open wound.)
After the scene in which Otelle demunds proof of Desdemonc's
infidelity, Boito introduces onother innovation. Desdemona
reappears in the gorden surrounded by women, children and soilors
who have come to sevenade her bearing gifts and strewing flowers
at she approoches.  When the islanders' chorus ends Desdemona
kisses the children and hands a purse to the sailors whilst the
women kiss the hem of her dress. This chorming interlude
obviously inspired by Iogo's words to Cassio 'She is of so free
so kind, so upt, so blessed « disposition.... (Shokespeare, Act
II, Scene iii), besides being on excellent theatrical device
throws into relief Desdemonu's goodness and her love and concern
for others. Therefore, the ensuing scene in which she pleads
for Cassio's restoration to Otello's favour (which in Shokespeore
comes before the 'green-eyed monster' ssene) oppears to be the

logicel outcome of her altruism and of her trust in all men.



There follows the incident in which Desdemonc drops the handkerchief
¢iven her as a first-love gift by Otello, whilst wiping his forehead.
Emilia picks it up ond Jugo receives it from her. The

‘handkerchief quartet' provided Verdi with a unique opportun

for the characterization of the four personages. Edgard .
says that Otto Ludwig has drawn attention to Shakespearu's
'polyphonic dialogue’:

In scenes of this character the genuine dramotic life

pulses most strongly in such polyphonic passages,

where different voices in different rhythms, each cne

with continuing individuality, meet and cut athwart

each other,  But the number of voices thus interwoven

must not be so increased as to render them

indistinguishable.
Boito ond Verdi made o masterly transcription of such a 'polyphonic
dialogue'. In the handkerchief quortet, Desdemona, with touching
humility sues for love('La tua fenciulla io sonc® - T em youx
hondnaiden); Otello, in on as:ts, :uvrments h..self with doubts
and suspicions {'Forse perché di. 146 .o« ' - Puzchance because I
have declined into the vale of years.} At the same time Jago
and Emilic are engaged in a quarrel.  Joge, the opportunist
tactician, realizing that the fortuiious hoppering can be turned
into design, snotches the hondkerchief from tha reluctant Emilia
whe, intimideted by the villain's iaterdiction, deres not resist.
Boito slightly alters the chaructgx‘ _m‘ Emilia who, in contrast
with Shgkespeare’s treotment, is invested with o deeper semsivivity

and vnobility.

1, Ludwig's passage is quoted in Istel, E., op. cii., p.38l.
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Other episodes worthy of mention are: “-sllo's anguished
foxewell to wor end to his former content ond pecce of mind:

Ora e pe* sempre addio, sante memorie.
Addio, sublimi incanti del pensier!
Addio, schiere fulgenti, addio, vittorie,
Dardi volanti e volanti corsier!

«+a Clomori e conti di bottoglia, addio!
Della gloria d'Otello & questo il fin;

(Now and forever farewell, holy memories

Tarevell, sublime content of the mind!

Farewsll, brave troops, farewell, victories

flying shafts and rocing steeds’....

Sound and song of battle, forewell!l

Othelle's glory is gone.)}
and Joge's account of Cassin’s talk in his sleep ('Era lo notte,
Cossio dormin' - It was night, Cassio was sleeping) with its wily
suggestion 'Desdemona soave' (Sweet Desdemonc), This is oimed
ot driving Otello into o frenzy of jeclousy and is followed by

Jago's statement thut Desdemona’s handkerchief (which is in fact

in his pocket) is in Cassio's possession. The dous final

scene shows Otello, his mind olready poisoned, falling on his
knees with Jage, both raising their hands to heaven as for o
solemn oath and invoking the God of Vengeance.  Jago and Otello,
the active villain and his passive victim, are now tied together
in the blind passion of hatred which can’ only destroy them....
ALl these episodes are derived from Shakespeare but their
compression tightens the structure, producing an effect of
admirable intensification.

Boito's third act consists of the last scane of Shakespeare's

Act TIT and of the first two scenes of Act IV, ogain condenssd



into ¢ single act with extraordinary ability. In the opera the
curtoin rises on Otello and Jage in conversation in the Great
Hall of the castle. A Herald announcing that the galley bringing
the Venetion envoys to Cyprus has been sighted, interrupts them.
This episode has no parallel in Shokespeare; it has, however, the
function to remind us of Otello's stotus and responsibilities and
prepare the way for the entrance of Lodovico, the Venetian
Ambassador.  In a brief dialogue Otello bids Jage to continue
outlining his pion to enguge Cassie in o compromising conversation
which Otello will overhear and which will prove Cassio's and
Dosdemona’s treachery; this is taken from Shakespeare’s Act IV,
Scene i:

«evs  But encave yoorself,

and mark the jeers, the gibes, and notable seorns,

that dwell in every region of his face.
The‘ episode which follows, that in which Desdemona, perhaps
deceived by the apparent calm of Otello, insists wgain on pleading
for Cassio to the ever-rising fury of Otello, is the result of the
fusion of two important scenes in Shakespeore: the first, in Act
III, Scene iv, from line 31

Desdemona: "Well my good lord....
to line 90: )

Desdemona 'I pray, telk me of Cassio;
the second, in Act IV, Scene ii, from line 25

Othello Let me see your ayes ....
lock in ay face

up to ond includingOthello’s furious sutburst beginning with:
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Had it plecs'd heaven
To try me with affliction.... (11.48 - 49)

The incident in which Jogo convinces the hidden Otello of
Desdemona's guilt by cleverly manipulating Cassio's conve:suéiun
ebout his mistress Bianca (his remarks could apply to Desdemona),
is essentially the same as in Shakespeare {Act IV, Scene 1).
Biunca, who, in the play, returns the hondkerchief to Cassio, thus
rousing Othello's wrath and passion, does not appear at oll in the
spera. It is therefore Cassio who produces the handkerchief
which Jago had previously placed in his lodging. The succeeding
trio(*Queste ¢ una ragna...' - This is o spider's web), is oll
Boito's.. Then, as in Shakespeare {(Act IV, Scene i), Otello asks
Jago to.obtain poison to kill Desdemona but Jago advises

Il tosco - no

;l.u:l'meglio soffocarla,

14§, nel suvo letto, 13, dove hao peccato.

{A paison, no -

"Twe: stter to strangle her

there her bed, there, where she has sinned.)
and offers his own services for the murdering of Cassio, for
which service he is promoted by Gtello to the vacant command
The episodes of the arrival of the Venetian messengers; of
Othello's reaﬂing of the message recnlling him to Venice and
appointing Cossio as governcw in his stead,and of his striking of
Desdemona, have an cbbrevianted operatic counterpart. The public
humiliation of Desdemona is, perhaps, the only regrettoble

innovation.  In the ploy Othelle insults her when only Ledovice
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is present whereas in the opera she is brutally shamed before o
crowd of people and the entire Senate. There follows a great
ensemble scene in which all express their reaction to the situation.
Desdemona, compassionated by Emilia, laments her lost love ('A
terral .. Si... nel livido fango' - Fallen ... yes ... in the
leaden dust); Roderigo bewnils the departure of Desdemona;

Cassio views the sudden turn of fortune with feorful misgivings;
Ledovico gives vent to his indignation.  The chorus centributed
sympathetic refleciions, now denouncing Otello {"Quell'uomo nero
dsepolerale’ - That black man is deadly) now bemooning the
wretched Desdemona ('Piangon cosi nel ciel lor pianto gli angeli®
~ Thus do the angels shed tears in heaven}. This scens is, for
the most part, freely invented by Boito and, in part, based on
episodes in Shokespeare's second scene in Act IV.  After this
ensemble Jago urges Otello not to delay his revenge and Roderige
to murder Cassio if he would not lose Desdemona, At the climax
Otello furlously bids the crowd go whilst, behind the scenes, a
trivmphal fanfo  :unctuated the off-stage 'Evviva' of the Cypriots
As the stage empties ond Otello and Jago are left alone, Otello
grows delirious and, hounted by the evil vision Jago has

conveyed to him, becomes convulsive and fulls senseless to the
ground,  This short, and extremely painful scene, finds its
prototype in Shakespeare's play, Act IV, Scone i, where Othello
falls 'into an epilepsy', after roging furiouslﬁ ‘ As the fonfare

sounds forth Otello’s fame and the people cry glory to the Lion of
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Venice, Jago, putting his heel on the head of the unconscious
Otello, shouts with friumphant disdein and digbelical sarcasm,
‘Here lies the Lion!' This ending of the act hos no counterpart
in Shokespeare. It is Boito's invention and, as rsmarked by
Spike Hughes 'with Verdi's music must xank as one of the most
nasterly strokes of pure theatre in the history of opera'.l

The fourth oct - o masterpiece - is, both musically end
dramotically, the best of the whole opera; the highest wanifestotion
of Boito's mastery and Verdi's genius.  With drametic eptness
Boito discarded everything which could interfere in any monner
with the continvity of the action and with the dominant tone of
the act.  IF the previous act wos filled with the sufferings
which o;e the aFftertmath of the tromendous wonflict of Act II

Act IV brings the denouement which none of the characters, not
even Jago, con quite contrel.  This, Boito's last act, covers the
ground of Shakespeare's Act IV, Scene iii {the episode betwsen
Desdemona and Emilic, ending with Desdemona's farewell to her
lady-in-woiting) and Act V, scene ii, The famous scene when
Emilio helps her prepare for bed - full of Desdemona's ghostly and
unresisting sense of dea{h ~ is preceded, in the play, by the
superflucus appearance of Othello and Lodovico in Desdemona's
apertment. At the beginning of Act V, Shokespeore inserts

another scene - g vesy long one - embracing the entrance of many

1. Hughes, S., op. cit., p.467,



characters ( and leading up to the murder of Roderigo), completely
distracting attention from Desdemona's fote. It is only in the
second scene of Act V that Shokespeare introduces us into
Desdemona's bedroom. Boito discarded these two.unnecessury
scenes, joining the episode of the farewell to Emilia directly
with Otello's oppearance in Dasdemona's room, In this way, his
fourth act achieved a marvellous symmetry and inner cohesion,
further intensified by the heort-brecking sadness of Desdemona's
Willow Song {as given in Shokespeare, but with slight varictions
and so beautifully transluted to stand on the same level of
poetic beauty os Shakespeore's lines). Desdemona's final scene
is given added poignaney by her singing of the 'Ave Maria® which
with tge dreadful reiteration of: '.., nall'ora dellg morte’,
creates the suspense of impending tragedy. This interpolated
proyer to the Virgin offers another illustration of Boite's
genius in providing Verdi with lyrical opportunities, and at the
same time, 'adding to the dramo in @ way Shakespeare might have
wished he had thought of himself'.!

The marvellour soliloguy which Shakespenre gives to Othello
ot the very beginning of Act V, Scene ii, (It is the cavse, it is
the cause my soul) in which he telis himself thut he is
sacrificing Desdemona to justice, is reptuced by a dumb-show.

According to Boito's stege directions:

1. Hughes, $., op. cit., p.475.




Othello enters by o secret door. He places o
scimitar on the table. He staonds before the
candle undecided whether to extinguish it ox not.
He looks «t Desdemona, then puts out the light
The room is now illuminated only by the candle
burning obove the prie-dieu. He drows near to
the bed ond looks down on the sleeping Desdemona
He kisses her three times. On the third kiss
she awakens.
The opening dialogue between Desdemona and Otelle follows
Shokespeare very closely up *¢ the murder of Desdemona, whilst
the scene between Othello and Emilia, ending with Emilia's ery
for help, is greatly shortened. The rest of the act is
subjected to importent modificotions. As observed by Froncis
Toye, few will, however 'regret the suppression of the excessively
protracted end of the tragedy as Shokespeure wrote it, in
particular the unnecessorymurder of Emilia and the promised
torture of Iugo'.1 Jago's refusal to ohswer Otello's question
and his flight dispose of him in a satisfactory manner
Otello's last speech has on infinite, unbearable pathos as
he acknowledges the depth to which he has fallen:
Nivn mi tema
S'anco ormato mi vede. Ecco la fine
Del mio commin... Oh! OGloria! Otello fu,
(..v. Let no one fear me
though you see me armed. This is my
journey's end ... Glory! Othello is no more.)

When the final desclation comes upon him, afier realizing the

being he loved and has murdered was innocent, he cxies to the

1. Toye, Fop.cit., p.418,
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dead Desdemona:

E tu ... come sei pallidal e stance, e mute, e bello

(And you ... how pale you are, ond wan and mute and beautiful.)
This is a most moving passage,followed by a brief sequence founded
on g few words in the play: 'O ill-starred wench!' and ‘cold,
cold my girl, even like thy chastity', and ending with the
agonizing:

Desdemona!  Desdemond .. Ah! ... mortal ... mortal ..
mortal. ..

Otello knows that there is no escape from the consequences of
what he has done.  He drows o hidden dogger ond stabs himself
Shakespears's words:

I kiss'd thee ere I kill'd thee; =~ no way but this,
Killing myself, to die upon o kiss

are paraphrased by Boito tov reproduce the rhythm of the lines
heard in the Love Duet at the end of Act I:
Otello: Act IV
Ah!  la gioia m*inonda Otello:
Si fieramente ... che ansante

mi giacic... Or morendo ... nell'ombra...
Un bacios... ov'io mi giacio...

Un bacio ... Un bacio ancora ...

Desdemong:  Otello! un altro bacio.
Qtello: Un bacio . ancora un bacie
With overwhelming poignoncy the music recalls the motive
associoted with the kiss scene bringing memories of pest happiness
and of a love now so tragically destroyed. By the end of the

¢, ra Obello has come full circle, regaining his former nobility.

As in Shokespeure, he is ‘the one that loved not wisely, but too
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well', his wecknesses acquiring the splendour of human passions.

The excellence of Boito's libretto has been so universally
acknowledged that little needs to be odded to whot has been
written over many years. Two remarks seem to me particularly
pertinent: the first, writien in 1903 by the German musicologist
Dr Istel whe considered Boito's book 'the best written since
Richard Wogner's death, and the only one which, based throughout
on Wagner's principles, does not really depart from them for a
——— {We will remember that the insertion of set numbers
is plwoys dramotically motivated end in no way hinders the flow
of the music or of the dramutic action.)

The second remark is found in the Verdi biogrophy, written
o few years loter by Gino Monaldi:

The libretto of Othello (sic) cannot be classified

with the semi-literory tribe of earlier operu-texts

which were, at battom, merely u springboaxd for the

musicion «.. Boito's Othello is a feat in which

the poet porticipates us a genuine collaborgtor in

the musician's work of art, It is dramatic

composition, thought out and written down so that

from letter to letter it might remain in closest

contact with the music und poetically blend

therewithi2
In justice to Boito & full chepter could easily be devoted to the

_ poetry of the libretto. I must, however, in the scope of this

dicsertotion, confine myself to consideration of o few passages which

may serve as examples of Boito':s command of language and of his

musical-poetic artistry, for it is obvious iliat the poet horxe

1. Istel, E., op. ¢it., pp. 385-6.
2. ibid., p.386,
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in mind the musician in every line he wrote. The seguence in

Act I of the 'Fusco di gioia':

Fuoco di gioia ~ 1'ilare vampu

Fuga la notte ~ col sue splendor,
Guizza, sfavilla ~ crepita, avvampa.
Fulgide incendia ~ che invade il cor....

defined by Spike Hughes os ‘one of the most fascinating ond
sensuously originel pieces of music Verdi ever wrate',l would
never h;ve been wiitten in such a way without the rhythmicel
suggestions of the Boitian text~ and, incidentally, moxt

probably without the study of the score of Mefistofele' 2 ’
In the Fire Chorus Verdi abandens the broad melodic line so

typical of him in Yavour of o more nexvous, frogmentory kind of
treatment, perfectly correspending to the rhythmicol pattern of the

text. (See Ex.1) The second example is concerned with Jago's dream

story {Act II). The double septenary lines of his speech may

be divided into five sylluble lines in alternate rhymed lines

Thus: .

Era lo notte, Cassio dormia, gli stavo accanto,

Con interrotte voci tradia l'intime incanto.

Con lobbro lente, lente, movea nell'abbandona .
Del sogno ordente; e allor dicea, con flebil sueno....

1. Hughes; S., op. cit., p.445.

2. Many critics - from G B Shaw to Fausto Terrefranca and
Ildebrande Pizzetti - have pointed out the influence (in
all respects) exerted by Boito upon the older and much
more gifted composer. A propos of Jage's 'Credo', Shaw
observes that 'certain touches in Jago's Credo were
perhaps either suggested by Boito, or compesed in his
manner in fotherly compliment to him'. (London music in 1888-89
London ~ 3rd ed. 1950, p.388.)
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becomes:

Era la notte Le labbra lente

Cassio dormia lente moved

Gli stavo accanto nell®obbandono

Con interrotte del sogno. ardente

voci trodia E allor dicea

1tintimo incanto con flebil suenc.,..

Verdi put to splendid use the possibilities offered by this
hidden metrical structure adjusting his music to it and, as
Francis Toye remarks: ‘It may be doubted whether any fusion of
voice, orchestra and text hus ever been more perfect thon this' 1
(See Ex. 2), My last example is concerned with the famous
Love Duet at the end of Act I, o number which, in Herbert Peyser's
opinion 'for sheer rapturous beauty, stands above anylaing he
{Verdi) ever wrote‘.‘.'z The most lyrical portion nf the duet
covers four stanzas, given in turn to Desdemona arnd Otello, each
constituted of four hendecasyllabic lines which cen be broken up
at the musician's convenience, resolving themselves noturally
into six, differently stressed (moinly septenory) lines. The
warm, exquisitely lyrical musical lines of Desdemona follow the
zhythm of the hendecasyllable (See ex. 3):

Quando narravi l'esule tua vita

E i fieri. eventi e i lunghi tuoi dolor

Ed ie t'wdie coll'enima ropito
In quei spaventi e coll'estasi in cox,

1. Toye, F., op. cit., p.423.

2. Peyser, H.P,, op. cit., p.165.
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Otello's magnificently virile phrasing follows the sconsion

of the most rhythmically incisive septenary meter, opt to the

characterization of the hero (see ex. 4).

Pingeq dell’ormi il fremito la pugna
E il vol gaglicrdo alla breceic mortal.

L'assalto orribil edara colllugna
Nelbaluardo e il sibilante stral.

4
deb . Var - < omil

As Francis Toye has stressed, Verdi's definite ideal in setting

Boito's Libretto to music wos to give 4o his verses 'the most

true ond significant accent possible'.

This is why Otello,

1, Toye, F., cit., p.419.
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the dromo of 'the suffering mortel who is musically revesled
down to the faintest tremor of his nervous system'1 remgins one
of the greatest operas ever written. It is, indeed, “the opera
that ‘ﬂ'\e‘ musical drametist, Verdi, hod been working his way -~

towards, throughout his long cureer‘.2

1. Werfel, F., eit., p.74. '

2. Osboxne, C., The Complete operas of Verdi®, London: V., Gollencz,
1969, p.470.
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CHAPTER IX
FALSTAFF

*If Boito has succeeded admirobly in adopting Othello, he performed
a miracle in filletting Shakespeare's ploddingly repatitive potw
boilex, The Merzy Wives of Windsor, throwing owt its poor jokes
turning its bud prose into excellent verse, paring down its clumsily
extravagant cast of characters in preparation for Verdi's brilliant
musical characterization of Falstaff, the Fords, Mistress Quickly
and the adolescent love bundle made up of Nonnetta ond Fenton:l
writes Charles Osborne. Indeed, many critics «and Shokespearean
authorities, es for instance Francis Fergusson, find that *Falstoff
is less inspired here (Morry Wives) than he is in the "Henry IV plays
and that the comedy as o whole lacks the imaginative distinction of
Shakespeare's best works‘;2 others, go so for as to dismiss the
play e " heartless farca, a botchwork ... barely worthy of
inclusion in the canon'3 and to assert that, in reconventionalizing
Folstaff in the Mezry Wives, Shakespeare 'turned him so decidedly
into o gull ond o buffoon that the thingAis like a rejection in

itgelf, or « manifesto of complete eventual disinterest

1. Osborne, C. 'The complete operas of Verdi', London
V. Golloncz: 1969, p. 437 !

2. Fergusson, F. op. cit., p.127,

3. Shattuck, C.H. 'Six episodes in the life of o play' in
The Merxzy Wives of Windsor, New Yoxk, Fergusson, 1966, p.20.
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in the chnructer'.l There is, perhaps, some exoggerction in
these two last remarks although we must admit thot meny signs in
the play seem to lend credit to the tradition which wants the play
written inAfonkesn days by order of Queen Elizabeth I who, according
to Rowe 'was so well pleased with that odmircble charocter of
Folstaff, in the two parts of Henry IV, that she commanded him to
continue it for one play mere, and i show him in love'.2 The
comedy is obviously hastily built out of diverse and ill-digested
materials but perhops because of its satisfying theotricalism and
abundance of broad mirths, it has held the stage since it first
appeared enjoying, ot times, (especially during the eighteenth
century) an enormous populority. During the eightsenth centuzy
it flourished on the stage, o hundred custs and thxee hundred and
thixty-six performances being recorded in London alone. By the
end of the century, olthough the personal popularity of Folstaff
as o cheructor had risen to its apogee, the Mexry Wives as o play
was ignored by serious writers. This decline of uppreciction of
the play was the natural result of the grodual loss of interest
in the clossical and the rise of the romantic peint of view.

"The last century found its local colour, its rather complacent
moxrnlizing, and its good-natured high spirits very much to its

tuste'a, but, more recently, the bright and happy version of

1. Stewart, J.I.M. ‘The birth and death of Folstaff'; in
Shakespeare. Henry IV, Ports I and II. ed. G.K. Hunter
London: Maemillan, 1970, p.l127.

2, Intreduction to The Merry Wives (*The complete works of
Williom Shaokespeare') New York: W.G. Clark and A. Wright, p.47.

3. Fergusson, F. Op. eit., p.128




174

The Mexry Wives of Windsor produced ot Stratford on Avon {duriag
the 1955 season) does not seem to have roused any great critical
intersst. The Merry Wives of Windsor has often been subjected to
nany forms of adaptation, from the near ballad-opera production
put on by Elliston at Drury Lone in 1824, to actual opera

Boito's use of Shokespeare's chardcter of Folstaff wos by no
means the first appearance of the fat knight on the operatic stage.
It was in 1761 that there appeared, in Poris, the first opera on

Thy Merry Wives of Windsor. Its title was ‘Le vieux coquet, ou

les deux amies, and the auther wos o french violinist nemed

Popavoine. The opera, killed, it is scid, by its libretto, was
only porfoxme ! once. Towards the end of the century The Merry
Wives of Windsor was set three times within five years: Ritter's

Die Lustige Weibsr (1794) ond Ditter von Dittersdorf's Die Lustige

Meiber von Windsor und der dicke Hans (1796) were both on the same

libxetto, by G6.C, Roemer; Salieri's Fulstuff, osig lo tre burle

(lib. by De Franceschi) appsared in 1799.  Salieri's opera must have
enjoyed a certain populirity (Beethoven made a set of variations

on one of its themes: Lo stesss, la stessissima), ond De Francheschi's
libretto still presents some paints of interest, None of these
operas, howevﬁr, is remembered to-day. Balfe's Falstaff on libretto
by Maggioni, performed in London in 1838, was another feilure.

The first syccessful operatic version of the Shokespearean comedy

i~ ‘erefore Nicolai's Die lustige Weiber von Windsor produced

in Bexlin in 1849, o sophisticated comedy full of tuneful melodies
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and containing episudes almost worthy of Verdi (e.g., the Garden

and the Windsor Park scenes, and Mrs Puge'sl ballad of Herne the :
Hunter}, 8.H. Mesenthal, who versified the libretto sketched by

' Nicoloi hi'!tself and very closely following the play was, os

observed by Winten Deun,2 no Boito, but he was, however, not

insensitive to Shokespeore and tried, os Boito was to do with much

greater success, to improve upon the original text by borrowing

points from other plays: Henry IV, Twelfth Night ond A Midsummer

Night's Dream. To stari the opera with the wives, rather than

vith Falstaff (who only appears before the 'buck basket' scene) f
was, undoubtedly, o mistoke. Also regretiable is the omission of

the characters of Bardolph and Pistol, Falstaff's companions

linked b;ith the low life, and more genuinely comic side of his i
noture.  The 'xeduc‘n’ion of Mistress Quickly's role to one of mere

insignificance is also a loss to the story. Vaughon Williams®

Six John in Love, written in 1929 and revived at Sadler's Wells in

1945, has not won the success which, according to Hubert Foss this

'lovely cpera ~ wer ° tic ot times as well os swift in movement®
deserves.. In Winton Dean's opinion however, Six Jobn in Love is

' o disappointing work 'partly owing to the clumsiness of the libretto,

partly becouse it treats the plot as a slow comedy of rustic life

1. Mistress Page and Mistress Ford are rechristened in the ;
' librotto Frauv Reich and Frav Fluth, respectively. |

2. Dean, W., op. cit., p.122.

3. Foss, H., Rolph Voughgn Williams, London; G, Harrap, 1950,
p. 130,
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instood of o sophisticated farcell Decn finds that the folk
idiom of the music (twelve genuine folk tunes being included in
the score) is not 'really suited to the play which needs o
auicksilver deftness if it is not to becons tedious’,? also
criticizing, as drematic miscalculetions, the retention of far too
many minox churacters(‘they crowq each other cut; the composer,
whose gifts in ony case were expansive ond lyrical rather than
dramatic, has no space to develop or differenticte them')aand the
excessive emphasis laid on the Fenton - Anne Page subplot.
Perhaps Hubert Floss is in the right when he observes that 'while
Boito and Verdi made out of Shukespeare's Falstaff an eternel work
of art, o superlative operq, Voughon Willioms has gquite simply
translotad Shokespeare inte music',4 fully preserving the words as
well as the spirit ;F the age of Shakespeare.

The Boito-Verdi Fylstaff (Milan 1893), describod by Richard
Struuss as ‘one of the greotest mastexpieces of all time‘,s and by
Charles V. Stanford as 'o mastexpiece of diction as well as of

music, u child of which both the paxents mey ba equally proud'6

b Dean, W. op. cit., p.127,

2. Ibid, '

3. Ibids

4, Foss, H., op. cit., pp. 6970,

5. Osborne, Chorles, The complete operas of Verdi, London:
Pan Books, 1973, p, 488,

6, Stanford, C.V., op. cit., p.170.
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seems to have swept the stoge clear of both Nicoloi's and Voughan
Williams' operas. Boito's libretto, to which Verdi referred as
‘o lyric comedy unlike any other‘l, is wholly admirable. With
incredible dexterity Boito solved the nearly inpossible task of
turning Shakespeare's five-act sprawling farce into o beautifully
shoped three~act libretto in which the stoxy of Folstaff's
frustrated affair with the country domes and that of protty Anne
Page's omorous intrigue, are wonderfully woven together,

Although mainly based on the Merry Wives of Windsor, the libretto
shows considercble divergences from the play. Many incidenis
hoving little relation to eithex of the muin stories ond some of
the characters connactod with them, (such as Moster William Page
and his.Lutin lesson, and the duol between Parson Evens and
Doctor Culus prcvugted by the Host of the Garter) are nué found
i the opera book. Bolto's Doctor Caius is a fusion of fraits
taken from Slender, Shallow, Parson Evans ond Caius himself

Anne Poge becomes, for convenience, Nannetta Ford; Mistross
Quickly, whose role is more pruminent in the libretto then in the
play, is not Dr Caius' sorvant but the confidante of Mistress Alice
Ford and Mistress Meg Page. By omitting tha Mother Prat's
episode, Boito reduces the series of Falstaff's misadventures to
twe: his conceolment in the buck basket which is then emptied

into the Thames water und his assignation with the merry wives at

1. The letter to Gino Moneldi dated 3xd Decomber, 1890 is found
in Franz Werfel, op. cit., p.396.




t
£
H
f
§

Herne®s Ook in the Windsor Forest. Boito's Fulstaff is a character
less hard than his English forebear. As remarked by A, St. John
Brenon, Boito 'did not touch heavily on the more sinister features
of the witfy sensvalist, those which made Victor Hugo say of
Folstaff, 'glutton, coward and brute, he walked on the four paws

of disgruce',l byt rather brought out his move remarkable qualities:
an  irrasistible enjoyment of life; @ boisterous gaoiety; an
amusing ribgldry and witty insolence. By borrowing lines and
passages from the Henry IV plays, notably the monologue on henour,
Boito 'restored Falstaff to something of his previous impish glery,
and made him a charucter with whom, rothex than gt whom we can
lavghi?  The arrangement of oll the incidents drawn from the
several.Shqke'spearean sources ond of those freely invented by Boito
in six scenes, contrived in such o way as to assure dramatic
contrast and climax os well as the requisite pace and nimbleness,
is a further example of Boito's theatrical mastery. (Each of the
opera's three acts is divided into two parts, rather short ond
almost equal in length.) In contrast with Shakespeare, who starts
his comedy with on ‘ensemble’ scene taking place in a street in

Windsox, before Puge's house, Bolto's version opens in ¢ room

1. A. St. John Brenen, op. cit., p.1562,

2. Granville-Barker, Frank, 'Verdi and Shakespeare'. Music
Porode 2. MNo., 5, {undated: see The Music Index, 1951,
Information Service, p.50) Englend: Unwin, A., p.20
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of the Garter Inn where Falstaff, after sealing two letters he
has just written, lies back comfortebly in o huge armchoir, and
starts sipping his sherry. Pistola and the red-nosed Bardolfo
Fulstqff's{old associates, are in attendince when Cajus, the town
physicion, brushing the; aside, takes Falsteff to task for having
broken into his house, bullied his servants ond stolen one of his
horses.  The imperturbable knight immedictely puts aside Cajus
complaints, not by attempting to excuse or deny the facts, but
simply admitting them with deliberate insolence: 'Ho fotto cid
che hai detto... L'ho fotto apposta’ (I did everything you say ...
I did it purposely). Cajus' further accusations, this time
dirncted ot Pistola and Bardolfo, charged with having emptied his
pockets after making him drunk, are declared by Folstaff to be
unfounded.  The diaiogue between Folstoff and his minions
characterizing them os iaveterate rascals, moves on quickly
estoblishing the tone of the scene in o most effective manner

A string of reciprocal invectives leads to Cajus' solemn resolution:
Giuro ... che se mai m'ubriaco.ancora all’osteria

Sord fra gente onesta, scbria, civile e pia.

{If ever I get drunk ogain at the inn, I swear
it will be only with honest, sobex, civil, pious folk.)l

Accompanying him to the door with irenic ceremony, Berdolfo and
Pistola try to show some sympathy with their victim by answering
his last utterance with the pious chanting of a mock-solemn 'Amen’,
severely criticized, on cesthetic grounds, by Folstaff who reminds

them of the basic rule of ort: ‘Rubar con garboea tempo®

1. English version by Dale McAdo; libretto issved by Angel
Records (Angel Album 3552 C/L)
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(Steal deftly and ot the right time).

