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ABSTRACT

The purpose of this thesis is to discuss and analyze [\\\
Verdi's use of orchestral techniques to {lluminate and reinforce

the dramatic considerations of his opera Otello.

The first chapter deals with the historical background
-of the work, including (Hn events surrounding Lhe»p]nnning of
the opera, the preparation of the libretto, the composition,
and the first production in 1887.

Chapter Two is a general survey of Verdi's use of the
orchestra for dramatic emphasis {rom his first opera Oberto,
Conte di San Bonifacio (1837) to his final creation E@L§E@ﬁ(
(1893).

The Third Chapter is a detailed examination of Verdi's
Otello from the aspect of the composer's use of the orchestra to
support and emphasizg the dramatic™moments in the work. The opera
is examined ac't by act in detailed narration, supported by a>ff
selection of musical examples.,

It is the contention of the writer that Otello is VErdi's”

supreme masterpiece and possibly the greatest of all Romantic

operas. This opinion is based largely on Verdi's ability to

apply orchestral devices and techniques which support and ‘inten-

sify the dramatic development of the opera.
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CHAPTER ]
INTRODUCTTON

Following the Cairo premiere ot Avda o Decenher ot I8/ and

the first Ttalian prodaction of that work at La Seala i Febroary

ot the next vear, Cluseppe Verdi taded into what most haetvers

censidered to be a well -deserved and permanent retirement {rom
operatic composition, ITndeed, it scemed that the composer,
althouyh only fifty-cight years old, was content to slip quietly

fraom the masical scene and live out his last vears as a pent Teman-

(]
N

farmer on his country estate at Sant 'A);at a.

i
-

It is unlikely that any sericus thought of composing avother
ma jor work had even occurred to Verdi before 1873, The death of
the great Italian writer and patrict Alessandro Manzoni on Mav 22
of that vear, however, prompted Verdi's return to work. The
resulting Requiem, first performed in Milan on the fiist anni-
versary of Manzoni's death, was a work of obv;uus dramatic and cven
operatic proportions, The masterly dramatic utilization of the
orchestra, even more advanced and innovative than in its
predecessors Don Carlo and Aida, raised speculation that an opera
of similar music-drama dinensions was imminent.

Following a triumphant European tour of the Requiem, hiwever,

Verdi returned to Sant 'Agata believing his career as a compeser to

be at an end. uring the thirﬂq:seven vears that had passed since
>



A
Oberto, he had wiven the cperatipe world (#0aLv - four works: aften
- .- ) ] g
Y N A
L e e & .
Arda, he telt neither the desiry nur,j,h@:( ihation to write avain,

—0

)

-t

A detter dated Matrch Jj“ 4875, Tt LT ose TToend and benefact tens
i~ ~ .

tountess Clartioa Matfed “\“‘Lm ts thaiadattitade.
BN i \3

Ate vou tipht whey you speak of Ty Conscrent Tons ablivation
oowrite? Nop nos o You dre joking, because vou know hetted
than T do that l!n-.lxlnqrn is balanced, That 1s to sav, |
have alwavs conscientiously carried oot the undertaking 1
entered into; the public has met me equally consciont jousiy,
with sincere hisses, applause, ectc.  So nobody has the right )

to complain, and T repeat once more: the account is balanced,
[t was not until Tune of 1879 that there appeared any serious
tndication that Verdi was perhaps considering a return tao operatic
compesition, In Mitan to conduct a performance of th.- Requie in
memory of the victims of the Po Valley tlood, Verdi ontertained

»
his associate and lTong-time {riend, poblisher Ciulio Ricordi and

8l
the conductor, Franco Faccio  at his residensce in the Albergo

Milano. During the course of the evening, the Jdiscussion turned
to possible operatic subjects, in particular Shakespeare and

Othello. Ricordi insisted that the play would be a worthy vehicle

.

1”Ma dite davvero dell'obB®ligo di coscicnza di scrivere?
No, no. Vol scherzate perché sapete meglio di me che le partite
sono saldate. Vale a dire che io ho sempre soddisfatti gli impegni
presi con tutta coscienza: il pubblico gli ha accolti egualmente
con tutts coscienza, con buoni fischi, od applausi ecc. Nirsuno
dunque ha diritto di lagnarsi e ripeto ancora: Partita saldata."
The above translation is by this writer. See Caetanc Cesari and,
Alessandro Luzio, ed., 1 COPLilgktﬁig_iiﬂgLﬁiﬁﬂﬂg_yglgl (Milan: '
Stucchi Ceretti, 1913), p. 510.

zFaccio (1840-91) was himself the composer of a Shakespearian
opera, Amletto (1865), with a libretto by Boito. He was the
leading Italian operatic conductor of his day, and in 1871, he
became the principal conductor at La Scala, where he ccnducted the
first performances of Aida and Otello, as well as the first Italian
performances of a Wagner upera, Lohengrin. ’



.

Por o new opera by Verdie, The pablis 1 was anxions to have the

composer collaborate with the vounye Italim GTibrottist and CompOseT

i

.“\lll){\\ Rolto,
Verdi was by neomeans untamiliar with Bojto's work ., In 186,

he had commissioned the twent v-vear-old writer to set the text tor

his short patriotic cantata Inno delle nazioni whion wias 1ntended

. . e . - i
v Italian representation at the apening ot the London Exhibition
; 1 . 4 . .
the tollowing year, Shortly atter, however, relations between
Verdi and the vouny librettist had become stratned.  Boit. nad
written and subsequently published a poem entit led All'"Arte
italiana ("Concerning Italian Art") in ‘pich he reterred critically

to tne sad state of Italian music since Pergolesi and Marcello.

}Boito (1842-1918) had alreadv provided the libretto for
Amilcare Ponchielli's La Gioconda (1876) under the anagrammatic
pseudonym, Tobia Gorrio and for Faccio's Amletto in 1845. His own
opera Mefistoufelc was premiered at La Scala in 1368, but met with
a poor reception. A considerably revised production in Bolougna
in 1875 ~tored highly successful.

'osti.e political factions within Italy rejected the work
as unsu.ilable for representation at the Exhibition. Instead, the
premiere was given at Her Majesty's Theater, London, on May 24,
1862,

5”Forse gid nacque chi ~vra l'alture Rizzera l1'arte,
verecondo e purv, Su quel'altar bruttato come un muro Di
lupanare.' (''Perhaps the man is already born who, modest and pure,
will restore art to its altar stained like a brothel wall.")
Quoted and translated in Charles Osborne, The Compiete Operas of
Verdi: A Critical Guide (London: Victor Gollancz Ltd., 1969);
reprint edition (London: Pan Books, 1973), p. 446, -




Verdo, being the most prominent Ttalian musi. 4;an ot his dav, took
. \

the poem 43‘(J gf*rS&n141 insult,
\ ’ ;

In 1876,’howvvvr, Boflto, now thirty-seven and wiser for his

’
.

vears, had come to recognize Verd{ as a‘true musical gcn(us.\~
Reluctantly, Verdi agreed to meet with Bojito and Faccio to discuss
the proposed opera. Three days infer, Bofto presented the composer
with a scenarfo for an opera based on the Othello theme. vVerdy
read the sketch and was pleased. Though refusing to commit
himself, he urged Boito to write a complete libretto on the subject .
With the young writer enthusiastically at work, Verdi returned to
sant'Agata. It was there, while reading the Ricord{ publich?ion
Gazzetta Musicale d{ Milano, that he came 4Cross an excerpt from
the memoirs of stulptor Giovanni Dupreé quoting Rossini ag having
said that Verdi, being of somber and tragic disposition. would
never be capable of composing a successful comic opera. His
feelings hurt, verdi wrote to Giulio Ricggﬁ}:
" I have read in your paper Dupre's words on our meet ing,

and the sentence pronounced by Jupiter Rossini (as Meverbeer

called him) . But Jjust a moment. For the last twenty years

I have been searching for an opera buffa libretto, and now

that I may have found it you print an article that will

€ncourage the public to damn the work before it is even
written, thus Rrejudicing my interests and yours. But



»

“have no fear. If by chance, mistortane or dest inv, despite
the Great Sentence, my evil penfus drives me to write this
opera buffa, I repeat vou need fave uno tear. .. 1 shall ruin
some other publigher .

Ricordi was understandably alarmed at the possibility of

Tosing: Verdi to another publishing houee, and he was bewildered

over the mention of a comic npnr:;, He had helieved that the aging
composer had no Jlans for further composition except, possibly,

. 7 ﬂ‘ :
for the Othello project. In an attempt to pacify Verdi, Ricord}

suggested that he and "a frifnd"” visit the composer at his rstate,
28 , F

Verdi's reply was ¢haracterist ically witty and” suspicious;:
L

A visit from you with a friend, who 'would of course be Boito,
will always be a pleasure. But on this subject let .me speak
very clearly and frankly. A visit frop hiop would commit me
too definitely, and I wish absolutely to avoid commit tifg
myself. You know how this "Chocolate Priject" came into
being. You and Faccio dined with me. We spoke about Othello.
We spoke of Boito. The next day, Faccio brought Boito to me
at the hotel. Three days later, Faccio bre ht me hisg Otello

scenario which I read and liked. '"Write the libretto,"ff told
P . N 5

v

6"Ho letto sulla vostra Gazzetta le parole di Dupre sul
primo nostro incontro, e 'la_.senténza ai Giove Roséipi (come lo
chiamava Meyerbeer). Ma guardate:un po...Ho cercato per vent'annit
un libretto d'opera buffa, ed ora che 1'ho si pud dir trovato,
.voi, con quell'articolo, mettete in corpo del pubblico una.voglia
matta di fischiafmi 1'oper® anche prima - di essere scritta,
roviqando cost 1 mie{ ed i vostri interessi. Ma niente paura. . s
Se per.caso, per disgrazia, per fetalita malgrado la Gran® {
Sentenza, il mio cattivo genio mi trascinasse a scrivére
quest 'opera buffa, niente. paura, ripeto...Ruinerd un altro
editore." See Cesari and Luzio, [ Copialettere, pp. 308-9. .

7The comic subject in question may have been Moliére's
Tartuffe which Verdi had discussed with librettist Camille du
Locle just before the composition of Aida. Du locle had, .
in fact, prepared a scenarfo on the subject in French which
Verdi had kept. o :

3



him. "It will come in handy for you, for me, or for somcone
else." If you come here now with Boito, T shall have to read
the finished libretto he will bring with him. TIf T find it
completely satisfactory, then I am somewhat committed to it.
If T like it, but suggest modifications which he accepts,
then I am even more committed. 1If, however good it is, I
don't like it, it would be difficult to say so to his face.
No, no, you have gone too far_and must stop before there is
any gossip or unpleasantness.

Nevertheless, Boito's completed libretto was in Verdi's

hands by Christmas of 1879. The rompo§k<\jjj very favorably

impressed but was still reluctant to commit himself to the opera.

Instead, he purchased the libretto and filed it away beside

thirty years. i .

"Sara sempre cosa gradita una vostra visita con un amico
(che sarebbe Boito, s'intende) ma permettetemi che an
quest 'argomento vi parli molto chiaro. Una sua vis:.a mi
impegrerebbe troppo. Voi sapete come nacque questo progetto
dIPciorz 'atta. Pranzavate meco con Faccio. Si parld d'Otello,
si par 4 di1 Boito. Il giorMaggiopo Faccio mi porto Boito; tre
giorni dopo Eoito mi porto lo schizzo d'Otellv Lo lessi e lo
trovai buono. Dissi, fatene la poesia, sara buona per voi, per
me, per 'n aliro. Ora venendo con Boito, bisoyna che io legga il
librett« 0 io lo trovo completamente buono, voi me lo lasciate,
ed io mi i:ovo in certo modo impegnato. O io, "anche trovandolo
buono, suggerisco qualche modificazione che Boito accetta, ed io
mi trovo impegnato ancora di pid. O non mi piace, e sarebbe
troppo duro che io gli dicessi in muso quest'opinione. No, no!
Voi siete andato gid troppo avanti, e bisogna ora fermarsi
prima che nascano pettegolezzi o disgusti." Sée Cesari and
Luzio, I Copialettere, p. 311.




tate in 1879, erdi:agnin began to compose. By November,
he had completed an Ave Maria for soprano and string orchestra
and a Pater Noster for chorus and orchestra, both commissioned
by the Milan Orchestral Society for performance the following
year,

Early in 1880, the composer went to Paris to supervise
the first French production of Aida, and by the time he returned
to Milan in March, the ever-scheming Ricordi had devised another
plan for bringing Verdi and Boito together. He suggested revising
Simon Boccanegra which had been produced only infrequently since
its premiere in Venice in 1857. Verdi was interested, and Boito,
recognizing the collaboration as a possible stepping stone to the
Othello project, set about repairing the patchwork libretto of
Francesco Maria Piave. Within six months, the revision was
complete. The premiere was given at_La Scala on March 24, 1881,
to overwhelming response. More important, however, was the fact
that during the months in which they had worked together, Verdi
and Boito had frequently discussed Othello, and it now seemed
that both men took their collaboration on the 'Chocolate Project" ;
for granted.

It was not until three years later, ‘owever, that V=rdi




‘ ;-
. con 9
ocgan the mammoth task of composing Otello, in March of 1884,
—_— AN

No sooner had the composition begun, however, th{}lﬁ the entire ' .
project almos} came té a sudden and unfortunate’énd. Boito.was
in Naples for a productfon of his Mefistofele at the Teatro San
Carlo. At a dinner reception following the opening performance,
Boito had said something to his neighbor at the table which was
partially overheard by a local journalist who misreported the
statement to the effect that Boito had been unhappy providing the
lago libretto for Verdi and now that it was completed, he
regretted not being able to compose the opera himself. Verdi read
the report, was hurt and indigﬁént, and, through a letter to
Faccio, offered to return the libretto ta Boito as a gift,

The worst of it is that by regretting he cannot set it

to music himself, Boito creates the impression that he T

does not expect me to be able to set it the way he would

like it. I admit this possibility. I admlit it completely,

and so I ask you, as Boito's oldest and best friend, to
tell him when he returns to Milan, not in writing but by

9At the beginning.of the project, the proposed title of
the opera was to have been lago to distinguish it from Rossini's
Otello (1816) and to indicate where the dramatic center of
gravity of the work was eventually to be found. It was not
until 1886 that Verdi wrote to Ricordi stating, "Iago was the
demon who set everything in motion. Otello is the one who
acts, who loves, who is jealous, who kills, and kills himself."
Comparison with Rossini no longer bothered him. He would rather
have people say, "He wanted to challenge a giant and failed"
than "He wanted to hide behind the title Iago." See Spike
ughes, Famous Verdi Operas (New York: Chilton Book Company,
1968), p. 427. '




word of mouth, that I am ready, without resentment or
regret, to give the manuscript back to him.}

Warned by Faccio and Ricordi, Boito Wrote to Verdi

immediately, assuring him that the report had been completely

'y

false.

This theme and my libretto are yours by right of conquest.
You alone can set Otello to music. All the creations you
have given us speak this truth.ll

Verdi accepted the explanation of the incident and friendly
relations between he and Boito were resumed. He made no promises,
however, to continue his work on the Otello score, complaining
that he was too old and that no one really cared if he wrote again
or not.

The turning point came in May of 1884 when Boito sent
Ve;di the revised text to Tago's ''Credo." The composer had been
unhappy with the scene in the second act written in penta-

syllabic line and requested a style less lyrical and freer in ' ‘

0"11 peggio si € che Boito, rammaricandosigydi non poterlo
musicare lui stesso, fa naturalmente suppore, com'egli non . ‘
isperasse vederlo da me musicato com'egli vorrebbe. Ammetto
perfettamente questo, lo ammetto completamente, ed € percid che
io mi rivolgo a voi, al piu antico, al pid saldo amico di Boito,
affinché quando ritornerd a Milano gli diciate a voce, non in
inscritto, che io senz'ombra di risentimento, senza rancore di i
sorta gli rendo intatto il suo manoscritto.” See Cesari and Luzio,
I Copialettere, p. 324.

11

"Questa tema e il mio libretto sono tuoi a rigore Jdi
conquista. Tu solamente puoi fare Otello musicato. Tutti
degli creazioni dateci parlano questa veritﬁ." Quoted in Piero
Nardi, Vita di Arrigo Boito (Verona: Hondadori, 1942), p. 4%4.




10

form. Bdito's new "evil Credo'--unsymmetrical and in broken
meétre-—-delighted Verdi, and he called Boito to Sant'Agata late
in September for three days of dfscusgiops. On December 9, Boito
‘Teceived the message he had heen waiting for:

Dear Boito,

It seems meossible, and yet it is true!
I am busy. I am writing' .

N G. Verdi12

The Otello score was written in three relatively short
sessions.of composition: the first in March of 1884, previous
to the Naples incident; the second and most productive at Genoa
from December, 1884 to April, 1885; and the final session at
Sant'Agata from the middle of September to early October of 1885. 3
Boito was at Verdi's complete disposal, a good many of the textual
problems of the opera being settled verbally at frequent meezings
at Sant'Agata and Genoa. The scoring of the opera, along with

some significant revisions in the first act, occupled almost

another entire year. While Verdi toiled over the final details

\

\ 12Translated in Franz Werfel and Paul Stefan, ed., Verdi:
The Man in his Letters (New York: L. B. Fischer Publishing, 1942),
p.- 245,

13See Frank Walker, The Man Verdi (London: J.M. Dent and
Sons Ltd., 1962), p. 493. :
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of his orchestration, Boito busied himself searching for a
suitable Desdemona and discussing costume and scenery possi-
bilities with the designer Edel. 1In September, he embarked on a
French translation of the third and fourth acts, while his friend
du locle began work on the first two acts.

On November 1, 1886, Boito received a short note from Verdi,
announcing the completion &f4959ll9'

Caro Boito,

E finito!
Salute a noi...(ed anche a Lui!'!)

Addio,

N

G. Verdi;A

Despite this proclamation, it seems that the composer found
it necessary to revise the score further. 1In a letter dated
December 18, 1886, Verdi acknowledges recéipt of a two-line
revision of the text for the end of Iago's Act II serenade.

Verdi went to-Milan early in January of 1887 to supervise
the rehearsals of Otello. A blanket of secrecy was,;hrown over
the proceedings. The rehearsals wer; absolutely closed to any
observers and, through his contract with the theater, Verdi had

reserved the right to cancel the production even after the final

dress rehearsal. The cast included Francesco Tamagno as Otello,

14See Cesari and luzio, I Copialettere, p. 700.
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Romilda Pantaleoni as Desdemona, the great French baritone Victor
Maurel as Iugo,15 quvaﬁni Paroli as Cassio, Ginerva Petrovitch as
Emilia, and Francesco Navarrini as Montano. Faccio conducted the
bremiere at La Scala on February 5, 1887.

While critical accounts of the first performance were
cautious, public reaction to the new opera was near frenzy.
Blanche Roosevelt, an American singer and writer who was in Milan
for the event, wrote a humorous account of the Otello preﬁiere:

The scenery, costumes, and orchestra were nearly perfect;
the cast was certainly weak. Victor Maurel is the only
real artist in the opera, and he is a Frenchman. In voice,
acting, appearance, and dress he is the ideal of what an
operatic artist should be, and the ideal of what any operatic’
lago could be. He sang as even his best friends never dreamed
he could sing, and his acting was the consummate work which
we always have at his artistic hands. He entered at once
into the fullest sympathies of the audience, and I could not
help then and there contrasting the lagos we have seen 1n
other countries with the Iagos we always see in Italy. 1Iago
even seems a persona grata to the public; the qualities which
raise a thrill of horror in the righteous Anglo-S$axon are
received by this susceptible nation with placid contentment
and relief. His vileness, ruses, and perfidy are accepted
for their art, not their nature; his ingenious devices arouse
heart-felt plaudits, and let me add that never will you hear
a gallery god in Italy express any disapprobation with a
successful knave. Had Iago not succeeded there is every
reason to believe that Othello would be left out of the
"talian Shakespearian repertory. On noting his more than
~rominence in thig opera, rendered doubly so by Maurel's

me creation, I could well understand Boito's and Verdi's

ation to call their work Tago, and not Othello. Iago
is mntially Italian, not in the sense of vice, but of
Art.. . wvillainy: he reasons from the personal standpoint,
and .. reasons find a iniversal echo in the land which gave

15 '
Maure., renowned for -.s singing and acting ability, also
Created Falstaff at Verdi's request in 1893,



birth to such a student of hoaman nature as Macchiavelly.,

Othello, you will see, s an inferior treature, and plays

an inferior part. ' )
Mitrel will be wel] remembered as one of the most pifted

artists we have ever seen at Covent Garden. Hig Tago ranks
with Nilsson'g Ophelia-~to my mind the finesgt lyric creation

on the operat je stage. His elepance, srace, subtlety, and
exquisite style in Tago find their most perfect expression,

[ need not refer to his appearance, the beau-ideal of a

hand some Venet ian, whoge years are but "four times seven" and
whose graces in this artist's hands are the ol imax of elegance
and histrionic art. But you will see him in London, and T am
sure will allow that you have never witnessed o heard anything
to equal his impersonation of this part. Tnmagé! the tenor,

looked and acted Othello, but he did not sing--he bleated.
Desdemona has never been a favorite of mine in history, and
the present exponent of the role suggested to me al-” ny
thousand unavenged wrongs laid at the door of Brabantio's
daughter. Madame Pantaleoni is an excellent person, but ag
Desdemona she ought to have been suppressed the night hefore
at her dress rchearsal, Her voice is naturally fine and
dramatic, but she has no more knowledge of the pure art of
singing than I have of the real science of astronomy. She has
a vile emission of tone in the med ium open notes; the upper
notes are clear, but rarely in tune. The lovely music assigned
to Othello's wife must have splendid resisting powers not to
have fallen flat in her hands or throat, In appearance Madame
Pantaleoni is like-wise unfortunate: she is short, slightly
cross—-eyed, and of a physical Plainness, which dwarfed the
already insignificant Desdemona. She acted very well in the
first and third acts, but not so well in the last. Of the
other singers, I will add that Petrovitch as Emilia was
deservedly hooted; V. Fornari as Roderigo was not important
enough to help or hinder the work; and M. Paroli as Cassio

was a really fair second tenor; he, at least, knows how to
sing, but Nature evidently never intended him to sing at

La Scala.