The passage about Bardolfo’s rubicund nose serving as a
lantern on the journeys from tavern to tavern but too expensive,
however, to be maintained in times of financiol crisis, is
borrowed from Henry IV; Parts I, IXI, iii, Its insertion after
the first opisode of the opera book and befere the one concerned
with Felstaff's plonning fo assail the virtve of two wealth, wives
in order to better his foriune, comes in quite naturally.
Falstoff's self-praise of his tremendous belly starting with
*Se Falstaff s'assotiglia non & pid lui' (If Falstaff thins, he is
not himself) and insgired by a passege in Henry IV, Paxt II, IV,
iii,l is sealed by Pistola's ond Bardolfo's acclamations of
"Falstaff immenso', 'Fnoxnme Falsteffl' Their enthusiasm is
however, soen to flAQ under the Knight's injunction to deliver
two letters to the buxom dames whom, he believes, have looked on
him with greedy intentions. Pistola's and Bardolfo's reluctance
to oblige ~ the commission being ogainst their principles of
honour -elicits from Felstaff, the natural enemy of anything moral
and respectable, his famous meditation on honour in which he
dismisses it us a nonsense by demonstroting thet:it ecennot fill
a belly, nor set « leg, or an arm, or anything and thot neither
th~ living nor the deod can possess it. The first part of this

speech is token from e Merry Wives, Ast II, Scene ii:

1. I have a whole school of tongues in this belly of mine; and
not a tongue of them all speaks any other word but my nome.’
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You stand upon your honour!  Why, thou unconfinable

baseness, it is os much as I can do to keep the terms

of my honour precise....
The secend part is drawn, ond almost literally transloted, from
the speech inspired in Falstaff by the gallant death of ilotspur in
Henry IV, Part I; V, iv.

» Con honour set to o leg? No: or an arm? No ...

Honour hath no skill in surgery, then? No. What

is honour? a word,  What is thot word honour?

dir «e. A trim reckoning....
At the end of this speech the corpulent knight drops his mortally
wounded dignity, ongrily chasing his unfaithful companiens out of
the room. If the opening tavern scene is dominoted by Folstaff's
massive presence as well as by his fierce vitality ond anarchie
wit, the second part of the act, laid in o sunny gorden near Ford's
house, is filled with the chaotter and mischievous laughter of the
gay wives of Windsor. A fresh country cir seems to breathe over
this delightful scene, skilfully spun by Boito out of no more than
twenty~seven lines (out of two hundred ond forty-five) found in the
first scene of the second act of the play. As the curtain rises
we = “stress Alice Ford who, followed by her pretty daughter
Na. « just leoving her house. She has received Folstaff's
passivnute messoge ond is onxious to tell her neighbours - Mistress
Meg Poge and elderly Mistress Quickly - obout it. Meg Page has
also received a similar letter. On learning from Falstaff's
identically worded missives that he proposes to seduce them both
the wives decide, half amusedand half indignant, to punish his

impudence.  Mistress Ford's allusion to the old libertine's




physical bulk in Shakespeare's Merry Wives (Act II, Sceme i):

What tempest, I trow , threw this whale.. ashore
at Windsox?

develops, in Boito's hand, into the gorrulous quartet of the
goséiping women in vhich each of them contributes, by means of
witty remarks, to the characterization of the mountainous knight.

Quelllotre! quel tino!

Quel Re delle pance,

Ci ha ancora le ciance

Del bel vagheggino.

(That winebug!  That winevat!

Thet king of paunches,

still prottling like

a handsome youth.)
As ford enters followed by Cuius, Bardelfo, Pistols and Fenton
(Nannetta's young suitor) the women, keeping together, retire into
the background continuing their comments on Falstoff. At the
some time, the five men voice together severol opinions: Caius
tells Ford whot "a raoscol, o trickster and o thief' Falstoff is;
Beordolfo and Pistola warn him of Falsteff's plan to seduce his

wife; Fenton declares himself prepaorcd to pack the old rogue 'off

to hell' whilst Ford, dazed by the hubbub, mutters:

Un ronzio di vespe e d’avidi
Calabron brontolumento

Un rombar di nembi gravidi
Dturaguni & quel ch'ic sento....
+ev Parlan quattro ed une ascolta:
Qual dei quattro uscolterd?

Se parlate uno alla volte

Forse allor v'intenders?
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(The huzz of bees

the whine of wasps

the crash of thunder -

these are oll I heor,...

+es Four speck, one listens -

which shall have my eor?

If you talk one ot a tiwe

Perhaps I'1l understand.)
Ford's imperious injunction to Pistola 'Ripeti' brings the nonet
to an end.  Already in 1893 Charles V. Stonford, in the admircble
article written on the occasion of the first performance of Falstoff
drew wttention to the cleverness of Boito's ensemble vesses
obgerving:

Without being cast in the old sterotyped mould ox being

unduly tramelled by forced rhymes, Boito contrivad that

nine of his characters should simultaneoulsy utter as

many different verses, oll exactly balencing each other,

all clear ond distinctive, without any palpable

straining of metre.
It is interesting to note how Verdi, by seiziag on the opportunities
provided by the metrical scheme of the verse, succeeded in obtaining
the irresistible effect of the nonet, by combining the lively %
rhythm suggested by the six syllable lines of the chattering women,
with the rapid % rhythm associuted with the octosyllabic lines of
the muttering men, (see Ex. 1). "The ensuihg love duet between
Nonnetta and Fenton ('Labbra di foco! ... Labbra di fiore!...) forms
an exquisite tronsition between the scene of the exit of all the

charocters and the re-ent-ance of the women who quickly arrange to

send Mistress Quickly as o messenjer to the 'faithless wretch, As

1. Stanford, C.V.eweit. pp. 173-4.
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the whine of wasrs

the crash of thunder

these ore all I hear....

«»+ Four speak, one listens -
which shall have my ear?

If you talk one at o time
Perhaps I'11 understand.)

Ford's imperious injunction to Pistolo 'Ripeti' hrings the nonet

to on end.  Already in 1893 Charles V. Stanford, in the admirable

article written on the occasion of the first performance of Falstaff

drew ottention to the cleverness of Boito's ensemble vesses
observing:

Without being cast in the old sterotyped mould ox heing

unduly tramelled by forced rhymes, Boito contrivsd that

nine of his characters should simultansoulsy utter as

mony different verses, ¢ll excctly balencing each other

all clear and distinctive, without any palpeble

straining of metre.
It is interesting to note how Verdi, by seizing on the opportunities
provided by the metrical scheme of the verse, succesded in obtaining
the irresistible effect of the nonet, by combining the lively %
rhythm suggested by the six sylleble lines of the chattering women,
with the rapid % rhythn associeted with the octosyllabic lines of
the muttering men, (see Ex. 1). The ensuiig love duet between
Nonnetta and Fenton ('Labbra di foco! ... Labbra di fiorel...) forms
anh exquisite transition between the scene of the exit of all the

characters and the re-entrence of the women who quickly crrange to

send Mistress Quickly as o messenger to the 'faithless wretch! As

1. Stonford, C.V.ewcit. pp. 173-4.
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the three women leave the stoge « second time Fenton und Nannetto
resume their 'pretty game of love’. It wos Boito's idea to have
the love episodes of the young couple, (hardly existing in
Shukespeare) 'appecr suddenly at very frequent intervals'. He
wrote in fact to Verdi: 'in oll scenes in which they toke part
they will keep kissing by stealth in corners, ustutely, boldly,
without letting themselves be discovered, with fresh little phrases
and brief, very rapid duologues, from the beginning to the end of
the comedy; it will be o most lively, merry love, always disturbed

ond interrupted and olways veady to recommence‘.l

185

On hearing peopls approaching ance mora (this time the men) Nannetta

runs out followed by Fenton singing the wondrously tendexr 'Bocca
bacigto non perde ventura' te which Nanneitq answers, from a distance
YAnzi rinnova come éa lo luna's.  The exchonges between the men,
still discyssing their plot involving Ford presenting himself to
Falstaff under another name (Fontana), keep the plot in motion
Eventually the women and men join in en ensemble {musicelly, a
vaxiation of the one olready hcnrd),in which all, with the exception
of Fenton (who sing a lyrical line soaring cbove the other's
phrases) carry on with their scheming, Alice's reprise of 'Ma il
viso mio sy lui risplendera'~ a quotation from Falstaff's
extravagant love letter - is the couse of the burst of loughter to

which the curtein falls. It is impossible to pass from the

1. The letter to Verdi, doted 1ith July 1889, is quoted in
Walker: p.497.



consideration of this scene without a mention of its perfectly
symmetricel structure, indicatea by Hons Kubner os follows:

a) four women (diologue, then guartet)

b) _ joined by Five men (quintet-nonet, then dialogue)

c) duet of the two lovers

d) return of four women (mostly dislogue)}

e) return of the two lovers

£) return of five men, joined by four women (dialogus

then quintet-nonet)

9) four women (dialogue, then quartet).l
Tﬁe opening scene of Act II, set again in the Holl of the Garter
Ian, where Falstoff is, as vsual, seated in his greot cheir drinking
shexrxy, shows the return of Bardolfo and Pistola who, singing and
striking their ches{s, pretend to be 'penitent and contrite'.
This scene, very closely based on Shakespeare's Act II, Scene ii,
divides itself into two moin incidents; the Quickly intexview and
the encounter of Fulstoff ond Ford,alius 'Signor Fontana'
(Shakespeare's Master Brook).  Ar *~unced by Bardelfo, Mistress
Quickly (instecd of the page Robin) enters greeting Falstoff with
exuggeroted humility and respect. (*Reveranzal - Your servant).
She informs the fatuous knight that Alice Ford - 'Poor woman!' -

is quite upset for love of him, aond will be glod to receive her

1. Kuhner, Hans.  Giuseppe Verdi , Hamburg, Selbstzeugnissen
und Bild dokumenten: 1961, p.139.
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suitor - 'Dalle due alle. tye'.(Between two ond three o'clock)]‘—
a sentence twice repected by Falstaff as if to moke sure thot he
has understood the message. Meg Page, Mistress Quickly adds, is
also hopelessly infatuated with him but, unfortunately, her husband
is rarely absent from home. No sconer has the *She Mercury' left
than Folstaff, excited at the prospect of his amorous rendez-vous,
congrotules himself on his good fortune:

Ya, vecchio John, va, va per le tua via.

Questo tua vecchia corne ancora sprame

Quolche dolcezza a te.

Tutte le donne ammytinate insieme

§i dannano per mel

Buon corpo di Sir Jehn, c¢h'io nutre e sozio,

Va, ti ringrazio.

(Go, old Jack, go thy ways.

This old hide of thine still holds

some sweetnoss for thee,

411 women are in o whirl,

To damn their souls for me!

Good boty of Sir John, which I nourish to satiety,

I thank thee.)
Escorted by Pistele ond Bardolfo, the disguised Ford enters
varrying o bog of money in his hand.  After presenting Folstouff
with a demijohn of wine and promising him a substanticl reward,
"Signor Fontana' exposas a preposterous schame for conquering
Alice Ford, whom he loves hopelessly and pussionotely.  Appealing
to Folstaff's vanity and virility Ford/Fontuno osks him to break

down Alice’s scruples, velying on the well known fact that 'ona sin

begets another's  Assuring Signor Fontana thut he will satisfy his

1. Boito altered the time suggested by Shokespeare 'Between ten
and eleven', obviously for reasons of euphony.




desire very soon - betwsen two and three that very ofternoon during
the absence of Alice's jealous fool of & husband. Falstaff goes
out to dress himself for the amorous adventure. Left alone for

a while Ford gives vent to his rage ond jealousy in the semi-trogic
soliloquy 'E sogna? o realtd.. (It is o drean? ... Or reality?)
in which Verdi, providing o mosterful rendering of Boito's words
{borrowed from Act III, Scene vi, and Act II, Scene ii of the

Merry Wives) seems to emphosizo the dramatic ambiguity of Ford's
feelings, With regord to this passage, we are indeed at o loss to
understand whether Verdi expects us to toke Ford seriously or not
The preveiling comic mood is, however, unmistakably restored

when the dondified Falstaff, all dressed up for seduciion, re-enters
to & most groceful musical accompaniment.,  After an exchonge of
‘gourtly' ceremonies - each man requesting the other to precede
him, the two finally, ond simultoneously, go off through the same
door.

The second scene of Act II, toking place in o room of Ford's
house, is, from the point of view of action, the most effective of
all.  Closely packed with incidents, it moves at o breakneck speed
« literally overflowing with vivacity and excitement. Boito drew
its bosic motericl from Shakespeare's Merry Wives, Act III,

Scone iii. The episode of Ford’s rummaging into the laundry
bosket is a survival of the omitted Mother Prot's incident found

in the same play, Act IV, Scene ii. Some of the words of

i s Falstoff's brief ario 'Quand'ero paggio', in which he boasts of

ihis ettractiveness as o young, slender boy, are reminiscent of

i
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those uttered by Falstaff in *Henry IV, Part 1; IX, IV:

Shakespeare Boito
When I was about thy years, Hal 'Quand'ero paggic
I wos not an eagle's talon in Pel Duca di Norfolk ero sottile..
the waist; «eo Tunto ero smilzo, flessibile e
I could have crept into any snello
aldermen's thumb ring. Che sarei guizzato attraverss un
anelle,

The episode of the loving couple's furtive flirtation and that of
the screen are Boito's own coniribution. Quickly's account of

her interview with Folstaff, with which Boito's Act II, Scene ii

begins, is followed by her announcement that the round knight will
be seen at Alice's feet *from two ofclock uni’l three'. This
provokes the omusement of Alice and Meg who, helped by Nonnetta,

s briskly set about preparing the 'scene' (a loundry basket, o screen

o chair and o lute) for Folstaff's axrivel. The preparation being

completed, Alice leods the othev three women in o lively ensemble
beginning with her solc 'Gaie cowori di Windsor! & llera! (My
merry wives of Windsor! The hour has come!) On the approach
of Falstoff the other women retire to keep watch, whilst Alice
starts ploying the lute. Entering gaily, the gollont knight,
sings sottovoce to her aecompanimenti:

Alfin t'he colto

Raggionte fiore i

Ttho ecolto... i

(At los

I pluck thee
: 0 rodiant flower); H

seizing her by the waist, he proceeds, without further ade, to
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seduce her, It is in the course of this wooing scene that oceurs
the bright, scherzo-like passege *Quand®ero paggio del Duca di.
Norfalk!, set o the most exquisite .f accompaniments(Ex.2). Suddenly
and to the surpsise of Alice, Folstaff, and the now genuinely
agitated Meg and Mistress Quickly, the room is invaded by the
infuriated Ford who, with Coivs, Fenton, Bardolfo and Pistola plus

a crowd of willing neighbﬁurs, begins searching the room. As
Falstaff hides himself behind the sereen Ford, in a fit of jealousy,
empties the Laundry bosket Yv moke sure that nobody is hiding there.
From this moment on, the rhythm of the oction speeds up tremendously.
Chozacters come and pecple geo, running and milling around in o kind
of moto perpetue.  Whilst Ford ond his followers rush off to

search the rest of the heuse, Alice goes %o call her servants, To
Meg and Mistress Quickly is left the tosk of squeezing the terriféed
Falstaff into the basket which is then hurriedly filled with the
soiled linen ogain. During the vertiginous pondemonium Nannetia

;nd Fenton conceal themszlves behind the screen, at the same time
making themselves comfortable in euch other's oxms, Ford returns
with his men whe turn the raom upside down, seorching even the most

impossible places, from the fireplace %o the tiny drawer of o table

. Ex. 2

N A,
e e e 2
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Quand'e.ra pag.gio del Du - ca di Kor . folek, © - o s0t.

Chorles Osborne has remarked 'that the occent falls wrongly ‘on
the second sylluble of "Norfolk". Boito was aware of this
but, finding that his choice lay between a good verse with o
bod accent, or vice versa, chose the sensible course'. (op.
cit., pp.487-8.)
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(this last incident was suggested to Boito by Ford’s exclomation
'He cannot creep into o halfpenny purse, sor irnto o pepper box;
but, lest the devil that guides him should oid him, I will search
impossible places', in the Merry Wives, Act III, Sc.v). During
o moment of silence, the sound of a kiss is heard fiom behind the
screen,  The ensuing episode in which Ford, imagining himself to
have caught Folstaff and Alise in the open act imparts instructions
to his men to unmosk the guilty couple, gives way to o masterful
ensemble scene in which as many as hine characters jeinmed by the
neighbours' chorus, sing simvltaoneously. They are divided into two '
groups: at one side of the stage Alice, Meg and Mistress Quickly,
busy pushing back Falstaff's face oppearing at regular intervals
amid the linen, in order to suffocate his ejaoculations; ot the
other side Ford, Caiuvs, Bardolfo and Pistola besiegring the screen
beﬁind vhich Fenton and Nannette, oblivious to the world around
them, sing, in sweeping melodic lines, of their joyful love which:
. +es has no eors

For thunder and storm.

It flies up to heaven
To find its blessed joys.

{... non ode
“fuon né bufere,
Vola alle sfere
Beate e gode).

After a farcical step-by-step advance, Ford throws over the screen
to discover, to his rage and disappointment (as he wishes Nannetta
married to old Coius) his doughter with the unwanted young suitor.
Mistaking the retreating Fenton for Fulsteff, Pistoln and Bardolfe
incite all the men to pursve him, on the stairs, and the hunt

continues.  Alice summons four servants, bidding them:




Rovesciate quel cesto

Dalla finestra nell'acqua del fosso ...
L&! presso alle giuncaie

Davanti al crocchio delle lavandoie.

(Empty this basket,

out through the window, irto the ditch ...
There near the reeds

wheve those washwomen are. )

ALl the men return and, amidst the laughter of the women (on and
of f stage), Alice takes Féfd by the arm leading him quickly te the
window to enjoy the spectacle of Falstuff floating in the Thames
outside.

When the curtain rises on the finol act, Falstaff not unnaturelly
in ‘dampened spirits' calle for mulled wine, whilst reflecting on

how the world grows wicked os one ages

Io, dunque, aved vissuto tanti anni, qudace e destro
Caveliere, per essere portato in un canestro

E gittato ol canale co' pannilini biechi,

Come si fa coi gatti e i cotellini ciechi...

Mondo rec. Non ¢'d pid virtd., Tutto declina,

{I, then, having lived so long as o brave and skilful
Knight, end up carried in a clothes-basket

Tossed in the river with the stinking wash

Like o kitten or o still blind pup... .

Evil world! There is no honour left, ell goes to pot.

This pussage is almost literclly taken From Scane v, Act III of the
Merry Wives. Falstoff's following lines:

Vo, vecchio John, va, va per la tua via; comming

Finché tu muoia,  Allor scomporird la vera

Virilitd dol mondo.

(Go, old jack, go thy ways; travel

until thou'rt dead.  Then true manliness
Will be gone from the world.)
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are a ‘dark' variation of the self-encouraging soliloguy heard in
Act II, Scene i, of the opera and come from Henry IV, Part I4 II,
‘iv (*Go thy ways, old jack; die when thou wilt...) In Folstaff's
most brilliant monologue 'Buoha, Ber del vin dolce e sbotionarsi
al sole' (Good. To loosen one's vest in the sun and drink sweet
wine) are presexved some lines of the Fat Knight's long speech in
Henry IV Part IT (IV, 1ii) in which Falstaff enumerates the
euphoric qualities of *sherris'. The second part of the monologue
is very similar to the passoge in 'Iram' (Act I, i) discussed at
page 121,

(11 buon vino).. dal labbro

Sale ol cervel e quivi risveglia il picciol fobbro

Dei t¥illi, un negro trillo che vibra entro l'uom brille

Trilla oghi fibra in cor, 1'allegro etere el trillo,

Guizza e il giocondo glabo squilibre una demenza

Brillente! E il trillo invede il mondoll!

(Good wina )... from the lips

It rises to the bruin, waokening the foiry smith

Of trills, o block cricket who sings in the reeling brain,

Woking to trills every fibre of the heart. The joyous air

Quivers to the trill, a thrilling modness drunkens

The happy globe, the trill quivers through the entire world!}.
This is Boito, the poet~musician, ot his best. It is an exceedingly .
beautiful specimen of poetry in itself and also proved to be a
stimulating source of inspiration, suggesting to Verdi the
celebrated possage in which the grodually expanding effect of the
good wine is illustroted by o trill beginning in the orchestra, ot
first on a solo flute, then on some of the strings and wind, then

on more, until the whole orchestra, underlying Falstaff's line

*E il trillo invade il mondo' ~(The trill quiver:- thQObgh the entire
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world) 'bursts into something lile a poean of bibulous triumph'.l
(See Ex.3.)

The remainder of the scene is o compilation of pessages
culled from Shakespeare’s Merry Wives Acts IIT, iv ond Acts IV, iv.
It contains Mistress Quickly's second visit to Falstaff ond his
acceptance of Alice's proposol to meet her ot Herne's Ook in
Windsor Park, disguised as the Black Huntsman (Herne the Huntex),
os well us the episode in which the three Foxds, Fenton and Meg
Page, plan te mock Falsteff in an impromptu mesque., Diverging
from Sahkespeore, Boito makes Alice, instead of Meg, the chief-
organizer of the sacond duping of the gulleble knight. 'As
Nannetta's mother, Alice is party to the plot engineered by the
other women ageinst Ford so as to circumvent his plen to marry
Nonnettoe to Coius that very night, during the revel,

The final scene of Falstoff finds its prototype in

Shakespeure (Herrz Wives, V, vi), many details, however, being
added, altered oxr eluboroted by Boito. The scene opens in
Windsor Park, ot night, The moon slowly rises as Fenton,
standing near the legendary Herne's Oak, sings an exquisite love
song: 'Dul lobbro il conto estasiato vola', (From the lover's
1lips the l;vesong flies) gently reverberating through the

serie atmosphere of the night. Answering Fenton's love call with
the by now familior 'Anzi rinnova come fa la luna' (one of the few

motives recurring in the opera), Nonnetta enters dressed as the

1. Peyser, Fugpeit., p.77.
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Fairy Queen.  She is accompanied by Alice, Quickly and Meg.
Alice instructs the bewildered Fenton to wear the block gown and
mask she has brought with her (Caius' supposed disguise) merely
explaining that Ford's double-dealing will now turn against him,
On hearing Falstaff's steps, they all leave the stage. As the
Windsor bells ominously strike midnight Folstaff appears, properly
costumed as Herne the Hunter, Looming up in the moonlight with
great stag's antlers on his head he pauses to count the strokes
of the bell. Then, associating himself (as in Shakespeare, but
in o more condensed version) with the erotic Jupiter of pagan
antiquity, sings:
oo Giove!
Tu per amor d'Eurcpe ti trasformasti in bove;
Portasti corna. I numi c'insegnon la modestia
L’amore metamorfosa un vomo in uha bestic
(.. Jove!
Thou, for love of Europa, didst become a bull;
Thou didst wear horns.  The gods teach us humility,
Love chonges man into o beast.
He expects success. ot lest ond,when Alice enters, fervently starts
to moke love to her.  She informs him that they ore not alone as
Meg shadows her. Falstaff's ability to generate comic myths of
himself is well portrayed in this scena in which, confronted with
the prospect of o double wdvanture, he triumphantly rises to the
occasion:
E doppia 1'ovventural
Venga anche lei! Squortatemi
Come un camoscio o mensall

Sbranatemil!! Cupide
ALfin mi ricompensa!
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(A double tryst!
Let her come! Tear me limb from limb
Both of you, like venison ut table!
Tear me to shreds! Cupid,
At last, answers my prayer.)

His deflation, however, follows soon. Meg's voice is heard
crying that the feiry throng is coming.  Scared out of his senses
Falstaff throws himself, face down, upon the ground. Nannetts
entexs, as the Fulry Queen, with Alice and several little girls
dressed as White and Blue Foiries. They toke their places in «
eircle about their Queen as she storts singing her beautifully
ethereal song:

Sul fil d'un soffio etesio
Scorrete, agili larve;

Fra i romi un baglior cesic
D'alba lunare apparve.
Danzate! e il passe blondo
Misuri un blendo suon,

Le mopiche cccoppiando
Carele alla canzon...

(Boxn on the freshening breeze

Fly fleet spivits

While through the wood shines the bluish gleam
Of the rising moon.

Dance! Lot your fairy steps

Be measured by o foiry tune

Which joins your mogic dancing

To a magic sonrg.)

Thetg is such on awount of poeticel ond musienl splendovr
lavished upon this scene, imbued with the very essence of the
supernatural world, thot we cannot bring ourselves to believe that
it should not be token seriously. There is a drewmlike quality
in the words of Nannettu's seng, fragrant ond trenslucent as if

imprugnutad with meon-drops., With rare poetry of mood Verdi
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(A double tryst!
Let her come! Teor me limb from limb
Both of you, like venison at toble!
Tear me to shreds! Cupid,
At last, answers my prayer.)

His deflation, however, follows soon. Meg's voice is heard
crying that the fairy throng is coming. Scared out of his senses
Falstoff throws himself, fuce down, upon the ground. Nannetta
enters, as the Fairy Queen, with Alice and several little girls
dressed os White and Blue Fairles. They take their pluces in o
circle obout their Queen as she starts singing her beautifully
ethereal song:

Sul fil d'un soffic etesio

Scorrete, ugili lorve;

Fra i remi un baglior cesio

D'elbo lunore apparve.

Danzote! e il pusso blando

Misuri un blando suon

Le magiche accoppiondo

Carole alla canzon...

(Boxn on the freshening breeze

Fly fleet spirits

While through the wood shines the bluish glegm

* 0f the rising moon,

Dange! Let your fairy steps

Be measured by a fairy tune,

Which joins your mugic dancing

To a magic song.)

There is such an omount of poetical ond musical splendour
lavished upon this scene, imbued with the very essence of the
supernatural world, that we cannot bring ourselves to helieve that
it slould nat be taken seriously. There is o dreomlike guulity

in the words of Nannetta's song, fragrant ond translucent as if

}.mpregv\uted with moon-drops,  With rore poetry of mood Verdi
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recoptured, in his music, the magic of the nocturnal woodland
evoked by Boito's text thus transforming the supposed farcical
climax of the play into o scene of bewitching charm.  The entrance
of a horde of fantastic creatures (in fact Alice, Meg, Quickly,
Bardolfo, Pistols ond u group of townsfolk in various disguises)
abruptly brings us back to earth and the comedy resumes its nimble
pace.  Pretending disgust at the sight of such a cocrupt, impure
being, they all set cbout Fulstaff pricking and pinching and
squeezing him until he begs for mercy. The scene of the gulling
of Falstaff:

Pizzica, pizzico
Pizzica, stuzzica

(Pinch, pinch
Pinch and poke.)

resolves itself into o pyrotechnicel verbal displuy. With ease
Boito plays with the werds, obtaining from them such o profusion
of sonoxous and rhythmical affects that we tend to lose sight of the
fact thet this amazing dexterity was the result of o lifetime of
experiment, discipline and hard work.  From the dramatic point of
view, the transference of Falstaff's lines about wit:

Men of all sorts take o pride to gird ot me:

the brain of this foolish compounded elay, men,

is not eble to invent anything that tends to

laughter, Jore than I invent ox is invented on me:

I om notAw1tty in myself, but the cause that wit

is in other men,

from Henry IV, Part II; I, ii to the end of the gulling scene, is,

in my opinion, one of Boito's most brilliant innovations. As



remarked by Granville-Borker:

It hos olways been o sowrce of discomfort to lovers of
Shakespeoare that his greatest comic charucter, cruelly
humiliated in the last act of Henrv IV, recppears in
the Merry Wives of Windsor as o feeble old man, no
longer copuble of turning the tgbles on his tormentors

When, in Boito, Falstaff, after being shown up before oll of
Wandsor, regains his superb self-conceit proclaiming

Ogad sorta di gente dozzinale

Mi beffa e se ne gloria;

Pur, senza me, costor con tanta borie
Non avrebbero un bricicle di sale

Son io che vi fa scaltrl.
Lfarguzio mia crea 1l'arguzia degli aliri,

(ALl kind of common folk

jeer at me nov, and are proud of it.

But without me, their arrogance

wovld be flat and flavourless,

It is I who season it for you -

My cleverness creates the cleverness of others.

he is ogoin the shumeless, gloriovs, immortol hero of the Henry IV

plays.

It is to Folstaff thot the last lough folls., At the end of
o double nuptial ceremony Ford realizes that he has (as arranged
by the women) blessed the union of Fenton and Nannetta as well as
that of Cajus and ... Baxdolfo! (in Shokespenre, Caius is married
off to o boy of nubile age), the tebles ure  swiftly tuzned on
Ford who, ;ventuully, accepts the situation. The epilogue of the
opera is in the form of o 'vaudeville'. All the singers, lined

vp at the footlights facing the audience, drop their characters and

1. Granville-Barkexspeit., p.20,
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launch into an ebullient and tumultuous fugue, the words of which
stem from Jacques' ‘ALl the world's a stage' speech in Shakespeare's
As you like it'. (Act II, vii). This, forms a most oppropriate
finish to the opera:

Tutto nel mondo & burla.

L'uem & nato burlone,

Lo fede in cor gii civrla,

Gli civrla lo ragione.

Tutti gabbati! Irride

Lun L'oltro ogni mortal.

Ma ride ben chi ride

Le risata finol.

(The whole world is but a joke

And man is born a clown.

Within his cddled head

his brains are in a churn.

We all are fools!  And every man

Laughs at the others' folly.

But he laughs best who sees to it

That the last laugh falls %o him.)

The librstto of Falsteff from the literary point of view even
excelling that of Otello, is the supreme achievement of Boito's
career as librettist, indeed the triumph of his poetical and
dramatic genius, It is o masterpiece on all grounds. Defined by
the critic Luigi Pagano as "the masterpiece, in the comic genre, of
Iialian poetry ofthe nineteenth \.entury,l Falstoff is a comedy on its
own merit, deserving to be read for its own sake. As o libretto

it has alse been prelied by Charles V. Stanford as 'an opera book

s st : soao 2
which only o musician could have written for o musician.

1. Pagano, L. ‘Lo fionda di Davide'. Bocca, Torino, 1928, p.78.

2. Stanford, C.V.ppcit., p.i7L.



L.ast but not least, as an odoptotion, it represents o dramaturgical
er~" /it of the highest order being, in the opinion of critics such
s Toye, Murlove and Dean, *a better comedy than the "Merry
Wives of Windsor"‘,1 'a greater work of art than Shakespeare's

original pluy',2 and *superior to the play both in tautness of

design and in the characterization of the principal figures."

At the earliest stage of the colluboration Boiie wrote to
Verdi:

During the first few days I wos in despeir,..

«os to sketch the characters in o few strokes, to weave
the plot, to extract all the juice from that encrmous
Shakespearean orange, without letting the useless pips
slip into the little gless, to write with colour and
" clarity ond brevity, to delinecte the musical plon of
the scene, so that there results on orgenic unity that
is A PIECE OF MUSIC and yet is not, to make the joyous
comedy live from beginning to end, to make it live with
a naturol and communicative gaiety, is difficult,
difficult, difficult; and yet must seem simple, simple,
simple.

It is Boito’s merit and glory to have succeeded in this most

admirably.