The ovations to Verdi and Boito reached the climax of
enthusiasm. Verdi was bpresented with a sjilver album filled
with the autographs and cards of every citizen in Milan.

He was called out twenty times, and at the last calls hatg
and handkerchiefs were waved, and the house rose in a body.
The emotion was something indescribable, and many wept.
Verdi's carriage was dragged by citizens to the hotel.  He
was toasted and serenaded; and at five in the morning I had
not closed my eyes in sleep for the crowds still singing

)
e
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and shrieking "Viva Verdi! viva Verdf!" Who shall say that
this ¢ry will not re-echo all over the world? At seventy-
four this second conqueror may well exclaim: Veni, vidi,
vict, Verd{'16

Otello was first performed in the United States at the
New York Academv of Music on April 16, 1888 with Francesco Marconi
as the Moor, Fva Tetrazzini as Desdemona, and Antonio Galassi as
Tago. Cleofonte Campanini conducted. The first London product fon
occurred at the Lyceum on July 5, 1889, conducted by Faccio with

A
a cast that included Tamagno and Maurel. Otello was first
presented in Paris on the twelfth of O-tober, 1894, when, much to
Verdi's disgust, he was obliged to insert a ballet into Act TII
between the Otello-Tago-Cassio trio and the finale.

At the age of seventy-four, sixteen years after he had
supposedly given the world his final operatic creation in Aida,
Verdi had proven that hie musical genius was not only still
very much alive but that it had grown to incomparable dramatic
and technical dimensions.

Historians generally acknowledge Otello as the greatest of

ITtalian Romantic operas. In it, Verdi achieves the music-drama

concept which he had begun to develop forty years earlier in

Macbeth. He had successfully combined text and music into one

entity with a single purpose-—the dramatic revelation of the plot.

6Blanche Roosevelt, Verdi: Milan and "Othello" (l.ondon:
Ward and Downey, 1887), p. 32-33.

o~
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This trend towards drama in Italian opera did not oriyinate
with Verdi, but rather developed from the operas of Morart .
Rossini, Donizetti, and Bellini. Rossini's carly 1etivement
from composition and the premature deaths of both Bellini and
bonizetti kept them from achieving the prominghee necessary to
shape operatic trends. Verdi, however, afted a career ot fittv
years, had created a work in which rhe music was conlinuous-with
lyrical moments arising from the drama almost impercept ibly,
Verdi's Otello is also typically Romantic in two very
important literary aspects. First, the entire mc)tiyiti()n of the
drama is based upon emotion rather than reason. Second | the
opera utilizes nature as a backdrop to human drama, as observed
in the scenes of storm, fire, and evening calm in the first t.
A Romantk:%heme recurring in many of Verdi's operas al .
has its finest illustration in Otello--that being ''that man can
be immensely noble and, because of it, suffer a terrible fate.”l7
Many critics and observers accused Verdi of adopting
Wagnerian techniques and priﬁciples in his Otello score. On the
contrary, however, he had devised a music-drama that was wholly
Italian 1 style. Otello utilizes the same Ttalian oﬁcrat&c

inventions used to excess by Rossini, Donizetti, Bellini, and the

young Verdi himself-—the storm scene, the drinking song, the

17
See George Martin, Verdi: His Music, Life and Times

(New York: Dodd, Mead and Company, 1963), p. 530.




victory chorus, the venpeance aria, and the furtive prayer scene.
In this instance, however, they are so much a part of the
character and drama of the pfece that they are not oht rusive to
the cont innity.

It must he recopniced, too, that Otello, in the true
Ttalian tradition, is still a singer’s opera , hot in the ense
of the highly ornate bel canto works of the early nineteenth
century, Ut rather in respect to the dramatic strength carried
in the vocal lines. Fven in soctioqg of dialoyue, the drama is
sung rather than being musically spoken, a style adoptell by many

German composers of the day.

In Otello, Verdi's Ttalianate melodTes are supported by a

~
highly advanced and expanded orchestral technique. The work, in
fact, represents the culmination of Verdi's orchestration.
Through it he achieves a powerful dramatic and musical expression
that had been developing from the very outset of his carcer. The
following chapters will examine in detail the evolution of Verdi's

orchestral technique and the manner in which he utilized that

technique for dramatic effect.



CHAPTER I1
THE EVOLUTION OF VERDI'S ORCHESTRAL TECHNIQUE

Orchestral music since Beethoven has undergone {ts
greatest developments chiefly at the hands of composers
who contemplated music from the standpoint of the theater,
It is true that Liszt wrote nothing for the theater, and
that Berlioz's operas were br{lliant failures; but the
fact remains that nearly everything that marks an advance
in nineteenth-century orchestral technique since
Beethoven is an advance in essentially dramatic orche-
stration and this is in the narrow sense that the
characteristic orchestral discoveries would be even more
useful in an opera than in a purely symphonic work. 1l

The importance of opera in the history of orchestration
cannot be overestimated. Many instruments and instrumental
devices entered the realm of absolute music through the operatic
door., Monteve}di, for instance, invented both the pizzicato and
the string sremolo effects to depict the sounds of battle in his

hybrid opera Combattimento di Tancredi e Clorinda in 1624.2

1Francis Tovey, Essays in Musical Analysis, Vol. II (London:
Oxford Press, 1935), p. 9.

2Adam Carse, The History of Orchestration (London: Kegan
Paul, Trench, Trubner and Co., Ltd., 1925); reprin* edition
(New York: Dover Publications, 1964), pp. 47-48. ‘
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Alessandroe Scarlatti brought the horn into the orechestra for the
tirst time in his opera Tigrane (1715). Except for a single
isolated instance--a 1720 Mass by the Belgian composer J.A.J. Faher
a

presevved in At werp Cathedral--the modern clarinet was unused as «
an orchestral instrument uynt il Rameau ‘s opera Acante et Céphisq
in 1751.6 The Faglish harn, preatly utilized {n the Baroque
opera and oratorio orchestra, had fallen into disuse until 1808
when it was reintroduced to the orchestra in a bhallet score,
A)F*ﬁﬁgfe,?hpzuﬁPQLLQ by the French composer €harles-Simon Catel.
From that time on, the instrument appears in nearly every French

. . . 3
operatic and symphonic score of the nineteenth century. The
trombone had been used in the theater almost since the beginnings
of opera. Its first appearance in symphonic literature, however,
was not until more than two hundred years later in the finale of

T : . 6

Beethoven's Fifth Symphony ia 1807.

These few examples seive to illustrate the debt that modern
orchestration technifue owes to operatic and theatrical com-
position. Tt is significant, also, that, in each of the three

3Donald Grout, A Short History of Opera, 2nd edition (New
York: ‘Columbia University Press, 1965), p. 178.

QCecil Forsyth, Orchestration, 2nd edition (London: The
MacMillan Press, 1935), p. 271.

>Ibid., pp. 220-226.

6John Owen Ward, ed., The Oxford Companion to Music, 10th
edition (London: Oxford University Press, 1970), pp. 1046-1047.




countries of muisical dominance, the culmination of nineternth-
r ' .

century orchestration occurs in the hands of predominantly

nporaiic composers. In France, where a simple and delicate jv

orchestral sonority had developed in reaction to the mugi

and cultural excesses of the Revolutionary and Napoleonictpertods,
\

»

Hect ot Burl&oz had come to represent the pinnacle of hoth
practical and theoretical orchestration. In Germany, Richard
Wagner had taken that country's natural affinity for counterpoint
and orchestral specialization and produced his music-dramas in

LY

which the orchestra relates and explains the drama in lush,

K

extravagant fextures.

Twenty-five years after the parallel developments in France

A
and Germany, nineteenth-century Ttalian orchestration technique
<
culminated in the late operas of Giuseppe Verdi. This late
development was due, in part, to the complacency of the Italians
L

in their position as the undisputed leaders in vocal composition
and, also, to the notoriously low standard of orchestral playing
in that country.

Two of the major aspects of Romantic music were the
increasing importance of texture in musical expression and the
heightened meaning given to the accompaniment in vocal music.

-

7
Francis Irving Travis, Verdi's Orchestration (Zurich: 7~
Juris, 1956), p. l4.
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Paul Henry Lang, in his Mﬂiiiaylfﬁfﬁf¥?\fEEi{Li%ﬁEiQﬂ’ states
that, "The promotion of sonority to an element of inspiration
is perhaps the most important single factor in musical
romanticism.8 In his comprehensive study on romantic music,
the eminent German musicologist Alfred Einstein noted that,
"...both in song and in opera, the Romantics had altered the
significance of the role which the accompaniment played 1in
relation to the vocal parts."9 Both of these aspects are evident
in Verdi's work, and because he composed almost exclusiveiy in
the operatic genre, texture and accompanimental considerations
involve orchestral qualities.

This chapter traces the development of Verdi's use of the
orcpestra——from a simple harmonic support to its intense partici-

pation in the dra?atic expression of the late qgperas.

8
Paul Henry Lang, Music in Western Civilization (New York:
W.W. Norton, 1941), p. 865. ’

9Alfred Einstein, Music in the Romantic Fra (New York:
W.W. Norton, 1947), p. 35.

0Unless otherwise stated, all observations on orchestral
techniques in the Verdi operas are based upon the author's study
of the full orchestral scores housed in the Library of Congress
in Washington, D.C. and the New York City Public Library, and
upon examination of recorded materials.



The Early Operas

The orchestration of Verfli's first surviving opera,
Oberto, Conte di San Bonifacwg is g}‘ unskillful, At its best,
it is comparable to Donizetti or uninspired Rossini. The
unyielding symmetry and! squareness of melody and form|are
paralleled by a like-wise methodical style of orche: ition.
The instruments are treated in "blocks," being added to or
omitted from the texture of the score in tﬂeir family groups
only. The general aim of this device is simply to strengthen
or weaken the volume. The only places of orchestral interest
occur in the introductions to the acts and in the interludes.
The orchestra is completely undistinguiéhed when it is associated
with the voice, becoming a simple, purely accompanimental device.
Verdi, being a "singer's composer," was p%imarily concerned with
having the sblo voice eésily heard.

Immediately visible in the Oberto, Conte di San Bonifacio

score is the standard scheme of aria orchestration i-nted by Verdi
from his predecessors Rossini, Bellini, and Donizetti. A short
introduction presents the main melody played by thé woodwinds.
Withvtﬁe entry of the vocal line, the strings take over the
accompaniment, the woodwinds thereafter being reserved for
variations im coloration. This orchestration scheme remained a

trademark of Verdi's compositional style for as long as the aria

form was used by him.
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In Un Giorno di Regno (1840), Verdi typtfied the opera-buffa

style to which he had been exposed in Busseto and Milan. Quick
tempi, much utilization of triple meter, repeated notes, and short
fragmentary melodies are used to create a light, playful
atmosphere. Also for humorous effect, Verdi frequently employed

a heavy unison staccato for all the brass in their lowesﬁ register,
often followed by a high-register string reply. Verdi maintained
a general brightness and brilliance throughout the Un Giorno di
Regno score through the extensive use of the piccolo. The per-
cussion section of the orchestra is overused, also in an apparent
attempt to produce comic effect. During the entire second theme
of the overture, for instance, the trianglé plays every eighth-
note beat in a context of high woodwinds. As it was in Oberto,
Cénte di San Bonifacio, the brass writing in Un Giorﬁo di Regno

1
tends to be heavy and thick, often creating a &luttered and

. 1 .
distorted texture..

Un Giorno di Regmo contains recitatives with basso continuo

accompaniment. It is, in fact, the only Verdi opera in which the
orchestra does not play throughout. Verdi labelled.£he continuo
part as cembalo in some instances and as pianoforte in others.
The work also contains recitatives that are string-accompanied.
Verdi's orchestral technique here is not inferior to that

c
of many of his contemporaries, but, as yet, there is little

lTravis, Verdi's Orchestration, p. 21.

-
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indication of the later dramatic sensitivities. The voice is still
the ahsolute center of attention. The orchestra is never allowed
its own expression or even a counter-melodic expression. There is
scarcely a vocal accompaniment in the work that is not a mirnimal
"bass—chord" support.

) The most interesting technique displayed in this ecarly work
is Verdi's introduction of a sblo instrument into the texture of
the score to double the voice part at melodic climaxes. This
underlining device became an important means by which Verdi could

'

enhance the dramatic significance of a melodic phrase in the

later operas.

Another orchestral technique found frequently in the later

works had its birth in Un Giorno di Regno. A main theme is played
in the orchestra after it has already been introduced in tﬁe vocal
line. The voice then comments upon the theme. A favorite device
for reintroducing motives in‘the late operas, Verdi confined its
use in this opera to the closing sections of arias.

Nabucco (1842) offers the first signs'of originality in
Verdi's orchestration. Most impressive in the work are the
coloristic revelations which allow the orchestra gre?ter partici—
pation in tﬁe total drama. More elaborate aécompanimentsv
frequently confain several independent figures which combine to
produce dense orchestral textures. For the first time, Verdi
seemed aware of the‘expressive possibilities of orchestral color.
In Nabucco, he tended towards somber and melancholy tonal shades,

achieved primarily through the employment of solo woodwind
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combinations. When scored in a widely spaced texture, they
produce a hollow and mournful effect representative of the captive
Hebrew people. ‘ N

Verdi obtained a delicacyland clarity in most of the piano
passages of this opera; the forte sections, however, seem too
. dense and too muchbalike with the possible exception of the
first-act chorus of the Hebrews. Here, an immense sweep of sound
expressively depicts Fhe despair, confusion and anger of the Jeﬁs
at the capture and desecration of their temple by the Babyloniaﬁs.

The dirge-like processional music at the beginning of the

final scene illustrates a new scoring technique for Verdi. He

-

emploved a woodwind melody in octaves over very soft and ponderous

chords in the low brass. The combination of this instrumentation
and the widely spaced texture gives the effect of spent effort and
lack of further resistance from the captive race.
) AN

Orchestral excitement is attained at various points » N

throughout the work through the fréhuent uéﬁlizgtion of the
' , 12 s

string tremolo and extended use of brass banda sonorities.

Undoubtedly the most famous number in Nabucco is the third-
act chorus "Va, pensiero, sull'ali dorate.” Much of the success

of this piece must be attributed to the appeal of its orchestral

setting. In the overture to the opera, the main theme in

triple meter is presented as a contrast to a fortissimo allegro

2

In nineteenth-century Italian opera, banda most often
refers to the brass band which is used on the stage or behind
the scene. -
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section. Here the setting is simple, the melody played by
clarinets and oboes in octaves above pizzicato strings sounding on
beats one and two. Its return, following the contrasting middle
section of the overture, is amplified by having the trumpets join
the oboes and clarinets on the melody over a triplet—embellished
version of the pizzicato string accompaniment. The actual chorus,
in Act III, scene ii, employs a full, lush orchestration. The
choral melody is doubled by the first violins, cellos,‘ﬁolo obqe,
two clarinets, and two bassoons with a "bass—chord—chord"
accompaniment 1in thevdéuble basses, gim§§§§9,13 violas, and four
horns. In addition; a broken—chord figure in sextuplets is played
by the second violins.

Verdi's next ‘work, I Lombardi alla Prima Crociata, was

premiered ét La Scala in 1843, and shows few new signs of his
development as an orchestrator. In respect to the texture of
Verdi's orchestration, however, Giselda's "Salve Maria" from Act I
is of interest. The aria is an excellent example of a particular

accompaniment sonority which would eveﬁtually produce some of the

most expressive and dramatic moments in La Traviata, Un Ballo in

Maschera, La Forza del Destino, Aida, and Otello. The texture is

v

13This term originally referred to the narrow-bore Ttalian
tuba in B-flat. It is found frequently in Italian operatic scores
and has come to represent the lowest brass instrument, usually the
bass ‘trombone or tuba. See Sibyl Marcuse, Musical Instruments: A
Comprehensive Dictionary (New York: W.W. Norton, 1975), p. 102.
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characterized by sustained strings iﬁ the middle and upper
registers. The violins are divisi in four parts, two players to
a part, with violas and cellos entering a few measures after the
beginning of the aria. 'Light, graceful arpegg;, played first by
the clarinet and then by the flute, punctuate the vocal line.14
Part wéy through the aria, the strings become silent and the
flute aéﬁ clarinet are lefg to accompany the voice in a brief
trio, followed by the re-entry of the strings. The entire
accoméanimenc, with its sustained ethereal quality, scarcely goes

below middle C.

A further orchestral innovation in I Lombardi alla Prima

Crociata is Verdi's use of a so}o violin in the prelude to the
third act;} This 1s actually an "aria" for violin consisting of
a primary lyrical section followed by a section of virtuosic
embellishment.

The final point of interest in the orchestration of

I Lombardi alla Prima Crociata is the restraint the composer

lZ'Andrew Porter, in the notes accompanying the Philips
recording of I Lombardi dlla Prima Crociata (6703 032), points
out that the woodwind flourishes here are a direct quotation
from the Willow Song in Rossini's Otello (1816).

L
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displayed in the last measures of the opera. He ignored the
tradition of concluding the work with the usual allegro alternation
of dominant and tonic chords., Instead, he d!ematically maintained

a majestic andante through a long crescendo to the end of the opera,
thus retaining the expressive character of the opera's solemn final
scene.

The orchestra of Ernani (1844) is most irpressive for its
coloristic mood setting of the underground toml of Charlemagne in
the pr. lude to the third act. Verdi achieved this atmosphere with
a melody in G minor‘played by a solo bass clarinet, accompanied
chordally by two bassoons. The texture of the scoring is simple

and transparent; yet, when coupled with the haunting quality of

the low woodwinds, the dramatic effectiveness is undeniable. 1In

general, the aria accompaniments of Ermani display much more
delicacy thé% those in any of the earlier works. Most important, ) :
however, is the increased sense of orchestral timing. There is a
heightened feeling of dramatic unity here because changes in -
orchestral texture coincide with shifts of dramatic, action in the
opera. Tge best illustration of this concept in Ernani is to be

found in the short postlude to Carlo's third act aria 'Oh, de'

verd'anni miei." As Carlo descends slowly into the tomb, the final
melodic phrase of the aria is repeated by the full woodwind ;ection,
followed by the last two measures of the theme played by hi i winds

alone, and finally by pizzicato strings, This gradual thii .ing of

the texture along with the application of a continuous dim ' uendo i



reflects aurally what is happening Visually oﬁ the stage.
{
Also in Ernani, melodiés with a particular significance in
the plot are embedded further into the overall drama through their
utilization in the orchestra. Ernani, in fact, contains what might

be considered Verdi's first employment of the Leitmotiv {deal, the

music associated with Ernani's horn occurring » prelude and
15
the second and fourth acts.
I Due Foscari (1844) is noted for its use of nlo inds-—
not in combinations as in Nabucco, but as individual i :*r qents.
In the overture, for instance, the solo flute and the solc ri, rinet

present short, independent themes associated with particular
characters in the opera. Each of these character motives returns
in the work and is played by the same instrument.

The greatest single advance in I Due Foscari, however, is

Verdi's growing ability to create a mood through the orchestration.
Charles Osborne, in his study of this opera, acknowledges the
"shadowy gloom which predominates throughout the opera"16 and states

that "the darkly pessimistic orchestral colour never seems merely

-

applied to the vocal line, but it is used as an intrinsic element

. 17 N . .
in the sound texture." As was the case with Ernani, this

o -

5Francis Toye, Giuseppe Verdi: His Life and Works (New York:
Alfred A. Knopf Inc., 1931); reprint edition (New York: Vinta;e
Books, 1959), p. 243.

16Osborne, Operas, p. 100.

Y vid., p. 104, )




atmosphere is developed primarily through the use vf thin textures
and low woodwind scnorities. The final entrance of the "Council

of Ten" in Act III of the opera is a fine example of this dark and
solemn mood-painting. The entire accompaniment for the processional
consists of a clarinet and a bassoon in low register with the

occasional interpolation of cello and bass pizzicato.

Verdi's next opera Giovanna d'Arco of 1845 offers little new

orchestrally with the exception of the delicate writing for solo

woodwind combinations in the éﬂé@nte Pastorale section of the

overture and in the accompaniment to Giovanna's Romanza in the
garden at Rheims in Act I, scene ii.

Unfortunately prominent in this opera is the exceptionally
poor quality of the choral accompanimént. In the prologue of the
operé, for instance, Verdi presented his audience with a coro di

spiriti malvagi (''chorus of demons") accompanied by harmonium1

and triangle, and a coro di spiriti eletti ("chorus of angels'")

supported simply by harp and accordion.

18
A free-reed keyboard instrument using wind under pressure

supplied by compression bellows (as opposed to suction bellows
as in the American organ). The harmonium was invented by
Alexandre-Francois Debain in Paris in 1840 See Marcuse,
Musical Instruments, p. 228.

19

The accordion, invented in 1822 in Berlin by Friedrich
Buschmann, had become the instrument of the common man in Italy
by the 1830's. Like the harmonium, Verdi's utilization of it
was primarfly due to its popularity with the general public.
See ibid., p. 2.

3
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20
fn August of 1845, Verdi's eighth opera Alzira was piven

its first production in Naples. The opera is generally considered
to be the composer's least successful work, primarily Efvauso‘of
the haste in which it was written —less than one month. Here,
Verdi retained the block orchestrat jon technique with the orchestra
regressing to a purely accompanimental function., Percussion and
brass elements are gygatly over-used in music and textures that
seem oblivious to the dramatic intention. Mmly in the overture,
which opens ex&tically with woodwinds and drums alone, and in the
full-textured, almost symphonic introduction to Act IT, scene ii
does one find any orchestral interest in the piece at all.

The overture to 555113 (1846) marks a milestone in the
development of Verdi's ofchestral technique. Here are found the

first extended passages of intense string writing, the forcrunners

of the highly expressive sonorities of lLa Traviata, La Forza del
Destino, and Aida. First and second violins join in a lush

divisi texture which spans three octaves. The accompaniments of
the opera represent Verdi's most transparent and delicate supports

to date.

OThe orchestral score of Alzira exists only in Verdi's
manuscript and the author's observations of the orchestration of
this work are based on Charles Osborne's study of the original
score, housed in Archivio Storico Ricordi in Milan. See Osborne,
Operas, pp. 121-130.

o
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. Attila also signals the beginning of a breakdown in the
block technique of orchestration. Instruments are no longer
exclusively associated with their families in accompanimental
responsibilities. Rather, they achieve independent functions in
conjunction with a variety of sonorities within the texture of
the score.

With T Masnadieri of 1847, Verdi began to fill out and give
contour to his score through the use of the orchestra. This he
achieved primarily through two methods, both of which employ the
woodwinds.

The first\ffthod concerns the addition of a melody-doubling
instrument, usually of a woodwind, to emphasize the shape of a
phrase. Verdi had already utilized this device in a rudimentary
form in his earlier works, but here it is more\than a purely
musical technique. 1In I Masnadieri, for the first tim;, he used

~

this method in direct relation to the dramatic emphasis of the

text. The second innovation involves the entrance of woodwind
instruments at focal points in the vocal line in order to close
off and highlight important phrases with a woodwind-colo -d
cadence. In both techniques, the woodwind& comment on and
accentuate the dramatic possibilftjes of the melody and the
related text.

Other new orchestral features found in I Masnadieri include

the excited staccato upwards arpeggi as Francesco enters at the

beginning of Act IV, terrified by the dream he has just had, and

-
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the thick, mysterious chords in the low brass and hassoons
accompanying his recounting of that dream to Arminfo in the same
act,

’

the winter of 1847-48, Francis Toye says, "It is perhaps the only
opera in which Verdi was definitely, if not deliberately, false
to his fine ideals of craftsmanship. It possesses, however, the

21

merit of extreme brevity."
) Musically and dramatically, Il Corsaro leaves much to be
desired; but as the 1966 revival at St.~Pancras in london
jllustrated, some sections of the score contain music of high
quality.zz For instance, Corrado's aria "Tutto parea sorridere,"
which opens the opera, indicates a further development in Verdi's
dramatic utilization of the orchestra. Following the first verse
of the aria, the main theme is given to the strings while the
voice punctuates the melody with complete phrases of recitative
comment;ry, reinforcing the emotional expressions of the first
vocal verse. This is the first example in Verdi's music of this
technique using full-phrased narrative recitative in the vocal

part. It developed directly from the one— or two~word inter-

jections over a main theme employed earlier in Un Giorno di Regno.

1Toye, Ver.i, p. 279.

2Osborne, Operas, p. 186.
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Throughout the opera are various examples of ftné orchestral
writing. The prelude to the opera, for instance, as well as the
Act T, scene ii arfa for Medora illustrate the composer's con-

Ta Battaglia di Legnano, premiered in Rome in Jannary of
1849, marks the end of Verdl's early developmental perjiod. The
opera's self-contained overture, one of the finest Verdi cver
wrote, displays delicate conciseness, orchestrally and harmonically.
In la Battaglja di Legnano, Verdi clearly reverted to the nse of
woodwind and brass scnorities as dramatic elements, as he had done
so effectively in Ernani and 1 Due Foscari.

The composer's entire orchestral technique is here enhanced
by the employment of a greater variety of dynamic levels and
textures. Throughout the work, there is a constant strengthening
and dilution of the orchestration, directly related to the dr.matic
situation.

Also noticeable in this score is a heightened awareness of
coloristic possibilities for the recitative accompaniments. This
is particularly evident in Arrigo's jeaiousy recitative "E v..ro?...

sei d'altri?..." preceding his Act I, scene ii duet with Lida.

The use of forte brass and low winds is an obvious forerunner of

Iago's "Credo" in Otello. Here, however, the dramatic effect is
D 13

- J

soon destroyed by the trivial "stock" duet form that follows the
2 -

recitative,.

The orchestral introduction to Act III, scene i in the

crypt of Milan Cathedral displays the same highly effective
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sonorities as in the third act of Ernani. This.subdued AQ@QQES

Sostenuto section makes extensive use of thin textures and the

unearthly quality of low, sustained brass instruments alone,.

The Middle Period ,

On December 8, 1849, Verdi's luisa Miller was premiered in
Naples. This work, and more specifically Act III, is considered
by most Verdi scholars to mark the beginning of the composer's
mature compositfional perfiod. luisa Miller displays a greater
freedom of structure in recitative and transitio. . secti;ns and
the start of a breakdown in conventionél>aria and ensemble forms.
This movement away from traditional patterns is due to Verdi's
increasing sensitivity to the dramatic.possibilities in the music
and the realization that the drama was not always best served by
rigid models. |

The opera also finds the composer utilizing further the

dramatic powers of the orchestra in respect to instrumental color,

texture, and dynamics. The entire work is pervaded by an atmosphere

~ of pastoral tranquillity.l'Orchestrally, this docile and peasant-

‘”Vlike mood is portrayed through the use of simple woodwind and

string sonorities in chordal textures. The solo clarinet, in

particular, becomes a symbol of the peacefulness and contentment
of cbuntry life.
: .
The Luisa Miller score is, by comparison with other Ve-~li

works, quite plentiful in purely orchestral effects, compara' le
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in this respect only to éiéé and Falstaff.z3 Backstage chimes
are utilized to depict the tolling of the village clock in
Act I, scene i, while small orchestral bells sound as the clock
in the Miller's cottage in the final scene of the opera. Act T,
scene iii opens with two horns backstage, indicating the
activities of the huntsmen in the woods. Off-stage érgan,
illustrating the proximity of the village.church, and string
tremolo figures, which open the final scene of the work, provide
a mournful foreboding of the tragic demise of the lovers. This
scene«1is in fact an almost exact parallel of the closing scene
of Otello, still some thirty-eight years away. Following a
prayer scene for the heroine, a brief orchestral section accom-—
panies the entrance of the jealous lover who believes that his
lady has been unfaithful to him. Enraged, he kills her,
realizing only too late that he has been deceived and that the
woman was innocent. The dramatic similarities between the two
scenes are obvious, and regarding texture and the use of coloristic
effects, one can perceive here the seeds that wouid develop in
1887 into one of the greatest scenes in all opera.

This scene is a fine example of dramatic situation portrayed
through the implemenfation of the orchestrar From the abrupt,
heavily accented low string phrases that punctuate Rodolfo's

accusations and the feeble woodwind "sighs" that accompany Luisa's

3Travis, Verdi's Orchestration, p. 26.




admissions of guilt, to the four ominous bass clarinet figures
heard as Luisa drinks the poisoned wine and the terrible timpani
-strokes at the end of this action, the orchestra is use@ to relate
the conflict and frustration of the lovers. As the final trio
begins, a triplet string figure symbolizes the poison and soft
woodwind arpeggi indicate the ebbing of Luisa}s 1ife.24

In Rigoletto (1851), Verdiicontimued the process he had

begun in the final act of Luisa Miller-—a move towards opening

the closed forms of nineteenth-century Italian opera. In this
work, more than ever before, he utilized orchestral devices in
direct relationship to the dramatic features they represent. Verdi
followed the concept that with each change of dramatic situation
there must be a consequent change in sound—either a new harmony,

a new melodic figure, a different dynamic treatment, a fresh

instrumental color, or a combination of any of these characteristics.

Block orchestration is minimized in Rigoletto, and, as a -’
resul£, solo instruments are used 1ndependen£1y for their coiofistic
effect. An example of‘this is the addition of a solo English horn
in the second section of Rigoletto's famous Acg II aria "Cortigiani,
vil razza." This instrument, with its melanchéiy and mournful tomne,
accompadies the pleading vocal line in thirds with an accompaniment

of pizzicato violins, violas, and basses playing on the first and

i1
A S

24V1ncent Godefroy, The Dramatic Genius of Verdi: Studies
of Selected Operas, Vol. I (London: Victor Gollancz Ltd., 1975),
p. 185.

<
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third beats of each measure and an arpeggiated sextuplet figure
played by solo cello. |

In the third act of the opera, Verdi made effective use
of a single oboe in the dialogue between Rigoletto and the
assassin Sparafuciie where fhey plan the murder of the Duke
("Venti scudi hai tu detto?"). Another particélarly effective
use of solo instruments is found in the‘Act I, scene ii duet sung
by the same characters. ‘Here, two dark solo voices--bass and
baritone-—converse in recitative-like phrases while solo cello-
and solo double bass, both muted, play a unisoé melody, accompanied
softly with chords plaYed by clarinets, bassoons, violas, cellos,
and double basses.

The majority of solo instrumental freatmeﬁt in this work,

however, is exerc1sed in an orchestration technique new to Verdi.

/én works before Rigoletto, the composer had employed the orchestra

in the description of isolated dramatic actions or physical
settings. In Rigoletto, however, Verdi introduced particular
orchestral qualities and associated them with spgcific individuals
of ohjects throughout the entire opera.
In the case of the title character, Verdi manipulated string
sonorities into the various phases of Rigoletto's personality.
The dark, twisting string figuresrthat accompany his first act
soliloquy "Pari siamo!" indicate the bent body and mind of the

jester. As he mocks the Duke in "Questo padrone mio," the

accompaniment takes on a playful and sarcastic nature throuy . the
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utilization of low string pizzicati. Rigoletto's feelings of loss
and yearning following the abduction of his daughter are indicated
in the "sobbing" violin figure at his entrance in the second act,
and imitated in his first vocal line of that scene, "la ra, la ra."
The gurbulent string introduction to his enraged "Cortigiani"
builds to an orchestral tutti and then, as he breaks down in
humiliation, reverts to a simple, chordal ;tring accompaniment
in the subdued agd desperate second section of the aria. In the
duet "Tutte le feste al tempio" reuniting father and daughter, his
phrases of consolation are supported by a string-dominated tutti.
In the final act of the work, when the Duke is heard singing in
the distance, Verdi utilized ag excited string tremolo to depict
the pounding heart of Rigoletto, who had thought his opponent
dead.25

Throughout the opera, the character of Gilda is a%igfiated
with solo flute and high, ligh; string sonorities, first heard in
her Act I, scene ii aria "Caro nomé." Here solo flute trills,
solo violin, and muted divisi solo violins (marked 2222) represent
the girl's innocence and naiveté. In the Act II duet "Tutte le
feste al tempio," Gilda's pleas for hef father's forgiﬁ%ness are
doubled by the flute and underlined by light, detached string

chords. In the famous Act III quartet "Bella figlia dell'amore,"

Gilda's vocal line is doubled by flute, first violins, and solo

QSIbid., p. 221.



oboe. 1In the opera's final duet, as Gilda dies in her father's
arms ("Lassu in.cielo"), the flute plays a repeated arpeggiated
figuré indicating the girl's dying breaths.

The other major orchestral characterization in Rigoletto
is the curse of Monterone. Verdi used low brass and woodwinds
to denote the curse placed upon Rigoleﬁ;o and the Duke. The theme
is first played by solo trumpet and trombone in the prelude to the
opera, and then again in Act I, scene 1 during the actual curse
by Monterone. Verdi then pgoceeded to incorporate the dark,
fateful quality of the brass and winds into the score whenevér
any reference to the Curse occurs.

Special orchestral effects are less numerous in Rigoletto

than they are in Luisa Miller. The onstage string orchestra of
Act I, scene i, the drchestral tutti reinforcements of Rigoletto's
eight knocks on Sparafucile's door, and the two-fold chiming of
the town clock in Act III are examples of such devices, utilized
purely for dramatic effect.

Undoubtedly, the most important orchestral characterization
in the opera is the famous Act III storm scene.‘ Here, Verdi
employed a variety of instrumental effects to produce a highly.
dramatic presentation of the tempest. Tremolando strings giQe
the impression of unéasiness and the impending storm. Verdi
wrote fragmentary scale passages for the flute and piccolo to

portray the flashes of lightning. The bass drum produces the

-
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distant rumbling of thunder ana a thunder.sheetz6 is added to the
score as the storm strikes‘with all its fury. The ferocity of
the scene is increased by the inclusion of percussive brass and
woodwind parts and churning strings. A non-orchestral contributor

i . 27 .
to this atmosphere is the male chorus bocca chiusa representing

the howling of the wind.
The basic orchestral forces and techniqdes in Verdi's next

opera I1 Trovatore (1853) closely parallel those of Rigoletto.

The solemn, martial atmosphere of Il Trovatore is effectively

portrayed by the orchestra in the opening measures of the work.

A triple roli of timpani and bass drum, a descending fanfare for
EEEEE orchestra, and echo-like fanfare figufbs for solo Horn and
then solo trumpet establish the mood for the dramatic prologue

to the opera. Solo clarinet and solo bassoon predominate in the
scoring of this narration by Ferrando, and the use of sequential
and chromatic movement provides the appropriate mood for his stor§
of gypsies, witchcraft, and mutder. P
Verdi employed a "slithering" chromatic figure in the

woodwinds and .strings in the short postlude to Ferranio's aria

6Thls is a large rectangular sheet of thin me* 11, usually
tin or, more recently, aluminum which, when struck by a mallet,
effectively reproduces the sound of thunder. ~

27Humming, with a closed mouth. L




"Abbietta zingara," ;he;eby adding to the ominous atmosphere of
the scene. With the abrupt interruption of the offstage chiming
of the village clock, Ferrando and his guards scattér in fear,
and Verdi incorporated an agitated tutti to depict their hysteria,
followed by a gradual d}minuendo and thinning of the orchestral
texture portraying their flight into the distance.

One of‘the most vivid orchestral descriptions in this opera
is that of the Act II, scene i 8ypsy camp. Verdi scored the
short orchestral_opening for strings and woodwinds alone,
omitting the brass and lending a Bohemian feeling to the scene.

A strongly rhythmic folk-like melody, highly ornamented with

trills, is played in octaves and unisons. An additional gypsy—

like element in the orchestra is Verdi's inclusion of the triangle.

The scene quickly builds to the famous "Anvil Chorus," in which

the composer employs a tutti of eighteen different instruments.

| ¢

Verdi called for martelli sulle incudini,28 tuned iIn octaves, to

secure the rhythm of the piece. Though simplistic by comparison,

one cannot help but think of Wagner's Nibelheim and the anvils of

Alberich's domain, still sixteen years away. Half-way through

this chorus, Verdi introduced the character of Azucena in the

mysterious E minor "Stride la vampa." This aria parallels the

+

28Literally translated as "hammers on the anvils." Verdi
asks for paired anvils tuned in octaves to C, although no
specific number of anvil pairs is indicated.
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Act I nérrative of Ferrando in respect to form and tonality. Its
greater dramatic success, however, is primarily due to the
composer's handling of the orchestra. In Ferrando's aria, Verdj
utilized a full-textured accompaniment, while in "Stride la vampa, "
he supported the voice with more economy. The simple waltz rhythm
is played by fhe cellos and double basses while the vocal line is
doubled by the first violins, complete with ornamentation. 1In the
middle section of each verse, this doubling line is replaced by
soft, sustained chords in the clarinets and bassoons. At the end
of each verse the voice executes a four-measure trill doubled by
bassoons, while paired clarinets play a chrqmatié fi 1 minor
thirds. |

Following the departure of the .gypsies, Azucena relates the
horror of her past to Manrico, accompanied by violins and a solo
oboe. As she tells of the tragic events of her youth in frantic
phrases of recitative, Verdi inserted wdodwind and staccato string

1,
"flickers" into the score, rep%esedting flamesf The violins divide
and play the "Stride 1la vampa' theme as Azucen; recalls her mother's
death at the stake. As she screams for vengeance, a fortééﬁ&mo
orchestral tutti is heard, followed immed}ately by a sudden
diminuendo ‘to a pianissimo pulsgtion in the cellos and double
basses. Verdi, through the frequent alternation between full
<

fortissimo textures and quiet, brooding string sonorities drama-—
tically portrayed the instability of the woman's mind.

In addition to the anvils and chimes, Verdi employed t:wo0

other specia’ dramatic sound effects. The first is the offstage
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harp which represents the lute accoméanying Manrico's distaﬁt .
serenade iIn the first act of the opera. The other is the Act II
offstage horn which signals Ruiz's entrance into the BYPSy camp.

Another notahble dramatic effect is produced in the Act III
interrogation of Azucena by di Luna. To the Count's question
"Ove vai?" she replies '"Nol so0." She then continues to answer
in fragmentary phrases, but is constantly interrupted by .the
strings as though she is hesitating, thinking of what to say next.
This same device can be found thirty—four years later following
the Cassio-Montano brawl in Act. I of Otello. Tago, asked by
Otellovwhat the disturbance is about, answers "'"Non so." He then
explains the situation, again interrupted by short string figures
symbolizing his evil intentions.29

An almost Wagnerian technlque is evident in the scoring of I1
Trovatore's Act IV, scene i Miserere. " In Act III, Manrico warns
Leonora that the fortress is to be attacked at dawn, and she fears
for their impending marriage. A pianissimo melody played by the
cellos and double basses accompanies her words of concern. Then
in the Act 1V Miserere, the same theme, with the much stronger
dramatic implication of ful}l orchestra, underlies her words "Quel
suon, quelle preci, solenni funeste," effectively depicting the
realization of her previous fears.

—_—
29Codefroy, Studies, Vol. I, p. 241.




The final scene of the opera is dramatically preceded by a
brief, solemn homophonic prelude for tutti orcﬁestra. The
wandering of Azucena's mind is again conveyed by the '"Stride la
vampa' theme played by solo flute, clarinet, anq bassoon,
supported by tremolo strings.

One final point of orchestral interest in Tl Trovatore is
the delicate use of muted violins divisi in Manrico's' "lullaby"
as Azucena falls %o sleep.

The score of La Traviata (1853) is known more for its
refinement of devices already in Verdi's orchestral language than
for its presentation of new orchestral techniqueS.' The work is
an excellent example of the economical utilization of the
orchestra for maximum dfamatic revelation.

One of the most striking moments of this score is the
melancholy Prelude to the opera, a foreboding of the work's
ultimate tragedy. Verdi scored the Prelude for sixteen solo
violins divisi in four parts. The full bué fragile texture most
successfully expresses what Vincent Godefroy calls "the pity and
terror of the heroine's inner decay."BO

Verdi utilized a form of reminiscence technique when the
opening passage of this prelude returns as the introduction to
the final act of the opera, in which Violetta meets her long-

destined death.

3oIbid., p. 281.
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The contrast between the closing curtain of one act and the
opening of the next is one of the operatic composer's most valuable
devices. In la Traviata, as he later did so strikingly in Otello,
Verdi followed the full ensemble~finale of Act II with an ex—
pressive prelude which leads to a mournful aria for the heroine.

The delicacy and economy of the scoring employed in the
Preludes is in evidence throughout the opera. More than ever
éefore, the score is filled with detailed instructions concerning
Fhe orchestra, particularly regafding the specific number of
strings and woodwinds required. A fine example of this attention
to-detail is found in the first act, where Verdi, concerned for
the clarity of the important dialogue at the beginning of the
scene,'stipulated that the accompaniment be restricted to two
first violins, two second violins, two violas, one cello, and
one doub}é bass. Through this string octet instrumentation, the
audience is introduced to Florg and]isvallowed to hear the
important introduction of Alfredo to Violefta¢§y Gastone. At the
entrance of the Baron, Verdi added solo oboe to tﬁe texture,
gradually thickening the orchestration up to the tutti outburst
at the brindisi..31
La Traviata contains the fewest purely instrumental effects

to date, the Act I offstage banda—the dance orchestra in an

3lThis term is derived from the Italian fare brindisi—to
drink to one's health. In Italfan opera the word has come to
represent the traditional drinking song. See Harold Rosenthal and
John Warrack, The Concise Oxford Dictionary of Opera (london:
Oxford University Press, 1964), p. 52.
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adjacent room-—heing the only instance in the opera.