1. Toye, Fugpcit., p.434.

2. Marlowe, R. VYerdi, und Shokespaore. Music Review, England:
Cumb;idge, Ed. ©. Sharp, 1958, °7; p.231.

3. Dean, Fopcit., p.123.

4. Walker, Fapcit., p.497.
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CHAPTER I

THE _DEVELOPMENT OF THE FAUST LEGEND

With the werds: 'Music is written to bring to life episodes

worthy of being remembered ... Music is the essence distilled from

history, legend, the heart of man and the mysteries of noture‘,l
Boito, in 1893, had tried to dissuade Puccini from setting to music

Murger's celebrated novel Scenes de la via de Bohdme.  After the

sensotional success of Mascogni's Cavallerig Rusticana premidred
ot Rome in 1890, the Verismo movement had triumphantly asserted
itself on the lyrical stoge but Boito wos still anchored to his
own conception of the music-drama which he had described, in his
youth, as a 'hiéh poem, tragic and epic, mimic and rhopsodic ...
that grand restorotion of Greek tragedy ond the medieval mystery
pluy'.2 He still believed in greot subjects taken from the
world of history or from the realm of legend and myth in which,
as Hogner had taught decades before, life con be seen in its most
purely human form.- Intending in his own operas to provide on
answer to the problem of the creation of a new form of melodramma,
Boito had chosen for himself two of the most fuscinating themes
which hist;ry and legend had to offer - Faust and Nero, both

involving the idea of the struggle between Good and Evil and of

1. Arrigo Boito - Scritti e documenti, p.l46.

2. Boito, A., op. cit., p.1257.
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final spiritual regeneration. Nerone and Fgoust {later to become

Mefistofele) were already taking form in Boite's mind when he was
in his early twenties. We know that for some time he worked at
boih of them simulteneou.ly but finally gave precedence to the
"Faust' theme, o subject 'usé jusqu'® la corde' (as Boito himself
admitted in the Prologue in the Theatre of his first Mefistofele)
but still open to endless.vurying interpretations. 'Every century,
evexry country, every civilisation, every artistic and historical
cycle has its own Foust' wrots Boito, and 'this theme will live

os long os the instinct for Truth, from which it sprang, will
oxist'.)  Fou characters indeed, have exerted, and still exert,
such’strong fascinotion upon the literary, musical, religious and
philosophical mind as did, and does, that of Faust, Born from
the popular imagination, the story, as old as the world itself L
if we accept Boito's view of Adam being the first Faust - did not
have, ot first, any symbolical or philosophical pretension. In
its origias it simply ond crudely illustrated the conflict between
the power of Good and Evil. The Faust of one of the earliest
tales, o shadowy hero who lost his life in o demonstration of
flying, seems to hark buck in tradition to the sorcerer Simom, of
The Acts, chapter VIII.  Christian stories include also The legend
of Saint Theophilus; The story of Militarius; Lo Legend du
Chevalier qui donng su_femme au digble ond Le pact avec le diable.

1. Boito, A., op. cit., pp. 98 and 100.
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It was during the sixteenth century that all the tales woven

around the legendary figures of the ancient Magi, sorcerers and
alchsmists said to have associated themselves with the Devil in
order to achieve extraordinary powers, or of human charecters in
the grasp of demonic force, merged with the stoxy of a real-life
Georg of Johannes Faustus. He was born in the late fifteenth
century ond died, most scondalously, in obout 1540, having geined

a reputation for eccentric scholarship and miraculous powers.

This Docter Faustus who, eccerding to Victor Lange was oxztually

‘a figure of remarkcble independence of thought and belief, typical
of the revolutionary spiritual climate of the sixteenth 'cen‘cury‘,l
became the hero of the fixst German Faust-book, published by Spiess
at Frankfurt, in 1587. It wos nothing more thon o didactic work,
specifically lutheran in charocter. However, in giving a literary
status to the old legend, Spiess created g powerful and irrepressible
symbol which was to dominute Western consciousness forcenturies to
come. Christopher Morlowe, who probably knew the popular ballad
of the Life ond Death of Doctor Faustus or, perhaps, the English
version of Spiess' Faust-Book (published in 1592 under the title

The historie of the damnable life, ond deserved death of Doctor

John_Faustus) seems to have recognized at once the exireordinary

dramatic potential of the story. He turned it inte a play,

1. Lange, V. 'Introduction to ®Fgust". The Modern Librory
College Editions, 1950, New York: p.v.
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giving to the legend o tragic dimension and emotional intensity
unknown tq previous versions. Moreover, by adding visions of
vnattaineble glory and power, he made of his story the expression
of some of the Renuissance yearnings and beliefs and of his hero
the epitome of the Renaissance mind with its boundless aspirgtions.

Marlowe's The Tragicoll History of the Life ond Death of Dr. Fausius

was written eround 1590,  Its first German performance took place
in .1608..1 Like many of Shakespeare's plays, it was adapted to
German oudiences, losing in poetry but reteining its theutricolity
with enhanced spectacular effects. Its striking success produced,
in furn,in Germany itself, o multitude of literary Fuxstﬁ,z of
folk dramas, tragedies, farces, pantomimes, puppet-plays. Thess
eventually led to Goethe's masterpiece and after him, to Heine's,
Grabbe's,Lenau's,and Stolte's works on the subject 1s well as to
the fictional composer Adrian LeverkUhn in Thomas Mann's novel

Doctor Faustus.

1.  See Ferguson, J. 'Goethe and Faust', Great Britain: The
Open University Press (Unit 12), 1972, p.63.

2. Among them: Widman's Faustbook (1599) and Pfitzer's revised
version of it (1674) in which, for the first time, is
introduced a pretty but poor girl in love with Faust ~ the
embryo of Gretchen; Newmann's Disquisitio de Fausto
published (in German) in 1702; an unfinished dxoma by
Lessing and two dramatic fragmenis by F. MUller which can be
considered precursors of Goethe's work; Klinger's Faust's
Life, Degth ond Damnation (i791) ~ & novel with zecurrent
use of dialogue which may be considered the Sturm and Drang
answex to the optimistic rationalism of Lessing.
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CHAPTER II

FAUST AND COMPOSERS OTHER THAN BOITO

Goethe's interest in Foust was first aroused by o melodramatic
version of the old stofy performed on Fhe stoge of a puppet-theatre.
Goethe sav it, opparently, during his years of study ot the
University of Strasbourg.. It wos then (c. 1770) thaot he started
working on the subject which was to persist in his thoughts for a
period of sixty years - the whole of his working life. The first
pert of Faust, in the form in which we know it, did not oppear
until 1808. It had, however, been preceded by the Urfnust)l a
dramatic sketch, partly in prose, pertly ig poetry, containg the
essential episodes of the story - Foust's associotion with
Mephistopheles, his love .for Margoret and his final doom - and by"
the sowcalled 'Foust-fragment' of 1790. It was Goethe's intention
that Part II should swiftly follow on Part I.  As eurly es 1800

he had begun the "Melan' episode (later to develop into the third
uet of Part II), but only in 1825, at the age of seventy-six, did
he resumo Faust. He worked on it in earnest until the poem was
completed in July of 1831, eight months before his death. The
complete work was published in 1832, posthumously, as its author

had desired.

1. Probably completed in 1775, it was only published in 1887,

. after Professor E Schmidt's discovery of ¢ manuscript copy
ot it. (See Vittorio Santoli. 'Per la critics dell Urfaust'
in Riviste di letterature wmodexne. Florence: Edizioni le
lingue estere. No.l. July 1950, p.31.
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It was after the publicotion of the first port of Goethe's

Faust that composers, perhops atiracted by the wormth ond tenderness

of Gretchen's love episode, found in the Foust story a potent source
of inspirgtion. Many of them considered Goethe's masterpiece with
musical intentions at one time or another. Beethoven toyed with
the idea of writing en opera on the subject but all he actually
composed was the 'Song of the flea'; Wagner got as for as an
overture; Meyerbeer vsed some fragments from Faust in his opera
Ln jeunesse do Goethe; Rossini, tempted by the grandeur of the
theme, seemed to be on the verge of breaking his self-imposed
silence.  Weber might have written a *Favst® but when given the
choice of this subject or Oberon he finally, and perhaps regretfully,
chose éhe latter. Of the many minar composers who vewtured to
approach the subject, failing however to do it justice,we may
remember: Joseph Strouss (who, with his Foust's Leben und Thaten -
1814 - ssems to have been the first to introduce the immortal

story into the operatic world); Lickl (1815); Spohr 11816);
Miller (1818); Bishop (1825); Beoueourt {1827); Lindpainter and
Louise Bertin (1831); De Pellaert (1834); Hennebert, Gordigiani
and Radziwill (1835); Rietz (1536); Pierson (1854); Roda (1872);
Valente {1875); Lassen (1876) end Zullner (1887). In more recent
yeors, Lili Boulanger set to music a scene from the second part of
Goethe's Faust, colling the result a contata (Helen and Faust).
Malher used the final Chorus Mysticus, from Goethe's Foust, for

the second part of his Eighth Symphony (1910); Busoni wrote an
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interesting opern ~ Doctor Faust; besed on on old puppet~play
(completed ofter its author's death by Jornach in 1924).

Prokofiev introduced the characters of Faust and Mephistopheles in
his opera The flgming Angel (1927), whilst o Communist Foust (a
rewriting of Gounod's ‘bourgeois® opera) wos produced in Moscow,
in 1925, as a meansof political propagenda. Reutter is the
author of the near folk-opera Dr Johannes Faust (1936), as well as
of Don Juan and Faust (1950) in which the ageing scholar is
introducsd as Don Giovanni's unsympathetic rivel,  Faust ITT
(1964), by the Danish composer Nils Viggo Bentzon; Pousseur's

Votre Foust (1969), which its librettist Butor defined as 'a

changeable fantasy on the operatic genre' and Gessner's Foust
counter Fayst (1971}, vtilizing pusscges from Boito's, Goumod's
and Berlioz's works, are the avent-garde contributions to Favstion
musical literature.

0f all the composers who have essayed to give musical
expression to Goethe's Faust, Liszt, Berlioz, Schumann, Gounod
und Boito oppeor to have baen the most successful,

In Liszt's A Faust Symphony in Three Choracter Sketches
(1854) the first movement, devoted to Faust, is built upon four
clearly charncterized themes aimed at depicting the conflicting
sides of his personality: the philosopher, the lover, ond the

striver for lofty ideals who, 'when neer to victory fulls back N




into darkness'.}  Gretchen's delicate charm and tenderness is
eveked, in the second movement, by music of marvellous delicacy.
Her two themes (the first given to the oboe with o solo viola
gecompaniment and the second, in repeated chords, appearing on the
strings olone and then on the woodwind) alternate with Faust's
themes, in o most suggestive manner.  The last movement, periraying
Mephistopheles, is particularly ingenious. It consists, for the
most part, of a parody of Faust's themes which oppear here erwvelly
distorted - incidentally o wonderful ochievement in terms of the
composer's metamorphousis of themes technique. In fact, as Ernest
Newman has remorked

the being who exists, for the purposes of the drama

only in antogonism to Faust, whose main activity

consists only in endeavouring to frustrate every

good impulse of Faust's soul, is really best dealt

with in music, not &s o positive individuality, but

as the embodiment of negotion - a malicious

sgturnine paredy of all the good that has gone to

the making of Faust.2
When the various themes of ihe work finally oppear to be fighting
for supremacy, the music rises to ¢ tremendous climax before
eventually subsiding in representation of Mephistopheles' defert.

Liszt's Foust Symphony must be considersd os one of the successful

treotments of the subjest because of the modest intentions of its

1. Humphrey Searle - The Orchestrol works, in Franz Liszt -
The man ang his music. London: Walker A. ed., 1970, p.305.

2. Carl ven Vechten 'Rolative Difficulties Depicting Heaven
and Hell in Music'. Ihg Musical Juurterlx - vol V.; 1919
p.558,
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author who, wisely, simply considered his ottempt as on essay in
characterization.

Berlioz's La_damnation de Faust (1846}, o dramatic legend
in four parts, is « more ombitious weri than Liszt's, Based on
an earlier Huit Scdnes de Faust (1829) it had characteristics of
programme music, cantata,oratorio ond opera ond was aetually
produced in opera-guise in ].893,1 twenty-four years ofter the
composer's death. It does not seem howaver, to have heen very
will suited to the lyrical stage. The libretto, written by
Berlioz himself and Gandonnidre ofter Gérard de Nervul's French
version of Foust. covers only o portion of Goethe's poem, the
seloction of scenes being obviously motivated by musical rather
than b); dramatic reasons. The setting of the first part on the
plains of Hungary, where Faust is found meditoting upon natuge
and solitude, was up}:a:enizly a device to allow the interpolation
of the Rékoczy morch which Berlioz had orchestroted in 1845.

The second part, set in Germeny, opens, rather impressively, in
Faust's study. As in Goethe (Fayst I; Se i) the old scholar,
profoundly disillusioned, is contempluting suicide wheh a sudden
welling~up of childhood memory, inspired by the sound of the

Eoster bells and religious canticles from a nearxby church, restores

his foith in life. There follows the very brief and ineffective

1. It was adapted for the operatic stuge by Raoul Gunsbourg
and produced by him at Montecorlo, February 18, 1893,
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dramatic episode in which Méphistophelés offers Faust all possible
' earthly joys and experiences. Faust accepts and they set off

together (Gosthe, Faust, I; Sc. iv, v). The ensuing scene

(Averbach cellar) takes place in Leipzig where students ond soldiers

cve revelling (Goethe, Foust, I; Sc.v). Brander’s 'Song of the

rat'; the chorol burlesque 'Requiescat! ond fugal 'Amen’® based
on it; Méphistophélds' 'Song of the fleq’, are remarkable items,
full of humour and saxdonic ribaldry. The scene shifts cgain now
to the banks of the Elbe where Méphistophelés lulls Fuust to sleep

in o stupendous aria ('Veici de xoses' - Here are roses), cdmirably

conveying the impression o his power ond complete dominion over

things, The Chorus of the Sylphs and the instrumental bollet which

follows, delightfully scored, have the wagic touch of Berlioz at

his best, The final Soldiers' Chorus (Goethe, Faust I, Sc.ii) ’ :

mixed with o latin song from the students, is rather undistinguished.

The thard port, containing the episede of Marguerite, represents

f
b

the core of Berlioz's work, Marguerite's ballad of the King of
Thulé {*Auvtre fois un roi de Thulé' - Once in far Thulé. Goethe,

Frust I, Sc.viii)) choracterized by Berlioz as o 'Chanson Gothique',

is fascinating in its crchaic flavour and mysterious overtones.

Oth:.x remarkoble items ore: Méphistophélés® invocation of the
: Will..o*~the-wisps; his malicious, mocking serenade, and the final ;

Murgucrite - Faust's love duet *Ange adorable' -(Adoruble cngel)

harshiy broken into by Méphistoph&lés who uxges Faust to depart

(Goethe, Faust, I; Sc.xii). Marguerite's deeply moving romance




'
i
b

at the beginning of Part IV {'D'amour 1'ardente flomme®' - Love
devouring fire) is one of the finestitems in the score. Here,
Berlioz used a poem of his own in substitution for Goethe's song

*Medne Ruh ist hin® (My peace is gone - Faust, I; Sc xv) fomous

in Schubert's exquisitely sensitive setting. Nexl comes the

'Forest ond Cavern' scene {Goethe, Faust I, Sc. xiv) in which Faust

invokes noture in a tremendously impressive aria (‘Nature immense
impenetrable - Nature vast, unfothomeble). Learning from
Méphistophélds that Morguerite is condemned to death for the
poisoning of her mother, Foust promises his soul to the Devil in
return for Marguerite‘s salvation (Goethe, Foust I, Sc.xxiii).

The tempestuous 'Ride to the Abyss', with its frighteningly
cocentuated horse-hoefs baating up from the orchestra, is o fine
exemple of illustr;tive music, wonderfully effective. Also

effective, olthough somewhat triviol, ore the final Pandemonium

ond Infernal orgy. The Epilogue is devoted to the scene of

213

Marguerite's redemption - an episode utterly spoiled by overwhelming

musical and (when staged) theatrical effects. It is a
disdppointing conclusion, for Lo damnation de Faust is, on the
whole, a grandiose and extraordinarily imaginative work.

Scf

's Scenes from Goethe's Foust {1844 - 1853), in

three parts, is an unequel work conteining, along with unimpressive
numbers, poages of noble inspiration ond of extraordinary musical
interest,  Schumann, who thought of treating Goethe's text as en

orgtorio, exploined that his Foust 'wes intended as o counterpart




to the "Paradise und die Peri" theme of reaching heaven after long
wandering ond striving’.1 Eric Soms suggests that Schumann's aim

was %o roise Fgust "the most modern manifesto of humanism, to the

status and dignity of a sacred book, by covering it with Christian
modes of musical expression, just as Goethe had converted Christion
synbolisn to his own purposes’.2  Schumann's choice of the scenes
doas not seem, however, to adhere to any preconceived idwilngicgl
scheme, rather being indicative, as was the case with Berlicz, of
the author's response to what he personally found most moving and
suggestive of musicol treatment. He did not even ettempt to
presexve continuity of oction, knowing perhaps that German
avdiences, familiar with Goethe's poem, would be cble to relute
each of his scenes to the background of the whole. The passages
chosen by Schumann for the first part of his work ave: a portion
of the first Scene in te gorden betwaen Gretchen and Faust; the
episode of Gretchen before the picture of the Moter Dolorosa and
the Cothedral scene, corresponding to scenes xii, xviii and xx of
Goethe's Faust, Part I.  For his second part Schumann selected

another three scenes, this time from Goethe's Foust Part II: A

pleasant landscape (song of the spirits and Faust's monalogue)

from Act I; the Midnight scene, with the four Grey Hags and the

1. Eric Sems 'Schumann and Foust'

1972, tondon: vol. 113, p

. The Musicol Times, June
4344, '

2. ibid., p.544.
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scene of Foust's deoth (os For os the words "Der Zeiger fallt, Ex
fgllt, es ist vollbrocht') l;oth from Goethe's Act V.  Schumonn's
third part consists of the final scene of Goethe's Foust ond is
divided into seven numbers: A mountain gorge; Poter ecstoticus;
Pater Profundus; Chorus of the Angels; Doctor Morianus (*Free is
the prospect here'); Doctor Marionus {'Thou, o Purest'); and
Chorus Mysticus.

The first part, better suited fo the lyrical quality of
Schumonn's inspiration, is, perhaps, on the whole, superior to the
second one.  Especially houppy is the Garden Scene, with its open
air gtmosphere and idyllic mood, suggestive of the tenderness of
Gretchen's first, innocent love. Here Schumann successfully
attemp’;s o flexible type of melody resembling the fxee declomotory
style of the dialogue. The delineation of Faust is, however, in
this scens, sadly lacking‘in character.  The Scene of the Spirits,
at the heginning of Part II, is delicately scored and yet manages
to sound strongely unethereal shilst Faust's monologue is laboured
an;l nonotonous.  The drometic moment of Faust's deeth is superb
- 'the summit of Schumann's achievement in dramatic music‘,1 in
the opinion of George Bernard Shaw who considered it the climax of
the score. The*third port contoins pages of impressive choxral
writing, such as the Chorus in praise of Faust's redemption, in

which each group is tharacterized by other voices as well as by

1. Quoted in Eric Sams, op. cit., p.54d.




music of contrasted style and texture, sometimes polyphonic, ot
other times homophonic; the Chorus of the Penitent women, made
poignant by the sombre splendour of its harmony; the Chorus of
the Blessed boys, and the final Choxus Mysticus in which Schumann,
inspired by the qualities of Goethe's thought 'seems to reach out
beyond his own emotions into the highest philosophical regions
that music can penetrete';l

Gounod's Faust, first performed in Paris in 1859 with mixed

success, wos destined to beccme one of the most popular of operas
'It does not voice the deepar verities of Goeths's poem’,
Frederick Martens remarks, 'hut gives the most ucceptable musicol
expression o o theatrically effective book'.? It has remained
the most popular work based on Goethe's Faust, though it would
perhaps be more convenient to call the opera 'Morgarethe', os the‘
Germons do out of reveronce for Goethe's mosterpiece. The
librettists Barbier and Carré, did in fact concentrate on the
sentimental Gretchen's episode, leaving the story of Faust and
his finel doom unsolved. As originolly presented, the opera was
in five acts but there ;s an incregsing tendency to perform it.in
a more compressed, four act form. For my comments I follow the
original five-acts version. The curtain rises (after o not very

impressive overture) on the uged Foust who, sitting alone in his

1. Chissel, Joon, *Schumann', London: Dent, J.M. 1967, p,176.

2, Martens, F.H. 'A Thousond and One Nights of Opero'. New
York: London: D. Appleton-Century Company, MCMXLII, p.460.
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study, laments the futility of life and knowledge in the aric
"Rien! En vuin j*interroge' (Nothing! 1 have questioned in vain),
In despair, he resolves on suicide by drinking poison; (Goethe,
féggﬁ I; Sc i) ot the moment of surrender, however, his hand is
stayed by the sound of young people singing o lively chorus
{'Paresscuse fille' - Lozy girl). Tormented, he objures cll faith,
calling the devil before him. Méphistophslds appears a 'vraie
gentilhomme', as he describes himself, ond offers his services

He promises Faust gold, glory ond power, kut the old scholar,
rejecting them, reveals his longing for youth ond pleasure {*A moi
les plaisirs, les jeune mistress’ - I want pleasure, young
mistresses). To breck down Faust's hesitation in signing away
his su;l, Faust summons up the image of a charming young girl
sitting ot o spinning wheel. This episode is, musically,
beavtifuilly realized: under a murmuring figure of violins and
horp the horns sing the tender love theme which will be heard

more fully developed, in the Garden Scene in Act ITI. By drinka
a magic potion Foust is transformed into a handsome young man,
eager for pleasure and adventure. The second act takes place

outside the city gates {Goathe,Faust, I; Se.ii). It is Kermesse

time ond o crovd of merrymakers - students, soldiers, burghers,
young g9irls and matrons - ore strolling about, singing joyfully.
The choxus "Vin ou bidre" (Wine or beer) is on admirable piece of
characterization each group of people baing effectively

differentioted by means of individval melodies.  Accompanied by
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solemn, somewhat religious harmonies, Valentine, o young soldier,
brother to Marguerite, appears together with Siebel, Marguerite's
young admirer, end a group of students. (In Goethe, Valentine
is only brought in in Scene xix whilst Siebel oppears momentarily,
as one of the drinking students in Scene v - Auerbach's cellar).
Valentine, who is about to go to war, delivers o song of farewell
‘Avant the quitter ces lisux (Before leaving this place), one of
the most popﬁlqr of the opere's arias which was, incidentally,
added to the opera ofter its first heoring and to an Italian text
(*Dioc possente').  Maphisoph&lds, now on the stage, interrupts a
students® chorus with o vigorous song in praise of grwe& and gold
('Le veau d'or' - The Golden Calf}). With an impudent toast ta
Morguerite, he infuriotes Volentine, who draws his sword, finding
himself, however, powerless to use it. Recognizing the power of
evil, the men exorcise him with the crosses on their swords. The
tension is dissipated by o sweeping waltz-tune which proupts
burghers and p ambark uvpon a spiiited dance, accompanied
by the crowd's i:. srus 'Ainsi que la brise légére' (Even
as the gentle breeze.) It might be objected that this weltz must
have sounded somewhat anochronistic in the sixteenth century
Germany, where the action tukes place. Yet, we must admit that
the effect of this scene is wholly sotisfying, The entrance of
Faust is folloved by that of Merguerite, on her way from church.
Faust offers to accompany her but she, modestly but charmingly

refuses (Goethe, Foust, I: Sc.vii). This short episode brings
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in a sudden change over the music, now graceful and captivating

in its charming simplicity. As Marguerite, Faust ond
Méphistophelds deport, the waltz messures return and the donce

going on in rousing fashion, provides an animated close to the oct
The third act, describing the episode of the seduction of Marguerite
accomplished by Faust with the assistonce of Mégphistophélés, is

laid in Marguerite's garden (Goethe Faust, I: Sc viii, x, xii,
xiii, xvi). It is built up of several scenes and contains a

wealth of attractive melodies: Siebel's graciovs Flower Song
('Faites-lui mon ovequx' - Bear her my confession of lave);

Foust's popular cavatine "Colut! Demeure chaste ot pure' (Hail!
chaste and pure cbode), tender and musically inspired; Marguerite’s
ballad 'I1 etait un yoi de Thule' (There wus o king of Thulg),
interrupted by reflections on the stranger who has spoken to her,

and the famous 'Jewel Song' ("Ah! je ris de me voir si belle' -

Al I smile at seeing myself so beautiful),  This is a valse
brillante, *a trifle incongruous for a girl of such nimplicit} as
Mavguerite, until we recall that the Morguexite which the librettists
Burbier and Carré invented for Geunod is not the Grelchen of Goethe‘,1
us Herbert F. Peyser rightly observes. The met contains also:

o very fine quartet growing out of the presence of Faust, Marguerite
hor elderly neighbour, Murthe, and Méphistoph&lds; the well~known
love scene ('Loissez-moi contempler ton visage' - Let me gaze wpon

your fuce) and Marguerite's wondrous passage ‘Il m'aime® (He loves me)}

1. Peyser, H F, Introdyction %o Opera. New York: Barnes and
Noble 1961; p.85.
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which swells to ¢ possionate, climactic outburst as the curtain falls.
The fourth act folls into three sections ~ the Room, the Cathedral .
and the Street Scenes (Goethe, Faust, I; Sc. xv, xx. xix). I
the first scene we see the deserted Marguerite who, spinning in hexr
room, expresses in song the anguish of her soul.2 Siebel offers
his love but she refuses, still hoping for Faust's return. The
scene then changes to the church, Her conscience oppressed with
guilt, Morguerite proys for forgiveness. Contrasting with the
plous chanting of priests and choir boys, we hear the utterances

of Méphistoph&lds, reminding her of her guilt and forételling her
doom. A choir in the church, accompanied by the orgen, proclaims
the coming Doy of Judgement. With o strong effort Morgverite
wrests her spirit frem the torments of her consciencs, finally
finding release in the fervent prayer 'Seigneur cccueillez la
pr@ére‘. (My Lord, accept this prayer). After the poignuncy

of the Cathedrol scene - o superb musical accomplishment, perhaps
the artistic climax of the work - the blotant Soldiers® Chorus
'Gloire immortelle’ {Immortal glory) with which the following

scene begins, comes as an enticlimax. The bewt of the remcinder
of the scene belongs to Mbphistoph&lds with the cynicdl Serenade
which he sings in front of Marguerite's house {'Vous qui foites

L'endormie’ ~ You who are shamming sleep). Volentine's furious

1. Sometimes, the order of these is Street - Room ~ Cothedral.

2. This episode is very often omitted.




reaction leads to o duel during which he is mortolly wounded by
Foust (Goethe Faust, I, Sc.xix). Before dying, Valentine curses
his sister for all to heor, accusing Morguerite, who starts
showing signs of insonity, of being the couse of his denth. The
effective ensenble scene rising ovt of this sitvetion ends
beautifully with the choral prayer 'Que le Seigneur oft son ame'.
(May the Lord receiva his soul). The final act of the opera
cenaists of two ports - the Walpurgis Night and the Prison Scene.
Altempting to play on Favst's sensuality, Mephistophelds offers
him the revels of the Wolpurgis Night celebration. {This scene
is loosely based on Goethe's Walpurgis Night,in Foust, I, Se.xxi
as well as on the Classical Walpurgis Night, in Faust II, Act ii).
The most beautiful women of History and legend are brought hefore
Faust to moke him forgei Moxguerite. In the midst of the xevels;
however, Fovst has on anticipatory vision of the fote of the

hapless girl (Goethe faust, I: Sc.xxi). He returns with the

help of Méphistophélés, to find her in prison, condemned to death
for the murder of her illegitimate child (Goethe, Fuust, I: Sc.
xxv). Méphistophelds lsaves them alone. Holf delirious,
Marguerite recalls the scene when thay First met. Her words
tAttends! ... Voici Jo rue...' (But woit! ... Here is the Street)
are sung to a single note kept for thirty-two bars of music whilst
the waltz tune associated with the hoppier days steqls into the
orchestry, tovchingly reminiscent. The climox of the act is

however, the trio Mephistopheles - Faust - Marguerite. The devil
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urges them to leave whilst there is still time, Faust presses her
to fly with him cnd Marguerite asks the angels to transport her
to heaven. Her beoutiful, ecstatic melody 'Anges pure, anges
radieux! (Pure, rodient ongels) is thrice repeated, each time o
tone higher, with breothtaking effect,  As Méphistophblds remarks
'Jugbe’ (She is damned), o voice from above hos the final word
"Sauvke!' (Saved!).  An unearthly radionce transforms the cell

as Marguerite's soul rises to heaven in « somewhut oleographic

apotheosis and Faust, to quote the stage directions 'sinks to his

knees praoying whilst Mephistopheles is hoir bent under the

luminous sword of the Archangel'. A chorol outburst - the

Easter Hymn of Christ's resurrection ~ brings the end of the opera,
§weat, sentimental, naive ond, at times, poignant, Gounod's

music is ideally suited to the choructer and the story of Goethe's

tender-tragie, loving heroine - undoubtedly the most fuscinating

and most vastly populor ospect of Goethe's poem, There is much

more in Foust, however, than the Gretchen episode. By placing

the familior incidents of the story of Faust in the fromework of

the scenes in Heaven, Goethe had added to it a new dimension -

the dimension of Eternity.

i




CHAPTER III

GOETHE'S PLAY AND BOITO'S LIBRETTO

With Danteen eudacity Goethe started his dramo of Foust - the
symbol of mankind - in radiont Heaven, wheve the theme of the
conflict between the creative powers of God and the destructive
forces of Mephistopheles is set forth. The wager betweon the
Lord of Light and the Prince of Darkness, having s an objest the
soul cf Faust, is the spring from which the whole action stems.
Then, once the human adventure of striving ond erring is concluded
the last words are put into the mouths of the Celestial Boings who
in announcing the salvaticn of Faust, procleim the victory of God.
'The bearinyg of the "Prologus in Heaven" upon the subsequent plo
cannot be over-emphasized - it is the key of everything that is to
come',t Victor Lange hos remaxked.  Boito had realized 1t
decades before. In one of the explanatory notes accompanying
the libretto of Mefistofele he wrote, perhaps thinking of Gounod:

A wager between God and the Devil.- this is the starting

point of Goethe's poem, If the action ends with the

death of Gretchen the wager is left in abeyunce and

there is no dénouvement of the tragedy. The struggle of

the Duolism must be followed until the death of Fausi

whose soul is the object of the wagar, in order to bring

about a logical conclusion.
And further: 'Goethe, the great worshipper of form, ended his poem

[
as he started it, reconnecting with Heaven the last words of Foust!

1. Langs, Vigb.cit., p.xi.
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Le motif glorieux - writes Mr Blaze de Bury -

que les immortel pholanges chaontent dans 1'introduction
de la premiére partie de Faust, revient & le fin,
enveloppé d’harmonie et de vapeurs mistique. Goethe
o foit certe fois comme les musiciens, comme Mozart,
qui raméne & la desrnidre scene de Don Juon lo phrase
imposant de 1'ouverture,l

In order to adhere to Goethe's intention os much as possible,
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Baito atiempted the severe tosk of preserving in the limited space
cllowed by « libretto, the unconventional dromatic structure, the
integral, problematic, units and the essence of o vast and intricate

work, susteined throughout by the strong poetic personality of its

author who, as to his own purpose, soid:

They come and ask what idea I meant to embody ir my
‘Faust’; as if I knew myself, and could inform them.
From heaven, through the world, to hell, would indeed
be something; but this is no idea, only o course of
action,  And further: thot the devil loses the woger
and that a mon contirwally struggling from difficult
errors towards something better, should be redeemed,
is an effective - ond, to muny, a goed enlightening -
thought; but it is'no idea ot the foundatior of the
whole, or of evexry individuol scene. It would have
been o fine thing indeed if I had strung so rich,
veries, und highly diversified a life as I have brought
o view in ‘Foust® upon the siender string of one
pervading idea.

1. Blaze de Bury, a French critic, author of a famous
suz Goothe'. The translotion of this passage, quoted by

Boito in French, is: 'The glorious motive song by the
immortal phalanges in the introduction to the first part

of Foust are heard ot the end wruppsd in mystic harmonies
and vapours.  Goethe has sometimes done what musicians do,
such s Mozart, who recalls in the last scene of Don Juan
the imposing phrase of the Overture'. Boito's notes are
found in the Preface of the vocel score of Mefistofele, ed.