Dramatically, the orchestra maintains two major functions in
La Traviata. The first is the representation of an over—all
atmosphere, as in sections of the party scenes of Act I and Act II,
scene ii. In both cases, much of the important dramafic dialogue
and action of the scene is combined with an orchestral accompaniment
that seems oblivious to the main dramatic thrust. An example of
this device occurs in the Act II gambling scene at Flora's party.
Here, a quick, frivolous waltz theme, scored’for strings, clarinets,

~

and flutes depicts the festive mood of the pa;};thile the main
action of the scene finds Alfredo cruelly ignoring and then

mocking the emotjionally-tortured Violetta. There is also the lively
2/4 rhythm of the opera's opening scene, in which most the major
chéracters ;re introduced; as well as the brilliant Q;;tz tempo

whi. underlies\both the beginning and conclusion of the passionate
Act I Vicletta-Alfredo love scene.

The second and most frequent dramatic function of the
orchestra is the strengthening and highlighting of the dxamatic
dialogue and action. Nowhere is this more evident than in the
extended scené between Violetta and the elder Germont in Act II,
scene 1.

Following Germont's initial plea for Violetta to leave
Alfredo, a simple, tranquil melody is played by the violins,
indicating Violetta's‘agreement to see less of Germont's son.

As the father's demands ipcrease, however, the orchestration
pere ,



butlds to a great tutta forza. Shaken, Violetta tries to reason
with Cermont, her "Non sapete' section sung in short fragmentaﬂ;
phrases, constantly interrupted by the orchestra, indicating a
moanting agitation and despair. Then, as she realizes the hope-
lessness of the situation, she bursts forth in an emotionally-
chargped passage bewalling her fate. Verdi scored cﬂas dramatic

outhurst a full orchestral texture, complete with three

1
trombones, cimbasso, and timpani.

~.
.

In the duet that follows, in which Germont tries to console
the distraught Violetta, Verdi utilized the ba;est of . textures,
with woodwind "sighs'" doubling the father's words "piangi, piangi"
and low gizzicéti accompanying Violetta's talk of de;th.

Similar orchestral reinforcement of the drama occurs in
Act IX, scene 1i in the bitter confrontagion between Alfredo and
Violetta at Flora's party. As the "festive waltz'" theme dies apr,
it is replaced by an upward surge of violins and a tutti orchestral
crash as Violetta and Alfredo re-enter the gambling salon. Theig
dislogue, in which he accuses her of infidelity and she desperately
: clgims innocence, 1s accompanied by a pulsﬁting figure in the
étrings, effectively‘portraying the tension of the sitﬁation;
Another orchestral tutta forza accompanieg the éntrance of the
alarmed party guests, and the scene {s prepared for the great

.
ensemble-finale. ’ o
Many factors compliéaté the analfgis of Verdi's development

as an orchestrator in the period between La Traviata and Aida,
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comprised of I Vespri Siciliani, Simon Boeccanegra, Aroldo (a

veworking of Stiffelio), Un Ballo in Maschera, La Forza del Destino,

the second version of Macbeth, and Don Carlo, Verdi's orchestral
technique becomes largely static as it nears its fi;al point of
development. ' During this beriodi the composer appeared to Be
concerned ;ainly with relating the orchestral expression more
closely to the dramatic content of the wo;ks rather than with
experiﬁenting with ;ew_textufeg or devices.

| Furthermore, two of these works (Aroldo and Macbe;h) are
revised versi;ns of previous works, making.this period one of

i 32

disunity—a mixtdre of late and early styles.

Richard Wagner labelled I Vespri Siciliani "a night of

carnage."33 Tb a libretto by Eugene Scribe and Charles Duveyrier,
the opera—Verdi's first work written for Paris—is indeed an
endless exgression of gloom. ,The composer utilized a wide vafiety
of orchestral sonorities, but all are subdued and dark--parti-
‘cularly with respect to his extensive use of low-pitched woodwind
;nd brass instruments. It is noteworthy that the only sections

of true musical interest are the purely orchestral pieces—the

G .
32For the purpose of this chronological survey, discussion
pertains to the "standard" performance version of any opera that

>_exists in two or more versions.

33Toye, Verdi, p. 93.

T o
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overture, the preludes to the second and fourth acts, and the
Act TIII ballet entftled "The Four Seasons.”" By far the best

plece in I Vespri Siciliani is the overture, based upon three

prominent themes from the opera. With respect to the musical
craftsnanship and orchestral imagination and compared with the

level set by La Traviata, Il Trovatore, and Rigoletto, however,

Francis foye is certainly correct when he acknowledges the
uqdeniable reééssion in the quality of this work.36 This is
undoubtedly due to Verdi's preoccupation with establishing himself 4
in competition with Meyerbeer in Meyerbeer's own domain, and at
having to deviate from his own style of orchestration to faxpur
the Parisians' traditional taste for the spectacular.3

The orchesgra of Aroldo (1857) is woven into the drama of
the opera to a much greater extent. The score is pervéded with an
unprecedented orchestral forcefulness and intensity, foreshadowing
the dramatig scenes of conflict between Alvar; and Carlo, Philip
and Roderigo, and Iago and Otello. Act II opens with the dark,
brooding orchestral introduction to Mina's aria "Ah, dagli scanni

e

eterei." The orchestra plays a vital part in developi
atmosphere of this scene. In the accompaniment to Mina's aria,

one finds the most complicated divVision of strings ever undertaken

by Veri.. Two groups of solo strings con sordino (violin'I,
°
341bid., p. 330.
3SIbid.

< .
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violin II, viola, cello, and double bass) are given. individual,
delicate melodic passages which are played against a Biﬂﬂiiiﬂml
arpeggiated figure in the remaining tutti strings. This
arrangement, though more eiaborate, does not carry the same
dramatic intensity as the highly expressiQe string divisions in
La Traviata.

The Act IV storm scene is an advance over the previous
examples, due mainly to its heightened dynamic sensitivity. It
still, however, bears a nearer resemblafice £o tﬂe Rigoletto tempest
than to the Otello one. Lightning is égain depicted by jagged
flute and piccolo figures and the moaning of the wind by string and
woodwind chromatic passages in parallel miﬁor thirds. The chorus

also prrticipates, not with boce¢a chiusa (as in Rigoletto) but by

vocalizing on "ah," interspersed with short phrases of text.

Un ﬁallo in Maschgra (1858) marks the end of Verdi's middle
compositional periQd. The wor;Mrepresents an important p°i?tiﬁl
the composer's progress musically and orchestrally. It contains
far greater musical variety aﬁd orchestral inventiveness than any
of Verdi's previous works, and more than ever before, Verdi's
scoring is attuned to the dramatic structure of the opera. It -
combines the warmth and vigour of the composer's early works and
the lightness and elegance of la Traviata with a new emotional
intensity. The desperate passion of Riccardo and Amelia, Renato's

blind rage, the light-hearted wit of Oscar, the ominous presence

of Ulrica, and the sardonic humor of the conspirators are all



*

qualities which are portrayed through Verdi's utilization of
orcéestral elements.

In this work, the composer demonstrates a much greater
flexibility in his use of\orchestral color, particularly with
regard to the woodwinds. Inner voices such as bassoons and violas
are given much more active parts, resulting in a subtle inner

orchestral life not found before. This was the feature which

caused Italian critics to herald Un Ballo in Maschera as "more

w36

polyphonic in style.
In this score, Verdi brings together many of the orchestral
resources that he had previously used with mastery—the discrimi-

nating woodwind writing of Luisa Miller and Rigoletto, the

expressive divisi string techniﬁue 6f La Traviata and Aroldo, a
witchcraft scene, already found in the first version of Macbeth
(1847), and the creation of a ghostly atmosphere, accomplished
much earlier (although in a completely different fashion) in

Ernani and La Battaglia di Legnano.

The work opens with a short orchestral prelude consisting
df three themes from the opera. The first ‘s the solemn, hymn-like
tune which is sung by the courtiers at the opening of Act I as they
await Riccardo. It is scored for clarinets in the chalumeau
register, bassoons, violas and violoncellos, and violins on their

G string. This melody, punctuated by a short unison woodwind
ng Ys P *

M R

6Travis, Verdi's Orchestration, p. 28.
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figure, is a forehoding of the operé’s ultimate tragedy. The somber

mood is broken by a brief fugato for strings on a theme in the

cellos and basses, assai pfano e staccato, which gives an unmis-—

takable impression of betrayal and stealth. This is the theme
-associated with Sam, Tom, and the conspirators. It is heard in
each of the three acts of the opera in scenes dealing with the
conspiracy to assassinate Riccardo. The third theme of the
Prelude, connected with Riccardo's longing for Amelia, is intro-
duced by flute and oboe in unison in their lower registers‘with
the clarinet an octave lower. This melody is decorated by the
‘figure previously played by the woodwinqs over the first theme.
This time, however, the figure is played in violin harmonics. -
The use of harmonics, otherwise rare until Aida, is characteristic

of .the Un Ballo in Maschera score.

" As each of these themes reappeafed in the opera, Verdi
utilized the same scoring, illustfating the importance he placgd
upon the relationsﬁip of orcﬁestral coloring to dramatic purpose,
even in accompanimental functions. |

Though there is a great deal of music depicting sorrow,
conspiracy, and evil in the opera, it also represents the first
instance of fun and gaiety playing an integral part. Verdi had
previously achieved these moods through ballet and chorus scenes.

In Un Ballo in Maschera, however, he created several moments of

light-heartedness through solo scenes—Riccardo's high-spirited |,

"Ogni cura si doni al diletto" at the end of the first scene, his
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laughter at hearing Ulrica's prophecy in the second scene of

Act T ("E scherzo od & folia"), and the mocking laughter of the
conspirators in Act II when Renato discovers his.wife's supposed
infidelity.

The coloratura role for Oscar the page, however, contains
the most uninhibited examples of frivolity. Much of this
atmosphere is achieved through the composer's orchestral seiting
of his music. For these moments, Verdi shifted towards brighter
instrumental colors, with high violin and flute writing and
extensive usF of the piccolo. Spike Hughes has noted that the
piccolo is here "stretching its limbs, as it were, in preparation
for the almost concertante part it eventually takes in fgl§£g££."37

One of the most effective orchestral characterizations in
the opera is the introduction to Act I, scene 1i créating the
mysterious atmosphere of the fortune-teller Ulrica's den.

Following three attention-getting tutti fortissimo chords, two

clarinets in the low register and cellos on their C string play
an eerie tﬁeme as Ulrica hovers over her cauldron. Interjecfions
of a sol& trumpet on a low repeated C are played’throughout this
highly dfamatic introduction, combined with faint, sporadic dr;m—
beats used by Verdi to create tension. |

&

The accompaniment to Ulrica's dramatic aria "Re dell'abisso

affrettati" is distinguished by its orchestral restraint. The

37Hughes, Famous Verdi Operas, p. 246.
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opening measures.are supported solely by violins and violas
doubling the vocal line—the violins in unison with the voice
and the violas an octave lower. Pianissiﬁo timpani strokes
punctuate the melody during empty beats. The windsg gradually
enter—the flute in its lowest register with the bassoon at the

top of its range in unison with the oboe. The repeated C's of
the golo trumpet persist throughout. ’

Later in the scene, Ulrica tells Amelia that she must gather
‘herbs in the shadow of the gallows ("Dalla citta all'occaso"), and

Verdi introduced a simple homophonic étring accompaniment moving

'homorhythmically with the voice. This device becomes increasingly

common in his later works. 1In fact, the third “and fourth measures

of this theme are an obvious forecast of Iago's "Era la notte" in
Act II‘of Otello, melodically, textufally, and orchestrally.

The Trio which ¢loses Act I 1is noteworthy for its fortissimo

sections, which at a glance appear to be normal orchestral tutti's,

g

Closer scrutiny reveals that Verdi omitted flutes, tfumpets, and

14

trombones, and included the bass brass known today as cimbasso

»

(bass trombone and tuba). This chring keeps the véices at the
focal pqint of the ensemble, and thé‘orchestra is kept strictly
within the singers' regisfers.,

Other gections of orchestral-dramatic interest in this opera
include the solo flute and étring tfemolando passage in the Prelude
to Act II depicting the nobility and innocence of Amelia, the

mournful English horn obbligato in her aria "Ma dall'arido stelo
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divulsa" (an obvious foreboding of Desdemona's "Salce," still nearly
thirty years away), and the equally plaintive cello obbligato to
her Act III aria "Morro, ma prima in grazia."

Verdi's utilization of the harp in the Act II Riccardo—Ameli;
duet, portraying their excitement and passion, is strangely similar
to Otello's jealous yet ‘equally passioqate”ravings in Act II of
Otello ("Ora per sempre addio").

The suspenseful qyélity of exposed solo trumpeé is once again
utilized by Verdi ‘in the sceme in which Sam, Tom, and Renato draw

lots for the "honour" of killing Riccardo. The trumpet creates

mounting tension by playing a long sequential theme over a

sustained tremolo playéd by violas and basses, with pianississimo
unison bassoons, trombones and tuba, and short chromatic runs in
the violins and cellos.

Renatofs famous third act aria "Eri tu" cénsists of two
contrasting sectibns, consequently accompanied by two opposing
orchestral natures. The martial. string figureg of the first
section are followed by a remorseful, reflective section, fittingly
supported by soio fluLe, harp, and. strings.

| Offstage chimes denoting midnight and the onstage string
orchestra of the final ballroom sceneAarg.;he only inéténces of
special oréhestr;1 effects in the work. The continual interruption
of the action of the final s;ene by the stage orchestra proves an
effective method of building dramatic tension towards the opera's

tragic climax.
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The Mature Works

Macbeth was premiered in Florence in 1847. Verdi revised
and expanded the work for a French productidn in Paris in 1865,
This version was subs@quently translated back into Italian and
has since become the standard version for modern pﬁrformances.

Verdi paid particular attention to the creation of an
atmosphere of mystery and evil for Shakespeare's tragedy. This
1s achieved through the full employment of all instruments which
can be made to sound holiow or eerie, particularly the oﬁge,
English horn, and bass clarinet. A fine example of this dramatic
tonal painting is found in the Prelude to the opera where the
oboe, clarinet, and bassoon play a theme in unison which is
associated with the Witches. The second séction of the prelude
is a loud thickly-textﬁred‘fanfare passage for two trumpets, four
trombones, and four hdrns, represéntative of the many martial
aspects of the plot. The third and final section is a fore-
'shadowing of the music that later creates suspense in thé famous
Act IV, scene ii "Sleep—walking Scene." This section begins with
a tranquil passage consisting of light, pulsating staccato -
repeated notes in the upper register of the first gnd second
violins. This brief theme is*interrupted by.anéther short brass
fortissimo outburst. A broad, mournful pianissimo tune is then
played by the violas, accompanied by low pizzicato arpeggiated
figures. This section successfully creates the mysterious,

trance-like mood and emotional contrasts characteristic of Lady
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Macbeth's insanity.

A storm scene similar to that of Rigoletto opens the action
6f the opera. Tremolando violins represent the wind in the
Scottish heath. Short, ascending scale passages played by the
flute depict flashes of lightning, as downward staccato woodwind
figures indicate raip. The full orchestra is combined with a
thunder sheet to cré;te the impression of the tempest's fury.

The mysterious and eerie quality depjcted in the opening
theme of the Prelude is also present in the central scene of the
opera-—-the presentation of the apparitions to Macheth in ActvIII.

" A loud unison fanfare, again scored for four trombones and four
horns, precedes the Witches' invocation of the first vision. With
a roll of thunder, the first spirit appears and speaks to Macbeth,
accompagied by soft, solemn chords in the trumpets and trombones.

The vahishing of each apparition is marked by an orchestral
tutti, with the unusual inclusion of fortissimo gong or tam—tam
offstage. This special percussion device, which was added in the .§%\m
1865 version, illustrates the influence of French compose%s, who 4
had long associated the gong with situations of high intensity

and terror.

38Verdi here followed the eighteenth—century tradition of
associating trombones with the supernatural, perhaps best
exemplified in Mozart's Don Giovanni in the scenes involving the
statue of the Commendatore. . :

[N



As the images of the eight future kings of Scotland pass
before Macheth, "bagpipes" are heard ascending from the depths
of the earth. For the 1847 production of the opera, Verdi had
written, "The music under the stage will have to be reinforced for

, but I want neither trumpets nor trombones. The

fkas from afar; bass clarinets, bassoons, contra-

representig& the bagpipes be placed just underneath an open
trapdoor in the stage and be comprised of two oboes, six clarinets,
two bassoons, and one contrauassoon.ao Each appearance of a king

is punctuated by a cry from Macbeth and effective outbursts from

the pit orchestra, creating a dramatic contrast between.the ghostly

world of the apparitions and the reality of Macbeth's acceptance of

them.

In Macbeth, Verdi made imaginative use of brass orchestration,.

both in the Act III ballet, where harsh dissonances create the mood
of supernatural evil, and in the Act IV battle scene, for which
Verdi composed a fugue for trumpets and trombones. Here, the

contrast of subject and counter-subject, the clash of the harsh

39Travis, Verdi's Orchestration, p. 53.

4OMacbeth is the first of only two operas in whick Verdi used
the contrabassoon, the other being Don Carlo.
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brass dissonances, and the general uproar of the accompanying tutti
forces express the sounds of battle in a highly effective manner.

The masterful orchestration of the "Sleepwalking Scene'" 1is
one of the dramatic highlights of the opera. The third theme of
the Prelude is here played by muted strings colored by the English
horn, whose melangholy quality is exploited throughout this scene
and indeed throughout the entire opera. Much in the.manner of
Amelia's "Ma dall'arido stelo divulsa" in Act IT of Un Ballo in
Maschera and Desdemona's impending "Salce,”‘Lady Macheth's '"Una
macchia € qui tuttora'" is an emotional, mournfully-colored aria,
supported by a short rising Eigure played by the viola; and cellos
in unison, with a wailing descending semitome in the English hqrn
part (and later in the clarinet part an octave lover).

A very simple, yet exceptionally effective instrumental-
dramat%c device is found in the ensemble immediately following
the diécoveryuof Duncan's body, where the full chorus and ensemble
of soléists is accompanied solely by the death-march beats of the
timpania o

Aéditional special orchestral devices in Macbeth include the
offstagé‘égggg which accompanies Duncan's Ma¥ch in Act I, scene ii,
the offstage snmare—-drum roll that heralds the entrance of Macheth

and Banquo in the first scene, and, once more, the chimfing of a

distant bell just before the murder of Duncan,

-

Verdi's next opera, La Forza del Destino, was premiered in

St. Petersburg on Ngﬁ&mber 10, 1862 and was revised for its
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La Scala production in 1869. The musical progress in this opera

is the direct result of Verdi's tendency to move further away from
the confinements of rigid ariabform. More weight {s placed on
accompanied recitatives, and their orchestration, accordingly,
receives more attention. These recitative passages frequently
foreshadow the dramatic forcefulness of the almost through-composed
orchestration of Otello. For example, Don Carlo's interrogation

of Trabuco in Act I demonstrates the‘same continuous flo& of
lyrical string wri;ing that accompanies lago's harassment. of Cassio
in Act I of Otello. Likewisg in Act III, scene jiii, the fragmentary
phrases of the cdnve;sation between Don Carlo and Alvaro are f?
accompanied by a gentle, idylliﬁ pass:ge in the strings, highly
reminiscent of the deceptive charm of the Act II and III scenes
between Otello and Iago. Another of the music~drama technidues'

prominent in the Otello score is evident at the beginning of

La Forza del Destino’s first scene between Leonora and the Marquis.

Here, through a sequence of,fouf-pa;t string writing, Verdi created
the impression that a conversation had been in progress and was

g beéoming audible as it reached its most interesting part. Verdi
égain used this technique ih the opening of Act IIT of Otello, as
Tago and Otello discuss Desdemona's supposed infidelity.

La Forza del Destino is noteworthy for its extensive use of

sBloeaﬁ?§§, particularly in the dramatic situations involving
‘ -‘"»‘&’f"
Don Alvaro. One example of this association is the melody of

Don Alvaro's Act IV, scene i aria "Le minaccie, i fieri accenti,"



-

firgt qQoted in the overture to the opera by the sqlé flute, oboe,
and clarﬂnet.al The mournful quality of these instruments combined
with the wandering melody effectixely characterize Alvaro's remorse
and theJPopelessness of his si gzzgh\\\Verdi'again employed this
combinagian of solo winds in tiz introduction to the\;ctual aria
in Act IV. - . -~

‘ Alvaro's entrance into the érenadiers' camp in Act III,
scene i is accompanied by a long, slow p;ssage played by the solo
clarinet, based upoh a theme that he had sung in the first scene
of the opera. As Alvaro declaims his weariness and sadness at the
. loss™of leonora, the clarinet continues its melancholy obbligato
supported by tremolando upper atrings ;nd pizzicato first beats in
cellos and basses.