Ricordi - Milan - Copyrighted 1875.

Vietor Lange in his Introduction to Faust, ed. cit., p.x.

soi

This extract of a conversotion with Eckermann is quoted by
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If we add to this the fact that Goethe's Faust is not o drama,
but o poem cast in drametic form, full of speeches providing
obsorbing interest for the reader rather than for the stage and
with a poetry which not even a verbel translotion can completely
reproduce, we will fully realize the difficulty of the task fecing
Boito when he, us a boy of twenty, decided to condense it into

o music-dramo, one of the most complex and most enigmatic works

of postic literature.  Stelios Galatopoulos' criticism of
Mefistofele that 'although the verses are very good and the dramo
itself is for the most port vividly presented aos o Fight within
the human soul bstween good and evil, the oversll impression that
the work leaves is thot of a lengthy drama reduced to many
disconn;cteé'short scenes‘,2 refers, of course, to the present
version of Mefistofele. 'As originolly conceived, however, Boito's
libretto was o superb achievement, in terms of poetic ond dromatic
technique. - Tt would be sbsuxd to cloim that in it survives the
urlove beauty of Goethe's masterpiece or that Boito succeeded in
recaptuzing the elusive spirit which is so much o port of the

perennicl faseination - Foust, but he followed Goethe's dxamo

1. It is interesting %o note 'that no public performance of the
great Part One wos given until the poet's eightieth year. A
further performance in Weimor, for his eightieth birthday,
had o striking success, due in no small measure to concentroted
coaching by Goethe himself'. ( See Introduction to Foust,

Part One, by Philip Waine. The Penguin Classics, 1972, p.18.)

2. Stelios Golutopoulos 'Triegle sings Mephistopheles! in
Music and Musicions, March 1974, p.8.
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far more closely ond more successfully than did other librettists
or musicions, retaining not only all the scenes necessary to the
development of the action, but the framework of scenes in heaven
giving to the drawe on all-embracing ethical and ‘physical'
background,

In his first libretto Boito even preserved Goethe's idea of
prefacing the work with o 'Prolegue in the Theatre', in spoken
dialogue. In Goethe's ‘Prologue in the Theatre| a Poet, o
Theatre Director and o Comedinn support the purity of artirtic
ideals, the proctical necessity to please the public and the wise
in-between choice of a compromising attitude, respectively. In
the 'Prologue in the Theatre! of Boite, o Critic, an Author and a
spectator embark on a lony, scholorly dissertation on the origin
and development of the old legend as vell os on its svitability to
literary and artistic treatment. In both Goethe and Boito, this
preliminary play is followed by the 'Prologue in Heaven'. In it
Goethe presents the Archangels Raphael, Gabriel and Michael
'singing' the praise of the Lord und of his crestion. In passages
of magnificent poetry, the Germen pvet conjures up the vision of
a grandiose, incontaminate Universe, as "bright as on the earliost

duys‘l and resounding with the harmony oFfrutnting world and the

1. English version of Goethe's Faust by Bayard Taylor. (Modern
Library College Edition). New York, 1970.
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rival music of the unruled elements. Boito gives these opening
hymns to the Celestial Host. Some of the splendovr of the music
of Goethe's verse, if not the daring of his imagination, survives
in Boito's odoptotion. Regretfully, only one of the three stanzos
of the original libretto remoins in the final version, It is
however, very beautiful:

Ave, Signor degli ongeli e dei santi,
e dei volanti chexubini d'or
Dallleterns srmonia

dell® Universo

nel glauco spazio immerse

emuna un verse di supremo umor

e s'erge a Te

per l'oure azzurre e cave

in suon scave

Ave!  Avel Avel Avel*

(Hail, Lord of the angels ond saints
and of the flying cherubim of gold
From the eternal harmeny
of the Universe
immersed in the grey immensity of space
o chant of supreme love emanates
and rises to thee
through the blue ond empty oix
in a sweot concourse of sound
Hail! Heil! Hail! Heill)

Tha flexibility of the metrical scheme, the supplenessof the lines
the contrast of vocal sounds, combined with the ski.lful choice

of the words, evoke a sensation of the blue of the heaven, of space,
of darting light and fluctuating hormonies.  Appearing among the
£ ttiol Host {in both Goethe end Boito) the Prince of Darkness

addresses the Lord with mocking courtesy. The cynical wit and

1. English version Qf Boito's Mefistofele by Peggy Cochrane
(Ricurdi). Libretto issued by Decca Ace of Dimmonds
GOS 591-3.
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racy irony of his first speech is not lost in Boito's clever ond

nearly literol translation (Ave, Signor! =~ Hoil, Lord). Goethe's
exchanges between God and the Devil are reduced by Boito to a
series of short passages given exclusively to Mefistofele who,
since his first appearance, has estoblished himself as the true
protagonist of Boito's drama. Unlike Goethe, Boito employs a
Mystic Choir to answer instead of the Loxd in the dialogue about
the wager concerning Faust's souvl, limiting the divine interveniion
to the question 'T'é noto Foust?' (Is Faust known to you?) and
his accepionce of his antagonist's challenge. ('E sia!' - So be
it)., In Goethe, the 'Prologue in Heaven' ends with Mephistophele's
scoffing lines:

Von Zeit zu Zeit seh ich den Alten gemy,

Und hiite inich, mit ihm zu brechen

Es ist gar hihsh ven einem gressen Hernn,

So menschlich mit dem Teufel selbst zv irechen

(1 like, at times, to hear the Ancient's word

And hove o core to be most civil:

It's really kind of sych q noble Lord

So humanly to gossip with the Devil.)
which are retained by the librettist. Then, by drawing pussages

(fraely transloted and freely arranged) from the final section of

Goethe's Foust, Boito impressively rounds off the scene, us follows.

Irritated by the singing of o Host of Cherubim, Mefistofele vanishes
The Chorus of the Young Angels creates, by means of sonorous and
rhythmicael effects, the 'visual' impression of flight in varied

motion. The very short, aizy and tumultuvous opening lines:




Siam nimbi
Volanti
Dai limbi
Nei santi
Splendori veganti
Siam eori
di bimbi
dramori ...
(We are flying clovds
From limba
wandering
among sacred splendours
We are cholivs
of children
of cupids.J,
contrast with the majestic mevement of tho undulating nine-syllable
lines of the middle section:
Fratelli, tenieamei por mano;
fin L'ultimo cielo lontano
noi sempre dobbiamo danzar....
(Lot us hold. one another by the hand, brothevs;
to the farthest heights of Ffar-off heaven
we must keep on dancing.)

The dance-like, extremely dynamic rhythm of the last part:

La danza in engelica spira
Si gira, si gira, si girg

ﬂin an ongelic spiral the dance
twists, turns and spins.)

reinforces the idea of eternal wandering in celestial spirels.

A doleful invocation {'Chorus of the Penitent Women') heard
from earth, establishes the relationship between the Divine and
the Human, ringing the theme of sin and grief end of possible
eventual divine reconciliation. This is an importont detail
preparing us for the drame which, originating in heaven, is to

have the world os its stage, Ereqtvras of flesh and blood at the
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Sigm nimbi
Volanti
Dai limbi
Nei santi
Splendori vaganti
Siom cori
di bimbi
dramori ...
{We are flying clovds
From limbo
wandering
among sacred splendours
We are choirs
of children
of cupids..),
controst with the majestic movement of the unduloting nine-syllable
linos of the middle section:
Fratelli, teniamci per mano;
fin 1'ultimo cielo lontano
noi sempre dobbioms donzar....
(Lot us hold. one another by tha hand, brothers;
to the farihest hoights of for-off heaven
we must keep on dencing.)
The dance-like, extremely dynamic rhythm of the last part:

La danza in engelica spira
Si gira, si gira, si gira

(In an angelic spiral the dance
twists, turns and spins.)

reinforces the iden of etornal wohdering in celestial spizels.

A doleful invocation ('Chorus of the Penitent Women') hecrd
from earth, estublishes the relationship between the Divine and
the Human, ringing the theme of sin and grief and of possible
eventual divineg recenciliation, This is an imprrtant detail
preparing us for the drawa which, originating in heaven, is to

have the world aos its siage, E:aqtures of flesh and bloed ot the
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mexrcy of human instincts and passions, as its protogonists
There follows an ecstatic chorys in wvhich the voices of the
sarthly and heavenly creatures merge in @ kind of mystical
communion to sing the proise of the Lord of Supreme Love. In a
splendid tumult of sound and light the Heavens close.and the
stage is set for the earthly dramo to commence

The first act of Mefistofole is divided into two parts (The

Castor Sunday and the Pect) corvnsponding to scenss ii and iii of
Goethe's drama (Goethe's first scene being entirely omitted).

The scene opens in medievol Frankfurt-on-Muin, the eity which
some topographical detaile at the beginning of Goethe's second
scene, seeh to indicqto.l Bells ring out fastively as crowds of
paople From all walks of life atroll on the bastion of the city
joining in the merriment of the Easter Fostival.  Among them,
thero oppears o groy friat (instend of Goethe's bluck poodle)%
the objoct of both revercnce and feur in those around him.  The
uneusiness of tha crowd is, howover, soon te be dispelled:

procoded by tumblers, fulvoners, and flogthrowers, the Elector

1. See: Fazguson, J.,, op. sit., p.é7.

2, A chonge justified by scenical regsons, as Baito himself
adnitted, us well ds by the faet that encient lagends ond
{llustrotions usuolly indicete - o grey friars Besides
this, Boito thought thot the religious disguise would have
added strength o tho anti-catholic churacter of Goethe's
poem.  See: Boite's note at p.1l8 of the first libretto
of Mefistofele in 'Tutti gli sexittit,




end his suite oppeor heading ¢ cavalcade ~ u scene interpolated
by Boito, and carrying o magnificent visual effect. The
cavalcude passes on its way occosioning excited comments from the
werrymukers, No soonex has the procession possed, followed by
many of the crowd, thon the aged Doctor Faust enters upon the
scene . ccompanied by his disciple, Wagner. Boito's Faust does
tot appear to have known that either dosperation resulting from
being secluded from the rest of humanity or the weariness of life
which led Goethe's Faust recr to suicide.  After learning from
Mefistofele's account, in the Prologue, that an *inassopita
bramosia ai sopere i) Fo tapino ed amolonte' {'an unussvageable
desixe to know mokes him o poor panting wretch), we meet Faust
for the first time in the context of humonity, ammng ordinary
people and feoling kinship with them, perhaps to vomind us that '
Faust is @ man like vs, 'the manifestotion ond synthosis of
mcnkind'l os Antonio Boxriolle xemarks. Inspired by the boauty
of nature, Foust gives vent to his feeling in a beavtiful speech
AL soave vopgiar di primovera...' (In the soft light of spring)
- a clever ;daptﬂtAOﬂ af Goothe's similorly pluced, mognificent
monologue 'Released from ice are brook and river'. A throng of
meryymokers bursiing on the scene provakes Wagner's asid remarks
dbout the coarseness of the 'vulgar hord', now joyously singing in

fhe boisterous chorus ‘Il bol giovanetto sen vien alla festq'

1. Borriello, A. ’Mito, poesig & wmusicq nel Mefistofele di
Arrigo Boito® Napoli: A. Guida ed. 1950; p.l04
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(The fine young fellow has come to the f&te), the words of which
are xemarkably close to those of Goethe's Dance and Song Scene
under the Linden-trse. Some couples begin to dance the Obertas
a vigorous dance, very popular according to Boito's wwn
unnctations,l in Poland ond Northern Germany. The dance goes
round and round in o vortex of animatien. As the lively episode
comes to an end, and the crowd quickly disperses, Faust and
Wagner sit on a stone looking ot the houres glittering in the
evening light. Their very shext, unimpressive colloquy seems
as it 1s, o very poor substitute for the important deeply
philosophical and intensely lyrical possages characterizing the
conversation between Faust ond Wagner in the original source
(Boito does, however, in the first libretto, superbly translate
Foust' speech cbout his transcendental longing:'0O doss kein Fugal.
mich vom Boden hebt! - ah that nc wing con Lift me from the soil~
as well os the one in which, specking of the two sovls inhabiting
his breast, the old doctor reveuls the dualism which torments his
jost being).  The main mction in the opera saene centres,
however, abadt Fuust's observation of the Grey Friar, again
appearing in the fiolds and now, mysteriously, drowing closer to
him in tortuous spirals. In spite of Faust's apprehensien,
Wagner, the rotionalist mind who, as in Goethe, acts as o foil to

Faust, foils 10 see anythinp supernatural obout hinm, in spite of

1. Boito, A. op. cit., p.l15-6.

i
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*fiexy imprints in the ground' beneath his feet. They leave the
pluce, shadowed by the frior whilst the fading sounds of the 'Il1
bel giovanetto' chorus, heard in the distunce, announce the end

of the festive day. The scene chunges to Faust's study, It is
aight. In the sombre, neurly cloustrol atmosphere of his room,
Favst, feeling colm onu relaxed, meditaies upon the love of man

and God('Dai campi, dai prati'). Again, segretfully, the second
part of Faust's soliloquy, that in which, os in Goethe, he
gpeculetes on the meoning of o guototion From the Dospel: *Im
Anfang wav dos Wort!' (In the beginning was the word), does not
appear in the second libretto. Havrdly hus Faust storted
tronslabing the sacred book than the howling of the Grey Frier
:ushiné aut from the oleove in which he wos concealed, stortles
him.  Confronting him with a book of mogic and moking the all
powerful sign of Solomon over him, Foust compels the Friax to

throw of f his disguise: in the attire of o 'squire of hiph degree',
Mefistofele uppears. In answer to Fuust's question ns to his naome,
he choracterizes himself as 'The spirit that denies®, and then
embarks on‘qnlin;ellactuul disguisition of his own entity

and powsers (adapted from Goethe, Se.iii):
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Parte son d'una latebra

del gran Tutto: Oscuritd.

son figlivol della Tenebra
che Tenebro tornerd.

S'or la luce usuxpa e afferxa
il mio scettro o ribellion
poeo andrd lu sve tenzon;

v'd sul Sei, v'@ sul Sol,

o sulln Terre

Distruzion!

Rido @ avvento questo silloba:
"No®,

Mordo, invischio,

Struggo, tento, ruggo, sibilo
Fischio, Fischio, fischio, fischio
fischio, ehl...

(I am @ part of tho innoxmost darknoss
of the groet All: Obscurity.

I an the child of Darknass

who will roturn to Doxkness

If light now vsurps and seizes

ay sceptre in raballion

its rasistence will net go far

over the sun and over tho

Earth their hongs

Destruction!

I laugh and spit out this word:
Ng".

I bite, I entice

T destyoy, I towpt, I roar, I kiss

I whistle, whistlo, whistle, whistlo
whistle, oh!...)

This passoga, highly originol ond offective, serves to illustrate
not only Boito's infatugtion with tho musical and expressive
aspect of the verses, but his concorn with their powers of
choractarization, It is porhaps not going Yoo fur to say that
in the hissing, jarring, dissonant sounds of Mafistofele's spesch,
os woll s in the sharp interruptions of the established metrical
scheme, Boito has managed o convey much of the destructive power

of the 'spivit that denies'. Mefistofolo's vorse can only be
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his, and nobody else's. This characterizotion is no meon
achievement if compared with the approximative poetic delineation
of character of the majority of Itolion librettists. The
remoinder of this scene derives from Goethe, Scene iv, where the
Devil offers to serve Faust in this world if Faust will serve him
in the next. The episode of the puct is, in Boito, reduced to
the bare essentials. The Chorus of the Spirits and the long
conversation between Mefistofele and the Student - not really
relevant to the dramatic action ~ have been omitted. Faust
declares himself only concerned with this world and mokes his own
texms:

Se tu mi doni

, un'ora di riposo

in cui s'ccqueti 1'alma:

se sveld

al mio buio pensier

me stesso e il mondo:

se avvien ch'io dica

oll*attimo fugente:

arrestoti, sei belle!l

Aller ch'io muoia!
e n'inghiotta 1'averne!

E

(If you will grant me
an hour's respite
in which to compose my soul;
if you can reveal

R to my confused thoughts

myself and the world:
if I might once say
1o the fleeting moment;
stay, thou art lovely! -
Then let me die
and let hell swallow me up!)

Mefistofele accepts. The contruct completed, Mefistofele spreads

on the ground his clock ond, ufter inviting Foust to follow him,




he directs their 'courses' through the air. With the Devil's
help, Faust chandons himself to ‘universal human experience,
whishing personally to sample whot is allotted to the whole of
mankind'.l
Boito's second wct, aguin divided into two well contrasted scenes,
opens with the Garden episode, based on Scenes xii and xvi of
Goethe's Foust. The librettist made proctically no alteration
in the passages he selected but dramatically, the Gretchen's
episode, to which Goethe dedicates o number of scenes, oppears, in
Boito, too synthesized.2

A rejuvenated Faust, under the ulias of Enrico (in Goethe,
Heinrich) is seen wooing Margherita whilst Mefistofels courts the
elderly Morte. The suggéstive remarks passed betwean Mefistofele
and Marta are o parody of the tender,and ot the soms time
possitnate, duet between Foust and Margherite, who are genuvinely
attracted by each other. In Boitco's version of Goethe's drama
Margherite represents Foaust's first humen experience, the most

important and unforgettoble to which he will return even in .

1. Waldeck, ML, 'The Open University Press' (Unite 12) -
Greot Britain, 1972, p.87.

2. The episode of Volentine, fully developed in Gounod's Faust is
not found in Boitc's work., We must, however, rvemember that
Marguerite's brother is only brought in, in Goethe, in the
last but severfdcene of Part I, o scens criticized by some
scholars as irrelevant on the ground that 'it brings in an
additional character merely to kill him'. {Ferguson, J. op.
cit., p.80,
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the satanic frenzy of the Walpurgis night, during his descent into
the realm of purest beauty {Classical Sabbath) and at the moment
he reuches "the final verge of life's extremest limit'.
Defensvless under the force of Fuustlspossion, Margherita agrees
to his coming to her 'to spend one hour of love', and accepts a
sleeping potion for her mother. The scene ends with the Farewell
episode, uh entrahcing gquartet culminoting in a burst of loughter
- an entirely operatic number, however full of zest ond vivacity.

The basic material of the second scene of the second act of

Mefistofele is drawn from Goethe's Walpurgis Night (Scine xxi).

The Devil's cynical considerations on the 'empty and zound! wicked
world, comes from the Witches' Kitchen Scene vi, the He-ape passage
*The world's the ball'which Boito freely elaborates. The Festival
of witches and spirits upon the Broken Peak in the Haxtz Mountains
to which Mefistofele takes Faust is, both musically ond dromatically,
o conception 'of mognificent vitolity, a work of shining
inspirgtion, diobolical, satenic, stupendously realized'.l A
rising, red moon casts « lurid glare over the wild, sinister
landscape.  The voige of Mefistofele, urging Faust on as he

climbs the steep slope, is heaxd chove the roge of the wind. A
theusand voices, howling from all the trees, the clefts, the peaks
and the obysses of the cursed world, accompany Faust's ond

Mefistofele's difficult oscent. “iided by the darting lights of

1. Brindle, R.5. Mefistofele Musicol Times 95 - March 1954,

p.151.
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the Will-o'~the~wisp, they reuch u rocky rampart where they are
finally revealed, isoloted and motionless, cilhouvetted oguinst
the dark sky. To the Devil's delight, o wild, magic chant
heralding the infernal congregation, is heard coming nearer ond
nearer. A throng of witches and sorcerers burst on to the
rampart singing, in a frenzied chorus, of their terrible night of
pandemonium,  Seating himself on o rock shoped like o throne
Mefistofele, interrupts their tremendous *Sghae' shouts, bidding
them to prostrate themselves vefore their Lord. Recognized by
the sorcerers as the king of ‘hewien, earth and sea’, he is
offered d glass globe, inspiring in him the defient, scornful
"ballota'

Eeco il mondo

vuoto e tondo,

s'alza, scende,

balza e splende,

fa carole

intorno ol sole,

tremo, rugge,

da e distrugge;

ora sterile, or fecondo
ecco il mondo.

3ul svuo grasso
antico dosso
vié una schiatte,
e sozza e matta,
fiera, vile,
ria, sottile,
che ad ogn'ora
so divora

dalla cima

sino al fondoe
del reo mondo,’
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(Here is the world
empty and round
it goes up ond down
glitters and bounces
it dances
around the sun
trembles and rosrs
‘gives and destroys
now barren, now fertile
this is the world.

On its huge

old back

there is @ race

both profligate and mad
haughty, cowardly
subtle ond wicked

whose members devour
one snother ceaselessly
from the topmost peak
to the bottomost depths
of the wicked world.)

At the end of his song the Lord of Destruction hurls the globe
to the ¢round smushing it to smithereens. Young witches and
sorcerers,taking Favst cmong them, dance an erotic dance 'on the
dead fragments of the ill-fated globe'. They dance frenetically
until o vision of Macrgherita - sad and wan, a hecklace encircling

her troath with a bloody line ~ uppeurs in the distant, cloud-

laden sky. Memories evoked by the gentle music associated with the Garden

Scene, resounding dolcissimo - so strange and poignent - in the
now silent world of discord, seem to free Foust from the satanic
spell.  In o poroxysm of rage Mefistofele bids Faust to avert
his eyes from the seductive spectre - ¢ Medusa's heod -'thot rots
the heart of him who gazes on it’'.  With on imperious gesture

he dispels the vision; the wild donces ave restmed and the act
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ends in an orgy of sounds, of flumes and moving shcpes.l

The third act, relutively brief but intensely dromatic, follows
the last scene of Goethe's Faust I very closely, also incorporating
o few lines concerning the rcscus of rlargherita, from Scene xxiii.
The setting is 'o prison cell lit by the faint glimmer of o

lantexn hanging from the wall'. Lying on o strow bed, Margherita,
mentally wandering, sings to herself the lament 'L'altra notte in
fondo al more'. She remembers as in o trance, the horrible crimes
of which she has been occused, without, however, realiziag hexr
guilt, The image of o free bird flying in the woods, to which
she compares her restless soul, seems lo provide o momentary peace.
Suddenly realizing, in a flush of consciousness, the helpless
misery of her present stute, she breaks into the desperote, twice
repeated, cry ‘Ah, di me piai&' {Oh! have mexcy on me) then
collapsés,., exhausted. Faust oppears outside the gratirg with
Mefistofele, There follows a brief exchange during which Faust
begs for Margherita®s life. After reminding Foust cf who it was
whe brought ruin upon her, Mefistofele, finally, consents to help.
Faust enters the prison.,  On recognizing his voice, Morgherita is
overcome with violent emotion. Her incoherent thoughts wonder

back to happier days - the street, Murta's garden ... tender

i. Boito has this very impressive finale in substitution for
Goethe's Wolpurgis Night Dream {Oberon and Titania's Golden
Wedding) - o queer Masque-like Inte.-azza, abviausly
sexving no dramatlic purpose.
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memories of their brief, intense love .... The dreadful reality,
again bredks upon her like o sinister shadow.  She tells Faust
what followed his desertion of her, asking him, in a passage
charged with nesrly unbearable pathos, to lay her in death under
the greenest turf, baside her loved ones: her mother, whom she is
accused af hering poisonad and her drowned babe, who will rest upon
her breast., Foust implores her to fly with him but all she
desives is to be relieved from the agony of life. Under the
torrentiol power of Favet's passion, she seems, finally, however
to surrender and in o wondrous duet they start dreamiry, together,
of a still possible, future happiness: ’

Lontane, lenteno, lontano,

sui flutti d'un ampio oceano,

fro i roridi effluvi del mar,

fra L'alghe, fra i fior,

fra le pelme,

il porto dell'intime calme,
1'azzurra isoletta m'appar
M'appore sul cielo sereno

ricinta d'un arcobaleno
specchiante il sorriso del sol....

(Far, for away

on the waves af a hfad.ocean

amid the dewy exholations of the sea
among the sea plants and the flowers
and ‘the palm-trees

a haven of intimete quietude

the tiny blue islet oppears to me.

I see it on the serene horizon
encircled by o xainbow

reflecting the smile of the sun.)

This duet is Boito's own creation,
With its fluctuating rhythm as of the ocean and the almost

hypnotic effect produced by the sound pottetns, this passage
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provides a welcome relief between the emotional tension of the
preceding scene and the horror ond agony of what follows.
Distraught by the presence of Mefistofele in the 'holy refuge' -
the prigon being her place of atonement -~ Margherita, abruptly
brought back to reality, chooses to submit herself to the
judgement of God rather than to salvation with the Devil's eid.
The power of this superbly dramatic scene is intensified by the
conflicting, simultoneously expressed, gools of the protogonists:
Mefistofele, who does not care for Margherita but must sexve
Faust, occording to their pact, impatiently urges them to hurry;
Faust begs hexr to fly wiih‘him, byt Margherita, now only intent
on her spiritval salvation, proys the Heavenly Beings to protect
her, at the same time osking the Lord for mexcy. Her stupendous
soliloquy ’gpuntu 1'gurora pallida’ (The pale dewn is breaking),
a kind of lyrical catharsis, is sealed by Mefistofele's
triumphant utterance 'She is condemned®. The chorus of the
Celestial Host conveys the final message of the Lord ‘She is
saved's  In contrast to Goethe's Gretchen who, in dying,lculls
levingly 'Heinrich' twice, thus foreshadowing the role sh; is to
play in the zedemption of Foust when oppearing os o penitent in the
final scene, Boito's Murgherita, who does not re-aoppear in his
Epilogue, shrinks awoy from him, feeling only aversion. As
Mefistofele bids Fuust to follow him, the executioner stands

revealed in the back ] ded by his hench Foust's

destiny is not yet settled. He must run through a whole range
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of experiences - riches, political power, the love of a Goddess,

military glery - befare accomplishing it.

Whilst the first part of Goethe's Foust is divided into twenty-five
freely arranged scohes, the cecond part, on which the second part
of Boito's Mefistofele is bused, falls into five, lengthy and
rather complex acts. In spite of its more traditionul structure
'Purt‘il' is dramotically impossible, not only becouse of the
incredible number of more or less symbolical or fantastiz
characters and minor incidents, but also because of the wealth of
philosophical disquisitions, metophysical thoughts anc discursiveness
continvally distracting the attention from the main plot concexzning
the fate of Favst., Throughout the five acts of the Second Part
the hero more than ever dapendent on Mephisto.phales, is seen
st;iving for the attainment of the highest form of life in o
somewhat incoherent and copricious way. In Act I we find him at
the Court of a plecsure-loving but needy Emperor, of whom he
becomes the benefactor by giving him money produced magically by
Mephisto . pheles who is disguised as a court-jester. At the
Emperor's request, Faust evokes, on a magic stere, Helen of
immoxtil beouty and her lover Paris, after a descent into the
spaceless, placeless ond timeless realm of the 'Mothers', where
Helen dwells. Faust falls in love with the image of Helen and,
guided by Homunculus, en artificicl mon created by Wagrer {Act 11),

reoches the Phorsolian Fields of Greece, where, together with

|
1




Mephistopheles, he ossists at the 'Clussical Wolpurgis Night®

o gathering of the spirits of the classicol world intended us a
counterpart to the satenic phantasy of the Witches' Sabbath.

His union with Helen (Act III) is no human love-affair - it
symbolizes Goethe's mu;h advocated fusien between the Romantic
Medievalism of the Germans and the classical genius of the Greesks,
their son Euphorion, who loses his life in an ettempt to fly,
rapresenting Goethe's tribute to the English poet Byron. After
the death of Euphorion and the loss of Helen,Foust returns to
reality. He realizes that the episode with Helen was nothing but
o deceptive dreom but his encounter with her, in o svperhuman and
jmmortal world, has mode him impatient for heroic deeds. He
returns to the Emperor (Act IV) and with the help of Mephistopheles
wins o crucial wor and is given, os a reward, a strip of borren, '
unhealthy land,  Ruthlessly, he orders Mephistopheles to remove

o couple of loyel tenonts, Philemon end Bavcis {Act V) but when
the Devil returns %o report their destruction, Foust turns away
fram him.  In on impressive scene {V, v) we Find him confronted
by four Gray Women: Want, Guilt, Cuare ond Nocessity . He rxids
himself ¢f them but no sooner hos he recognized the futility of
his associotion with supexnaturcl powers then Care returns to
tell him of the approuch of death,  She blinds him by breathing
in his face and in this very moment Fuust, surrounded by

physicol darkness, reguins his spiritual sight. He sees, at

last, the opportunity of vsing the power still in his honds for
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the banefit of mankind: by droining the worshy plain in his
possession he will provide green, fertile fields for ¢ race of
industrious men, living and working together peucefully. This is
the first assertion of his own will, his first 'ereative' desire.
Rejeicing in action, Faust 'olmost' pronounces the words thot in
his initial compact with Mephistopheles were to be his daom:

Werd ich zum Augenbliche sugen:

Verweile doch! du bist so schin!

Dann megst du mich in Fesseln schlagen

Dann will ich gern zu Grunde gehn,

{When thus I hail the Moment flying

Ah!  still delay - thou art so foir!

Then bind me in thy bonds undying

My final ruin then declare.)}
Lost in the vision of ¢ throng of free people on free soil he
declares himself prepared to say to this 'highest moment':

Verweile doch! du bist so schtn!

{Ah, still delay ~ thou art so fair,)
Faust's lost words are, however, hypothetical and Mephistopheles
is defeated by the, now, intervening powers of Heaven. Bearing
the immortel soul of Foust the Angels soar in the higher atmosphere
singing:

Wex immer strebend sich bemiith,
Dor knnen wir erlbsen

{Whoe'er aspires unveariedly
Is not beyond redeeming...}

In Goothe's own words Faust is saved by means of the 'activity

mounting ever highexr and purer to the end', which is in himself




arid by the 'eternal love which helps him in his need:l from above.
Gretchan who, like Dunte's Beutrice is the spirit of Eternal
Redeeming Womanhood, is among those who welcome Faust to heaven
botause, as the Chorus Mysticus finally asserts:

«vs Das Unzulingliche

Hier wirds Ereignis

Das Unbeschreibliche

Hisr iste geton;

Das Ewig-Weibliche

Zieth uns hinan.

{... Earth's insufficiency

Here grows to Event:

The Indescxibable

Here it is done:

The Woman-soul leadeth us

Upword and on!
Thus, with o message of Love and Mercy, ends the second and

conclusive part of the epic of Faust

The complexity of the muterial contained in Part Two obviously
put Boito's determination to respect Goethe's work into serious
doubt,  Although limiting himself to the external mechonism of
the story, he made, at least in his first libretto, an admwircble
synthesis of even this second part, undoubtedly, us John Ferguson
remarks, 'much wore cbstruse even than the wost difficult pussages
in Part I'.2 With assured drametic touch Boito chose, out of the
maze of Goethe's symbolical and philosophical allegories, all

those episodes most apt to throw o new light upan the character

1 Wayne, Philip: Introdustion to Faust. (Paxt Two). The

Penguin Classies. Greot Britain: Baldick, R., 1973, p.ll.
2, Ferguson, J., op. cit., p.82.
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of Faust, at the same time illustrating the course of his difficult
and restless ascent from darkness to clarity. The fourth act of
Mefistofele wos, in fact, originelly divided into two parts. The
first port, devoted to the Emperor's Court Scene, included, besides
the incident of the devil producing gold, that of the apporition of
Helen (Elena) and Paris {Paride) on the stage of the mugic theatre.
This lost incident was of porticular importence because it
exploined the origin of Faust's pession for Elena, his longing

and consequent search for her culminating in the love scene ploced
by Boito in the context of the Classical Walpurgis Night, to which
the second part of the act was dedicated,  The Intermezzo
Sinfonico before the last uct, describing the bottle between the
Catholic armies of the Emperor allied, paradexically, to
Mefistofele and Foust, and those of the unti-imperinlists was

aleo, dromotically importont. Mot only doos it seem to prepore
and give meaning to the last episode of Faust's life, but it
completes the gamut of emotions experienced by Faust during his
never~ceasing, ond alwoys deluded, search for the 'highest,
blissful moment'. The excision of the scene at the Emperor's
Court ond thot of the Intermezzo Sinfonico, did, indeed, clter in

a negotive woy, the dromatic structure of the libretto, producing

gops detrimentol to the logical developmeni of the action and

* partly justifying the often repeated asservion thot Mefistofele

: . 1
is two operas in one.