Following the battle of Act III, scene ii, the seriously-
wounded Alvaro is carried onstage on a stretcher. The ensuing
\ézene, in which Alvary makes Carlq promise to destroy the iﬁcrimi-
natiﬁg letter,‘is gi?en great dra‘atic intensity through relativel;
simple means—a persistent three-note pizzicato bass, a few
sustained diésonﬁnt‘woodw{;d chords, and two particularly chilling

¥

measures where two bassoons

~ <

sound. in thirds. ‘b Alvaro and Carlo
bid each other farewell, Verdi wrote ataccato arpeggi for pniréd
. flutes and solo clarinet, indtccgfng the trust ‘and contentment

the men have found in thefr fg.e.ndship.

_ ‘ R
blThe opera was originally preceded by gdhort orchestral

prelude. Verdi greatly expanded and developil {he material into
the existing overture-for the 186% revision. . '




s %_/
-rhythnically-thrabbing figure for brcss, strings, and bass drum,

. acconpanied by sustained unison G's pla,‘”

'

In the third scene of Act III, the recovered Alvaro enters

-

the camp, again lost in thoughts of Leonora. Once more the
) . . .,
composer used the dark, somber sonority of clarinet to weflect

Alvaro's depressed state of mind, echoing the same theme as in

[y

the opening of Act III, scene i. Later in this scene, Alvaro's

vow to @nter 4 monastery as penance for his crime ig accompanied

by a serfes of solemn homophonic chords in the woodwinds, symbolizing et

his gnilf'and desperation. *
=% -

Verdi created an atmosphere of darkness and gloom for the

Act IIIX military camp scene with open fifths in piccolo, flute,

vt »

paired oboes, and horns sustaiﬁhd over long liﬁatissimo phrases .+ '~
for violas and cellos in octaves.4 - .

Ohe of the most dramatically effective moments in theigotk
@ 0 : >

occurs in the final scene. As Leonora leaves the stage to aid
her uounded ‘brother, a hollou, sinister forte E—flat is held by

low register clarinet—an asdible and bitter omen of her impending

" doom. The fatally—wounded Le?nora tells her story to Padre

Guardiano and bids farewell to "Alvaro in monpcone fragments
&£

. .VPy the piccolo, flute

N

two oboea, and two clarinets pitted against a fortissima’

followed by the identical figuré_p_;nississigg>played-by strings ql
o ’ ¥ . o Lk

e

428u hes has notad the sinilarity of both mood and orche-

' stration td the opening of Act III of Puccini's Ea Boheme.

See Bughes, Pamous Verdi Operas, p. 302.
—

RE

| YTRTI



o

.

2 . .
~nj

1

) opera, " , :

63

alone. This orchestral passage successfully depicts the con-
trasting emotions of remorse and angry bit' ‘rness at the now—

realized destiny of the lovers.

. Verdi_dxpfeased the despa}r and innocence of Leonora
4 o~ ‘
9 » - .0 .
”primar%lyithrough the use of the?strings, as in the instrumental

”tive.assoc@ted with her destiny heard in the overture, in
. / : N

CAct I,-pcene 1 at the entrance .of her enraged father, in Act II1,

scene ii before her pleading aria 'Madre, pietosa Vergine," and

%
at the beginning of the opera's final scene before her famous

r

aria "Pace, pace." This theme is always blayed by violins and
<

cellos in octaves, punctuated by pianissimo bassoons and trombones
»
in their low register. :

The soaring phtase ''Deh, non m'abbandonar",near the end of

"Madre, [’ etosa Vergine" ig givén a particularly ethereal quality

through the use of two violins con sordini and tremolando in their
upper register..
The harp is also an important component. in Leonora's music,
» . 5
.~ . O
portraying her innocencé+1ip her Act II? scene 1ii "La Vergine degli
) ‘ -
B .
angali" solo with the chofus of monks, her” "Pace, pace" of .Act IV,
o 43
scene 1¥, and in the Act IT duet with Padre Guardiano.
- .

Kistoriéallx‘and d:&matically ifMteresting is Verdi's
» . - ‘

inclusion of the three powerful uhison E's played twice by tutti

a?fhe theme of this duet is quoted in the overture,\plgyed.
by two ﬁfrps——the only instance of writ}ng for harp .duwo in,qhés
Y 5 -

e
.
.

.#‘gy . : oy

At
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N
brass at the begi ning of the overture and Act II. They a:e highly
reminiscent of the hress chords which announce the arrfmpl¥§E the
Statue of the Coi dtore in the final act of Mozart"
Giovanni. Verdi's justification for their use is not so much to
evoke a feeling of the supernatural r(as in the Morart score), but S

rather to call the audience to attention much in the manner of the Q%,k ¥ =

three—~fold knocking of the prompter in the Classical French ! .
4 ‘ ‘%.

theater.44

Special orchestral effects in La Forza del Destine are s

numerigf. Preziosilla's famous "ﬁataplan" song of Act‘f?& scene ﬂi

is accompanied by two side drums onstage with only a few measwres 9 .
[ 40

©

of orchestral assistance to maintain the pitch. Verdi effects the
Act III, scene i cgll to battle with a progressive orchestration

of two, four and finally six trumpets offscage The nearby sounds
of fighting in Act III, scene if‘ékclude dramatic utilization of
offstage solo trumpet in the high register, Eﬁdcding_over an

‘ &
orchestral tutti sequence, rhxthmicallﬁbsimilar to the battle

- music in Act II of Simon Boccaﬁegra. Finally, Verdi used an

offstage organ in the prelude to the third scene of Act II to

create the ecclesiastical atmosphere of the monastery.

-

The utilization of orchestral elements for dramatic purposes

became progressfvely more important with each of Verdi's successive

.

operas. Around the time of the revision of La Forza del Destino

"aﬁosbégﬁe, Operas,. p. 372,



and during the composition of Aida, Verdi became conscious of a
facto; outside of his score which affected the sound of his
orchestra—the seating arrangement of the players in the ofchestra
pit. This is evident in two letters written by Verdi around this

time. The first letter, dated July 23, 1869 to his friengd

Francesco Florimo contains the following remarks:

I_shquld want your theater to adopt certain modifications,
rendered indispensahle by modern scores...and Perhaps in

the orchestra itself. To give you an examplegibdw can you
still tolerate the violas and cellos not being W1l together?
How can there thus be attack, color, accent, eﬁtL; etc.?
Besides that, the mass of the strin instruments'hdilllack
body. This is a relic of times pasf when vidlas and cellos .
played in unison with the basses. Inexecrable customs® vt ¢,
And apropos of customs, I want to tell you about one. When

I went to Vienna, seeing all the double-basses together

right in the middle of the orchestra, I (accustomed to seeing
them scattered here and there) gavef!xgreat start of surprise
and a certain little smile that wWwou * say "These pigs of
.Germans!" ("Toderi di Tedeschi," lite ly "These German
squids!"). But when I descended into™WNe orchestra and

found myself before the double-basses, and heard their
powerful attack, their precision, their neatness, their

piani and their forti, etc., etc....I perceived that I was
the todero, and I stopped smiling. From this you will
understar® my ideas about how the violas and cellos should 5
be placed, which play such important parts in modern works.

The second letter, to his publisher Giulio Ricordi and dated
July 10, 1871, also illustrates the growing importance Verdi

Placed on the arrangement of his orchestra: L

o

-
o

v

ASonted in translatiSn in' Frank Walker, "Verdi and
Francesco Florimo—Some Unpublished Letters,' Music and Letters
(October, 1945), P 115. .

-
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lettere, p. %gﬁ
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The arrangement of the orchestra is much more important
than is usually assumed, for the color mixtures of the
instruments, for the sonority, for the effect. Such
small improvements should pave the way for us 28 ot:her,t
innovations that will certainly come some day. '

Aida (1871) is one of the most interesting of Verdi's scores.
For the only time in his career, the composer occupied himself
with the creatioq‘q§§§paQ$ color, and adapted the normal orchestral

ensemble In an attempt to depict the exotic atmosphere of ancient

Egypt.

In Aida, Verdi delved more deeply than ever before into the
technical capabilities of the instruments. The score abounds in

the instrumental devices and orchestral techniques that  he had

worked out so carefully through his long career. Through them,

_he was able to create such contrasting moods as the tropical

evening mystery of the Nile scene, the martial spechclu'uL the
LI ’

triumphal march, and the gloomy despair of the final topb scene.

As well, Verdi manipulated his orchestra to portray poignant

.

emotions such as the homesick nostaléia of. Aida, the corrupt

~ambition of Ramfis, the bitter jealousy of Amneris, aid the

hopeless love and frustration of Radames and Aida. i?

Ky

Jéé"QUesta collocazione d'orchestra € d'un'importan.u ben
a giofe di quello che comunemente si crede, per gl'impasti degli
stromengi, per la songrita e per 1'effetto. Questi piccolf
perfezi 'ﬁpéhti;apritanno‘poi la strada ad altre innovazioni, che
verranno cﬁrtameé&a’un giorno." See Cesarf and luzio, I Copia-

i
s



In this opera, Verdi employed a lavishness of orchéstral
forcgs as never before. In fact, for the very first time, he
stipulated the exact number of strings he desired in the
orchestra.47 For the Cairo premiere of the opera, Verdi reduested
and received fourteen first violins, twelve second violins, twelve
violas, twelve cellos, and twelve double bhassesg (!). The
augmented second violin, viola, cello, andhbass sections reflect
Verdi's new concept of st¥ing orchggtration. No longer djd the
lower strings fulfill merely supportfng and accompanying roles.
In_éigg, they became equal partners of the first violins in a
much more contrapuntal texture.

Verdi's use of string sonorities and techniques in Aida is
much advanced beyond his,ﬂisvious works.. This is immediate]yA
evident in the Prelude t§ ﬁhe épera, where two prdﬁinent themeé
are first presented. The first is the theme‘;sséciaéed with Aida's
love foF’Radames, played pianissimo by m;ted violins later joined

P
" by muted violas. This melody, which recurs throughout the opera,
effectively porftays the sad longing of Aida for a lov~. she cannot
possess. The second theme represents the vindication of the hi%a&

priests: This motive, based on a descending scale, is played by

. 47Thc specifications were listed in a letter to Ris publisher
Giulio Rica:di on April 11, 1871. See Werfel and Stefan, Verdi:
The Man in his Letters, p. 301.

’ o
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cellos coi sordini. At the end of the Prelude this theme is
heard in conflict with fragments of Afda's theme. e dramat'ic
idea %s obvious‘but effective,.

The opening of the opera displays the same Style of four-
pért string writing that denoted a '"conversation in progress" in

La Forza del Destino. In this instance, the audience becomes

party to the exchange between Radames and Ramfis.
One of the most etheregl of all of Verdi's aria accompaniments
occurs in Radames' famous Act I "Celeste Aida." Verdi accomplished

this effect through the use of various string devices. The first

’

S

verse is accomg&ﬁiéajbyva.thin{ transparent sc ng of six muted
violins tremolando in high rég£§ter with 21221::21 iq the'remaining
tutti strings. The second verse uses six solo violins divisi in
three parts (without mutes) and first violins of the tutti playing

planississimo staccato repeated-note figures leggerissimo. This

texture {s supported by Qiziicato beats in the second violins,
violas, and double basses while the cellos double the chal part.

Verdi used a similar "sﬁimﬁering" texture to accrmpany Aida's
Pleading phrase "Numi, pietda" at the end °fah§r Act I, scene { aria
"Ritorna vincitor" and again when this iden;ical vocal phrase
returns at the end of Act IL, scene 1 following the Aida:Amneris
duet. In hoth instances,.violins, Qiolas, and cellos play

sustained ton&s tremolando, effectively indicating the inner.

tufbulence of Aida's emotions.

e

68



This same effect is used once again by the composer in the
final duet of Radames and Alda in the tomb, "0 terra addio."
First:violins and cellos play tremélando upper harmonics with
sustained harmonics played by the second violins. Violas and solo
double bass play Qizzicaté first and third beats, completing the
accompaniment of the duet's first stanza. Theéusecond verse uses

divisi first violins and the cellos playing triadic leaps in

harmonics, while the second*violins, divisi e coi sordini, play

high register tremolando. The solo bass and the violés continue
their pizzicato punctuation. The third and final verse is sung
over long tremolando tones played by the first violins, second
violins, and violas (all divisi in two parts), with sustained
harmonics in the cello part and occasional pizzicato beat in
tutti basses. Harp and high register winds add a celestial
quality to this setting, as the lovers bid f:tiwell to the earth
aAd talk of their union in heaven. Four mutéd solo violins
conclude the opera by playing the opening phrase of "0 terra

addfpyv the theme ending on the highest note ever written by
48

Mited basses become melodic instruments in the Act IV,

Verdi.

scene i judgement scene of Aida where they play nine measures
of the solo theme associated with the priests, This melodic

writing for tutti double basses in unison foreshadows the ominous

.asTra%is, Verdi's Orchestration, p. 30.
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double bass section interlude in the fourth act of Otello. » ?gﬁzi
The most dramatically effective mood painting in Aida
occurs in the Act III Nile scene, where Verdi employed four special
string techniques simultaneously to create the mysterious tropical
atmosphere inherent in the scene. Muted first violins play a
repeating staccato sixteenth-note figure sounding G's in four
consecutive octaves, ascending and then descending. Muted second
violins alternate between sustained tremolando intervals of a
perfect fourth and minor third. Violas, alsg muted, play a
pizzicato figuré consisting of three ascending e’ Hsﬁgnote G's
in ;hree consecutive octaves, followed by an eighth fest.‘ Divisi

cellos sustain long harmonic pedals beneath this transparent
orchestration. | \ ¥ |
Most of the Egyptian-like color inléiggkiS'provided by the
woodwinds, particularly the flute and piccolo.49 One of the most
__;bnspicuous instances occurs in the int;oduction to thg%ﬁct ITI
Nile scene with an exotic triadic melody for solo flute above the
string effects describe; above. The hollow, melancholy sonority
of single flute here depicts the mystery of the evening and the

sorrow of Aida. The flute theme continues through the brief

opening diaiogue between Ramfis and Apneris. As Aida enters,

49Verdi had gone to Florence to examine an ancient Egyptian
flute on display in a museum there. He had thought of using an
actual Egyptian instrument for creating color but dismissed it as
. "a reed with four holes in it-——like the ones our shepherds have."
"~ See Osborne, Operas, p. 425. '

-

-
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three flutes play her love motive as an introduction to her aria
"0 patrfa mia." The actual aria uses a solo 6boe in a counter-
melodic function, with the tremolando of the three flutes main-
taining the feeling df intrigue and impending doom.

Verdi also used the three flutes to create an Egyptian
atmosphere in the dance of the Priestesses in Act I, scene 1i.
Here, the instruments are scored staccato in three parts in the
middle registé}, accompanied by simple string pizzicati. The
detached chordal texture and the chromatic style‘of the flute
parts create a very exotic effect.

Two solo flutes in combination with the clarinet and
bassoon are largely responsible'fﬁr the pleaéing quality of the
"Pieta ti prenda del mio dolpr" section of the Act II, scene 1
Amneris~éiéa duet. The sorrowful quality of the solo oboe is
utilized in the introduction to the desperate Radames-Aida duet
"lad, tra fofé§;? vergini" in Act III. Besides its routine
orchestral dutie the solo clarinet is employﬁb’for its plaintive
quality'in many oﬁ the frequent statements of Aida's love motive.

Solo bassoon is utilized to great effect in the Radames-Amneris

<

duet of Act IV, scene i in which the embittered Princess tries to

/ N
convince ‘Radames to renounce his love for Afda. The dark sound

of the bassoon arpeggi dramatically depict her jealousy and deceit.

In Aida for the first time, the bass clarinet and English

a\are used to play' inne,r parts within the woodwind section of

’

lthe orchestra, as opposed to thégi purely solo function in Verdi'§

&,
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earlier scores. Their addition to the woodwind engemble, and thus
to the orchestral tutti, creates a new richness of sonority,

Alda also contains prominent writing for brass engemble,
primarily associated with the military agpects of the plot.

Examples occur in the fanfare for two trumpets and three trombones

which introduces "Celeste Aida" in Act I, stne 1 and the fanfare

scored for two trumpets, three trambones, four horns, and cim' i1sso

heralding the king's entrance in the same scene. A backstage

7

brass banda usually consisting of two trumpets and three trombones
2anca _ 5 . _ ‘

i!!!!;_

ﬁ&q king's invocation to the troops "Su' del Nilo'

is heard near the end of Act 1., scene i, pléyi

in the preceding

scene. The dramatic implication of the returning army in the

distance is simple, yet immensely powerfql as it interrupts the

string and wind-dominated scene between Aida and Amneris.

The most unusual use of brass in the opera undoubtedly

‘involves the sixAstraight~bored Egyptian trumpets played sul

Qalcoso’in the triumphal scene of Act II. Verdi had the instrumen#s

!

(three tuned in A-flat and three in B-natural) built in Milan and

sent to Cairo for the premiere.

In the Judgement Scene of Act IV, scene i, Verdi used four
trombones, four trumpets, and bass drum to punctuate the accusations
of the priests in tﬁg offgtage tomb. This effect, combined with

the sporadic, contrasting outbursts of Amnerfs and the full‘pit

4

50
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orchestra, create a dramatic situation-without comparison in Verdi's
operas.

More Iintimate scoring for brass, though still connected with
the military aspects of the plot, is also found in Aida. One such

instance is the use of two trumpets leggerissimo e staccato in the

Act III duet between Aida and Radames, where the young general

tells Aida that she shall he his priie for his rtory over the
Ethiopians.
The solemnity of the priests’ 'igious mider is depicted by

fhe noble sonority of three tromhones accompanying their suppli-
cation in the templg at the end of Act [, scene ii. Verdi again
used these three trombones as Ramfis-and the priests return from
the tomb after Radames' condemﬁation; Here they play a single,
ominous, su;tained tone.beneath the priestf: theme f;om the °
Prelude. |

In Aida, the harp functions more as a martial instrument
than as a celestial one. Examples of this occur in the march
rhythm of two harps in the Act I, scene fi chorus of the
Rriestesses and in the slaves' chorus in Amneris' chamber in
Act II, scene 1.

Verdi reserved the use of the gong or tam—tam for only two B}
moments in the opera, both associated with the terrible realization
of Radames' doom. The first is heard at the exact moment that he
is condemned by Ramfis aﬁ@ fhe priests. Mithes later, as Amneris
collapses in despair outs;de the tomb, Verdi called for oge final

e

death-like sféoke on the gong with the last chord of the scene. .
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Simon Boccanegra, premiered fn 1857 in Venice, was

extensively revised by Verdi and Boito in 13#1. The revised opera,
which was first presented fn Milan on Mai«h 24, has become the
standard version for modern perform.ices.

Due to its major alterations, Simon Boccanegra has the

definite 'feel" of Verdi's late period, strongly foreshadowing
» .
Otello and Falstaff. The compoker set the work in a much more

continuvous musical style, further breaking down the discernible
divisions between numbers.

The orchestral quality of Simon Boccanegra is dark, solemn,

and gloomy, almost without relief. This is achieved orchestrally ,
by Verdi's constant use of the low registers of the instrumentsy
particularly the strings.

The opera opens with a Ptologue in media res, Verdi again

using the "conversation-in-progress" technique. The rising of the
curtain finds Paolo and Pietro discussing their plan to name

Simon Boccanegra as the first Doge of Genoa. Their scheming words
are sung in a mdnotohic recitative style while strings in five
parts play a gently-moving theme depicting the tranquil evening.
The string melody used by Verdi here is very similar in movement
and natax\\to the opening of Otello 8 third act where Otello and
Iago dlscuss the supposed infidality of Desdemona and Cassio.

The Prologue continues with another of Verdi's orchestral/
dramatic trademarks—the stealthy, subdued, qufck pizzicato strings
associated with conspirat&rs, abductors, and murderers. In the

%

' <
_
A
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Simon Boccanegra Prologue, the chorus of conspirators intro—
duced by a rising pizzicato figure played by the violins, violas,
and cellos, touching the tonic and dominant of the chords only.

Paolo informs the conspirators of past events in a scene

reminiscent of Ferrando's story—telliﬁ§ in Il Trovatore. In

Simon Boccanegra, however, the orchestral accompaniment is much -8

more advanced, foreshadowing the "bonfire" music of Otello.

The orchestra, with its active, independent movement, provides

more of a dfamatic background than a support for the voice part.

The strength and nobility of Fiesco is .8ptly illustrated by

ac

the orchestra upon his initial appearance. A questic fortissimo
unison figure, played four times by the low'st;ings and punctuated
each time“by pfanissimo brass chords immediately gives the

Impression of power and dignity. ' Throughout.the opera, whenever

.
*

Fiesco is inTolved, the,composer used rich,; lo# string sonorities

R

with somber brass colors adding a further 'senge of refined strength.

‘
-

One other example of this partiqylat'tqnal'célbr association is

evident 4n the séene where Fiescd giv;s: ‘;lt;;j}".'WOQal to the )
betrothal of Amelia and Gébrielé?w‘Hq¥e, Verd{ accompanied Fiesco's
8
blessing with soft, sustained brass chords. giving an almost .ﬁf €?i
religious feeling to the scene. ' ' ‘g. |
The opening of Fiesco's famous Prol&gue aria "Il lacerato

spirito” is accompan:[ec; ‘soleiy by mournful brass chords with ﬁ
intermittent "death" beats on sideﬂarun{ Then, as he tu%gs to -

Hegvenufor‘hélp! the orcbeétral color and dramatic direction of

..,z‘&.
b
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the aria change. Fieu:o a duperate plea to God is effec;:&,vely e
acconppnied by trangparent tEenolando strings, double basx % "
gizz;cato, and offstage c_borus voices mourning the death of‘wﬂaria
In a bnieff’cga’lolando pos‘tlude to the ar ) Verdi scbred the solo
tnﬁape‘.t on the second beat of each measure, giving the effect of
a death-bell toll.

o b

.An impressive exanii:le of orchestral scene-painting is found

;he short pre"iﬁ‘deﬁ to Act I, scene {. Verdi used ‘muted violin

s

tr:[lla Eianissino high—register -sextuplet figuges played by the
¢
piccolo depicting 'lrious bird poisea and then a cantabile ,

C upper—range cello the-e ovh' trggglan’do violin and violas to

o crea‘te a musical’ picture of the sea at si\mris The shimmering ,,w
v ) ’ quality of the ls:r:[.ggs drama-tieally po;'tx:eys the ;l;;tening 3{_ s
° reflection of rising sun on the‘ water. ) .0 . o _ ‘e
oo This Preﬁds directly to Amelia's aria "Cme :Ln - SR
: ~ queat ora bmn*' Vhere a’coqt uo@a sextuplqt figure played by '
»

- -

the»violins indicates the motion of waves rippling against the
_shore. : ' - ! o ’
L -Anether drmtic' uge of - instrumental calor :[n -he aria is

.

Verdi's uge of sinister—sound:lng fifths: scored for high winds as

, = Amelia remember,wxer murdered nurse's dying words. ;
-' As’ had been his custom u\e beg:lnning of'his career,

Verdi again made use of :[n&:t.vidual instrumental colors in order _

-~

. to creste a epeciﬁ:c emot:&onnl £ee11ng ..In Simon Boccanegra this '

Rt

" derﬂ:e ;l‘.s evident :n?several passagen 'me plain;:tve tone of the

’ aolo qboq mtrodueu mlta's soi!rowfu;l arfia "Orfanella i1- tetto
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&

g
3

" umile" in which she tells Boccanegra of her life without parents.

- “

rirle opoe, alwn¥s one of Verdf's favorite instruments to depict

ancholy and sadness, is ‘again employed in Gaebriele's recitative

ngore his pleading Act TI aria "Cielo pietoso rendila Here,

"

the desperate youth contemplates killing Boccanegra in order to s

secure his freedom The fasal, mournful quality of the oboe 3
\

‘efEFctfbely depicts Gabrieﬁa‘s hopeless situation

!

-

x K .
Again in the final stené?i:’f t‘heto‘pe‘r& ‘the" ogoe lends i.ts »
\,,. '(.rf '
peculiar tépal color to the creatio? hy; moSphere of sorrow
"ﬁ-éﬂ N

”

and sadness. as- Fiesco‘i;ﬁrns toor late that Amelia is really his ‘
¥ -

. granddaughter’ To Fiesto-s words "Pigggo. @ercheé mi parla .in te

“del ciel la voce," gne oboe and divisi vi@&%s play Verdi's con-

AN

¢nd rising figures depicting wéeping.
B 4

R N - ‘-- "

" < The dhrk tonagl ol ,-f the bass c}érinet adds a threatening

ventional semitone fallin;

. ouality to:the sceneﬁi—ﬂl ch Boccanegra lays the curse upon v
Paolo in the Council Chamber. This en re scene,lhew to the 1881 !7

| version is a masterful example of dramatic utilization of the

.

.orchestra. The fierce tutti obening is remarkably similar to the

L]

"*‘ Otello storm music~—understandably 50, since Verdi was occupied

A

with the conposition of that Opera at the time of the Simon

,Boccanegrg revision. - - [
' M o~ ’ . . -
' As the.Doge calls Paolo forward to deliver his curse, Verdi

-

scbredva_fortissimblkraqlbunison motivvui h spang four octaves . .
and enﬁs:on a ent bgill for every instrumé;t in the pit. One .

cannot hel. bt notice thee}imilhrity between this’ passage apd

o T . v L
L . ., A . ! ', K4 oy

? . IR -

o .8

“
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q° . = ,A{)“
the opening of Iago's "Credo." As Boccanegra tells Paolo that he

3 N ) .
knows vhe name of the sraitor, the motive is repeated three times

R

. . &
by bassopn, cellos, and violas, with agitated violins trpmolando

s

adding t&the“tension of .the confrontatfen. As the chorus repeats
t.ha cprse' "sia malM ' the cello and bass clarinet play three

-1,. ..
long &low F- sharps,.méicativ?f a death knell .
1

in the op!era which is effectively

Another dr d eh

P o
'}a_mphasized by orchestral suﬁport is the poiso“ng of . B;?canegra
. v , g .
’é’_ in Act fII. First, there is the eeg‘:‘ie syncophted three note - "
N ’ g% 5 . . \Q . »
'& - chromatic ph;ase in octaves, pla)ﬁd Eianissi!ﬂo by the clarinet
i . ’ d, o i
. and the bassoon ag»ainst the dull thud of bassgdrum and c@llo and \ @
Ea e ‘g *N
_ ddkgble f)ass glzzigéto as Paolo pours the poison 1nto Boccanegra s
) g . . LR o
cup. ‘later 1}1 the*‘same scene, as Boccapr‘gra pouri.Wf a cup ¢

. 2 \

J

KL

¥ .
of water, the double bass Eézzicati return, accompanied by tensgion-

-

9 ‘r

bu:l,lding ‘drum rolls an anissimo brass chords. As Ke unwittingly .

-

drink§ the poison, the trombones Play a sudden fortissimo chra q . o

"., ; A,
{

r .
: pointing out the no§~assured doom of Boccanegra. =~
l). Mot ) ’

Simon‘Boccanegrra contains many examples of purely instrumental

é effects. ,The tolling death bell at the end of the opera, the
xl joyous ringing of offetage_chimes as Bcccanegra is proc}aimgd -Doge
at ;:‘he end of the Prologue, the many instancdes ef backsta‘ge banda - .
f_anfares, rhe‘stxlg.galco trumpet!"call as’ the Captain of the Archers
reads the proclamation :[n Act lII the use of two offstage snare .

drums in the citizens' call ;o arms anding Act TI, and t:he hatp -

that accompanies the ;Actv I, scene i Manrico-li‘ke serenade of .

o
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%

Gabriele are all exampl

One last tec'l:xiiq SN

Rigoletto, is the bocca chiusa h.unming of offstage chorus, here

u

indicating the rioting populace in the distance in Act I, scene ii.
As the crowd approaches, the hum becomes a sustained sung‘"ah."

Another major example of operatic revision 1s Verdi' s Don

I -

Carlo originally a French opera in five acts. It was premiered e

3

* in that form at the Paris Opera on March 11, 1867 In 1884 a*

largely revised and short:!x;ed ;ta?an version of the opera was -
. - - » 7"}’*

0., .. - .-
given its first fperfomnces‘at 'La‘ Scala in Milan. 'di rewrote

-8 ‘e

-much of the music, re—otchestrated many scenes, and completely

po ‘ ®
omitted the first _act (the scéne at Fontainebleau) and the third-

Aa
i

agt ballet. A further revision in 1887 restéred the work's first

- act; fb 3 this version which has be%ogne thg s’tandatd one for

E:j »
performances +in the world's major opera houses in the last fe\!
- . ’

decades. ‘ 4
Don Carlo requires the largest Verdi orc*;.stra to this date.
‘:luded are t}u:ee flutes (the third flate player doubling on the

piccolo) English horn, four b_assoons, contrabassoon, two

[ 2
trumpets andrtwo cornets, four timpani and hamonium.' For the :

" . fr
firdﬂ time, Ve:rdi indicated the specific instrument he desired to

o -

49

provirle the bass brass notes. ‘Instéad of the usual nebul.oua uj&”"‘%“-

. « - -

LI L.
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.~for Don Carlo ("Di qual ‘amor—di1 quanto ardor queq_t al

80

cimbasso marking, the composer called for the ophicleide,s% a type
————————— . B R
of woodwind tuba vVery common in the Paris Opéra orchestra.

The most prominent orchestral element in the Don Carlo score

is Verdi's growing preoccupation with the use of woodwind spnorities

k)
for dramatic purposes both in ensemble and individually Qg the

{
instances of this treatment in Don Carlo, 1t will suffice to cite

v .
a few representative. examples. )
The solo clarinet plays an important role as it comments
melodically in the recitative to Don Carlo’ s hopeful aria "Io la
vidi e al suo sorﬁso" as hamanticipates seeing his betrothed for

the first fin!e Moments later, as Elisabetta reflects on h
@il % 4 o

s a AR ’
/the clarinet is again prominmt with accompanimental arpeggios

supported by pizzicato string chords. e ' . .

T

'The brief orchestral opening to the second scene of ‘Act II

creates the mood of- a lazy, exotic ‘Spanish afterhoon, chiefly \

”

through the use of piccolo and triangle——used in a manner similar

to that in Aida. Théwpit:colo, playj.ng a sustained plano passage

v )

<

Sll'his instrument c ines the fu’nnel-—shaped mouthpiece of . g .
brass instrumenfs with’ a wood body and.woodwind finger-hole system.:’
The racity of“the ophicleide results in the us;%_;ubo in most v
modern performances. One well—known exanple o 8 ugse 18 as the
instrumental representation of Bottom ih Mendelssohn's A Midsummer
Nighit ! Dream. . Se€. Begpex.8choles, ed., The Oxford Companion to

. Musie, 10th’ slition (London. _Oxford University Press, 1970), p. 25‘
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‘te s;'.mdt.nol‘og;e "Ella giammai m'amo," with the "gighing" A's
: e . B

81

-

and doubled an octave loyér by ;golo oboe, is featured in the B
women's*ch*s that fﬁ{l’ows,' This plece, in which the ladies w@v PV '

of the court sing of their peaceful surroundings, w demon- . v

\

strates a violin technique (in rudimentary form) that would plgg’ e

s
X

-

an important function in the "fire music#’of Otello. 1In'a series .
of constanﬁiy—repeated eighth n.'o“'te's, the first violins bow the.

on-beat eighth note‘s while ‘the off-beat eighths are echoed b; oo )

" ERRET . .. > .
gigiczato second viol,ins. LT - e 8 ' e

' Vetdi sb"weeping" Semi-tone figure is. heard often in Don o

Carlo—-played by the solo flute and the oboe as Don Carlo pleads
4

with Eli a to. 1ntervene for him w:[th Philip in Act II, = & .

K ""é* » ' .
.scene .i; in Act 1I, séePﬂby the English horn’ as Elisabetta

-
e

c;omfovtx the banished Counte:s in her aria "Non planger, mia
campagna ; and, as Rodrigo tells Ca_rlo of the miseries suffered
by the people of Flanders, again pl\ayed by the solo oboe.. This
final example of the '"sobbing' motive is sign'ificantlnas it en;erges tidg, S
from a much more complex orchestratfon®than usual with moving, Y -9
independent strifig passages disguising 1it.

¢ ' A purelylv .instrumental use of this semi-tone \tigure is fou@gd

in the opening to, Act IV whiga begins with three ponderous and /&

A

nelancholy A's, each preceded by an ascending grace ‘note. Verdi

" scored th:l.s fully for str}ngs, four horns, éd four ba soons over ]
. 1 . (Y
a span of - two- octaves tv;tng the impression- of masculme‘ sorrow. ,-

The mptive is assumed by vtfhe/.solo flute in the opening of Philip's

4

K
‘a



TS

Fod -

:

continuing in the upper register of the solo oboe during the second
'.seo%tlioﬁ of the aria. |

«In Act IV, scene 11, the piéintive quality of the solo oboe
is once more émﬁioyed to depict the despair of Don Carlo in prison
as it plays;a reprise of the’ famous Rodrigo—Don Carlo duet theme

Bl

"Di%, che: nell alma infondere") from Act iI scene 1.
4 e
Some of the mostJdramabic orchestration in the opera fs found

!

. v o, - g 4. ’
. in the mstapces where Verdi‘ bas scored for 1ou;>1;egister goodwinds
in combinatfbn,yith hrass?and strings. These sections most

ﬁ.success’hlly ’ortray the dark and gloomy atmosphere which ?ervades

v
v 1

the entite wbrk R T, A

v -

i Y

.

ey < ‘ o \
Tj‘. fThe;most obvious and perhaps the most effective of these

iaxchestral mood-paintings is the menacing _passage that.introduces

the Grand Inquisitor and runs througkout his.parlagte dialogue with
; L U ;35

~ e

Philip in Act IV. The chromaﬁnc theme is playe“by the bassoon -

and cellos, doubled by the contrabassoon and double bass an octave

lower. This -passage is accompanied by sinister thumps of bass

drum, echoed by timpani, and punctuated by 21222 syncngted;chords
" in the trombone trio. The scene is sidilar in’melody,¢rhyt§m,

orchestral coloring, and even key to the confrontation between

-

Rigoletto andygoarafucile in the sacond scene of Rigoletto. \“A\

The somber, religious atmosphere of the cloiater at San GiuSto

4

in Act II, scene i and Act V is dramatically depicted in short »

orchestral preludea to both4scenes scored fd‘qfour bassoons, four

3

[ ]
—

horns, three trombones, and ophicleide. : _ Y
4

-~ r‘s . . . . N . ’
BN 5y ) ) ety W R -\

p DT,

Le



R
L -
».

This same ensemble of insttuments, or a pert of it, is used
to accompany the bass voice ofﬂ&e "mysterious' monk/ghost of
Charles V 1nakcts I1 and V. Also in these scenes, the ominous
chanting of the monks is supported by a dark, subdued orchestration
of violas, cellos, bassoons, trombones, and Sphicleide N
The gloomy unison march theme of the monks in Act II, scene‘;i :

Wt

as they leadethe victims of the Inquisition to the stake 1is

orchestrated in an equally dark and ponderous manner-—solo bassoon,
L]

three unison trombones su‘laining low G-sharp, and cello pizzicato

doubling th,ﬂseyed tones of two solo double basses. _.g,de : o

?h!nmple of Verdi's masterful string inting occurs

- in the short orchestral prelude to Act III, seene i based on the ™

theme ‘of Don Carla's "Io la vidi e al suo sorriso" from #ct I.

N\ % i . . ..
0 . R - ~ R
Violins divisi a 4, solo cello in the high register, and pianissimo
LI

legato phrasegq played by the piccolo create a translucent texture
vﬁich°sets'the moonlit atmosphere for the scene that follows.
Elisabetta and Don Ch:&o reaffirm their hopeless love in the
Act II scene ii duetwbeginnlng‘"Perduto ben, mio sol tesor,’ aq‘
ﬁi;frdi created a hushed guality in the orchestra by using violin . :
. | .harmonics. planissimo flute trio, single harp tones, a?d the English ;
horn doubling Elisabetta 8 sorrowful vocal line.

As he had done with Oscar in Un Ballo’ in Maschera, Verdi

‘brought light relief to Don Carlo in the music of Tebaldo the Page,

<

where. high, trill—ornamented string writing combined with the

.piécolo ig prominent. Due .to the overpowering heaviness of the

»

. \*" . * . L.
IR | .;‘ ~» »&,\ .



Don Carlo plot,a however, Tebaldo plays a less important part in

this opera than Oscar does in Un Ballo in Maschera.

Special orchestfal\effe¢ts in Don Carlo include the .

\
accompaniment by the harp and harmonfum of the offstage "Celestial

Voice" in Act II4, scene {i., In Verdi's treatment of ﬁ%ég super-—

natural phenomenon he momentarily regressed to thewprimitive

theatrics of Giovanna d'Arco.
The opening of the opera fllustrates another special effect
with Verdi's use)%f five offstage horns depicting the distant hunt,

three ' horns in E-flat from stage left answering two horns in B-flat -

L%
on stage right.

"
The military banda which accompagses the Act III, scene i
procession from the palace, and the ever*presen;vbacksgage chimes

‘complete Verdi's collection of special instrumental gffects in

‘-

.

Don Carlo. ' ‘ -
Verdi's last ope a Falstaff was premiered at La Scala on

February 9, 1893-—some fifty-four years after the sremiere of his & .

. ) o« N
first opera Oberto, Conte di San Bonfacio in the Same theater.

F&lstaff was Verdi's second attempt'at comic opera and is generally

" : N ‘n\ .
considered to be a musical and dramatic mastérpiece. o

For ypars Verdi h#d been trying to breakﬁgowﬁ the traditional

.

rules which governed the use of orchestral instruments. 1In Falstaff
he attained hig greatest freedom in this respect, each instrument

being used according to the cémposet's,uncqgny knowledge of the-
. - - .

N

resulting sound and dramatic effect.

>
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Verdi's orchestra provides a runnin commentary on the
p g Y

14

dramatic action of the opera. Although the voice is still the
most important glement in the.score, the orchestfa has attained
a fresh, new role. It does more than simply delineate characters
and situations. More than inp any other Verdi opera, Fhe orcE:ftra
in Falstaff highlights and emphasizes the human emotions which
underlie the dramatic progression. |
Scholars repeatedly describe the orchestration of Falstaff
& '""chamber-~like." In truth, however, the Falstaff orchestra is

J
quite large, differing fromgthe Aida orchestra only in that the -

-

Coa “
-and one less trumpet. If, on the
b e, . '

mueic quality cénvbe inferie&'bgta texture

latter contai more

other hand, a

AR
in which each component or instrumeént is given an opportunity to

make an individual contribution.to the total sonority without -
be;n& drowned out by the remaining forces, then Falstaff musf~
indeed be considered to have a "chamber" orchestration Withiw’”
this precise, transpareht béahe§tnh3!bn is displayed a far ‘wider .
range of orchestral and ind ividual instrumental expréssion{

_ The most numerous and most prominen! solo instr;mentation

S -
involves the woodwin@ family. ’Verq; s use of the piccolo_in

7'?313;% is wi‘théut parlallel, conjurti’ng up & wide ‘arje;yg‘o_f moods.
| 3 :

M : j ' - ’
For example, it createk\anfatmoaphere of frivolity and brilliance

as in the exuberant opening of* Act I scene if, where the piccolo ARt

v -

dominates the eﬂsemble with a playful theme doubled by the flutes
and suppotted by the horns, oboes, and clarinets, as well as in

the brief Act III, scene ii "Fairy Dance" where a piccofo melody"



echoes a tune played by the solo violin. The piccolo adds a note
of sarcasm as it douhles the oboe two octzves above when Dame

Quickly relates to Meg and Alice how the pompous Falstaff was

Mact

taken in by her at the Garter Inn. A sparkling lyricism

is created by the piccolo's bright tonal quality-in the accompani-
ment to Falstaff's '"Madrigal" in Act II, scene 1.
o
As the Merry -Wives organize thg}r chorus of elves and nymphs

around the fainted Falstaff in.bhl ftnal scene of the opera, the »

v
“Q\ -

piccolo ctreates ominous tension dq’comblnation with a sustained

‘). <o
R

texture of muged”springs, flu' wwgombones, ilp.solo cello and

“ LT

har; harmonics. 'n a similar ‘su

. ,.‘i
o “w e

tributes an intense eeriness as Quick tells the story of &he

"Black Hunter."

PR
.

Another instrument that reached its, atest prominence in
instrument, with its dark, mdurnful, nas#l tone is vtilized to
great eité%t “Verdi's emplowyment of the ﬁnglish horn differs from
that of many of his predecéﬁ who se’emed to reserve this
instrument for the creation of idyllic and pastoral effects. Vér&i
most ‘often ‘sed the Engllish horn's plaint{.ye and haunfing qua"I'j.ty
to de;}ct sorrow and lopging in IBve. Amelia's "Ma'dailﬂgridp,

stela divulsa,” Aida's "0 Patria Mia" and Desdemona's “'Salce"s, -

immediately come to mind. In" Falstaff it is in Fenton's Agfzill,

scene ii aria “Dal labbro fl canto estasiato vola" that thé>§3élish

horn participates in a melodic dialogue with the young lover as he
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Verdi's late works was the Engiish horn. fIhJFalstaff fhis )
. t N < - S



reflects on his frustrated love for Nanetta.

Another effect created by Verdi's English horn, and often

»

of nocturnal mystery. Amelia's Act II aria from Un Ballo ip
Maschera is again a fine example The atmosphere of eerte mystery

inferred by the gallows at midnight is dramatically aided by the
- .
timbre of the solo English born. Fenton s scene in Windsor Park

is also set at midnight and the almost sdpernatural uneasiness

»

whifh‘foretells the evening's ptﬂ&eedings is communicated-by the

English horn. later in fhis same scene as the nymphs fairies
r l?‘ B
oy /
and elves begin to appear' the English horn combines with the oboe
¥

and charinet in a mystical "horn-call"gigure p%ayed ov’; :
e

|

'_Eganississimo tremolando chords for violins and violas. i

}
|

- . The nasal quality of the English horn is also used to create

sf'y 0

humorous effects, as in the parlante reading of Falstaff' s, ,

identical love letters to Meg and Alice in Act I, scene ii. Here,
the instrument provides sardonﬂc commentary as the wives makc fun B

of Falstaff's impetuosity Along Wwith bass clarinet, horn and

87

used in combinatjion with the above romantic expression, 1is that ﬁ

bassoon, it bgcomes a member of the basstwind ensemble that /(ff\\‘.

accompanies'the pseudo-religioq’ litany "Domine fallo casto" in’ v
‘vthe second scene of Act I IIL, where the wives mockingly pray for
Fglstaff's soul. ': . ' : AY o N
In Fnlstaff, Verdi tufneé hio'famous "weéping" woodwind
;dgito into a comic device. anp Quigkly’exaggeratedlg tellq

'Falstaff that Alice Vweeos and mo#ns" in Rt Ifl; scene 1{, her

A
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.‘% _h

[

N '

}story is punctugted with the semitqne motive played by the solo

ohoe and clarinet.