1. Stelios Galatopoulosercit, p.B.
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At the beginning of the fourth act - The Classicol Sabbuth - of
the final redaction of the libretio we find Faust on the banks of
the river Peneus 'flooded by the enchanted light of a moon
eternally at the full'., Before the actual ippearance of the hero
on the scene Boito, resorting to all the resources of the lyrical
stage y produced o stupendous re-creation of the luminously
vibrant atmosphere of the world of immortal beauty. Elena ond
her compunion, Pontolis, are reclining in « boat of mother~of-
pearl and silver, surrounded by sirens ond other mythologicel
beings. In splendidly evocative lines they sing of the magic
spell of the night whilst, in the distance, the voice of Faust is
heard, possionately and repectedly invoking 'Elena!’

In Goethe Helen is seen, more dramotically, among the Chorus of
Coptive Trojan women before the palace of Menelous in Sparta, ond
o large portion of the third ect is occupied by her lengthy
speeches and the comments of the Chorus. Preceded by a long
procession of boys and squires Faust, now the Lord of a neighbouring
castle, appeors at the head of the stoircase, in knightly Court
costume of the Middle Ages, then descending slowly ond with great
dignity. In Beito, Foust enters less impressively, whilst the
boot with Elena ond Pantolis disappears from view. He is
aécampanied by Mefistefele who, feeling ill ot ease in the crystal~

clear atmosphere of the Attic land, decides to withdraw.™  After

1. The detail of the devil's reaction to this Second Sabbath is
found in Goethe's Faust, IT; Act IT, Se.iii.
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a stylized Chorea danced by o group of Choretides, Dorides and
sirens, Elena re-enters to the commenis of the Chorus singing,
*in lydian mood’, proises of her beauty. ('Trionfi ad Elena
carmini corone' ~ Acclomations to Helen, songs, laurel wreaths. )
Lost in a trogic vision, she starts recounting the story of the
fatol night of Troy's destruction in splendidly incisive
classical hexumeter:l

Notte cupa, truce, senza ¥ine fun&bre!

Orrida notte d'Illic! implacato rimorso!
Nugoli d'arsa pelvere ol vento surgeno e fanno
Pig cieca la tenebra. Di cozzontisi scudi,

Di carri strosciantd, di catupulte sonanti
Lietere & scossal Si muta il suol in volutabro
Di Sangue. I Numi terribili gid ruggono, l'ire
Inferocendo della pugna; 1'ispide torri
Ergonsi trogiche, negre, fra lo caligin densc.
L'incendic gid lombe le case. Veggonsi l'ombre
Degli Achei proiette (bui profili giganti)
Vagolar le pareti,..2

(Night dork and atrocious, endlessly funereal!

Dreadful night of Troy! ©Oh, implacable remorse!

Clouds of burnt dyst rise in the wind and meke

the darkness more blinding still. By clashing shields

hurtling chariots, and twonging catapults

the air is rent! The ground turns to quogmires

of blood. The terrible gods now rage

making the fury of the fight more fierce;

bristling towers reer up, tragic and black, in the dense smoke.

The flomes already lick the houses.  The shadows of the Archaeans
projected (gigontic dark silhouettes) can be seen roaming the walls..}

1. In this 'Clossical’ act Boito did, most successfully, essay
to reproduce in the Itolion language the meters of classical
poetry. He adopted the Asclepiadean verse (one spondee, two
chorigmbs, one spondee) in the Choretid's hymn: ... CIrcdn
fis¥ dY sB1] I1 magicd| vB1td ...; the hesometers (four
spondees, one dactyl, one spondee) in the passage of Elena's
vision; NBttz| cOpd| trtics) sénz&l find fU| nebré;i the
Sapphic hendecasyclable in the Choretids'™ lines announcing
the arrival of Faust, and so on.

2. This passoge is adapted from Goethe's Chorus 'Much my
experience....', (Faust, Part ii; Act III)
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Faust, followed by Mefistofele, Nereo, Pantalis and a group of
small fauns and sirens, approaches Elena and kneeling before her,
addressed her as the 'perfect and ideal form of beauty’ (‘Forma
ideal purissima)., She responds to his adoration but, for o moment
Faust is distrocted by the vision of o mild, gentle maid appearing
among the midsts of a distant lond.  The love of the Goddess

does, however, conquer him. After this, os in Goethe, Faoust

tanchestlena to speak in rhymed verse - o davice unknown in
Greek poetry. Gozing into sach other's foce they sing in proise
of love ('Amore] mistero?! - Oh! love; mystery) whilst the
Chorus hails the birth of a new, ideal ond powerful puetry
(*Poesia libera t'alza pe cielil' - Poetry, rise frec to the
skies) resulting from the.combined sensitivies of the Germans

ond the Greeks. Pledging their love ond devotion to each other

they move together towards the pecceful valley in Arcadio where
they will have 'the grottoes of the nymphs' as a love-nest.
Faust's quest seems to have reached its glorious goal

Boito's Epilogue is built vpon a few passages selected from the

fifth act of Goethe's Faust, Part II (Se. v, vii). The beautiful

monologue which Goethe gives to Faust 'Vier sch ich kommen, drei
nur gehn' (Four sow I come, but those that went were three),

refexring to the four Gray Women ond retained by Boito in the

first libretto, is not found in the finol version. The setting
of the scene is, again, Foust's study ot night. A lone lamp

sheds a faint light. Unable o concentrate his thoughts on the
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holy book open before him, the now aged Faust wearily muses on the

empty illusions of life., Mefistofele stands behind him as o ‘
sinister bird of prey. His impatient exhortetion 'Cammina,

camming', echoing that of the Witches Sebboth, when he wos urging

Faust to go on and on, seems to be aimed et counteracting Faust's

temptation to resort to something beyond his control.  The old

philosopher's following speech acknowledges, os in Goethe, *the

tragic, ultimately ombiguous nature of oll humen effo:t’al

Ogni mortal

mister gustai

il Real, 1'Idedle,

l%amore della vergine, 1'amore
f della dea ... Si ..
: ma il Real fu dolore

e 1L'Ideal fu sogno.

{Evexy mortal, i
mystery have I tasted, |
the Real, the Ideal, f
a virgin's love and 4
A Goddess's ... Yes ... ¥
but Reality was suffering N

. ond the Tdeal proved a dreams

In the beautiful solilogquy 'Giunto sul passo estremo’ (Having

reuched the final verge of life's extremest limit) Faust, shaking

off his spiritual torpor, starts cohceiving the 'supreme and

ultimate' dream copable of giving o meaning ko his present quest

on earth: o be the ruler of a peaceful world of infinite

breadth, a world inhabited by o new race of mortals, free from

all greed, ond lust and selfish passions. Lost in an ecstatic

1. Victor Langeopcit., p.xxi.




vision, he sees this community of people to which he wishes to
give his life, slowly rising to Heaven and ossuming, in o kind of
mystical tronsfiguration, the features of Heavenly beings.
Fearing that Foust can escape him, Mefistofele spreads out his
cloak on the ground {as in his first scene with Foust), inviting
Foust to fly through the ar. Whilst the Hymn of the Celesticl
Host is heard in the distance, Mefistofele, in a lost desperate
effort, conjurss up a vision of the Syrens ossocioted with the
‘divine’ ecstasies of the Clossical Sabbeoth night. As in @
medieval mystery play the powers of Good and Evil dramatically
clash for the possession of « soul.  Falling on his knees before
the Bibl;, Faust fervently invokes the mercy of God. He murmurs
Dio cl;menté, m'allontang dal demonio mio beffarde® (Merciful
God, rescue me from the toils of my jeering demon) against the
voices of the Celestial Host which, growing loudex and more
assured, sing:

Dollteterna armonia

Dell' Universo

nel glauce spazio immenso
emana un verso ~ di_ supremo Amor....

(From the everlusting harmony

of the Universe

in the grey immensity of space
Emonates o hyrn - of supreme love,..}

On these last words the voice of Faust, passionately crying to
the blessed fleeting moment 'Arrestoti sei bello', merge with the
Angels' in a, now, indissoluble synthesis. The Cherubim aoppears

singing the prayer announcing the salvation of the soul of Faust,
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at the same time scoitering o shower of 'sweet-scented petals' of
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roses over Feust's body. Blinded by the dazzling light from
Heaven and tormented by the red-hot rain of flowers corroding his
flesh, Mefistofele sinks deeper ond deeper into the ground

whistling and cursing, whilst the Celestial choir expands to a

mojesticolly impressive climox. On the imperious coll of the
Divine trumpets, exploding ‘con tutta forza® to proclaim the victory
of the Lord of Power and Love, the drama ends - o pexfect conclusion,
highlighting the inner logic of the humen and cosmic droma of
Faust.

A modern scholar, Professor L A Willoughby, writes that
'Foust is nothing less thon the vindication of God's zreation and
the asseverance of the divine in the face of evil'l - This is

Boito's exoct interpretoution of Goethe's poem.

1. Willoughby, L .A. quoted in Goethe ond Faust, op. cit., p.85
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BOITO'S OPERA

The first libretto of Mefistofele is, dromaticelly specking,
superior to the version presently used. We must however admit
that, in spite of ¢ll its cuts, this second version is still an
excellent achievement, limiting, but not drosticolly oltering,

the Goethean intention ond edmirobly serving the purpose of
nusical elaboration. The scenes are neatly constructed and
expertly contrasted. Thus, after the opening Prologue in Heaven
ve huve, in the First act, the colourful Enster Sunday episode
followe; by the tense, sombre scene of the Pact. The second

act co‘ntuiné the delightfully fresh and tender Garden Scene and
the sotanic phantasmagoric of the Witches' Sobbath.  Act Three

~ the gloomy Prison scene - describes the death of Margherita

with accents of unbearable poignancy whilst, in the fourth act

we are tronsported to the serene moonlight-fleoded landscape of
the world of classical entiquity. The end of the Epilogue takes
us ogein into the illimitable region of spaces - the last words

of Faust being reconnected with Heaven as wished by Goethe, the
"great worshipper of Form'.l The problem of form was obviously
also Boito's concern, He structured his music-drama symmetrically

by the use of porollel scenes gt different points, the Witches

1. See page 223. -
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Sabbath being the counterpart of both the Prologue in Heaven and
the Clossical Sabbath. He strengthened the sense of architectural
balance by recelling musical elements from the 'Prologue in Heaven®
in the final scene of Act III and ot the end of the Epilogue.
Furthermore, he,who had recommended to all musicions wishing to
embark on the composition of opera the study of forms, had

chosen the form which he considered the most perfect - the

symphony ~ us o mould for the Prologue in Heaven, which is, in
fact, divided into four movements: Preludio e coro; scherze
strumentele; Scherzo vocele; Salmodia finale, linked by an
Intermezzo drammotico.

Having onte settled the external structure, he devoted himself
to the solution of the difficult problem of the relutionship
between the poetical and the verbal fexts in a worlk destined for
the lyrical stoge, ot o time when the towering figures of Verdi
and Wagneér employed two completely differeat, and yet both
acceptoble, upproaches.  An enalysis of Mefistofele shows the
extent to which Boito succeeded in the reglization of his ideals
of opera reform.

The *Prolugue in Heavan', of cll sections of Mefistofele
is, in my opinion, the one in which words, musie, vocal sound,
emotion and ideclogy, fuse most completely, into e perfectly
harmoniovs whole. It is a wonderfully sonorous 'scenography’,

well described by Ildebrando Pizzetti as 'a vast fresco in which
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we do not know whether one has to admire the movement of the
celestiol figures or the colours!® The plastic velues of music
not only translate the images with which the three Archangels of
Goethe's Prologue in Heaven exhalt the power of the Creator but
snlarge the vision suggesting 'pithagoraun,_qpocolyptic, biblical
and catholic recallections'.z The initial direction 'Nebuloss -
Lo squille delle sette trombe’ I sette tuoni..' is preceded, in
Boito's first libretto, by « mention from the Book of the
Revelation VIII - x:  'Et septem Angeli, qui habebant septem
tubas, proeporaverunt se vt tube canerent, Et primus Angelus tuba
cecinit... Et secundus Angelus tuba cecinit... Et tertivs Angelus
tuba cecinit, ete... Et cum locuta fuissent sepiem fonitrua voces
svas*, The first movement - Prelude and chorus - suggests
conflagrent turmoils of o vorld in evelution, conflicts of
primeval forces movad by o superior will - as it were o comment
on the first paragraphs of Genesis. The opening tonic note of

E major, held for two bars ond a crotchet ~ is very intense in
the fusion of all the orchestral timbres. It appears to be the
generating element of the first trumpet call symbolizing the
Power of the will of God (Ex. 1A}. 3 This 'trumpet-cell',

played by backstage trumpets and {3nbones come first from a

1. Pizzetti, Ildebrando. Musicisti contemporanei. Milan.:
Fratelli Treves, 1914; p.43.

2. Borriello, Antonic op. cit., p.31.

3. The musical enamples are token from: Mefistofele, vocal
score, Milan, Ricordi. Copyright,1875 (undated); and
Mefistofele, orchestrul score, Milan: Ricordi, 1919,
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central position, obscured and without o rigorously defined
rhythm (occording to Boito's instruction), and seem to resound
from heavinly distances and lie in the pexsisting vibrations of
ihe matrix sound.  This *rumpet motive appears seven times in
oll during the instrumenial prelude: it undergoss changes of
figuzation, key ond instrumentotion but is alweys of four bars
length,  Given t= the woodwind and the harps, in chords
arpeggicti, the first thematic frogment of the invocation of the
Penitent women (Ex, 1B) intvoduces the motive of earth with its
load of sin and grlsf. TIn the following bars the *gruppetti’
of the piccol; can be likened to the flume which sparks off the
dromatic explosion of the seven thunders of the Apocalyptic
vision, One hears again the trumpet motive this time from the
right wing backstoge aond with a different musical figuration ’
rotating around the thrice repented A, An enharmonic

passage, simple but effective (Gy becomes Ap), leads to the
#

second fragment of the phruse of the Penitenis (Ex. 2),

accompanied by semiquaver broken chords on the harps and blending
with the 'pizzicato' of the strings and then with the whole

orchestra in a sonorous crescendo. ending, in fine 'stexcophdnic’
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effect, in the fortissimo tutti tonic of A flot supported by o

percuscion roll and off-stoge trumpets.

As in the beginning,on

the vibrations cf the new tonic, the trumpet calls, in simple

%onic~dominant elternotion and de-xhythmisized, sound this time

from the left wing.

The last fragment of

the Penitents' invocation,

b

A

£ & n

PP wopo gluste

T

i
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is interrupted by o violent explosion -

perhaps the

asser*ion of on imperious Will copable of being inflexible or,

more probably, the revelction of a Creative power cousing beings

to emerge from nothing cnd then crdoining them according to

mysterious ond eternol lows.

This explosion, alternating the

Bp major ond minqr chords in different positions, is mode more

incandescent by the sonority of th+ brass opposed to the woodwind

and strings supported by the thunder of the bass-drum. With

this exaltation of the Creative Power, the brief cycle of themes

of the preluds is concluded.

As in o symphonic form, we have a

re-statement of the thematic motives s¢ far presented, this time

in the different keys

of B flat and then D mdjor, eventuvally

leading to the originel key of E major.

Supported by o strings

tremolo, the initial fenfore returns authoritatively in contrary

motion no longer isclated but sustained by the other instruments

~ with sonorous and ideological intensificetion. As the climox




260

fades oway, the upper strings take over the last vibratic

whilst the lnwe; strings perform a slow, descending scule
supported in the lotter part by shifting string cherds in the
vpper structure. Like a last, cosmic echo, the Penitents' theme
is heard, pianissimo, in the woodwind., With the soft tonic on
the harp, the instrumental prelude ends.

In the meantime the curtoin hus risen to reveal a region of
dense clouds (Nebulosa). In the first Chorus, the Celestial
host, singing in proise of the Lord of all Created things,
suggest the motive of Universal hormony, from which will develop
the.earthly dissonance represented by the drama of Faust, , the
result and symbol of Divine Love. From the depths of the
tnebulosa' the words 'AVE' Signor degli angeli e dei santi' are
heord pionissimo, on unuccompanied hierotic declamation on the
chord of £ major, olmost tentative as if the Heavenly Beings,
perhaps in their newly created form, struggle to take shape in
melody (Ex. 4A). Then, sustained by simple chords given to the
strings and punctuated by the tonic of each choxd plucged in
octaves by lower strings and harps, a mojestically beautiful hymn
(Ex.4B), sung alternately by the first and the second phalange,
storts soaring higher and higher in chromatic progression. The
unexpected downward jumps of an octave retard the explosion on
the high A flat, on which the voices climacticully mergs before
falling down in a descending parcbolic curve.A cadenza

ingannata® (Ex. 5) eccurs in the last measvres of this first
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choral section producing a sense of tonal cmbiguity apt to convey
the essence of the celestial life which, in the opinion of Martin
Roeder *has neither tonic nor dominent and is a perennial
fluctuation between the kaown and the unknown'.1 This cadence
is repeated immediately, an augmenied fifth higher, and occurs
again ot the end of Act III ond before the end of the opera. At
the words 'Doll'eterna armonia dell'Universo' the ecstatic melody
starts agoin its irresistible flight, sustained this *ime, by
repected, continually moduleting chords in the strings, then
reinforced by the rest of the orchestra in increasingly dynamic
rhythmical figuration {quavers, triplets, semiguavers).

Musically transloting and intensifying the meaning and sound
effect of the words *E s'erge a te per l'aure ozzurre e cave in

suon soove, AVE' the melody seems to hover in space ( the six

‘measures in which it is cost being made more spacious by the

‘allargando'), whilst the tremolo of the upper strings and the
furious 'glissendi' of harps and lower strings ond the rolls of
the kettle drum create u terrific impression of vastness
grandeur, of soaring heights and illimitable, resounding dep£hs.
On the repeated word 'AVE' the solemn melndy slowly subsides and
fades away. The imperious trumpet call which we heard ot the

beginning (Ex. 1) sounds once more from behind the stage, now

1. Roedex, E: 'Dal teccuino d'un direttore d'orchestra' -
Milen: Ottino, 1881, p.202




clothed in a richer harmony. This brings the first movement to
an end.

Introduced by an instrumental scherzo, Mefistofele appears
on the stage, mockingly repeating the words of the Heavenly
Beings *Ave signor’ ovsr o sinister chord of the diminished
seventh held by the brass for four meusures. Mefistofele is

variously portrayed by meons of themes conveying the essence of

" his noture grotesque as Thersites,l devilish as Saton and

Ypicurean us Falstaff - os Boito, referring to Goethe's choracter
wrote in the 'Prologue in the Thectre® of his first librettc.2
Somg of the highly characteristic rhythmo-melodic figures which
are nearly elways asscciated with him, are enticipated in the
first section of the Scherzo. The first, and main theme,

characterized by accicccatura,end chrometic, (Ex, 6)

P e o i Ry
R 2 ; 2 EET
18 P F 7 P4
 secche

appears, in the very flrst measures, in the piccolo and flutes

the 'stoccuto’ empty fifths being given out by horns and busscons.
The passage is immediately repeated im the sub-dominant.  Afier

o short stoccato section it reappears, in A minor, in the dark .

1. It is worthy of note that Liszt, in kis choracter por‘cra‘ynl
of Mephistopheles ('Foust Symphony' - 3rd movement) also
emphasizes the grotesque.

2. Boito, A. op cit. p.10L.
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timbre of the bassoons and then, in the last four bars of the
Scherzo stromentale, reinforced by violas, ‘cellos and double
basses.

The Scherzo's skittish middle section of plucked strings
returns  as the accompaniment of the first part of the speech
which Mefistofele, with ironic courtesy, addresses to the Loxd
(*Perdona se il mio gergo'). In the ensving Trio, Mefistofele
sarcastically comments on the proud ond tenacious fatuity of
the ‘teeny god of the weeny eorth’. Scozning, in human values,
the creation of God, he mocks the previous hymn of praise of the
Celgstial Host, His words, set forth in o heavy recitstivo-
like form, are underlined by o« sweeping line on the 'cellos and
doublt; basses breaking up, ot the passage 'al par di grille
soltellante ... fo il sve trillo nrell'erba', in an onomatopoeic
rendering of the words. A chord of the seventh cf B flat, uttered

by clorinets and bassoons, herolds o series of eerie, sinister,

chromatic chords (Ex. 7A)

depicting the shifty, molignant nature of the Spirit of negqtion;

so far seen in his grotesque, bizarre and cynical aspect. Over
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these chords, Mefistofele, hypooritically declores:

Ah!  Si! Maestro divino
in buio fondo

crolle il padron del mondo:
e hon mi da pil il cuor
tanto & fioccoto

di tentarlo al mal

(Ah, yes, divine Master
in deepest darkness
the master of the world is going to pieces fast,
And I no longer have the heart
Iy so cast down is he,
to tem:t him to do evil,)

This disquieting mood is soon dispelled by the ripresa of two
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lively, skipping measures from the middle section of the instrumental

Scherzo (Ex. 7B).

(Cé;e rim Iy
s prima P

)

7 = i T [

Given to the whole crchestra, they bring the sacond movement to
( . its conclusion,

The Intermezzo drammatico, embodying the thallenge, is «
clash of powerful, ontithetical forces. The enemy of Darkness,
ond the enemy of Light, face each other, contending for the soul
of Faust. Over the tremolo of the strings, reinforced by the

' harp, the Choxus Mysticus utters the question "T'$ noto Faust’

The trombones, reverherating through the ether, proclaim the
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motive heard ot Ex. 1.  Again, in dark lines of recitative
punctuated by simple string chord and isclated notes on the

bassoons, Mefistofele challenges the Lp;d‘ When, with the

words 'Ei morderd nel dolce pomo de'vizi' (He will bite the

sweet apple of vice) he lystfully alludes to the sensual

temptations to which Faust will soon, inevitebly succumb, it is

" the Epicurean aspect of Mefistofele's charecter which is

presented to us by Boito. Arrogantly, the devil announces

amidst the sound of his own, infeznal fanfare, his assumed victory
over man and God.  The Celestial Host intervenes' affirming the
invineibility of the Lord by singing o reiterated anc impressively
resounding *Sanctus’.  Sustoined by o descending scole in octaves
on the harps, the last words finaolly merge with Mefistofele's
consideration that it is plessent to hear the Almighty addressing
him in so humen o manner, and there is & strange feeling of
sadness in his last words - something akin to human emotion
porhaps @ touch of nostalgic for the lost love of God.  The dewy
freshness of the Scherze vocale, defined by Luigi Pagano 'aos pure
as a sky ot dnwn',l is a vivid contrast to the dramatic atmosphere
of ‘the preceding episode. It is one of the simplest and yet most
noteworthy poges of the work, the music wondrously motching the
fluidity, the nimbleness and the finesse of the verhal text. The

Scherzo begins with the aixy chorus 'Siem nimbi volanti’,

1. Pagono, L, Lo fionda di Davide (Arrigo Boito: L'Artista).
Torino: Frotelli Bocea, 1928 - p.4l.
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murmured very rapidly on the simple interval gb and repeated for
thirty-three bars over an extremely rurefi;d harmony provided by
the muted stfings with the hormonics of the harps, the 'cellos
“beneath them fluctuating in a slow, ostinoto-like figure. Here
the interest lies in the curious, and faseinating, effect
produced by the sonorous, swiftly elternoting sounds of the
vowels A ~ i - o, domincting the musical text, ond by the weolth
of dynomic contrasts {exectly indicated by the outhor) aimed at
suggesting the visual and ocoustic illusion of o restless, aow
near now far, moiion. As the Cherubim disperse (the echo of
their voices persisting in the scanty chords of the npéning for
another twelve bars) Mefistofele, expressing disgust and onnoyance
disoppears.  The return of the Host of the young angels is
announced by a beautiful song 'Un gioxno nel fango mortale' which
hgs the moving ond intense simplicity of o chant, In triple
chythm, they sing, in o canon at the unison, of their lapse from
grace and of their return to God, in words which are the forecast
of o final, divine reconciliutiun.l It is to them that, at the
end of the drama, the soul of Foust will be entrusted to receive
the mercy of God.  As they start dancing in celestial spirals
"La danza in ongelica spire', music and words Ttwist, turn and
spin, the speed of the rhythm increcsing restlessly before
subsiding at the beginning of the second choral section -
*Frotelli teniomei per meno’, still in slow triple chythm, with

o very effective quadruplet alteration on the words 'dobbiamo

1. This section appears in the Vocal score (Ricnrdi,copytight
1875) but not in the full score (Ricordi, 1919.)
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dunzar' and 'Santissimo altar' suggesting o change in the
direction of flight (Ex. 8). An snhormonic passage <Fﬂ'/ Gh)
prepares. ¢ ripresu of the whirling dance followed by the nimble
‘initiol chorus which gradually fodes away. The vast emptiness
of Heaven is suggested by softly sounding chords given to flutes
clarinets and the harmonics of the harp over the slowly
fluctuating, tranquil Line of the'cellos.

The last movement, termed by Boito Salmodis finale, begins
with the Uhorus of the Penitent Women {'Salve, Regina'), The
thematic material hos already appeared in fragments in the
Orchestra (Ex. 1B, 2, 3) at tho beginning of the ‘Fr:lobue in
Heaven'. It now takes the shape of « broad melody, cccomponied
by the organ ond moduloting from one key to another (E flat, G
major, A mejor, D flat). The words 'Col nostro cunto, col nostro
p)}unto domiam 1'intense foco del senso'(With our singing and our
tears let us subdue the sharp fire of the senses) presage the
living drema of Margherite and her redemption through grief ond
remorse. The voices of the Cherubim join in introducing a
beautiful passage ‘Su gli dstri, sui vénti, sui mdadi' which,
with its triple rhythm follows exauctly the cadence of the
symmetricelly accentuated monosyllabic lines, rendering the
solemn motion' of the wirged creatures floating up and down.in the
oir EEL_M)‘ The stately grandeur of the Celestial Host's prayer
*Oriom per quei morienti', contrasts with the nervous rhythm of

the Cherubim's dance, now assuming o slightly different, but much
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more dynomic, figure, reinforced by the light staccato of the

violins.  The organ supports the Penitents’ pussionate invecotion

.to the Virgin 'Ave Morie, gratia plena’ whilst clarinets and lowexr

strings double the grave voices of the Celestial Host interceding

for the dying. All the voices entwine ond expand in lines of

soaring energy and grandeur, making vp o rich, wonderfully

sonorous ond yet terse fabric inte which the Chorus of the
Cherubim introduces a shimmering, silver thread, The different
groups of voices and all the orchestral sections merge in «
tremendously impressive unison - fortissimo passage to the words

'0di lo pia prece serena' (unexpectedly ending on a € natural),

. ¢limaxed by the hlasting of trumpets and trombones.  Storting

very softly'ond then crescendbing, the Penitents and the Celestial
Host, repectedly utter the word 'Ave', in chromatic progression,

sustoined by spacious orchestrel chords, reinforced by the back-

_stage trumpets. The voices reverberote in the vostness of space,

the word 'Ave' being eventually reduced to the vowel 'Ah', as if,
in the burning possion of the mystical ecsiasy, everything is
reduced to pure feeling. This cutbursi leads to a ripresa of
the hymn *Ave O Signor' (Ex. 4B) sung by the combined groups to
a fuller orchestrel accompaniment in which broken chords are
sounded by clarinets and 'cellos over the tremelos of violins and
violas and harp arpeggios. From the words 'Dall' etexna
armonia dell‘Universo', the hymn grows irresis}ibly, goining

impetus and pace by means of shorter note values (from triplets
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to quadruplets grouping, to sextuplets grouping) combined with an
impressive cresc;ando, ond continually accelerating tempo. The
brass blazes out massive chords against the tremolo of the strings
ond the rolling sound of the percussion instruments, Flutes
piccolo, harps and lower strings sonorously rush up the scale and
the whole orchestra, reinforced by the backstage fanfare, attains

a mighty pinnacle of sound as the chorus reaches its climax on !

i the fortissimo, vastly resounding AVE.  The curtein falls on the

N orche stre trivmphantly proclaiming the initial motive (Ex.l)

epitomizing the power of the Will of the God of all created beings.

i With admireble power of synthesis Boito succeeded in couveying,

. musically ond ideologicelly, elready in the 'Prologue in Heaven'.
the mést impertant elements of the whole drama: the relationship
between the Divine and the Human and the contrast between the
'principle' of earthly grief and of celestiol exvltant joy (i

‘movement); the oppeecronce, in the well-ordered universe of Ged,
of the power of Evil embodied in Mefistofele, God's antogonist
and ye! serving him in his own peculiar way (ii movement); the
clash between the Lord of Light and Creation and that of Darkness

' and Destruction for the pessession of the soul of Foust; the

idea of sin and of possible return to the grace of God (iii
wovement) and, finally, the forecast of Morgheritu's redemption,
and that of the resolution of the eorthly dissonance represented
by the drama of Faust into the supreme harmony of the Divine

world {iv movement).
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In the fizst ?qrt of Act I, the festive atmosphere of the
Enster Sunday is instently established by a sonoxous peal of bells
~ an historical and happy touch of local colour being the
tradition of the 'compane accordate' very populer in Germany
since early times, 'Senza rigore di tempo®, the bells sound
a short motive, which will be heard over ogein throughout
the scene, on the notes G F D E C.  The lost note provides the
tonic to the mortisl theme thundered out by the orchestra in
vigorous chords, charccterized by rapid alternation, frequent
changes in time signature (3/4 - 2/4), and by the final, curious

effect produced by the oscillotion of the cymbals, rendering the

. din of the excited crowd (Ex, 10). The merrymokers deport

themselves to the sound of very ropid auscending and descending
five notes scales. A group of students, burghers and hunters
intone « lively chorus ('Perchs di 13'), in the middle of which
occurs a charming tune in proise of April sung by eight young
girls crossing the stege. With a repetitive little theme in D
flat, o irumpet on the stage signals the arrival of a town-crier
accompanied by u hexald. Port of the crowd is attracted by them
port by o quack who now enters followed by o Merry Andrew, whilst
a group of mounted soldiery and townsfolk surround o vendor of
beer, -brecking in o vigorous toas! to 'wild offairs' ond ‘careless
beauty‘. As o grey frier appears omong the crowd, greeted by
some, shunned by others, the initial martinl theme (Ex. 10) is

heard in u slower tempo und doxkened version, as if enwrapped in
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an evil mist. The tonal progression, from B flat to G flot, to
D flat, to A major, to E major and, eventually, to the corefree
basic key of C major, is both original and effective. The
cavalecede of the Elector and his suite, accompanied by the
excited comments of the crowd (together and variously, the voices
overlapping ond merging) is o brillient piece of descriptive
%usic, beside being tremendously effective from o visval ond
theatrical point of view. This scene slowly dissolves in the
triplets of the strings, then on an orchestral chord in tremolo
enlivened by, the.ringing bells and eventually ending on the tonic
note of C major. After u brief tronsition, Faust appears on the
. scene followed by Wagner.  Supported by a tremolo on the strings,
musically vonveying the image evoked by the words Al soave raggior
di primavera' (In the soft light of spring the ice is melting),
the old doctor comments on the beavty of spring, in a recitotive

vexy Wegnerian i~ °% vour. (Ex. 11)