As might be expected, the buffo nature of the Falstaff score
entalls varied use of the deep timbre of bassoon. A good example
af this iz the humor evoked by the staccato lpw-register bassoon
melody that Agzpmpanies Falgtaff's pathetic wooing of glice in
Act A1, sceoe if. The instrument also contributes a gruff quality

to the scheming of Bsrdolfo Pistol Fotd Fenton, .and Caius in

[y -

the second\sﬂea% of thé- 0pera.' In the samc qcene, Bsrdoifo/and

Pistol warn Ford of Fslsbaff 8 designs on his wife and Verd{

scored gn ominous sequence in the dark tones.of ¢1Arinets, e

5

.bESSOOns, pellos,{snd violas with double bass and "bags trombone

sustaining below, ‘ .
. [
In the f;rsg scene of the opéra a%comical but slightly

s'siniater guality is created by a fanfate figure played by clarinet

fbassoon bass, trombone and - horns, as Pistol and Bardolfo acclaim ‘

their msster Falstaff as a. great lover. g :

dﬁl the famous Honor Monologue of Act*L, scene 1, 'Falstaff's

emphatic "No's" 'in answer to his ewm questions are d0ub1ed by

Y

unison D's in clarinet in lowest register, bassoon, and two solo

douhle basses an octave lower<gizziccto and scordatura. Verd{

uged scord(tura only in Ernani snd in two instances in Falstaff.

An excellent example of dfvisi string writing is evident in

-

- the beautiful sccompaniment tOfﬂgnetta s "Fairy Queen's. Song" in

the second scene of Act III. Fitst‘and second violins are each

.
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divided fnto three parts in™a shimmering texture equal in

dramatic effectiveness to the opentng of Aida's Nile Scene and

the beginning of the first agt of Simon Boccanegra. Half of the

first vﬂflins play high-register suatained harmonizs, while the
remaining first violins are divisi a8 2 and muted, playing a

staccatisﬁimo sextuplet figure. This ethereal texture fs douhled

an ocﬁayd lover by hAlf of the second v&olins divisi and muted,
%%;.the other desks of theysecond violins playing muted trills.
Verdi used Eianississimo harp hnrmonicssz and the bass clarinet.

to decorate Nhnetta s,vocal'line. This transparent orchestrﬁtiqn

effectively depicts the .supernatural mystique of the fairies, ",

R . ’ - Q‘

elves, and nymphs. . 3,

The brass are used prominently in Falataff las sﬁovn in the
foud unison semitone played by four"horna, then two' horns, and
finally single h6rn as ﬁha wiven prepare to dump: the laundry ‘basket
containing Falstaff into the Thanes River. Fo%r horns also
effectively double Fenton 8 soating line 1n the final eésemble of
‘Act I. The unfamilinr A~f1at basao horn is heard off7tase ‘ 3;5
depicting the distant call of thn forest Hirden in Aﬁt III ',

scene ii. Verdi pteaumably called for thia louerwpitched

I

L

instrument for its deeper, mére haunting quality, but the common .

[
3
1

R
szln Verdi's manusEint he indicaths 222222_ The first
publication, however, reduced the marking—to a more réaqonable
pianigaissimo _ See ‘Hughex, Famous‘Verdt Operas, p. 517. -
\)w B . ¥ . . -

"\. . ’ '_“ e -
: 4 : 1 . - .

. I | e P
- . s . >
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horn in F is usually used because of the rarfty of the other
{nstrument .,

The horn had also been used since Mozart's le Nozze di Figaro
to symbolize cuckoldry. Nowhere {« this better exemplified than
in Ford's "Vengeance' monologue "1'ora e fissato' where horns
dominate the texture as Ford vows to make a fool of Falstaff.

FEffective brass ensemble scoring is found in Act 111, scene { as

Quickly relates the legend of the "Black Hunter” to Falstaff
accompanied by a mysterious orchestiration of sustained pifanissis<imo
solo horn and piccolo, sinister thumps for bass drum, and ominous
sustained low notes for trumpets, trombones, and the remaining

three horns.

One of the most ingenious, yet simple dramatic characteri-
zations in the opera is the warming effect of the wine in Falstaff's
veins in Act 111, scene i. Following his "bath" in the Tham's,
Falstaff returns to the Garter Inn and soliloquizes about hi;
misery as he drinks his wine. The liquor's effect is portrayed
orchestrally by a single trill beginning in the three flute parts.
Then two solo first violins, two solo second violins, and two solo
violas join the trill followed quickly by the addition <. one oboe,
one clarinet, one bassoon, and two solo cellos. Next, the first
violins are increased 'o four, the seconds are augmented to :ix,
the violas to four, anc the cellos to four. Then the trill -rows
to include the full body of strings, piccolo, second bassoonr
three trumpets and timpani. Finally, with the addition of " wur

trombones and bass drum, the wine has totally invaded the body

90
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and mind of Falstaff, aurally depicted by a tutti orchestral
trill,
’v

Special effects in Falstaff include the twelve of {stage

chimes {n the Windsor Park scene, each harmoni . differently by

the strings, creating an cerfe atmosphere Aguita  is played

offstage to mimic Quickly's l:nto playing ' Act 7! <cene 1.
Hughes has noted that in Verdi's original ma.u:sc: ipt, the composer
used five and even six of the guitar's strings, whereas in the
printed score, the "lute" piocs has been simplified to cover only
four strings.

53
Tbid., p. S02.
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CHAPTFR 111

THE DRAMATIC FUNCTION OF ORCHESTRATION IN OTELLO

_ when we come to consiir a music-drama of the calibre
of Verdi's Otello we are venturing into so profound a
merging of the two worlds--the musical and the dramatic--
that we have to persuade ourselves that we are experts

on hoth, for here they are inextricably intertwined.l

completion of his Requiem in 1874, Verdi

in virtual reticrdment for the remainder of the decade,
composing only the String Quartet and some alterations, for Don
Carlo. With operas like Thomas' Hamlet, Gounod's Romeo et
Juliette and Meyerbeer's 1'Africaine becoming the rage in Furope,
it is possible that Verdi began to suspect that he was no longer
"in vogue' or, as he frequently put it, "dans le mouvement ."'
During the miq- and late-seventies, operas such as
Ponchielli's la Gioconda, Marchetti's Ruy Blas, and the r=vised
Roito Mefistofele were introducing Italian audiences to a new
style of continuous dramatic composition. In 1876 Wagner opened

his Festspielhaus in Bayreuth with the first complete performance

of Der Ring des Nibelungen. French composers such as Massenet

and Bizet were experimenting with new, innovative methods of

orchestration.

1Vincent Godefroy, The Dramatic Genius of Verdi, Vol. II
(New York: St. Martin's Press, 1977), p. 250.
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In a letter to his f;iend Franccsco Florimo dated .January 5,
L

1871, Verd{ advised "...don't go much to modern operas" and warned
Florimo against being 'seduced" by the extravagant new styles of
orchestration.2 One can sense, however, that Verd{ was uneasy
about seing left behind bytggu developments in hi§ art. As he
pogdered these fear#, he tinkered-with revisionsJ:o Don Carlo and
Simon Boccanegra, postponing facing the problem of how to present
the world with a new opera acceptable to contemporary thin#ing.

It was through a collaboration with Arrigo Boito, at the.
time considered among the avant-garde, that Verdi finally succeeded

in this task. The librettist's brilliant setting of the Otello

text created the standard for Verdi's musical and orchestral

‘approach to the work. Boito's verses seem to have dictated the,

declamatory and dramatic style that Verdi adopted.

The compositional and orchestral techniques in Otello are
not revolutionary departures from Verdi's style, however; they are
rather a culmination of an existing ideal—the perfection of
already established procedures developed in the course of his long
career. Otello displays a mastery of fusfon of voice and orchestra,
a perfect blend of recitative and aria, a&d a continuity of drama
unrivalled in his previous works.

In accordance with the higher level of participation to which

the orchestra was raised in Otello, Verdi's orchestral langucge

2Seé Cesari and Luzio, I Copialettere, p. 232.




attainad its ultimate dramatic effectiveness. -

Act_One

The curtain rises immediately, revealing a savaée storm in
progress.3 This scene {s a masterpiece of dramatic writing—the
culmination of the numerous storm scenes Verdi had written before.
The syncopated churning of brass“ and woodwinds and the furious
rising and falling arpeggi for violins and violas that depict the
swirling sea, the sudden flashes of lightning indicated by brief
downward arpeggiated figures in the piccolo, flute, and clarinet
parts, and the oscillating horn semitones that create-the howling
sea wind all combine to‘p;esent the aural effect of a raging
tempest. Tq these conventional devices Verdi added the unsettling
presence of‘sustained tremolando timpani, two bass drums, and
cymbals (played with timpani sticks), with an initial stroke of
the tam-tam to signal that some fo;m.of danger or evil is present.

Possibly the most interesting element of the storm orche-
stration, however, is Verdi's inclusion of a cluster of three low

organ pedal tones—C, C-sharp, and ,D (Example 1). This drone,

3Otello is the first Verdi opera to begin with&ut any musical =
mood-setting PTeamble such as an overture or prelude. Godefroy,
Verdi, Vol. II, p. Ziié '

\

aAlthough there is no specific Indication in the score,
according to Hughes, Verdi origfnally intended the three tenor o
trombone parts to be played on valve instruments, allowing them b'
play rapid scale passages and trills. See Hughes, Famous Verdi

Operas, p. 431.

b
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marl‘ced "mettera 11 registro dei contrabassi e timpani,"s provides
a menacing foundation for the storm sequence, which lasts for the
firgt 225 measures of the opera.
music and most of its predecessors is the natural fluctuation in
the fntensity of the storm. It {s not portrayed at{'g‘nle force all
the time, but rather varies from fierce outbursts to subdued,
restless lulls. Verdi's score clearly indicates these various
levels of intensity. The furfous penk; of the storm are relayed
through thickly-textured orch;:stragions which containgtany fast-
moving rhythms. The moments of relative tranquillity are created
by sustained, sparsely-orchestrated passages which feature many
instances of solo wind writing. One example occurs two measures
befored 6 where chromatic triplet "wind" figures played by the |
solo oboe and flute dominate the transparent orchestral texture -
(Example 2).

At the first voices are heard in the opera as tenors
and basses catch sight of a ship in\_l.the distance. Nine measures™
later the opening tutti ‘crash returns. A solo trumpet is heard .

of fstage two measures after sounding three fanfare-like D's "% .

o

S
c4

4

and a single cannon shot, prepared by a vicious staccato downward "

" L
ot

5"To be played in the same register of the double basses and
timpani." , ST a

6All Rehearsal numbers refer to Otello, full orchestraﬁ"
score (Milan: Ricordi, cl1913).

g

33
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chromatic sixteenth-note acale played by obors, bassoons, and
stringr indicates the bagtle {n the harbour hetween the Cypriot
and Turkish fleets. ’ + 0

The i_lgit_at_ed atmosphere of the scene {s further heightened
by a pianississimo moltu staccato triplet ffigure in violins,
violas, and cellos which Verd{ introduced seven measures after
(Fxample 3). This subdued yet constant rhyttmic mot fon contributes
an underlying uneasiness to the scene.

At the restlessness of the storm-tossed sca {8 refterated
by rising sixteenth-note chromatic scales for the bagssoons, cellos,
and double basses punctuated by "lightning flashes" in the high
woodwind parts. '

Five measures before @ the dramatic tension is again
increased a;;ba:;:;oons, cellos, and basses begin a driving ost {nato
figure of four falling sixteenth notes which continues for four-
and-a-half measures over a sustained trombone trill with tremoli

N
in the timpani and basg\&rum parts.
The opposition of oszbestral lulls and outbursts continues.
T~
At [:], the four measures of choral prayer "Fende 1'etra un torvo
e cieco spirto di vertigine'" (accompanied by high, sustained
tremolando strings, organ pedals, and doubled by four bassoons and
three trcﬁbones) are answered by a two-measure downward rush of
chromatic sixteenth notes played by the pigcolo, flutes, oboes,

clarinets, and upper strings. The prayer is taken up agiin with

the words "Iddio scuote il ciel bieco" and once more it is cut



~short by the storm's fury indfcated by the heavily-orchestrated,
plunging scale passage.
. Three measures hefore , the storm again subsides into
long, sustained notes with an »minous quarter -note "wind" figure
in horns marked come un lamento, while Verdi's "weeping' semitones
are playvd by the bhassoons, cellos,; and double basses (Example 4).
Four measures before [:), the staccato triplets reappgar in
the strings, indfcating another building of the storm's intensity.
The tempest and the battle break out in full fury at [:J with a
serfes of unison quarter notes {or cornets, trunmpets, and tenor
trumhones—‘playiné‘?irst seven F-sharps, then seven B's a fourth
‘higher, and finally seven E's above that. The dramatic "war-call"
. effect of these (gffiﬁﬁjmg blasts i{s made even more ferocious by
the inclusion of three rising grace-notes to each of the quarter
. o
notes. Four horns play in unison with the cornets, trumpets, and

trombones on the first seven quarter notes and a fourth below them

on the remaining fourteen tones, hut without the acciaccatura

preparations.

This leads to the powerful tutta forza homophonic prayer
"Dio, fulgor della bufera" seven measures after [:J. The third
measure of the passage is punctuated by trills played by the
cornets, trumpets, and trombones followed in the next measure by
descend ing kriplets. The choral prayer is taken up once more,
and again it {s interrupted by the brass.

Thirteen measures before‘[:], there occurs another lull in

()7
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"
the storm, this time {n order to expose (for the first time) the
evil character of Tago. As the ensign tells Roderfgo that he
hopes that Otello's ship sinks ("L'alvo frenetico del mar sia la
«ua tomba"), Verd{ accompanied the descending vocal phrase with
high tremolando violins and*violas punctuated by accented off-beat
descending quarter notes in the basson, cello, and double bhass
parts, made all the more foreboding with the addition of two
preparatory acciaccature (FExample 5).

. .

Four measures before , however, the populace (l(‘cl.{res
Otello's ship saved. The agitato staccato triplet figure returns
in the strings as the ship prepares to dock. The soft, nervous
pulse effectively portrays the ship's crew scurrying about their
duties. The figure {s made even more frantic in its setting againsg
duple staccato efighth notes played by the bassoons. Tﬁ% triplet
pulse culminates three measures hefore with repeated triplet ¥
G-shdrps for tutti orchestra which gradually diminish in dynamics
and descend through four octaves. These fanfare-style repecated
tones herald the entrance of the triumphant Otello with his famous
salutation "Esultate! L'orgoglio musulmano sepolto e in mar."
This powerful vocal phrase {s scored with great economy of means.
It is accompanied only by sustained horns punctuated by occasional
forte arpeggio or heavily-accented double—stopped }ﬁﬁﬁzﬁrﬁn 'he
string parts.

Verdi took special care to highlight the voice in thi section

~

of near recitative because it provides the listener's first

“
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impression of Otello. 1Tt {s poqeibly thc m&iz nrrikiny example of

42y _waq
the declamatory style {n the opcrﬂ“ ;

@w ‘
Otello is greetediﬁiggiu'rhorﬁgf 7

breaks into a lively 6/8 Al ro vlvar¢ :

v and the music

A\U
~the-fourth mrasure

- -

.-A.ﬂ QAN
after [:]. The first faur mcaenros of'thlq section contalin a

repeated fanfare flourish fqr cornets and 't rumpets as Otello

enters the fo}tress. The storm, though greatly suhsided, continues
with sporadic bass dnim tremoli and the persistent distant rumbling
of the organ pedals.

An agitated "Victory Chorus" begins at [:]. The light,
dance-1like accompaniment, consisting only of fragmentary three-note
staccato figures played by the oboes, clarinets, and bassoons
(st111 with the organ drone) is a dramatic contrast to what has
come before. With {ts quick, detached nature, this music is
similar to Verdi's conspirators' and murderers' music in such

operas as Rigoletto, Macbeth, and Un Ballo in Maschera.

After a final "Eviva" at [:], the storm begins to subside,
the organ pedals becoming gradually quieter7 and the piccolo and
oboe "lightning" figures becoming fainter. The strings mark the
end of the sto¥m with descending pizzicato tonic and dominant notes

in the final three measures before . As the organ finally

7
- Verdi marked the organ part Levare qualche registro
dell' organo per fare pid piano"—'"Use softer registration on the
organ.



ceases {ts cluster drone at ,‘ the chorus sings a morendo
E major cadence on the wordg "S{ calma la bu¥era."

-

A recitativo scene betwren~tago and Roderigo follows, in
which lago reveals his—hatc for Otello and arouses Roderigo's
jealousy. The most interesting musical point in this scene {s
a brief, deceptively light-hearted passage scored for flﬁtcs,
clarinets, and first violins doubling Iaf®'s detached vocal 1ine
and the remaining strings deployed in a simple basq—chord—bASS—
chord dance dccompaniment (Example 6). Verdi's use of a good-
natured dance style to accompany Tago's words is a stroke of
dramat{c genius. Throughout the opera, Iagq"chieves higAénds
by appealing to Otello as a concerned comrade and friend. The
happy dance tune -in this first scene is an indication by Verdi that
Iago i{s not what he appears to be.

This short passage is imediately followed by an abrupt
downward leap of an octave in the orchestra, the upper note
preceded by a rising grace-note (Example 7). This figure is used
throughout the work as a punctuating gesture to emphasize Iago's
statemen;s.

The Allegro beginning eight measures before [:] depicts the.
flickering of the bonfire flames through falling and rising
sixteenth-note arpeggi played by the first violins, echoed for
one beat by an upward arpeggio in the bassoon part (Example.B).
This "flame" figure is ueilized throughout the chorus scene that

follows—"Fuoco di goia."
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Although 8 famous scene {8 a choral oney its main interest
is found in thA4 or heatra. It ig a brill;antnggﬁggig»n0v¢nent in
Qﬁich Verd{ dem;ﬁ;;rated sonme original sﬁﬁti&é techuiques'and
masterly vritiné for woodwinds and strings. The most effect {ve™
plece of scoring occurs in the efghth n;easure after , in a
series of rapidly alternating staccato Howed and pizzicato notes
played by the violing. These figures portray the dancing sparks
rising from the honfire of the victoripus Cypriots (Example 9).

Another reﬁarkable aspect of the orchestration of this piece

is Verdi's inclusion of a planissimo ringing of cymbals during

some of the soft woodwind passages, adding a subtle touch on\

-

exotft-cﬁfs?lng\;g the acene. The joyful atmosphere fs also
conveyed in the fiAh measure after by pianississimo

leggerissimo e staccato constant sixteenth-note figures played

by the first violins and the piccolo, accompanied by detached

pianissimo wind chords and pianissimo 2122133?D~notes in the

remaining string parts (Example 10).

~Seven measures before , one-beat frfgments of the
arpeggiated "flickering" figureqappear sporadically in the solo
bassoon, oboe, an& ffﬁte‘parts and then in the piccolo, violin,
and cello parts. These isolated figures, coﬁbined with two
descending pizzicato viola notes followed by two more falling
pizzicato notes for ceilos and double basses together, dramatically

indicate the dying fire. o

A repeated pizzicato figure ig immediately taken up by the

“
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violas in the 'second measure nftet @r providing a lighL-hi-rt.ed ‘ T

continuity with the following scene fn which Illgo tnftiates his ;

scheme by getting Cassio drunk. ' | | o s

Verdl used the same upward Mxteenth—note lrpcgsio f’hu,tc:
' . g o

that represented the flamem in thle previous scene to i.ndicnte the -
o
"fire" of the wine {n Cawsio's vel‘ns- Th{figure is firat played e

by the cellog in the third m“mtﬁ of @ ‘and then by the ptccolo, / '

-’

‘and oboes in octgves efght neumrk. later As Casgio's senses are
progressively dulled by the 'liquot, the one-beat ﬁlguré s played
by the flute, piccolo, oboe, and clarinet together in the third

and second measures before . S - LK Ty

P R . . . ) AL )
Cassio cont imues to drink, and tago, sotto. voce, advises L i

® »

Roderigo to pick a fight with the intoxicnted Captain. in a - ] .
r .
recitativo couversation accompanied by sustained st‘ring C‘hords .