PP tranguitto col canto;tremalo lento
sonza.
L0F axniaaézyk@nﬁ

o e s S

.».

sprppaftuope e jod g poid)

2.
~?T o=
¢




The martial motive (Ex. 10) occurs again, suggestively altered in
xhythn and tempi (clternation 6/8 - 3/4). It engenders an
atmosphere of wild excitement, corresponding te the bursting on
the stage of o throng of merrymokers. There follows (ofter
Wagner's brief recitqt’ivo punctuated by the strings) the chorus
*11 bel giovinette', sustained by a strong, dance-like triple
;rhythm; begun in G major, it ends on the dominant chord of E
wminor. The ensuing Obertos, storted off by o vexy rhythmic
‘theme struck up by the double-basses, is irres’stible in its
impetuous dash and wild whirl.,  With its vigorous, harmonic
dynamic, and rhythmical feotures and its bright colours, it
. provides o great contrast to the following episode beginning with
the diclogue between Faust and Wagner. Daylight is fading and
the crowd melts away. With o few touches, whish could not be
simpler and yet more suggestive, Boito conjures up the atmosphere
of: the night, full of disturbing shedows end sinister forebodings.
Remoxkable is the effect produced by the harmonics of violins
violus ond *cellos combined with the notes held by the piccolo
and the flutes, at the words "Fulgoreggian o vespro', and the
passage from D wajor to D flat in the bass, underlying the words
*Declina il giorne®,  Accompunied by o shuddering tremoloe on
the kettle drums (lower strings, horns and basscons sounding o
long, sustoined chord), Wagner exhorts Foust to leave, as ’the
horizen is full of fog'. In the possuge preceding Wagner's

words 'A notte bruna torna dolce la cuso’, vttered over the
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The martial motive (Ex. 10) occurs agoin, suggestively altered in

rhythm and tempi (clternation 6/8 ~ 3/4). It engenders an

atmosphere of wild excitement, corresponding to the bursting on
the stoge of o throng of mexrymekers. There follows (after

Wagner's brief recitativo punctuated by the strings) the chorus

VIl bel giovinetto', susteined by a strong, dance-like triple

;hythm; begun in G majox, it ends on the dominant chord of E
ainor. The ensuing Obertas, storted off by o vexy rhyihmic
theme struck up by the double-basses, is irvesistible in its
impetuous dash and wild whirl. With its vigorous, harmonic

dynamic, and rhythmical features and its bright colours, it

. pravides a greot contrast to the following episcde beginning with

the dialogue between Faust and Wagner. Daylight is fading and
the crowd melts away. With a few touches, which could not be
simples and yet more suggestive, Boito conjures up the almosphere
of:the night, full of disturbing shodows ond sinister forebodimgs.
Remarkuble is the effect produced by the harmonics of violins
violes and 'cellos combined with the notes held by the piccolo
and the flutes, ot the words 'Fulgoreggion o vespro', and the
pussage from D wajor ta D flat in the hass, underlying the words
"Declina il gioxno'.  Accompanied by a shuddering tremolo on

the kettle drums {lower strings, hoxns and bassoons sounding a
lang, sustained chord), Wagner exhorts Faust to leave, as 'the
horizon is full of fog'. In the possage preceding Wagner's

words ‘A notte bruna torna dolece la casa', uttered over the
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YAh' sung off-stage (on the interval g) by the tenors and held
for four measures, the eeriness of the atmosphere is enhanced by
‘the modulation from C major to C flot, to B flat minor, to B flat
ia the alternuting thirds ond Fifths given out, in mysterious

pionissimo, by clorinets ond basscons.  The theme of Mefistofele

(Ex. 6) seems to spring forth quite noturally at this moment, as

if it were the incarncgtion of the supernotural essences
impregnating the air. It tells us about the true nature of the
Grey Friar who, to a serpentine, chromatic line in the hass
interrupted by a sinister trillo on vielas ond 'cellos, moves in

tortuous spiral toward the terrified Faust. Wogner's reassuring

.wozrds "No, fantosima quest's del fuo cervello' take the form of

an Allegretto Scherzoso, sounding a trifle incongruous in this
particulor context, Within the following three bars tension

i;, however, ropidly built up, reaching explesion point on Foust's
frenzied cry. It persists in the serics of very slow, pexfect
chords in different keys 'cupomente religioso', as given by the
instruction, interspersing Wogner®s calm remark that the mysterious
figure is a grey friar, no spectre. {Each group of three chords
ends with o pouse retarding the resoluvtion on the chord of B flat.)
As Faust and Wugner leave, followed by the Grey Frior, o frogment
of the chorus 'I1 bel giovinetio' is heard, repeated by the sopranos
and then vocolized by tenors, in the distance. The tenoxs' phrase
is almost inaudible, and accurs in the middle of a very interesting

heavy-moving fourth-relationship enharmonic possuge leuding,
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through downward ond vpwerd jumps of fourths, from B flat, to E
flot, to A flat, to D flet, to 6 flat and then, from B noturel
(held for seven measures) to E, to A, to D, to G, to C. In the
weantine, the change of scene has taken us into the study of
Faust who, unawoxe of the presence of the Grey Friar, sings his

first aria 'Dai compi, dai prati', {Ex.12)
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almost Beethav;nianl in the terseness of the nelodic contoux, the
classical restroint of the accompaniment given to violins and
woodwind and the perfect balance of its ternary form. In the

H bright key of F major and strongly diatonic, it aptly conveys the
sense of restored peace, of profound calm felt by the old doctor
now in the fomilior atmos;here of his study inducive of meditation.
A more anxious note is introduced at the words *Le torve passioni
del cuo;e‘ in the dorker key of D minor.  Then, through o
passage in B flat ond o diminished chord, the initiol meludy in
F mujor és resumed, and the aria ends peacefully with a tonice

dominant tremolo pedal. An abrupt change in mood is brought

L. Its similarity with ¢ theme of Beethoven's 'Kreutzersonate'
(ii movement’, has been repeatedly pointed out.
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in by chromatic scales storming in the orchestra and leading to
Mefistofels's theme (Ex. 6) to which he reveals himself. During
his excited diclogue with Faust, Meh’stafe‘le enigmaticelly
describes himsalf as 'Uno parte vivenie di quelle forza che
perpetuamente pensa il Male e fa il Bene' (A living particle of
thot force that perpetually thinks Evil and does Good), to ¢
sequence of eerie chords, (Ex 7A).  He then embarks on the

bollad: 'Son lo sp;r;to che nega', (Ex.13)
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impressive in its ‘weird suggestion of disbolical mnlevolence‘l
incidentully, on cbvious model for Jago's *Credo’, Mefistofele

hes no 'meledic face',z as befits the Lord of Destruction,

shrieking defionce at ail that is good, great ond haxmonious; his .
music is intentionally unbeautiful, set in hursh sounds and ebrupt
zhythms mevely emphasizing the qualities of the poetical text.

The prevailing imogery of xuin and destruction is well translated

in music by the thunder clap on the woxds 'Fiox', 'Creator',

1, Klein, J.W, 'Boito_and his two operas. .Music and letters;
1926, p.75. ——

2. I borrow this expression from Mosco Carper (referring
to Scarpin) op. cit., p.346.

P
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*Mal' at the end of each musical period, by the repevted, defiont
*No", and by the conwlsive sixteenth-note - broken chords crashing
down like o sonorous avelanche. The balled, twice repeated (the
second time to a new text and with some alterations in the

accompaniment of the first section) is composed of three parts:

in the first. chromotic pert (modulating from ¥ minor, to G minor,

;o B flat minor), Mefistofele osserts himselfas the Spirit of
Deninl, the enemy of the Crector; the second port, in an
onimated stoccato foxm, is an exoltation of his own destructive
power; the third part, ending with o shrill whistle, mingled

with a furious oscending chromatic figure, is characterized by

. fiery, repected diminished fifths on the trombones and by the

contr&st between the diobolically poverful phrases of scorn ond
derision 'Rido e avvento questa silloba...” and the dark, sinister
*No*, on the surprising chord of C major in first inversion,

The sequence of chords.charucterizing Mefistofele’s shifiy nature
(Ex, 7) is heard again in the following episode of the Puct; when
he, declaring himself Faust's slave and servant says 'Io qui mi
lego a} tuol servigi'. Foust's answer is set forth in o
beautiful contabile, 'Se tu wi doni un'oxa di riposo', beginning
in D flat, modulating to A major at the words"bvﬁo pensier me
stesso e il mondo' and then,momentarily, through on enharmonic
passage (Fﬁ /Gp), to G flat on Faust's outburst 'ARRESTATI SEI
BELLO!' The pact is concluded te an upward; continually

accelerating passage leading to G major. Alluding to the
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sensual pleasure§ they are about to experience, Mefistofele sings
a lively tune *Fin da stonotte' (upword leaps reinforced by
triongle and piccolo) over his characteristic theme appearing,

1 this time, in o more vigorous, almost dance-like, rhythmic Fform.
Faust joins him, os though, in renouncing to his own individuality,
he were surrendering to the devil®s now dominating will.
ﬁefistofele invites the old doctor to follow him on his mantle

in v brood phrose ‘Pur ... ch'ic distenda questo mantel®, taken

over by the trombones and then, the dynamic volume gredually

increasing, by the whole orchestra emphasized by resounding tom-

tam .beuts. As the curtain falls, Mefistofele and Faust disappear,

their flight through the air being accompanied by the orchestra,

i almustl‘tungibly' reproducing (through the protusion of stringendo,
allargondo and ether special markings) the movement of the mantle
on the wings of the wind.

The first part of Act II, describing, in intensely lyrical
terms, Foust® first =xperience of life, fulls into three sections:

i the first contains the delightfully fresh und spontaneous duet

betwee.n Faust (rejuvenated and under th: ..ame of Earico) and

Margherito followed by the cynicol one of the more experienced

couple Marta - Mefistofele (the latter, here seen in his Falstoffean

j - aspect). The second section, beginning with Mergherita questicning

Faust about his conception of religion, is devoted to their

passionete love duet und ends with the girl's occeptance of the

sleeping potion for her mother. The last pari shows the four
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characters engaged in an exhilorating and scenically exciting
quartet. The act commences with o brief introduction suggesting
the homely, charming simplicity of the scene ond the purity ond
innocence of Margherita, The string orchestrs plays a gentle

motive {strongly reminiscent of the second theme of the andante

_of Mozart's 'Prague’ Symphony) over the undulating line provided

by violas and 'cellos alternating the tonic ond dominunt of tha
key of F major (then, € major and G minor), On the soft
pizzicato of the violins answered by the flutes, the curtain
rises to reveal Foust strolling up and down with Margherita.

The strings sound, tentatively, an entrancing little tume oui of
which eventually develops Margheritg's fresh, almost noive .
melody 'Cavaliere illustre e saggio! upon which the first duet is
built. The Mefistofele-Marta duet, intended as a foil to the
preceding one, is accompanied by o grotesque succession of
rhythnic intervols on the bassoons punctuated by violas and lower
strings, ruvido and staccatissimo. (Mefistofele's theme- Ex.4 -
is heard under his words *Purtroppo e trepido vedo quell'ora').
With u‘ripresu of the gentle, initicl motive in F mojor (to be
heard ohce more during this second section when Faust asks
Margherita *Dimmi, in casa sei sola sovente?) begins the dialogue
about religion leeding to Foust' simple, yet pussionate, cantabile
in the predominant key of C major 'Colma il tuo cuar d'un palpite

(Ex.14);
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Ex, 14
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(which will later acquire a bitterly poignant meaning)
culminating on the high B notural on the word 'dmor'.

In the possoge which follows the gscending chromatic
meledic lines set ogoinst a pulsing accomponiment on the cellos
convey Favst’s tumult of possion qnd the conflicting emotions of
the hesiteting - ond firally surrendering - Moxgherito. As
Mefistofele and Marta return the music assumes ¢ syncopated,
extremely dynamic rhythmical form (semiquavers and quavers in the
bn;s ageinst chozds held by the orchesire). The two couples
join in the irresistiblg quartet in the first part of which the
diffevent feelings of the four characters are rendered by
individvelly suiteble themes: the square melodic lines of plain
Marta contrast with those, more sophisticated, of Mefistofele,
Margherito’s ond F +i's reciprocal attraction is conveyad by an
almost identical, syncopated motive, culminating in
Horgherita’s sweeping phrose 'Ahl  sento un' aura arcona e cora®,

(Ex, 15):
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tuke; over by Faust, The episode m;ves with incressed speed
dnd reaches its highest womentum in the 'presto' which follows
the roor of loughter on which the curtein falls

From the experience of love, to the experience of evil,
For the second part of Act II the aotion shifts to the Shirk
Valley - the legendary region of darkness, choos and turmoil of
which Mefistofele is the sovereign lord. Double-bosses, 'cellos
and bassoons enter with grisly chromatic scales over a double C
tremolo in the buss; o restless rustling in the strings
intexrupted by ominous founds in the oxchestro most effectively
avoke the nightmure quality of the atmosphere. In the distance
*lunga e sotteransa', the voice of Mefistofele is heard,
repeatedly inciting Faust to go onward, His words, tinged with
& new solemnity, are uttered against his choracterisiic theme
(Ex. 6) here Qppearing in o darkexr, fuller vesture over the
pizzicato of the violins. The light and dorting motive of the
will-o'-the wisp, 'flashing' in the piccole, clarinets and

flutes, casts o phosphorescent glow over the sombreness of the




scene.  Again, Mefistofele repeats his exhortation, echoed, this
time, by unearthly voices resounding from the depths of the
movntains,  Foust's not too impressive invocation of the Willwo'
~the wisp, contrasting with the devil's heavy ten times repeated
*Camming, camming...', is followed by Mefistofele's passuge
YAscolta! S'ogite il bosco', a stupendous page of descriptive
ﬁusic, vaguely reminiscent of the Wolfschlucht scene in Weber's

Der FraischUtz, It is beautifully scored and full of well

devised sffects {as, for instonce i . wails of the invisible
inferncl host over the chord of the diminished seventh supported
by « tremolando pedal on F in strings and kettle drum}.  The
cors of the second scene of Act II is, however, represented by
Mefiséofaleis ossertion of power over the world of Evil ond
Destruction - the durk mountervpart of the 'Prologue in Heaven'.
This episode, fromed batween the Witchas' and sorvcerexs' chirus
and the 'Ridda e fuga infernale' begins, with the off-stage song
of the Witches (‘Rampiams, rampiamo'), declaimed very rapidly,
on o single note, a semitone higher every four measures, and set
ugnin;t a series of descending, dissonant, empty choxds of sixth,
Very impressive is the offect produced by the Witches' explosion
on the loud 'Su, su', echoed by the sorcexers, over a chord of
the diminished seventh in its second inversion, xeinforced by a
stroke on the cymbals.,  Amidst the rush of the orchesire,
turbulently sounding ascending and descending five notes scales,

witches and sorcerers burst on to the scene intoning a mock-
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psalmody, solemnly treated in conon, (basses, tenors, contraltos

and sopranos entering at the intervel of:pexfect Fifth) on the
words 'Siam solvi per tutta 1'eternitd.’ Directly aofter this
comes Mefistofele's mojestic appearance among his subjects. His

contenptuous address to them 'Lurge, lorgo o Mefistofele' is

d by an panied, parodisticelly liturgicel formula
of adoration on the reiterated simple interval of o fifth.
There follows the dunce of the young witches, marked by a sharply
defined rhythm and o bold, wbrupt change from € mojor to A flat.
It is interrupted by Mefistofele's imperious recitativo starting
with o chord of D flaot in the bress and emphesized by olternoting
repetitions in the orchestra, first imitoting, then together with and
finally anticipating the singer. A riprese of the dance of the
witches leads to Mefistofele's famous 'Bullad of the world!, in ’
which the nature of the destructive power represented by him, is
focused,  The bollod which Mefistofele sings holding o glass
globy is mude up of three parts, connected by a descending
diatonic scale which serves as on orchestral ritornello. In
the f;rst part, in B flat, the Lord of Durkness gsserts his
presunmed power over the whole world, "Strokes on the triangle,
kettle-drum rolls and the pizzicoto of the double-basses,
interspersed with empty meusures, precede Mefistofele's

considerations of the world 'vwoto e tonde' (Ex. 16):
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which goes up and down, :qlitters end bounces, the music
graphically mirroring the movement implied in the words, A

vigorously incisive rhythm sustains the middle section (Ex. 17)
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haughty, cowardly, subtle and wicked', unceosingly devouxring
themselves 'from the topmost peak to the bottowmost depths of

the wicked world', The chavracteristic rhythm of Mefistofela's




theme (Ex. 6) stressed by clarinets, bassoons and kettle-drums in
a chord of the seventh, sustoins the beginning of the last section
of the ballad, inspired by the cynical attitude of foolish mankind

towords both Paradise and Hell (Ex, 18).
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Enjoying his triumph, Mefistofele eventually, hurls the gl;be to
the greand, laughing and oursting inte the exultant 'Ecco il mondo’
(There goes the world!), climaxed by the violent, dotted figure
zung out by the bress. The dance of the infernal throng - o
riotous ecllegro focoso occompanied by the chorus 'Riddiamo,
riddiamo' - ends with o piercing trill on the piccolo,
unexpectedly taken over by the gentle tone of the flute, In
strong conirast %o the ﬁreceding pandemonium comes the episode of
the opparition of Maorgherita. Poignantly, the music recalls on
flutes delicotely supported by clarinefs, oboes and violas
Faust's tender and passionate motive "Colma il tue cuor d'un
palpito (Ex. 14) from the Garden Sceno. Against it, Faust utters
his wondrously expressive, recitutive-like passage 'Ld nel

lontano, nel nebuleso ciel', thrice interrupted by Mefistofele's

furious command *Torci il guaxdo' supported by violent distortions
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of his theme in ‘he orchestru, Heralded by o series of chords
‘in rapidly changing rhythm, witches and sorcerevs vesume their
wild doncing and singing out of which grows the tumultuous 'Fuge
infernale' - u tremendously exciting visusl and sonorous
phantasmagory, both picturesque and dramatically to the point,
reproducing the infernal utmosphere of firelit darkness, of
;peeding shapes, of chaos ond of wild erotic excitement. The

fugue, vocal and instrumental, storts off boldly with a robust

theme (Ex. 19)
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marked by a square-cut rhythm, cnnounced by the soprano voices
and answered first by the basses and then by the tenors. The
development is expert in elohorctien and neatly designed. After
the section in which a frogment of tne fugal theme pusses through
the various registers of the voices (from the second to the first
basses, then from the second to the first tenors, then from the

second to the first sopranos)- the orchestra, supporting with

pp the 'Riddiamo, riddiamo® chorus
climaxed by frenzied shouts of 'Sabba, Sabbu, Sabloé'. A very
fast pussoge of ascending quodruplet chromotic notes leads %o
the stretto, in which the theme of the Fugue gives way to the
*Sabod’ shout, Furiously syllabified, higher and higher and
backed by the higher woodwind dominated by the piceole.
Noteworthy is the sudden shift from B flet %o the fortissimo E
major chord, followed by o series of wild ascending chromatic
quadruplets on the strings,cutting their way through the
impressive instrumental pedul of E major, and the Saboéd theme
held by ull the voices in long, sustained notes. The pedal of
E is t;ken over by all the voices whilst o series of violent
diminished chords storm in the orchestra., Voices and orchestra
end dancing shapes on the stage combine in on overwhelming .
example of vocal, instrumental and ‘visual® counterpoini
Flashing and flaming, the fuga pushes on to its riotous

coda strumentale - & broken chord of A major disrupted in its

logical order by the introduction of the foreign notes, B and F,
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An extended, fortissimo orchestrel tremolo provides an exciting
conclusion to the ect.

The third act, intense in its music no less then in its droma,
begins with o doxk, orchestrol introduction portraying the gloomy
atmostphers of the prison. Out of the wvery slow, sombor, four-
noies motive first introduced by the dovble-busses, then doubled

on the cellos and agoin repeated over ascending and descending

chromotic fragments, develops o chromatic vpword-moving Figure

enriched,in choxds, by the tones of violas, violins and flutes,
Over o shuddering tremeclo bass, o gentle, infinitely sad little
theme (the first measures of Margherita's 'Nenia' soon to be
heard) steulérin G minor on the hoxrns; it is then repeated on
oboes ;nd violins, in G mojor, after an jnterruption from the
clarinets. With a brief, embellished codence, the tlarinets
prepare the tonolity of D minox, in which the Neniu is written,
“he aria "W'altra natte in fonde ol mave' begins in D minor over
very simple broken chords in the viola, and shifts to D major after
the first five measures. Semiguover stoccoto choxds sounded
piunis;imo by violins, flutes and piccolo to the words 'L'aura

8 freddgseem to convey the shivering of Murghe:iéu's agonized
body whilst the twittering on the piccolo in the following bars
enhances the image of the flying hird after which her distxnught
mind is wondering. The codenza on the word 'Wolo® (drumuficully
motivated, Margherita's ariu being the equivalent of Goethe's

Gratchen's med song), ends impressively with o shift from D major
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to @ crushing D minor chord over which she gosps ovt *Ah! di me

pietd'. (Original score: 'Ah! pietd di me!) The ario is

repeated identically, with the exception of the cadenza which is
moxe florid ond with the addition of a high A in the lost measure

but one.  The recppearance of the musical phrase ussociated with

Faust's love motive (Ex. 14) heralds his errival. He is, in fact,

seen outside the groting with Mefistofele who withdraws after o

brief. exchunge with him, A pussoge in ascending semiguavers

accompanying Faust's entrance into the prison, leads to Margheritao's

anguished 'Dio di pietd!!, ot once chilling and pathetic with its
abrupt ond very effective octeve jumps. In contrast to this
outburst is the succeedinyg possage in which Margherita addresses
Faust, in recitotivo secco, without however recognizing him.

Her almost whispered wocrds are punctuated by o few isclated notes
on the oboe. After o suspense-creating *lunga, vuecta’ measure,
Faust passiongtely calls 'Margherita', his voice merging with

the explosion of the nrchestra, now recclling the phrase heaxd in
the Garden Scene (Ex. 18). Memories of hoppier days flash
througs Margherita's delirious mind, whilst the syncopated rhythm
in the accompuniment evokes the gullont skirmish in Marte's sunny
garden,  The ensuing episode is the most emotionally devastating
scene in the operu. Nowhere else does Boitn rench o moxe
poignant note than in Morgherita's description of ‘Il tetro ordin
di tombe' (The melancholy order of the graves), which Faust "must

dig tomorrow'. The declamation in which her words are uonveyed
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-broken utterances in melodious recitative punctuated by merely
indicated intervollic metives on the English horn and the flute
alternately - is olmost impressionistic ond seems to presage

the Debussy of Pelleas et Melisonde, as observed by Vittorio

Gui.  Notice should be taken of the 'expressive quality of the
continvous modulations to unrelated keys {from C major to D major,
to A flat, to E major,.to B flat), mirroring the unbearcble

. emotion ond anxiety which increases as Margherita pesses from one
fragment of related thought {o the next. On the last note of
her declamato the strings enter with an impetuous figuration
providing the background to her frenzied expressions of fear
which c;nclude with the desolation of the words ‘Che far sulla
’cerrq?‘ Mendicore il mio pane a fruste o frusto dovrd colla
coscienza pavrosa dei miei delitti'.  (What is there for me to
do on earth? I shall have to beg my bread, morsel by morsel, in
the feurful consciovsness of my crimes). As if unwilling to
prolong further the terrible pathos and tensien of the scene,
Boito introduces at thié stage the languorous duet 'Lortano,
lontnn;z', delightfully scored. It is preceded by a Lento mg non

txoppo, - Faust -~ Murgherita recitotivo sustained by o descending

1. See: Cesare Orselli 'Arrigoe Beito: un riesame'. Chigiana.
Russegna Annua-le di studi musicologici, Leo S. Olshki ed.
Firenza, MCMLXVIII, p.206. (Debussy, who met Boito in 1885
during hissejourn in Italy as the winner of the Grand Prix
de Rome, wos greotly impressed by 'Mefistofele'. See:
Raffoello De Rensis Capitold biografici,  Firenze, Sonsoni
1942, p.199.)
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melodic progression over a pedal peint on A flat. Dreaming of
a faor, for away 'heaven of peace' the lovers sing a quiet,

hypnotic declamation, the melodic interest of which is provided
by the change of note from phrase to phrase. The vocal line is

coloured with the most delicate orchestrol tints: ethereal chords

_ sounded first by the strings and then enriched by the tones of

clarinets, oboes and flutes above a tonic pedal of D flat (for

the first eight measvres) on harps ond double-basses. The

rhythmical figure, shapeless as regords melodic contours, is
repeated over end over {the main feature lying in the continually
vuxxing relationship between the two voices) until the eleventh
measure where, ot the words 'sperdnti, migrdnti, roggidnti' the
vocal movenént (quavers grouped in threes - %% time) suggests the
vague fluctuation of the wares. This illusion is enhunced by
the change in the tine signeture (/).  With o ripres of the
quietly whispered 'lontano, lontane', in its original rhythm; the
music fades to its sexene end. The appecrance of Mefistofele
outside the grill abruptly dispells the vision of peace.
Confr&nted with the agonizing reolity Margherita invokes the help
of God; the voices of Mefistofele and Faust join hers, combining
in on ogitoted terzetto beginning with words rapidly vttered in
quavers and semiquavers (in %) and ending with Faust's dromatic
ery 'Ah, non fossi mai nato!® A brief orchestral tronsition,
portraying the dim glow of daybrea: :ieads to Margherita's

swansong 'Spunta 1'eurora pallida', o brief, but very moving aria



tinged with scdness. This is, in my opinion, the most inspired

piece of vocal writing of the entire score. It begins very
simply, in an almost subdued manner, in E minor, eventually lending,
by wey of continually moduleiing sequences, in the key of E major.

The orchestra enters immediaiely with the matericl of the Chorus

_of the Celestial Most (Ex. 4B). Agoinst it Mergherita uiters her

last prayer, her final rejection of Faust - the quasi-parlate

‘Enrico, mi fel ribrezzo' - revealing in the most impressive way

the change in her nature, from the tender and simple girl of her
first meeting with Faust to the womon accused of the most
atrocious crimesynow repudiating her illusory ond trayic experience
of love,

On the repetition of the cadence heard ot Ex.5, the
Celestial Host, counterscting Mefistofele's assertion g g;udicata!'
p;ocluim Margherita's salvation. A concise orchestral postlude
brings to its end what can be considered the most intensely human
and dromatically compelling act of Boite's work.
Act IV, although not ovér-impressive from o dramatic peint of
view, ks‘mugnifice' iis perfect blending of music, poetry,
scenography, and whic effects. To the ethereal sound
of strings and wooudwind, the curtoin rises to reveal the moonlit
wooded banks of the river Peneus where immortal Elena is shown,
with her companion Pantalis, surrounded by plastically grouped
personages of the mythological world. Much of the archaic

colour achieved in this orchestral prelude derives from the use
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of major and minor trieds over the transposed pentachord of the
Lydian mode. The opening duet 'La luna immobile', sung
alternately by Elena and Pontalis, is remarkable for the way in
which poetic and musical structure reinforce ench other, both

contributing to the creation of a vaguely archoic, extremely

_suggestive, atmosphere. Noteworthy is also the imoginctive use

of instruments, the flutes making their graceful appearance over

. the glittering background provided by arpeggio chords on the

harp, the lower strings reinforcing the dominant tonic figure
with which each melodic phrase is sealed. A disturbunce of this
serene atmosphere oceurs when Mefistofele enters with Faust. He
expresses his uneasiness at being among the "strange phantoms' of
the cl;ssicél world, illustrated in the orchestra by the grisly
chromatic figure previously heard ot the opening of the Witches®
Sabbath act.  Serenity is, however, restored us soon as the
Choretides' ring-dance begins. Gracious, delicately scored and
almost Gluckean in manner, the Chorea folls into three perfectly
balanced sections (each ‘comprising sixteen bars and each.with.its
own th;me). The music enhances the sense of delicate enchantment;
it is, however, the visual action that here takes the upper hand,
The composed movements of the dencers continually creating new
forms in spuce, trace on exquisite arubesque against the moon-
flooded, silvery landscope. A repitition of the first section
of the Choreu leads, through a shift from D Flyt to D major, to

the majestic chorus "Trionfi ad Elena' sustained by broken chords



298

and arpeggios in the harps. This is followed by Elenda's

norration of the destruction of Troy, cast in a fitting
declamatery style. It opens in o recitetivo manner ‘growing
visionary ond powerfully dramutic frgm the words 'Nugoli d'arsc

polvere'. Very effective is the musicul representation of the

‘clouds of burnt dust, of the clashing shields, huriling chariots

and twanging catapults accompunied by furious syncopated

passoges starting in the violas and then pussing to the 'celles
as the violins move in implacable propulsion (Ex. 20).

Impressive too is the intervention of the Choretides, imploring
peace and invoking the gods. Also remarkable is the possage in
sextuplet-grouping given to the violins (the first violins

playing the interval S double stopping, whilst the seconds
*flutter' in the alternation F shaxp - F natural), frequently
repeated in the uccompuniment of the second part of the narration
which ends on a fortissimo seventh chord, hammered out by the
orchestra.  The episode of Elena's norroiion ends with the

words *Alto silenzio regna poscia dove fu Treia’, cast in
mslologué form, as in the beginning., In Sapphic hendecusyllables
the rhythmicol scansion of which is preserved in the music, the
Choretides announce the arrival of Faust, who enters followed by
Mefistofele. Harps and strings intreduce Foust{f andante, anoxoso
*Forma ideal purissimo', ogein olmost Besthovenian in its design
end classical simplicity. His tribute to the image of enduring

beauty gives way to a superb concertato in which Elena's broad,
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sweeping melody. 'Dal tuo respire’- (Ex. 21},
By
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Dai luorre. spt . ro pcn.da:m::&iamohre -3 . - {n
. Y T e

soars above the lines given to Faust, Pantalis, Nereo. Mefistofele
and the comments of the Chorus. After the episode in which Faust

teaches Elena to speak the 'idioma scave', comes the dvet 'Amore!

mistero', one of the most lyrical sections of the work.

Introduced by the reiterated word 'T'amo', sung alternately by
Faust and Elena, the duet begins with the Yoices singing in
unison, but later develops inte o type of free echoing imitation.
Worthy of note is the passage 'Cantiamo 1'amore' in which Elena
and Faust are supported by string chords in groups of three
quavers.,  The repétition of the first part of the duet is
climactically reinforced by chorus end orchestrm.  After reaching
an impressive fortissimo, the music suddenly sinks toapianissimo
A flat chord 'sighed' by the Chozetides and held in long
swstained, changing chords over the tremole of violas, 'cellos
and doﬁble busses.  Above this structure, Faust and Elena
wiispe© their words 'Glace in Arcadia...', as if intoxicated with
bliss, The ethereal theme with which the act opened is heard
on the woodwind, then on the sole strings supported by a very
soft timpany roll. Over the last, pianissimo *Ah! of
Choretides and Choriphaei the curtain, vexy slowly, falls.

In the Epilogue - The Death of Faust - the stage is set
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 for the final chepter in the struggle between Hell end Heaven;

it is a very short act, most of its themes and melodies heing
derived from earlier episodes. Faust is seen in his study once
more. An old man, with death fast approaching, he appears lost
in meditction., 'Goethe put, ot the beginning of this scense,
four hags; surrounding Faust they murmur sinister and obscure

words,  What Goethe put on the stage we put in the orchestra,

. using sounds instead of words so os to render more incorporeal

and extrawhuman the hallucinutions perturbing Faust on the edge

of the gruve‘,1 vrote Boity in a footnote of his first libretto.
This exploins and comments on the short orchestral introduction
with which the Epilogue begins, Mysterious, almost disconnected
sounds bused en falling diminished fifths ond seeming to adhere

to no key-centre, poss through many of the instruments of the
orchestra {oboes, clarirets, double basses, bassoons, 'cellos).
These impressionistic pussages translote the 'magic voices floating
in the gix' inte an orchestrol medium and, ot the same time, convey
the restlessness of Fau;t‘s thought, Then, Elena's theme (Ex.21)
uppenrs,‘alﬁost doleful in this context,on the mellow tones of the
viola, Into this theme suddenly soun&s the voice of Mefistofele
exhorting Foust's ‘arrogant thoyght‘ to go on and o,  Against
Mefistofele's descending scalas ('0 canti, o memorie') Faust

pensively declaims his melancholy words *Corsi attravexse il

1. Boito, A. op. cit., p.176.
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mondo e i' suol miraggi® (I have passed through the length and

breadth of the world and all its vain illusions), out of which ¢

grows his fine, and appropriutely restroined, aria 'Giunto sul
passo estremo’. Hord upon ihis follows the scene of Faust's
visionary. dream 'Ecco lu nuova turba' which provokes Mefistofele's
_alarmed xeaction. The two voices follow each other in imitation
over o most interesting harmonic sequence moving through

) continvally changing keys, portraying the instability of the
vision which gradually assumes mystical comnotations (from E
major to B major; then, enharmonically,to G flot end, changing
at every bar, from D flat to A flat, to £ flot, to B Flat, %o F
major, finally ending in the bright key of C major)., It is o
the broken chords of harp, violas and Ycellos that Faust rejoices
himself in the ‘avgust bean ofithe coming, eternal dawn., The
mqtive of the Celestiol fanfare (Ex. 1),in o richer and much more
extended figuration, asserts iiself over the misty bhukground of
droning percussions and lowex strings. What follows is
magnificent thgntre. Mefistotele's tempting of Faust (First by
invitikg him, os in Act I, ii, to follow him on i nontle and
then by evoking a vision from the Classical Sobbath act) is
countered by the intervention of the Celesticl Host, who announce
themselves with the Chorus 'Ave o Signor' (Ex. 4B), heard first un-
accompanied, then ever loudez, the dynamic volume gradually
increasing until, towards the end, the full orchestra is enguged.

On the first cadence of the Prologue (Ex. 5) Faust, with o heartfelt
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cry, prﬁnounces the words "Arrestoti sei bello'. Foiled in his
efforts but still trying to win Faust's soul, the enraged
Mefistofele orders once more ‘Torci il guerdo' {an echo from the
Witches' Sebbath) whilst the nusic of the dngelic chorus

relentlessly pushes the action forward. Carried away in ecstasy

before the vision which becomes more and more clearly defined,

Faust, finally experiencing the moment of perfect bliss, explodes
in the vehement cutburst 'SACRO ATTIMO FUGGENTE, ARRESTATL SEL
BELLO'.  Into it the voices of the Cherubim enter - a felicitous
touch, children being the most netural symbol of new life and
hop As a shower of roses descends over Faust's body, oll the
veoices smpressively combine contributing to the tremendous
expansion of the ensemble, The defiant whistle of Mefistofele,
heard ot each climax of grandeur, is eventuclly overwhelmed by
the Celestial trumpet~call (Ex. 1), returning with overpowering
majesty and vigour aver the E held fortissimo for the lest five
burs by the chorus, the orchestra vibrating with the tremolo of
the strings, the sonorities of the woodwind, the rolls of the
t{@égni and the thunder of the tam-tam. This E has been
the genexating note of the entixe music droma and it éounds,qe
the curtain folls, as it sounda@ in the beginning, the dazzling
splendour of hsaven remeining the last imoge of the story of Foust.
Mefistofele is not, perhops, the mosterpiece, which 'Antibnic
Borriello - one of the most eminent Boition scholurs - claims it

to be in the conclusion of his exhaustive essay *Mito poesic e
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musica nel "Mefistofele" di Arrige Boitc'.l It is, however, o
poverful, inspired and original work, skilfully conceived,
brilliantly constructed and beautifully realized - a work so
different from the uverage Itolian opera of the mid-nineteenth
century as to justify Abroham's description of it as 'a landmark
* in the history of Italian operq’.2 The historical importance of

Mefistofele has hardly been questioned. It is sufficient to
remember the conditions preveiling in the unimaginative and
unenterprising operatic Italy of the eighteen-sixties in order to
fael for Boito's youthful work the gremtest udmirntion.a Colling
attentios to the 'beauty, the grandiosity, the meoning and the
importance of Mefistofele' Pizzetti,ofter pointing out the
deplorable customs of the Italion lyrical stage, appears to
confirm that Boito had achicved his aims of opera reform,when he
writes of him:

It was given to a mon in his early twenties to be the

first in Italy to undexstand that ARIA and RECITATIVY

are useless words und formulae; that the musical

expression of the drama should not be constituted by

oosis of melody amidst the sandwdesert of the

rocitative. He felt that the forms of the melody

must not be determinad by pre-conceived harmonic schemes;

that the chords have their own, invalugble, expressive

power; that the field of rhythmical possibility is much

more extended thon thovght by his contemporaries....

the twenty-five years old compessr sought and

experimented with new melodic, rhythmicel, harmonic
ond instrumentol means of expression. As a result,

1, Antonio Borriellosrcit., p.350.

2. G, Abrehom. 'A hundred yeors of music's University
poperbacks.  Methuen; Londen, 1964, p.182.

3. See Appendix M. p.408.
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he conceived and wrote the Prologue of Mefistofsle, -
a vast fresco, of which we do not Anow whether one has
to adnire the movement of the celestial figures or the
colours; he discovered the rhythmicel richness of the
Eoster Sunday ond the Clossical Sabbath Night, and
achieved the rore exquisiteness and depth of expression
which mark the harmonic sequences found (to quote some
example) in the two short colloquies between Faust and
Wagner and in Margherita's mad-scene.l

It may perhops be objected that by the time of the first
performance of Mefistofeie, Verdi had produced no less than

twenty three operas (from Oherto Conte di San Bonifacio to Don

Carlos), some of them quite successful, But it is true that

Verdi, content to work within the confines of the traditional,
had never shown the slighiest concern for the changes which were
revolutionizing music, both vocal and instrumentol, during his
time. It was only with Qtello ond Folstaff thet Verdi took
'his place beside Wagner us ¢ musicel dramdtist'.z We should
not, however, overlook FaustoTorrefranca®s observation that, in
spite of the diversity of wiyle and of emotive and communicative

force, an examination of the scoxes of Mefistofele (1868) and

Aida (1871) reveals obvicus resemblances to be seen, not only
‘in th; eusy inflection or even brecking up of the melody alweys
ready to follow‘ths yielding or chungiﬁg of the verbal rhythm;
the poetic vse of insirumental colouring unusval at that time

and o tendency broadly “el fresco" in the ensemble scenes', Lt

.also, and mbove all, *in “to desire common to the two opercs, to

1. Ildebrando Pizzettijomcit., pp. 42-43.
2. G. Abrhamepcit., p.185.




overcome the limitations of o musical conscience strictly nationcl

and to sttain to a larger one which might justly be called
Europeun'.l

As to the intrinsic value of Mefistofele, its most salient

features may be summed up as follows: first, and foremost,

. Boito's work recommends itself for the interest ond beauty

produced by the coalescence of fine music and fine poetry - the
two elements being so indissolubly Fused as e moke o distinction
between idea and ﬁusical expression impossible. We then admire
the richness of musical colours, the rhythmical origirality, the
free and imaginative handling of the orchestra (an oxchestra of
%ull symphonic complexity, although not used with o really
symphonic technique} whith is dominant and yet subordinate to the
vocal element. It is perhops possible to question the yuality of
Boito's melody, if we expect o vocol line to have the suppleness
or the sensvous warmbth of the melodic lines of a Bellini or a
Vetdi; Boito's typical lyrical phrases, marked by leaps and
dropping intervals look’ forward to the melod, technique of the
early %wentisth century and are full of drametic vigour and
tension, The ﬁelody is not olways strictly dependent on the
accent of the words, but it develops directly from the very words
and spirii of the text. There are, of course, instances of more

traditional melodic writing, the most remarkoble items being

1. Fausto Torrefrancujepcit., p.544.
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Margherita's two arios in Act III ('L'altra notte' and *Spunta
1'avrora pallide') and the Faust - Elena duet in Act IV ('Amore,
misterd'). Harmonically Boeito does not strike us to-day as
being excessively original: chromatic alterations, enhermonic

passuages, sequences of empty fifths and octaves, constant

 modulations from one key to another, sudden shifts from major to

minor or vice verse, have long been commonploces; they were,
however, found to be almost revelutionary in the Italy of 1868,

and os such, hurshly criticized.l What should surely he

reckoned among Boito's most voluable achievements is the rffectiveness
of his declamatory style - a kind of musical prose unadorned and
yet tremendously eloquent.  The subtlety of the composer's use

of this device for dramatic truth, con hardly be exuggerated:
Morgherita's mn&—scene is the inevitable example but we must not
forget Elena's vision-narration in Act IV, her simple melologue
accompanied by essential chords emphasizing, without interfering,
howeve;:, the expressive guality of the words. Such o dramatic
conciseness is to be found in the works of Pizzetti, Molipiero

and th; other composers of the generution of the eighiies.

Although still ;etaining elements of the old melodramma Mefistofele,
obviously moving from the traditional form towords a greater

flexibility of structure, looks toward the future. It is not

1. Referring to the 'Prologue in Heaven' Verdi, in o letter to
his friend Arrivabene wrote'... and I, listening to the
harmonies of that plece, based almost always on dissonances,
seemed to be ... not in MEAVEN, certainly'. In Frank
Walkerjop.cit,, p.478.
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surprising that the censervatively orientated Milanese audience
should have found Mefistofele disturbingly revolutionary, and
reacted with o scene comparable to that of the Paris premisre of
Tannhduser, seven years before. It is even less surprising that
the chorge of Wagnerism was levelled against Boito, the composer
being repeatedly accused of seeking to destroy the truditional
characteristic of Italion opera, of striving toc much ofter
originality, of giving undue‘importnnce to the symphonic element
(in spite of Verdi's warning that 'opera was opera and a symphony
a symphony')l and, most of all, of following too closely in tha
footstep of the German composer. This change of Wagnerism need
hardly be answered.  Apurt from the nobility of its conception
there is nothing Wognerian either in the structure or in the music
of Mefistofele. A few pussages kFuust‘s "Dai compi, doi pruti',v
*Forma ideal purissima’, the duet 'Lontano, lontena') betray the
influence of Beethoven,whom Boito venerated, whilst in others, we
can feel the shadow of Schumann, Chopin, Weber, of those romantic
composers who had enriched music with their restless semsitivity
and w{th new means of expression. As clready said, Boito accepted
from Wagner no{hing more than some bosic principles of aesthetics
mainly concerning the Gesamtkunstwerk theory of the equal
importance and combination of all the uxts in the theatre.

Boito could not have remoined insensitive to the strength of

1. Toye, F., op. cit., p.468.



Wagner®s personality ond probably gained from him the example of

the militant ertist devoted to the realization of the highest
ideals. This devotion to the cause of Art, always identified
with an ever-expanding Ideal, was to accompany him throughout

his 1ife. It was to assist him during his endless striving for

_the uncttained pexfection which he sought in Nerone
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PART V

BOITO, THE LIBRETTIST-COMPOSER OF NERONE
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CHAPTER 1
THE_LIBRETTO OF NERONE

In 1876, with joyous excitement, Boito wrxote to Count Solinam
'I live immersed in the blood und perfumes of Roman decadence
omidst the whirling life of Nero's cnurt'.l In 1901, the yeur

of the publication of Nerone as a tragedy, referring to the

polishing of the libretto {derived from his own tregedy) and to
the composition of the music, he confessed to Antonio Fogazzaro:
*I have forged with my own hands, with infinite love and paoin,

the instrument of my tortures‘.2 Indeed there are few instances
of such poinstoking work of preperction, involving historical
resecrch, meditation, patient end prolonged studies, as that
uaccompunying the creation of Boito's gigontic romen epic. As to
the various literary sources of Nerone, Romualdo Giani, in his
authoritative and most scholarly essuy Il Nerone di Arrigo Boito,
after mentioning Octavia (for & long time wrongly etiributed to

Seneca), Racine's Britannicus, Alfieri's Ottavia, Gazzoletti's

Paglo, Cassa's Nerone, Hamerling's Ahasverus in Rome, wrote:

Lexahg,

1. See p. 30.

2, Nardi, P., op. cit., p.638.
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Unlike Homerling, not satisfi:d with the more familiar
aspects, (Boito) grasped at every reminiscence and
every hint giving o clue to the secret of the soul;

and sought for realism, not emong the second-hand
rvendition of the historians - the Annoles of Tacitus,
the portrayals of Suetonius, the Decades of Dion Cassius,
the Judean anthology of Flavius - but rather in the
emotional toles of the poets, the ingenuous testimony
of the unscholarly, the ardent lyricism of legendary
lore; in the puges of Seneca, of Lucanus, of
Petronius, of Persius, of Juvenal, of Martial; in the
writings of Clemens Romanus, of Ireneus, of Hippelytus,
of Epiphanius, in the Epistles of the Apostles, and in
the Apocalypse.

It goes without saying that such an émount of research led to an
opera quite different both in scope and historical accuracy from
those on the scme subject which had preceeded Boito's.  Among
these were: Monteverdi's L-incoronazione di Poppea (Ve;ice, 1624),

to a most beautiful libretto by Giovanni, F. Busenello; Perti's

Nerone (1693); Kunst's The Cruelty of Nero (Moscow, 1703);

Hondel's Nero, or love attained through bloed and murder

(Hamburg, 1705); Keiser's Nero ond Octavia (Hamb , 1705);

Duni's Nerone (Rome, 1735); Torchi's La Mortedi Nerone (Venice,

1792) and Rubinstein's Nero (Hamburg, 1879).2 Boito had attended
1 performance of Rubinstein's work in Dresden and had come to the
.eonclusion that. the librettist Carrier was by no means o greot
dramotic genius and that the music was rather disappointing..

On both the dramatic and the lyricel stoge the figure of the

Romah Emperor ussociated with deeds so terrible us to become

1. Giani, R. Il Nexone di Arrigo 8oite' Turxin: Bocca ed.
1924, p.85.

2.  Other Neronian scores, appeared ofter Boito's Nerone, are
Giovannetti's Petronio {Rome 1924) and Mascagni's Nerone
(Milan, 1935), the Lotter on libretto by Targioni-Tozzetti
founded on the'comedy'by Pietro Cossa.
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Yegendary, hud always appesred in the 'crystallized' patiern of

o type symbolising crime, folly and infamous tyranny. Boito

was not, however, concerned with obstractions. With o critical
and psychologicol approach nearer to the twentieth century®s idea
of historicel reconstruction than to that of his own time, he
conceived o "study' aimed ot exploining not only the complex
personolity of Nero, but also the cause of his bloody, destructive
folly. Relying on a few passages found in Teeitus and Suetonius
vho, referring to the murder of Agrippina related that *Nero only
underst;od the horror of his crime when it wos done'l and that
'he was never thereafter able to free his conscience from the
guilt of this crime,2 Boito made the action of his drama pivot
uround‘Nsro‘s remorse for having hod his mother killed.  This
remorse was to become both the source and the unquenchable
expiotion of his endless cruelties and destructive delirium.
Historical and leéendnry traditions, enlivenad by the power of a
glowing imaginetion, contributed to the re-creation of the
background - the impericl Rome of the first century of the
Christ;un era, the new Bobylon, as she was referred to by the

Fathers of the Church, splendid and corrupt as a courtesan

1. Tacitus, The Annals of Imperial Rome, XIV.10. 'The Fall of
Agripping'. Great Brituin - 1974:° Penguin Classics, p.317.

2. Suetonius The Twelve Caesars ~ 'Nero': Great Britain:
Penguin Clussics, 1972, p.223.
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contamingted by oll the vices, extravagunces und excesses of the

Orient and impregnoted with blood, luxury and folly.  Among the

servile potrician and plebior crowd ond the mob of mimes, histrions
dancers and ephebes, ecger for pleasure and strong emotions,
excited with lust aud violence, reudy to heil their Ceesar and fo
condemn the new Lord's disciples, stand out the figures of Simon
Mago, Asteris and Tigellino,  Simon Mago is the false doctor and
fulsa‘prophet of the Actsl ossociated, cccording fo the troditien,
with Nero and thought to be tho promoter of the first persecution
of the Christians. The character of Asteria, the snake

chormex, is founded on Helen, the horlot, bought by Simon
Mago with the money stolen frem the Apostles. Tigellino is
commander of the Guard and Nero's favourite. Opposed to them
ere Fanudl, the mariner of Palestine, who sums up in himself the
gentle ardour of the apostle Pavl ond the inflexibility of Peter;
Rubria, the Vestal virgin raped by Nero (according to Suetonius2
and not for ‘purposes of the operu‘3 as suggested by Patrick
Smith) and then cenverted to Christienity, and the crowd of early

Christiuns, singing and praying in the serene wtmosphere of the

1. *Simon had been astonishing the Samariien nation by the
practice of megic, cloiming that he was o remarkable
person'. {Acts; VII, 9).

2. Suetonius, op. cit., p.223 ('Nero raped the vestal virgin
Rubria*) :

3. Smith, P., op. cit., p.348.



Orchord whilst waiting for their mertyrdom ond glory.

The first act of Nerone ~ The Appian way - stems from Tacitus® Anngls

(X1V, 10 and 13):

For the rest of the night, witless and speechless,
he alternately lay paralysed and leapt to his

fest in terror, waiting for the down which he
thought would be his last! ... Nero lingered in

the cities of Campaniv, His retura to Rome was

a worrying problem.  Would the Senate be obedient?
Would the public cheer him?  Every bad charmcter ...

.reassured him that Agrippina wos detested. ..  They

urged him to enter boldly ond see for himsslf

how he wus vevered ... they found even gpreoter
enthusiasm than they hod promised.  The people
marshalled in their tribes were out to meet him,
the senctors were in their fine clothes, wives and
children drown up in lines by sex and age.

From Suetonius' Nerc comes the detail:

The first scene is set in o field 'situated at the sixth mile-stone
of the Appian Way. The night iy misty; ‘the moon is obscured by
dense clouds.

adjoining tombs is scarcely broken by the dying gleam of o funerary

Lamp'.

dispursed by the wind into the vast stillness of the compugnu, the

dreadful ery 'Nerone-Oreste, il Matricida', is heard.

He often admitted that the Furies were pursuing
him with whips and burning torches; ond set
Persian moges (Simon Mogo, in Boito's droma) at
work to conjure up the ghost and moke her stop
haunting him,3

Anidst the fragments of distant love-songs, carried and

The dorkness which envelops the Appian Way and the

Two men ,

1-2

3.

Tacitus, op. eit., p.817(1) end 319(2).

Svetonivs, op. cit., p.228.
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hardly perceivable in the darkness, are woiting for Nerone; they
are Simon Mago, intent on digging ¢ grave and Tigellino who stands
motionless, on guard, gazing in the direction of Albano.  Shrieking
in terror the Emperor rushes in, enve}oped in o funeral toga and
hugging to him the urn.containing the ashes of Agrippino.,  Fearful
and trembling he reveals that he is being haunted by the vision of
a hideous women, carrying e torch, with snckes around her neck
seeminé to his distrected mind on avenging fury. 'Dolce, ridente
Lolage' (My sweet, smiling Lolage), sings o voice in the distance
answered by another voice recalling, in Petronius' sensvous verse,
memcries of exotic pleasurvs:’Trasfondeve col busio {1 lobro al
lebro 1'anima erzante' (From lip to lip, the erront soul, transfused
vpon a kiss.) As the songs melt oway there resounds the
apocalyptic prophecy of the son of Hanan 'Voce dall'Oriente!

Voce doll'Occidente! Guoi o Romal' (Voice from the Orient!

Voice from the Occident! Woe to Rome!') immedigtely followed by
the cry 'Ner se. Oreste! IL Matricido' With the words *Lava it
mio matricidie! Orrende vita vivo' (Clean me frem the taint of
motricide! I live a life of horror), Nexone implores Simon Mago
to save him from the threatening ghost 6f his mother.  Whilst
preporing himself for the expiatory rites, he delivers a high-
sounding funeral ;ruﬁion‘Queste ad un lido fatel, insepolie ceneri
tolsi' (From a foreign shore I taak these unburied ashes), built

on the principal of classical rhetoric end strongly echoing

Aeschylus' Oresteia. A few moments of sincexe emotion are
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overcome by the thought of kinship with Orestes, the heroc chosen

by the Fate os the cccomplisher of ¢ similer deed transcending

every human law. His crime, thinks Nerone, will also be the

cause of his grandeur und the funeral oration, began as @ prayer,
ends with the outburst 'Io sono Oreste, & mia Tauride & Rome' (I

am Orestes and Rome is my Touris), expressing his trugic megalomania.
Interspersed with the rites of the lengthy burial ceremony - and
providing contrast to it - ore the episcdes of the morching
glediators crossiné the stage ot the rear, ond of the pleasure-
loving passer-by singing and ploying the oboe in the sleepless

Roman night. The sudden ond frightening apporition of the snake-
uncireled Asteric omidst the tombs provokes the flight of Nerone
followed by Tigellino, ¥o Simon Mago, who boldly remains to challenge
her, she reveals her morhid and yet burning passion for Nerone, the
Tervel ongel' whom she follows everywhere,us a supernatural crecture,
not daring to appeor to him as a real woman.  Asterio, an ambivalent
figure, is intended to be the l%ving symbol of Nerone's remorse

but she is the womon-demon as well, beautiful and perverse,
fuscina;ing and even touching because of her hopeless burden of

love ond pain. Realizing that she may be of use to him Simon

Mago promises to bring her to Nerone if she is prepared to do his
bidding.,  She tells him that o sepuichre nearby is the Christians
place of meeting.  The magician, leaving her weary on the ground,
goes inside to investigate. As the first gleem of dawh begins to

dispel the darkness, Rubria, ¢lad in & white robe, oppears to lay
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flowers on « grave recently built. Kneeling down in prayer, she
recites the 'Podre  stzo' (The Lord's Prayer), one of those fine
paraphrases of prayers often recurring in Boite's libretti and
assuming different emotionol cannotations according to the drametic
context.1 Her voice, pure and passionote, rises high in the
silence surrounding her.  Attracted by the tenderness of these
new words telling of hope ond forgiveness, Asterin discloses
herselé‘ As in g ironce she accepts some flowers from Rubria's
hoads - a gentle t;ken of love destined to act as o link between
the woman who seeks her God in the pure world of the spirit and
the one who seeks hers in the pussion of the senses. Finally
overcamev by the demons in her,Asteria tears herself away from
Rubria, rushing in the direction of Albano. Fanudl now entexs
dressed as o mariner. His diologue with Rubria is interrupted
by Simon Mago’s return.  The following episode + the Temptation
scene ; bosed on the 'Acts® VII, 182 is a crucial one:

Fenuel's refusel to revedl the secret of his pover of performing
miracles in exchange for gold ond power makes of Simon Mago his
deadly ;namy. From here comes ihe Thu;muturge‘shutred of the
Christions, resulting in the persecution which is te occupy the

finol part of the drama.  Simon Mage's speech, delivered whilst

1. It suffices to compare Rubria's Lord's Prayer with that of
Claudio in the libretto of Amleta, Act II, i. We moy also
remember the Angelus in Un tramonto; the prayer in Lg Folce;
The Angelus Domini in Lq Gicconda; The Ave Moric in Otello.

2. tActs VIT, 18'.'Now, when Simon observed that through the
laying on of the Apostles' hands the Holy Spirit was
conferred, he offered them money and said ‘Give me this power...!
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showing to Fanudl the spectacle of the corruption of the Roman
world ond agoinst the sound of voices and trumpet blasts
announcing the triumphal return of the Emperer *o Rome, is o
superb example of Boito's imaginative and evecative power,

Simon's lines are grandiloouent, sparkling with sumptuous imogery,
rich in rhymes and assonances and irresistible in their impetuous
movement:

S$'ovanze una gran nube
Di turbe, Echeggion trionfali tube.
E il Matricida, ei vien col suo corteo
D'istrioni e d'Eumenidi all'assalto
Del monde reo.
Guorda quagg:d: Pel songue che 1'inonda
L'arca d'oro di Cesare sprofonda,
Furibonda ruina e precipizio;
Plebi nefande confuse nel vizio
Plaudono o Roma ché canta e che crolla.
Tremano tutti: Cesare lo folla,
Le coorti. Fischid degli engiporti
Gia il greculo rubel. Cadono i morti
Nel Circo e cadon nel triclinio i vivi
E in Numi in eiel! Ma tu su quei coptivi
Del fango e delle porpora distendi
Le tue mani, la tua virtd mi vendi;
Due Sovraumani vedrd il mondo allor!
Vendi il miracolo t'offro dell'or.

(A great crowd is odvancing

in a lerge clowd.  Triumphel trumpets echo.

It is the matvicide; he is coming with his train

of histridns ond Furies to assault the guilty world...
Look over there, the golden world of Caesar

sinks in the blood that floods over it -

furiovs ruin and heodlong foll;

an evil populece confused in vice

Applauds Rome which sings and crumbles.

Everyone trembles: Cuesar, the crowd, the cohorts.
The Greek rebels have clready hissed

from the narrow lanes. The dead full in the Circus,
the living in the Triclinium

and the Gods in Heaven. But you
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extend your hands over those coptives

of mud and purple!  Sell me your virtve

The world will then see two supermen.

Sell me your prodigy , 1 offer you gold.
In the meantime the news of Nerone's return nas reached Rome and
a great procession {for which the most detailed and historically
precise stage directions ore given) moves to meet him.  Inspired
by Tacitus and Suetonius,l the vision of the triumph, intimately
connected with the uction; envelops the end of the act in a blaze
of colours ond in a burst of images. . Directed, from the height
of a mound by Tigellino (returned to the Appion Way in company
with Nerone) the procession begins to file past. All Imperiel
Rome morches towards the still doubtful ond distraught Emperer;
the Mauritiaons horsemen, adorned with jingling bracelets and
phalerce,open the defilade at @ gallop, followed by the buccinators;
the singing 'ombubeie' ond the dancing throng of the maidens of
Gades; the 'phalangarii’; the colourful mob from the distant
provinces; the German warriors, the Lictors, Centurions and
Proetorians, corrying Lictor's fasces, eagles and banners; the
patriciyns, the populace ond the car with the Dionysiac actors
singing Nerone's hexameters 'L'ebra Mimallone gid dis fioto allae
bocchica tromba....”  {The drunken Mim;llnneis did already blow
the Bacchic truuwpet....) 1On hearing his own song Nerone's pride

is aroused, and stepping forth upon the Appian way, he shows

1. Tacitus; XV, 15;epcit. 319 and Suetonius; XXV - XXXweit.,
vpe 222 and 224.
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himself to the exultant mob. He is now splendidly dressed in
"hyancinthine ond gold", the living reflection of the sun.which,
now brecking forth, floods over the scene lighting the
picturesque multitude intoxicoted with joy and excitement.  The
enthusiasm reaches del;rium as the impericl litter embedded with

* sparkling gems advonces, corried by Ethiopian slaves and
surrounded by Asiatic ephebes and all the voices merge in the
single’cry "Evion! Gicia! Alme sol! Alme Roma! Ave, Neron!'
Amidst the shouts of the crowd and the blasts of the triumphal
trumpets the curtain falls, whilst o shower of flowers, ribbens,
fronds of palm and wrecths seals the apotheosis of the Caesar.
The second act - 'The temple of Simon Mogo' - is leid in o
subterronean hall which is divided into two parts. A curtain
sepurates the Ycella', where the faithful worship and pray, from
the sacrarium, where Simon and his adepis perform their mysterious
rites. Mystical lights, strotegically placed, envelop the
figures of the priests, and especially that of the thaumaturge,
in o mysterious glow. Simon, in o sumptuous robe, ornomented
with geﬁs and precious stones, stands at the altar.  From the
chalice which he raises with o hieratic gesture, a jet of blood
gushes out, falling into a golden basin below. At the same
moment, a dense cloud of smoke and incense, rising from the
braziexrs supported by two hierodules, pervades the sacrorium
hiding Simon Mago from the eyes‘of the ostonished believers

When the curtein closes, the deceptive rite being accomplished,
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the worshippers intone the theurgical formula 'Proérche, Bythos,
Sigeh, Lagos, Anthropos, Zoe, Nous Ecclesia, eccelsa Ogddade '-l
The priests Gobrias, Cerinto and Dositdo, mockingly join in
improvising o burlesque.  This lively little scene is interrupted
by Simon Mago bidding them to dismiss the congregotion. Wishing
' to tuke wdvantage of Nerone's superstitions and fears, the charlatan
has planned enother deception, intending to use Asteria, now
brought into the "cellu’, as a bait. He induces her to ascend
the elter with the words
Egli lo dec ti crede
Che sulla notte o sui ferrori ha regno ...
ess  Tu, schiove mia,
Ravviva in lui la speme o la povra 2
E tuo schiave sard chi ha schiave il mondo.
(He will think you to be the Goddess
reigning over darkness ond terror....
You, my slave,
keep alive in him hope or fear,
and the one who has enslaved the world will be your slave.)
Meanwhile, announced by o buccina sounding the 'classicum', Nerone
appears in the. ‘cella’ ond demands admittance to the "sacrarium®.
Simon Mago conducts the frightened Nerone to the magic mirrer in

which 'the infinite Abyss reflects its astral light'. As soon

as the mogicion is gone, on iridescent ray of light folls from

1. The theurgical ided cohveyed by this brief hymn belongs to
Valentine's gnostic theory on which Simon Mugo's doctrine was
partly based. For details, see Romualdo Gianipweit. pp. 102,
103. .
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the height of the antrum lighting up Asteric, whose ghostly image
appecrs in the mirror. Recognizing in her the horrible spectre
pursuing him, Nerone implores her to relieve him of his guilty
conscience; 'Al par d'Oreste non senza ragion la modre vecisi'
(Like Orestes, it wes not without a reason that I killed my mother,)
“he exploins, attributing his crime to the Fate's will. With a
fixed ohd languid geze, Asteria, perhaps involuntorily echoing
the first words addressed to her by Rubria on the Appian Way,
replies 'Sorgi e spera'. (Rise ond hope.) Passing from fits of
hysterical fegr to fits of hysterical remorse,Nerone performs acts
of devotion to secure the favour of the Goddess whose ambiguvous
and distent beauty storts inflaming him.  Calling her with divine
names, ond imploring her love:
++ss Selene, Ecate, Asterial

Vuge Edne lunar! Megico Iddia

Dai mille nomi, scendi! Ognun

Di quelli sord un nome d'amore!

(..., Selene, Hecote, Asteria!

Shadowy lunar being!  You, magic Goddess

of the thousand names, come down!

Each of your thousand ncmes

will be o name of love!)
he works himself into a frenzy. Finally overcome with desire he
mounts the stair closping her in his arms. In voin the priests
instructed by Simon Mago, try to turn him back with crash of
clashing bronze blending with the voices of the false orocles
intoning the curse 'Nerone Oreste’ and then warning him 'Fuggi

Nerone {Nerone, flee!} Trembling with passion, Asteria answers

to Mercne's delirious uttersnces ond a strange love-duet, shivering -
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with the accents of plensure and agony, develops ngainst the dark
background and the ominous atmosphere of the temple. As the kiss
in which Nerone and Asteria are united at the end of the duet
reveols to Nerone the woman, his erotic infotuation disoppears ot
once., Rejecting Asterim, who collopses on the altar, Nerone, in
an excess of fury, smashes the temple idols with an iron hammer
and throws a burning torch into the open mouth of the oracle idol
hiding‘Dositeo. Then, calling his Praetorion guards into the
temple, he reveals the froud ond orders them to arrest Simon Mago
und his followers. His destructive frenzy suddenly tuvxns, through
one of those contrasts charecterizing his bizarre nature; to
onusement, He gronts pardon to Gobrias, comically creeping out
from the oltar-stoir, becouse his witly replies please him.  With
subtle cruelty, he mockingly condemns Simon Mage, who had long
boasted of his prodigious ability to fly, to perform 'the flight
of Icarus' in the cirevs, in the next f?stivul. Shortly
afterwards he decrees that the sncke-charmer Asteria shall

be thrown into the serpent's pit. In spite of Nerone's sentence
Asteri; reaffirms her adoration fox ‘her God' asking him the grace
of being killed by his own hand.  If this favour is n . granted
she will eternolly haunt him as she is immune to the snake's poison.
Scornfully, Nerone answers ‘We will see', as the guards drag her
away. Looking ot the smushed idols surrounding him, Nerone
enjoying his victory over the Gods, solemnly ascends the altar.

He crowns himself with a leurel wreath offered him by Gobrias;




then, striking the attitude of Apolls Musagetes, he tries the
tuning of a cetra proudly announcing teo the courtiers 'Io canto'
{1 sing).

The third act - The Orchard - takes us into the fresh and peaceful

world of Fanuél and his Christian brethren - o welcome contrast

“to the excitement, the hysteria, the deceptions and the dark

passions of the preceding ccts. The orchard, surrounded by an
olive-grove, is suffused with the mild light of the dying day.
Under a pergola, on the left side of the stage, there are two
tobles. One corries the remmins of o simple meal.  Around the
other toble, full of fronds and flowers, ore sitiing women and
children, weaving garlands. On the opposite side of the stage
Fonuél, leaning ocgoinst the edge of o rustic fountain, expounds
the Beatitudes to on atientive crowd.  'Over these humble folk
und the entire orchard there radiates un atmosphere of profound
calm.  Every soul is filled with o sense of immense expectation'
say the stage directions,  And indeed Fanuel's words (almost
literglly drawn from the Gospel according to St. Matthew - Ch. V,
1- ll)lsounding softly end clearly in this oasis of calm, have
the hypnotic flow and the relieving effect of the sound of*

rippling waters:
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E vedendo le turbe ad udir pronte
Sali sul monte,

Lo benedisse

E disse:

~ Beati i mansuveti, .
Perché saranno dellu terra i Re.
Beati quelli che hanno pure il cuore,
Perché vedran la gloria del Signore
E beati, fra l'anime fedeli,

TJutti gli offlitti, i poveri, gli oppressi,
Perchd per essi

E il Reame del ciel,

{When he saw the crowds, eager to listen to him,

He went up inte the mountauin

He blessed them

And said:

Blessed are the meek

Because they will inherit the world....

Blessed are the pure in heart

For they will see the glory of God

Blessed, among the faithful,

the afflicted, the poor, the persecuted

For theirs is the Kingdom of Heaven.
Again from Matthew's Gospel (from the parable of the wise and of
the foolish virgins XXV. 1-14) is derived the allegory of 'the
bridegroom whe is coming but no one knows when' olluding to the
peaceful death, of the righteous. It is a very fine, lyrical
passuge, murmured by Rubria as she appeurs on the stage, as light
as a shadow, carrying o burning lamp.  Gently, she takes her
place among the women and children, twining garlends and singing
with them songs for the living und the dead, for the pains of love
and grief, for martyrdom and prayer ('Fiori sui vivil Fiori sui
morti'!), To their final invocations ‘Amore ... Fede ... Amoxe

«os Speranza!' (Love ... Faith ... Love ... Hope!) o foint voice

far back in the Orchaxd answers 'Pace!* (Peace). A rustling
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noise reveals the presencé of Asterie, bleeding and lacerated,

among the olive trees. Escaped from the snoke-pit, she tells in
broken words that Simon Mago has tried to purchase his freedom by
betraying the Christians to Nerome., Before bending her lips to

the cup of woter offered by Rubrie, Asteria, smiling, shows her

_ the flower which sealed their friendship in the clear, Appian dawn.

Then, aofter quenching her thirst, Asterie, seized by o sudden
convulsion, rushes wildly from the stage. Remaining alone with
Fonuél, Rubria urges him to fly but, neglecting her exhortation,
he; in his turn, osks her to confess the sin which she is trying
to hide. Their diclogue is interrupted by the arrival of Simen
Mago.qnd Gobrias, who eppeor disguised os beggars in the quest of
alms. ' Fonuél, however, immedictely recognizes the impostors
Throwing himself ot th; apostle's feet, Simon asks him once again
to reveal the secret of his magic power so thet he may fly and
escope death.  Enraged by Fanuel's refusal, Simon Mago gives him
over to the pruetorion guords who hove been following him.  As
the Christien Lrethran attempt to libercte him, Fonuel, echoing
the words of Christ 'Non resistete al malvagio' (Do not oppose the
wicked one) orders them o submit. The last part of the act is

entirely devoted to Fanuel's touching farewell fo his followers

now silent, as if oppressed by the thought of a painful uncertainty.

With immense tenderness and the utmost simplicity, he tells them

that his journey is ended:
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La giornote & compite

Pel fratel vostro e il sua carco depone.

Voi cammincte in novitd di vita

Ed in pienezzo di bengdizione.

Quando torna la sera -

Col mestu incanto delle rimembranze

Unite anche il mio nome alle preghiera,

Unite anche il mio nome alle speranze.

(For your brother the day is over

And he loys down his burden

You are now walking in @ new path of life

And in the abundant blessing of God.

When evening falls, in the sad hour of remembrances,

Add my nome to your prayers

Join my name with your hopes.
frowing more ond more serene, he kisses his brothers in God
invoking on them the blessing of the Lord. He seems to avoid
Rubria,. the loving woman who, all humility and tears, approaches
him begging for a last word of farewell, Fonusl slowly walks
away, his last words being 'Cantate a Dio' (Sing to the Lord).
As the Christien women, led by Rubria, strew a path of flowers
before him, resounds the song 'Fiori sui vivi, fiori wui morti....
Lieto & chi muore nel Dio verace' (Flowers on the living, flowers
on the dead .... Hoppy is the one who dies in God').,  All the
Christians follow Fanudl except for Rubria who, left alone with
her unbecrable pain, listens with olmost spasmodic concentrotion
to the receding song. A few words, borne back by the wind, are
still audible 'Amore ... Fede ... Amore' {Love ... Faith ... Love).
But, this time, there is no voice answering 'Pace' (Peccel).

The fourth act - The Circus Maximus - is divided into two scenes.

The first scene, spectacular and full of movement, is set in the

!
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Oppidum - the otrium ~ wheve the crowd aitending the games gather
ond through which pass the gladiatorial troops, the charioteers,
all the people ottached to the circus entertoinment, as well as
the train of the Christions doomed to torture. The second scene

is ioid in the Spoliarium, the crypt of the Colosseum, wherse the

- corpses of the dead are thrown. When the act opens, o crowd is

seen struggling around the winner of the quadrige race, the
cantenaing factions either applouding the victor ox raising
threatening cries. The peals of off-stage trumpets mingle with
the shouts and the burst of loughter of the excited mob. Morginal
episodes - as that of the donce of the *puelle geditana® - ore
skilfully introduced to evoke the life of Rome in ome of its most
characteristic ospects. Simon Mogo enters, closely followed by a
guard and exchanges a few ropid words with Gobriss. We lecrn
that he has orranged for his followers te set fire to Rome so that
he may escape the punishment awaiting him. We learn also thot
the torture of Laureolus, who hus heen put on the cross and torn
to pieces by wild bears, is planned for Fanvel., The conspirecy
to burn Rome, is made known to Nerone by Tigellino, but he refuses
to interfere, scornfully declering:

I1 mondo & mio! Prie di Nerone
Nessun sopea quant'osar pud chi regna

(The world is mine! Before Nerone
Ne one knew how mych one who reigns could dare)

The savage crowd hos already cried for the promised torture of the

Dirci - their favourite spectacle - and Nerone, determined to please
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the mob, inquires whether the bulls {to which the Christion virgins
are to be bound), the ropes, the torches, the harriers, the
Sagittarii ore all in readiness.  Amidst the insults of the
crowd, slowly and solemnly advances the throng of the Christians
doomed to martyrdom. Led by Fanudl, they sing in full voice
“Credo in un Dio solo ed etermo'. (I believe in ore .:d eternal
God.) ' The thrice repected sound of the buccinwe brings a sudden
silencé. A white robed vestal, her heod covered with the socred
infula, appears at the top of the podium stair, preceded by o
lictor. By virtue of privilege accorded by law %o the socred
virgins, she demands the relecse of the victims. Angrily, Nerone
orders the veil to be torn from her and the pale face of Rubriag is
revealed to the crowd. By Nerone's commond, she is condemned to
the torture of the Dirci. She faints and is carried by two
bestiaries into the omphitheotre. Ip o jwvox’em of luxury and
sanguinory folly, the 'uun.tes incredibilium' oantlicipates the
pleasure of the spectaci. of toe agonized virgins riddled with
the Sagittarii's arrows, 'bsartifil ond noked under the sun', in
the pul;unt passage "Tutte un Exie¢ acnodutor le abbranchi', (Be
oll of them seized by a heio who will eizip them.)  Soon after
Simon Mago's *performance’ of the flight of Icurus,1 Gobring?

voice is heard announcing ths first ocutburst of the Flames. The

1. A case which hoppened to an actor in the Cireus (he died
whilst performing o flight in the Daedolus and Icarus bollet),
recorded by Suetonius (cit., XII) gave arigin to the legena
of the death of Simon Mago.
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Oppidum is enveloped in flawe und swoke whilst the crowd, in
babel of gries, rushes towards all the ¢xits of the Circus.
Graduclly the deafening din colms down ond the chaotic vision of
maddened shapes seems to dissolve into thin air. The curtain
folls rapidly on this vision te rise egain without interruption to
show the Spolicrium, the asylum of th; dead, 1lit by the sinister glow
of the flames which are consuming Rome. Two livid shaodows,
lighted by  torch, descend coutiously to the crypt, stumbling over
thy corpses. They are Asteria and Fanudl who hove escaped alive
thonks to the fire, and now search for Rubria. They discover her,
still elive, near the body of Simon Mago, shattered in his flight.
The arrow of o Sogittorio hos mortally wounded her but, as in o
dream, she recognizes Fanuél, the mystical lover who thought her
*quella gron dolcezza di soxrider nel piante’. (The grect
consolation to smile amidst the tears.) Befoxe dying, she wishes
1o confess her secret sin, expluining, with touching simplicity:

Tentai confonder nelly stesso vampa

L'ara ardente di Vesta e la pia laompa

Della vergine saggia. Ecco il peccato.

(1 have tried *o mingle in the same flame

The ordent fire of Vesta and the pious glow

0f the lamp of the .'se virgin.,. This is my sin.)
With infinite tenderness, Fanudl pronounces absclution, calling on
her the blessing of God. As Rubria feels life ebbing she asks him
to tell her once more the tole of Jesus, of his mission of peace

in the distont land of Galilee:




Narremi ancore, mentre m'addormento
Del mar di Tiberiode, tronquillo
Onda che varca in Galileo....

{Tell me once more, as I fall asleep,
Of the sea of Tiberias, of its tranquil

Waves lapping on the shore of Galilee....)

With the softest voice, as if timoxous to disturb her sleep,

- Fanvél summons up o vision of enchanting peace

Fra i giunchi di Genésaoreth, oscilla
Ancor la barca ove pregd Gesu.

Quelle codenza languide di cuna

Invita a stormi i bimbi sulle prora....

(There, amidst the rushes in Genesareth stili flogts the boat,

Where Jesus proyed.

That gentle cadence, like o rocking cruodle,

Invites sworms of children on its prow....)
'Again .... Again' implores Rubria in a thin voice ond Fanuel,
almost lulling her, continues the gentle story, insisting on those
little detuils which moke of on imcge the shadow of o dream:

Lenta salia dal Libano la luna

Era quell’ora in cui sorgon gli incenti....
Esciaon le turbe oranti per lo lunare auroro...

(Slowly, did rise from Lebanon the maon

It wos the time when all enchantments spring...

the praying crowds walked under the lunar beom.)
On this last, vision Rubria folls asleep in &eath. With Asteria's
exy we are jolted from the purest peace back into the hideous
reality of the crypt. The flames are approaching and the vaults
start collupsing. A small door, discoveved by Asteria, offers an
escape from the burning bolgic. Crossing the threshold, Fanuél

turns to Rubric bidding her the last forewell.  'Rubriae! Addiol'.

On hearing this nome, Asteria is seized by a sposm: she realizes

332

i
|
!
!




that Rubric wos the virgin outruged by Nero within the sacred
érecincts! Rushing to Rubria's side, she clutches the lifeless
body of Rubria asking her, with savage rage how could she win
Nexo's cruel heart. Then, 0verwhelm§d by @ sudden pity, she

tokes Rubrie's flower from her breast and, letting it foll over

+ the mertyr's body, she kneels near her, invcking 'Pace!'  She

finally escapes whilst the walls crumble and the Spoliarium sinks
into the flame.

Here ends the iragedy destined for the lyric stage, a trifle
incongruously, when we remember that Nerone's remorse wos the
motivation, and intended to be the fulerum, of the action.

Boite's droma has, however, e fifth act, logically concluding the
story and which in the author's original plen, was to be retained
in the libretto (see Fig,3 ). A summary runs os follows. In
his privote theatre, Nerone, surrounded by a crowd of courtiers,
is celebrating the unexpected spectacle offered by the burning
city.l After the banquet, enlivened by lascivious dances and the
orgiastic music of crotalia, cymbals, sistra and tymbals, Nerone,
to the érondibse and terrible background of the collapse of Rome
begins to recite o scene from Aeschylus' ’Eumepides. Wearing a
dork trogedion's costume, the sothurri end o trogic mask, he

repeats Orestes' lines (I did expiate ny crime) in cleverly

1. An historical detail, found in Suetonius: 'Nero watched the
conflagration from the tower of Maecenas, enraptured by what
he called "the beouty of the flemes’; then put on his
trogedian's costume and sang 'The Fall of Iliwm® {XXXVIII,
cit., p.231). See also Tecitus XVpweit. p.363.
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. Fig.3

Nerone is from the originel monuscript.

334

This fragment of the introduction of the fifth Act of




stressed, rhythmicol cadences. At first the representation
faithfully follows the Greek text; but when the chorus of Furies
ofter recolling in details the scene of the murdex, brecks in with
the cry *Metricida', terror seizes h@m. In vain Gobrias tries to
bring him back to the ;reqlity' of the scenic fiction. In the
arch of the portul, he thinks he sees the accusing ghost of
Aggripina.  With growing terror, he strips off his mosk and tears
the thestricol garb into pieces. From this moment the action
fluctuates between two realities: the one which he is reviving
on the stoge {perhaps, the only one which is true) and the one
actually visvalized by him.  As Asteria oppecrs, carrying in her
hond o bunch of live snakes, everyone, except the Emperor, flees
Motionless, Nerons looks at her with the fixedness of madness
inquiring:
Sei tu? u la tva larva?
© una scenica larva? 0 un sogne, o un'ombra
Del mio rimorso?....
. (Is it you? or your ghost?

Or o scenic spectre? A dream, perhops, or the

~b dow of my remorse?)
Now the - :+4s of smoke which cover the sky of Rome have become
thicker ond more coruscating. In the semi-darkness of the scene

shines the gilded inscription Nero Caesar. Again, in the distance
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resounds the apocalyptic cry 'Voce dall'Oriente! Voce doll'Occidente!

+o« Guai a Roma®, heard gt the beginning of the drama. A horrible
vision slowly tokes shape before owr eyes:  the figures of the

mosaics adorning the proscenium toke on life, transmuting themselves




336

inte the corpses of the Dirci, martyred. in the Circus, of the
women ond children, victims of Nerone's folly. Terrified and
inebrigted by the vision, he clusps Asteria in a voluptuous agony;
sha yields ecstatically, then kills hgrself with o small dugger.

Nerone is left alone amidst thousands of veices calling down

- molediction upon him and his empire. The flames reach the walls

of the theatre which starts crumbling around him. He seeks
escape but all the doors are obstructed by the ghosts of his
vietims. In the chkground are seen the "luminarie degli orti
di Nerone' - the Christians burning at the stoke. He throws
himself ut the feet of u statue representing Pallas, asking for
protection, then, proudly rising, he strikes twice the shield of
the Goddess with tremendous vigour. At the third ottempt, his
hand is as if paralysed by the maledictions of the spectres closing
in on him. He falls in o swoon vhilst the scene darkens almast
completely and the terrible crash of thunder is hecrd,

The suppzession of this essential ond most original act
could not be more regrettable. It has, in foct, altered the
balunc; of the drametic structure of the work, doing capitel
damage to what covld have been,‘otherwiéea considered to be Boito's
fingst libretto. From o poetical point of view, Nexone is beyond
praise. In it, the formel and cesthetic problems which were
Boito's life-long preoccupatlon, seem to have found their solution
in the perfection of « style tremendously elaborate and yet

rendered with marvellous freshness. A comparison of the Nerone
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Libretto with same of Boito's yauthful works® in this same field,
cleorly evidences the extent to which the poet had worked upon
and matured, an alreedy outstending initial gift in order to
achisve the commond of a most perfect instrumen of expression.
Worthy of note is the way in vhich metres and rhythms shape

- themselves, not only cccording to the nature of the characters but,
within the charocters themselves. uccording to the prevailing
emotion: _t‘he long, high-sounding, arrogant, pompous or rhetorical
lines of Simon Mego and Nerone contrasting with the simply
structured and cleorly scanned lines of Fanuél and Rubria;
Asteria's verses, throbbing and full of dynomic energy, shiver
under the wave of passion or breck down under the weight of anguish
but they can also assume a cadential, olmost trance-like rhythm as
for instance, in those scenes in which she seems to be redeemed
by the pure presence of Rubrig.

When confronted wi‘k the outstending qualities of the
literary text, the question which inevitebly erises is: how could
music be expected to add to o work possessing, both from the
poeticci and dramotic points of view, the characteristics of a
finished work of art? Only an anolysis of th» score provides the

answer.

1. Mefistofele, born in a period of exceptionol youthful creativity,
must be considexed as a cose apart.




CHAPTER 2
* THE OPERA

Of the four acts of Nerone, the first, the one from which the

entire musical ond dromatic action stems, is the longest and most

,carefully articulated. It consists of six distinct sections,

each with its own otmosphere and emotional character. The opening
section, devoted to the evocation of the Roman night against which
are projected the figures of Simon Mago, Tigellino and Nexone,
ends with the spectral opporition of Asteria amidst the tombs.
The second section contains the duologue between Simorn Mago and
Asteria. This is followed by the episode of the encounter of
the demon-possessed woman .with Rubria, the gentlest of maidens.
Sections four and five are dedicated to the brief exchonge between '
Rubria ond Fonudl and to the clash of the antugonistic choracters
Fungél and Simon Mugo, respectively. Finally, we have the e e~
catching scene of Ner9ne‘s triumphal return to Rome.

The curtain rises, without prelude, on the nocturnal vig
Appic scene. The silence of the night is broken by gay snatches
of eungs, (off-stage solo voices) coming from different points and
distances.  Agoinst this diaphanous musical background are heard
the short exchanges between Simon Mago ond Tigellino, prepaxing us
for Nerone's arrival. The orchestra enters with a tremendous
outburst over o dissonant chord, as Nerone appears in a state of

frenzied terror (Ex. 1). He is calmed down hy Tigellino, and the
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orchestral tumult, accordingly, subsides, giving woy to the brief
interlude cnnfuining the episode of the two lovers singing in the :
distance (*Dolce, ridente Lalage') and that of the procession of

the merry-fellows, crossing the stage whilst singing the epigrom
*Citorizzando scorde l'impero’.  Aguin, resounds in the dorkness,

the lugubrious voice announcing woe to Rome and to its guilty

Emperor.  Soon after this o dark, slow motive steals into the

double busses, echoed by violins and bassoons, Over it Nerone

onxiously asks for Simon Mago, hidden by the darkness. At the

words 'Orrendu'vita io vive...' a strongly rhythmical, stormy

theme, depicting Nerone's perturbed conscience, is heard in the

clorinets over u pedal point on E. (Ex. 2) Prone upon the grave,

the Emperor recites the funeral orction, which evolves from an

octave motive anticipated by the orchestra. His first words,

*which seems to have been studiously prepuzed befozehand’,t are

uttered, over broad chords, supported by nervous chromotic figures.

They sound, at first, rheioricol and insincere but, after the H
invocation 'il mic contemplu madre, interno orror', the music

become » charged with tension (Ex. 3).

1. Boito's stage direction.
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dolente, meditabondo,tetro

=5
Frr
This emotion does not however last and the threnody ends with the
strongly emphatic vtterance 'lo sono Oreste'.  Following the
episode ;f the glodiators morching in heavy rhythm, comeu the
ceremon; of burial, accompanied by the unquiet motive quoted
;hove (Ex. 3). The cinerary urn is finaolly committed tc the
grouns to o descending octove theme whilst a small, reiterated
figure in the buss, zepreseate 3imon Mogo's throwing earth on the
ven.  Boito here indulges his penchant for musical depiction of
scenic details. Very effective, by way of conir ., is the
uttruct;ve, vaguely archaic tune, played by an approaching oboe
over a long sustoined pedal point on C, agoinst which is heard the
sensvous love-song (*Eros vibra da l'umide eiglic') sung by a

lonely passer-by {Ex. 4).
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Ex. 4
ToObos dall'Agple.  Profudiando £
5 PPt

] T~
Viandante (sun’ Appia)
[ ‘Tengre,

During the ensuing passage, the orchestro becomes increasingly

wgitated until o climox is reoched in the gust of sounds, throbbing
rhythms and frenzied cries, accompenying the apparition of Asteria.
This highly emotional incident leods to the scene between Simon

Mago and Aste;iu. A durk,'creeping theme, mirroring the tortuous

nature of the thaumaturge, insinuates itself in the orchestra.

(Ex. 5)
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The opening motive of this theme reappears agoinst the scanty
instrumental background supporting Simon's questioning of Asteria.
In the woman's narration 'A notte cupa', the orchestra plays an
important part in building up the nervous tension and the

atmosphere of unreality surrounding her, by means of the restless,

. chromatic weaving in the clarinets, the tugging syncopated rhythms

and the extremely dynamic contrary motion figurations in the
strings. Asteria's melodic lines, tense and charged with emotional
incandescences, have a febrile quality superbly chorocterizing the
pathological traits of her nature. {Ez;‘ﬁ) She confesses that

the cpntact with the snokes twining round her body mokes her dream
of the eﬁbrcce of the cruel God whom she adores and who fearfully
avoids Ler, the orchestra supporting pianissimo with o sinous
allusive motive. The theme of Simon Mago (Ex. 5) returns during
the ensuing duologue, pointing the fact that, from this moment

the destiny of Asteric will be dominated by his will.  She

remains alone, lost in the péins and lenguors of her voluptuous
longing whilst the music, so golvanic during her crezed outburst
tAmox ;he non uccide, no, Amor non &' dies down in descending
octave fiéure in the bassrsymbclically accompanying Simon Mago's
descent into the crypt. The appeorance of Rubria, clad in a white
xobe and carrying flewers in «r hond, serves to introduce a needed
moment of repose and of lyrical contemplation, Her 'Padre nostro'
is preceded by a passage in which “the minor chord is expanded

to o chromatic chord of the 7th on A in o moment of the most



Asteria N
2000 ib -
=L =
¢ “quan. -do ne . glian - tri del fu.me. - . Teo
-t FITiewE
poco rit ==
Jis
" Asterla .
fH_«lompo 2
e e
b e & T Se——r
suol Ya . .80 . loalpa - ri di pia.
e
=5 R A B — et
I ® k3 fx___~ U'
o L
o s W i i A e} 172 !
e e e T S el e S R s
£ hT"ﬁ Caae 3 E g =
Asterla 0011 SINALY_oommme
v-le.lan.
. con forsg

1010.¥0 -0 o,

345



|
|

marvellous delicacy, depicting the gleams of dawn beginning to
disperse the darkness, and the pristine peuce ond freshness of the

newboxn day. (Ex. 7.)

{Oompariuoo Rubria {almontala Jamipads  (Prim baglior!
yoluta-8i formu ol fuveraria) de)Valba) "
in tomha. crstlana ) Mt oy

Rubria's prayer develops in touchingly expressive lines of

recitative underlined by harmonies growing more and mere assertive
during the course of the modulatory sequences.  Above tl‘\ese
transparent, ascending chords of third and sixth, the violins

veave melodic lines chargsd with the most tender inflections. At
the words '.., perdona ... Fa ch' io riveda quel che m’abbandona’,
the orchestru swells to o forte appassionato, then suddenly subsides
into o pianissimo dolcissimo us Rubria, in a murmur, asks the Lord
'Liberugé dal mule! (leiver us from evil). The beauty of the
message conveyed by the maiden's simple words seems to provoke

u soothing sensation in Asteric's conscience. In the brief scene

following Rubrin's gentle hidding 'Sorgi e spera’ (Ex, 8.),
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{this scanty theme is to be heard in Act II in o widely different
emotional context)} Asteria’s music assumes on unexpected tone
of mildness and reloxetion.  After the fierce cllegro section
accompanying her sudden flight, the music becomes again clear and
luminous, ulmost imperceptibly shivering in the subtle play of
- enharmonic moaulutioqs. Into this highly sensitive atmosphere
enters Fonudl., His-short dialogue with Rubria is not memocrable,
the most interesting aspect being the appearance in the orchestra
of the rhythmo-melodic thems, recurring throughout the opera and

standing for Rubria's secret sin, (Ex. 9)

Rubrla
¢

and the returs of the motive underlying hexr words 'Fa ch' io riveda
quel che m'abbandona’, giving away the secret of her love for the
‘apostle.  This momentary episods is followed by the all-importunt
confront;tion scene between Simon Mago and Fanvel, regretfully, one
of the most anticlimactic numbersof the music-drama.  The
Thaumaturge's rehearsal of the corruption of Rome is musicolly
realized in a lengthy pessage which, in spite of the variety in

the declamation and of the saturated colourg in the orchestra,

fails to metch the glow, the intensity and the evecative power of
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the verses. Fanuel's outbursts ore melodramatic rather than
impressive. The some can be said of the ensuing duet cancluding
with the declaration of war between the two adversaries, now
lecving in opposite directions over o tumult of upwerd and

downward moving, heavy accented, passoges. A coneise instrumental
.interlude representing, by means of transparent scnorities, the
light of the day growing more intense, leads into the last

section of the Act. Nerone's ond Tigelline's reappearance on the
scens is heralded by a slightly modified version of the motif

heord gt the beginning of the apera, during their first exchange.

Ex. 10)

Th; theme associated with Nerone's guilty conscience (Ex. 2) also
recurs in this scene. Nexone is, in fact, still overcome by
dread, haunted by the thought of the spectral figure interposing
herself between him and Rome - perhaps a phantom of his imagination
or, perhops, the living image of his remorse, certainly o bad omen.
Ia the midst of this almost electric tension we heor the festive
calls of buccinue and Litui announcing the approach of the jubilant
erowd, coming to pay tribute to their Ceesar. The triumphal

scene is superb pageantry, and, ot the same time, a fing example

of how the spectacular effects of Grand Opera can be soundly
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harnessed to dromatic purposes~ in the case of Boito, the evocation
of Rome in all the splendour of its grondeur before moving to
destruction.  The music effectively portruys the movement and
the ‘uhysical' excitement of the crowd by way of surging and
tremelando figures, heavy reiterated chords, rhythmical mutivpsin
.the off- and on- stoge trumpets, the trombenes in the orchesira
providing an almost continuous background.  The episodes press
one on another giving way to mony exciting moments, for instance:
thu choruses of the 'Ambubaje’, the first,'Apolle torna®,
introduced by o delicute arpeggio passage and sustained almost
throughout by escending ond descending octoves in the bass; the
second, 'Al colle, gioial', sung to a most graceful march rhythm.
Worthy ;f note is the section *Sostenuto con cnime’ accompanying
the slow march of the throng from the distant provinces. The
homophonic, unaccompanied chorus 'Ave, Neron! tuo lieta stella
splende’ resounds impressively in the momentary pause of silence
preceding Nerone's appeaxcnce to the crowd.  The climax, so
skilfully prepored, is reached os the mob, inaebriated with joy ot
the sigat of the Emperor bathed in the radiant light of the sun,
bursts forth in the jubilant shouts 'Evien, gioia'. The full
orchestra is engaged in providing support. Imperiously, buccince
and litul cut their way through the thick wall of brass and wood-
wind tones, impressively accompanied by an extended tremole in
timpusl and strings.  On the lost, long sustained oxchestral
chors . <ialing the doy of Nerone's apotheosis the curtain slowly

falls.
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The Second act commences, wgain without prelude, with the
stupefied exclamations of the worshippers attending Simon Mago's
rites in the mysterious precincts socred to his cult, The
peculiar colour which envelops this oct in on ‘atmosphere of magic
.enchontment is at once established by the pianissino A, climbing
. up by octave intervals in the most tenveus sounds of strings,
harp and upper woodwind ond diaphunous background created by the
harps glissando over the soft rustle in the violas end ‘cellos
(Ex. 11},  The faithful's hymn *Proarche, Bythos, Sigeh, Logos
«eo® sung by the first ond second basses, is set forth in the
form of a Pussocegliacs  Whilst the hymn develops, smoothly and
softly, the voices of Simen Moge, Gobrics, Cerinto and Dositea,
enter gradually with mocking remarks, their restiess lines, continually
broken by leaps, providing o sharp ond effective contrast. A sh;rt
*fugato’ passage with the theme proposed by Gobries (*Ah! no, senza
riso non posson gli auguri') and answered by Dositeo, leads to «
section in which the increos}ng mexriment of the priests is
mirrored in the brilliuntly conceived contrapuntel quartet of
Corinto, Dobrias, Sim _ositeo.  With the exit of the
worshippers ends the first section of the Act. An off stage
buceing announces the arvival of Nerone, who enters the cella
followed by Texpnos, Tigellino and ¢ growp of his Praetorian guards.
Simulteneously, Simon Mage is seen entering the Antrum, leading
Asteria by the hond whilst talking to her.  Aecomponied on the

cetra by Terpncs, the Emperor sings pleadingly for admittonce to
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