An explogive Allegr.'o con brio begiiining elghteen méqbu;;gs L o

'

before @ serves as an "a'ttentio;iag»:étting introdggt'io’n*to Iago';
famous brindisi "Inaffia 1"ugda."‘ In th'g: ninth meh.suxe of th; y‘ )

hri'ef‘\introduct ic;m, a three—mea'sugg__u{\ison passage with a}tés- T
nating staccato and legato f_igute.s. is lpl;yed (Exampleﬂﬁ".‘?"‘ i S |
This is followed by a serfes of falling dhinueﬁ:ig argggg.intgg ‘ ,
figures played bir aboes and firstwviolix_;i for one mea;re, then by.

gecond viol.ins"';‘ﬁd,\_ﬁglarinets for one measuté, and finally the meter

changes to an oninma—-sounding 6/,&*-"111-9 for bassoon and alter-f

nating pizzicato and arco notes tu the cello-and double. bass parts.
".’-\‘k I}
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A further sense of evil {s conveyed by a single rising grace note
< .

on the off-beat bowed pulses.

Throughout the song, Verd{ incorporated the now-characterist fc

octave drop with preceding grace note to emphatically punctuate

\Iago's narrative-—both in the voice part and in the orchestral
accompaniment. It is not the typical, frivolous drinking song of
Italian operatic convention but rather a calculating vehicle
designed by Tago t; bring about the downfall of Cassio. His foul
intentions are indicated by his twelve-measgre verse in the fore-
boding instrumental colors of cello, double‘bass, and bassoan.
Ca;;io's eight-measure legato reply is scored for full strings,
solo flute, oboe and clarinet, bassoons, and horns in a passage
that portrays the Captain's naiveté.

Tago then begins a detached, marcato refrain of twenty-two
measures, again dominated by dark instrumentation with the added
nasal quality of the solo oboe. Iago's foul nature is underlined

"kby Verdi's inclusion of a mocking trill for voice, flute, oboe,
and first violin. eight measures before . The refrain ends
with a striking se;ies of three "glithering" chromatic déscending
runs on the words "beva con me" in the voice part, doubled by the
violiné, violas, cellos, solo claringz, bassoon, and horn (Example
' 12)l. In the tenth measure after , the refrain is repeated by
the chorus with an orchestral tutti accompaniment th;t includes o

violins, flutes, horns, oboes, piccolo, solo cornet and sole

trombone doubling the vocal melody.
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The second verse follows the same form as the first
including Tago's refrain and fts repetition hy the chorus with
an augmented orchestration. Verse three begins in the fifth
measure after . Cassio is by now completely inebriated
and interrupts lago's verse after only three measures.  Three
measures later, lago cuts back in, but is again intervupted by
the tipsy Cassio after two measures. lago then attempts to start
the refrain anew but Cassio breaks in every second measure.
Tension builds with constant staccato triplets played by t he
.violqs, cellos, and bassoons twelve measures before , assumed
by the violins, double basses, cornets, and horns five measures
before as the chorus laughs at the drunken Cassio.
* At Cassio tries to btegin the verse but breaks off after
only one measure, unable to remember the words. This is accom-
panied by short, disjoint?d §£gggegg_wind figures and high string
pizzicato leaps which effectively convey the unsteady, intoxi-
cated state of Cassio. Six measures before and again two
measures before [::], Verdi scored a measure-long downward chro-
matic sixteenth-note run in the flute, violin, and piccolo parts
depicting tbe drunken staggering of Cassio. At [::] the chorus
sings a fortissimo version of the '"bevi con me" ending of the
refrain accompanied by a four-measure coda for orchestral tutti
complete with trills in piccolo, flutes, oboes, clarinets, bassccus,
cornets, trumpets, and full strings. ’

The 6/8 meter continues into the next scene of the opera,
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the confrontation hetween Cassio and Montano. Here, the orche-
stration builds gradually . Montano dfscovers that Cassio s
inrnpaﬁlebof hig dniy. Cohdod by Roderigo and lago, Cassio draws
his sword and a duel with Montano vnsﬁes, the music constan®ly
growing in agitation and excitement as the scene unfolds.

The furious action ceases abruptly with Otello's unaccom-
panied command "Abbasso le spade," followed by an emphatic tutta
forza chord and a long dramatic pause. Violins, violas, and
cellos then thunder out alloud, staccato rising six-note figure in
unison (with double basses an octave lower) indicative of Otello'sg
rage (Example 13). He angrily asks three questions which Verdi
left without accompaniment, punctuating ghe first two, however,
with heavily accented chordal interjections in the strings. The
final question is followed by the rising si;—note_figure of
Example 13 played by strings and one final chord for orchestral
tutti. Then, as Otello's anger momentarily wanes, he turns to

"onesto'" Tago and asks what has happened. This chénge of mood
is supported by a single .sustained chord in the strings.

Tago now gathers his thoughts in a measure of silence.

At » he begins his story in short fragmented phrases with

Pianississimo pizzicato chordal interjections played during the
hesitations in his narrative, representing tﬁe scheming thoughts
in his mind before he speaks them. Otello's anger again aroused,
he turns to Cassio and demands an explanation, with the rise 1in

tension conveyed by a tremolando and crescendo sustained string
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chord. Cassio begs forgiveness and says that he cannot speak,
his vocal line drunkenly broken by rests and accompanied by a
pathgtic descending chordal phrase played by the clarinets and
solo bassoonawithfﬁ;anissimo string punctuations on the same
descending notes. . . \
Otello now learns that.Montano has been wounded and loses his

temper once again, indicated by a forte-piano chord played tremo- .\

lando by the strings. Accompanied by crescendo e tremolando string

chords, Otello rages that his blood boils in fury. This statement
is emphatically marked once more with the rising six-note staccato
string motive at @

There is a dramatic change of mood as Otello notices
Desdemona. A sustained piano string chord accompanies his query
whether the uproar has disturbed her sleep. But the rising "anger"
motive returns Otello to the situation at hand.t He tells Cassio
that he is no longer his Cabtain, this declaration reinforced by
two forte string chords and’one last statement of the "anger"

motive.

With the Poco piu mosso at the ninth measure of [§§1 the

music becomes more relaxed, settling down to a lengt® sequence

for strings in which the cellos play é throbbing pedal on marcato
F's in alternating octaves for twelve measures, while the violins
establish a rocking "noctur;al" rhytm (Example 14). This subdued |
orchestral passage accompanies thg clearing of the populace from

the scene and Otello's instructions to Iago to restore peace.
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At Otello and Desdemona are left alone and the music
becomes more tranquil over a long pedal F in octaves in the double
basseé with pulsating support from the horns. At the same time,
the rocking rhytlm of Example 14 is taken up by the solo flute,
clarinet, bassoon, violins and violas. This passage, marked

diminuendo sempre, subsides ten measures later, leaving only a

solo muted cello to continue the "rocking" rhythm, élimh}ng to,
high E-flat (Example 15).

In the seventeenth measure of , three more muted cellos

join the texture in a simple yet lush quartet passage which serves
as an introduction to the famous duet 'Gia nella notte densa."
The range and variety of Verdi's orchestral inventiveness increases
as the piece proceeds. Tt consistéAof a series of lyrical passages,
each distinguished by its own characteristic orchestral texture and
instrumental color.

The first fifteen measures of thé duet are sung by Otello and\
accompanied by the entire cello sectién divisi a 4. At [::], .
this texture gives way to an accompaniment of muted violins and
violas in four parts as Desdemona reflects on the trials and dreams
that marked their courtship. She asks Otello if he remembers their
early days\of romance. The simpiicity of the dramat%c moment is
conveyed by\the delicacy of the scoring. Two flutes and piccolo
sustain a C ;ajor chord while the harp plays a rising arpeggio

V4
allargando e morendo over a spgﬂ’bf four octaves. Two bassoons

double the sustained low C and G of the muted cellos while muted
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violins and violas also sustain a C major chord. A rich, ethereal
texture is produced when only the harp arpeggio is heard between
the low G of the bassoons and cellos and the C two octaves higﬁZr
in the viola part (Example 16). Eight measures before ,
pianissimo flutes, English horn, clarinets, hass clarinet, horn,
and harp replace the striﬂgs.in Desdemona's accompaniment as she
relates how enthralled she was by the stories of Otello's lifé
("Quando narravi 1'esu le vita"). Cellos and 8ouble basses supply
a discreet pizzicato pulse beneath.

The relative calm of this passage is followed at by

Otello's agitated memories of battleﬁ planississimo martial rhythms

are played by the cornet, trumpet, piccolo, oboe, flute, Ahd
timpani. The harp plays rapid arpeggiated thirty-second-note

figures come un mormorio over agitated rising arpeggi in the first

violin part and restless repeated notes in the second violin and
viola parts. The bassoons make a frenzied céntribution to this
;ection of the scene with staccato off-beat sixteenth—no;e octave
leaps, tﬁe first note éreceded by a grace-note. The cellos provide
pizzicato pulses on the beat while the double basses play a long
sustained counter-melody. This busy texture builds in six measures
to a climax reflecting Otello's passion (Example 17).

In the seventh measure after , a sudden tranquility is
introduced by a measure of repeated sixteenth notes in octaves

played by the violins staccato, leggerissimo e diminuendo. This

shift effectively sets the mood for Desdemona's "Poi mi guidavi
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ail fulgid{i deserti," in wh{sh she qusiﬁﬁimg‘vocal Iine {s doubled
by the English horn nn:i solo flute in unison, #ccompanied by the
repeated—note figure played hy the Y}ollnsbénd violas, sustained
high harmonics by the cellos, and plano arpeggiated chords on‘tﬁe
first beat of each measure by the‘harp (ExampleVIS). |
Another abrupt change of ‘orchestral colorl occurs at
with Otello's sweet and passionate reply "Ingentilia di lacrime

la storia 11 tuo bel viso." Sustained planississimo strings and

gently-moving pianissimo woodwind parts accompany Otello's
statement that he was touched to see her so affected by his
stories.

The Poco pii largo two measures after presents one of

the most exquisite moments in the opera. Otello sings "E tu
m'amavi per le miei aventure" accompanied by a leggero

planississimo high-register tremolo for violins, violas, and

cellos—the first violin tremolo doubling Otello's noble vocal

line (Example 19). Desdemona repeats this phrase and text four
measures later with the personal pronoun suitably adjusted and
with an expanded orchestrat'ion that includes solo»flute dogbling
the voiéé;i‘d second flute, English horn, and bass clarinet playing
counter-melodies. The orchestral texture then changes to a rich
arco low st’%g sonor ity as Otello and Desdemona alternate vocal

" phrases for %mres.

- At @ t‘ orchestral tension builds while Otello if¥ites

death to challenge his happ:.ness ("Venga la morte"). The voice
|



1s accompanfed by a sustained chord played by the horns, oboes,

clarinets, and English horn, tremolo in flutes, and a rising

arpeggio in bass clarinet. After four measures tremolando strings

-

aEe added to the texture, and the flutes cease their tremolo.
As Otello's passion calms, the tremolando agitation in the strings
dies away and pifanississimo sustained chords in wm)d.winds and
strings project a more subdued musical background. Four measures

before EX] an orchestral representation of passion-filled heart-

heats isg produ{(‘ed by B-natural pulses in octaves for the harp with

excited off-beat syncopated triads played by the horns (Example 0).

The syncopation continues at nyow assumed by violins,
violas, flutes, and English horn in a rising triadic "celest \al"

passage with the harp providing broken chords as Desdemona prays

»

for heaven's protection.

Otello's reply "A questa tua preghiera 'Amen' risponda" ig

&l

accompanied in a lush homophonic setting for woodwinds and horns.

Desdemona repeats the two-measure "'Amen' risponda” phrase supportsd

by full strings pianissimo.

Six measures before , the first violins and solo oboe
commence a rising semitone sixteenth-note figure for five measures
indicative of the "weeping" motives of other Verdi operas as Otello
st.';ltes that his joy is so great that he weeps (Example 21). One
measure before » the violins play an ascending broken A—sharp
diminished-seventh chord which leads to the famous "bacio" mot ive

at . The motive {is basically an orchestral one with its
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melody played by tremolando first violins, solo clarinet, and oboe,
with sustained chords played hy the remaining strings, flutes,
English horn, bass clarinet, bassoons and horns (FExample 22).
Otello's sporadic interjections of "un hacio" impart a dramatic
pathos seldom equalled in the operatic literature. The final vocal
phrase of the-potive-~"ancora un bacio'--1s made even more pofgnant
doubled by the solo clarinet.

At the Rog_o_dpiﬁ"’]e‘n_t_g nine measures after the harp plays
three'measured rising arpeggi pianississimo while viqlins and
violas sustain high pifanississimo E's and G's for nine measures.
Flute and English horn play long unison notes that rise in semi-
tones to change the harﬁgnic structure of the passage. This
;ransparent, subdued orchestral texture effectively cre;tes t he
atmosphere of the clearing night sky and the now-peaceful evening
as Otello and Desdemona wal? slowly to the fortress.

They sing their final vow of love with a "shimmering"
orchestral background of high-register violins and flutes tremolando,
ethereal trills played by the violas and piccolo, sustained tones
played by the English horn, bassoons, clarinet, bass clarinet, and
horns, and constant thirty-second-note arpe;gi for the harp
(Example 23).

As Otello and Desdemona disappear into the fortress, the
first violins sustain a high trill while the cellos divisi a A

play the calm, contented theme of Otello's opening phrase of the

duet—"Gia nella notte densa." Three measures from the end of

O
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the act the violin tr{ll is reduced to two solo instruments and
the harp strikes a serfes of descending. tonic-dominant tones to

a low D-flat as the curtain falls.

Act Two

, In the brief orchestral prelude to the second act of Otello,

Verdi introduced a simple motive which is utilized for a variety

of dramatic purposes throughout the opening scene. The figure, .
always in the minor mode, consists of a rising sixteenth-note
triplet and a single descending quarter note. It is first heard
played fiercely in unison by four bassoons and cellos, followed
in the next measure by clarinets and violas. The listegtf is,
at once, given the impression of evil and plotting (Example 24).
Then the music relaxes to a deceiving elegance in preparation fou:
the raising of the cu’%ain and Iago's scene, beginning in the “
seventh measure after . Here is Shakespeare's villain at his

smoothest-—advising Cassio to seek Desdemona's help in retaining

his honor. A broad, lyrical theme borne out of the opening motive

dominates this recitative-like scene, usually in string sonorities.

The dramatic action moves quickly. Cassio retires to the terrace
to await Desdemona and Tago sardonically declares that Cassio's
ruin is imminent.

Eleven measures before'[:], the entire orchestra plays a
tremendous fortissimo‘melody, spanning five“ztaves, which intro-
duces Iago's famous Credo (“"Credo in un Dio crudel) (Example 25).

One of the most powerful musical drematizations of evil ever
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composed, the Credo displays inspired orchestral technique.

Tago sings his declamatory statement of helief over
fortissimo trills in thirds in the low register of the clarinets
and violas joined by unfson trills in obods three measures later
and trills for baésodnﬁ with timpani tremoli three measures before
[:]. The passage is punctuated by a forceful staccato e fortissimo
sixteenth-note ascending scale played by the piccolo and violins
and two heavily-accented closing. chords at [:] for full orchestra.

In the second measure of [:]. the 'mood changes as two string
passages denoted aspramente ("bitterly"; are heard. The first
passage consists of a unison theme made up of a sixteenth-note
mordént and a series’of descending eighth-note triplet figures,
followed by.:.one—beat; rising scale for ;iolas, cellos, and
double basses and a series of falling piano tonic and dominant
pizzicato tones introducing Iago's phrase "Dalla vilta d'un germe"

("from the vileness of a worm") (Example 26). This text is -

~
punctuated by two abridged statements of this motive. Verdi marked
these measures pppp and the theme seems to indicate the crawling

of a worm.

In the seventh measure of (:], the composer wrote a second
phrase with the aspramente indication coneisting of the opening
triplet motive of the act followed bx tﬁreé trills scored for salo
oboe, violins, and violas, This passage, played over a cluster of

notes played in the low register of the bassoons, double-stopped

cellos, and divisi double basses, portrays the relentless and



determined evil of iago.

Five measures heforg [:}, the strings play a one-beat
downward thirty-second-note scale which leads immediately to a
return of the powerful tutta forza opening of -the Credo, this. -
time with Tago acknowledging'his belief at the ;op of his voice,
"Si, quest'é la mia fel"

At [:], cornets and trombones begin a repeated triplet
fanfare figure on a C minor chord while the upper, strings, piccolo,
flutes, oboes, and clarinets play the falling mordent—triﬁlet
figure of Example 26 diminuendo and with arco staccato notes as
opposed to Ri;ziggzﬁ.

Beginning with the words 'Credo con fermo cuore”" in the
third measure of [], the strings are eliminated from the accom-
paniment, the first,phrase of the passage being supported solely
by the martial cornets and‘trumpets. With the words "siccome credi
la vedovella al !meio" ("as believes the widow at the church"),
Iago sings a deceptively gentié melody, still accompanied chordally
by cornets and trumpets and doubled by the solo oboe, clarinet,
and bassoon. This change in musical character is again a warning
by the composer of the varied faces of Iago's treachery-—-one moment
defiant, bold, and contemptuous and the pext moment charming and
suave. The evil constantly turns in his mind, indicated orche-
strally by the sporadic mordent figures in the strings as ;e vows
that hi; destiny in life is to perform demonic deeds!

At Tago grows more excited and frantic, depicted by

constant alterations of the orchestral dynamics. B
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Second violins alone tremolando e pianissimo support his vocal

line as he reflects onikhe futility of man's life. First violins
and violas are added at the second measure of with the bassoons
ana cellos playing the downward octave-leap with preceding grace-~
note (associat@@ with Yago jn the first act) in the fifth messure
of as the orchestrstion&acomes dynami'cally more agitated.

The seventh measure of {:] is a powerful fortissimo tutei
with accented repeated triplets played by the cornely, trombones,
trumpets, horns, bassoons, cellos, and dguble basses with the high
strings and woodwinds playing the sixteenth-note mordent and falling

eighth-note figure that permeates the entire scene.

At the stringendo 8 poco a poco elght measures before ,

Tago begips the final statement of his creed, declaring that. man
is a toy of wicked fate from "the germ df the cradle” ("dal germe
della culla"). An agitated orchestral intensity is created by
tremolando violins and violas Jith the cellos, bassoons and solo
horn echoing Iago's vocal line one measure later. This passage

culminates four measures before [:l with a fortissimo tutti chord

with string tremoli and rolls for the timpani and bass drum.

Two measures before t:] low-register strings, oboes,
clarinets, and ‘bassoons play a rush of staccato sixteenth notes
subsiding two measures later to a piano, sustained drone played by
the violas and cellos. As Yago speaks the words "al verme dell'
avg’l" ("to the worm of the grave"), the ominous presence of Death

is portrayed by a pianississimo tremolando C-sharp In low cellos,
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a low sustained trill in violihs and violas, drones in horns, .

=T
bassoonl,‘alternat ing quarter notes and i{e;mﬁ_p_ beats in clarinets,
and a sustained pppp roll of the timpani (Example 27).

’

f'Then. in the fifth measure after [:], with only a sustained
unisoﬁ(b'fh cla}inets and violas still sounding, the'atmospherg
relaxes and a subdued, harmonized legato version gf the Credo's
opening orchestral statement is played by the woodwinds, hotns,
and strings, ending on a pianissimo sustained éﬁord in the low .

register as Iago acknowledges the fnevitable coming of death,.

His word "morte" coincides with another pianississimo chord and- &

a single stroke from the timpani and bass drum. After a death-like .

.

pausa fermata, -another two measures of the soft legato versien of

the Credo theme is played by ;he strings alone, coming-?nce more

to a silent pause as lago asks ''e poi?" ("and then?"). The
homophonic string passage contin@es for two more measures and then 3
Iago repeats h}s query. The first three notes of the Credo theﬁe
are now heard in three iow pizzicato notes for cellos followed by

a unison arco half note rising a semitone to a quarter note in
cellos and double basses marked pppp.

" There is another ominoua.silence and Iago mockingly proclaims
that death 1is nothing‘("La Mort? e i1 Nulla"). A four-measure,
brass-dominated- fortissimo orchestral coda begins efght measures
before @ with trjlls in upper strings, ringing ;yiwbals,- and )
falling triplets and trilfs in upper woodwinds, supporting his final
ttiumﬁhaysﬂgutburst that "heaven is an old fible" (“E'wggchia fola

il Cciel”).
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The staccato triplet motive now descends through the winds
and s;rings diminuendo for two measures, followed by two measures
of staccato eighth-note duples descending from the Qiolins, to the
violaé, through the cellos to the double basses. These four
measures form a connecting hridge to the next scene of the opera

which begins at [:].

The strings now play a quick leggero e staccato passage

similar in nature to the "conspirator" music of Verdi's earlier
works. This constant light, detached movement effectively portrays
the scheming of Tago as he puts his plan for Otello's ruin into
action. Otello enters and Iago indicates Desdemona and Cassio
talking in the garden. Otello's anger and jealousy surface as

Iago questions Desdemona's relationship with Cassio.

Iago's treachery is perhaps best portrayed by the orchestra
in the ninth measure of [:] when he warns Otello to beware of
jealousy with the words "Temete):signor, la gelosia!" set by Verdi
to a mysterious homoph@nic sequence of chromatic mosement for the
_entire orchestra. The rising—falling Motion of the sinister,
pianissimo accompaniment ;nd the sotto voce treatment of Tago's
vocal_line‘convey an atmosphere of evil and poisonous deceit.

At 1o stesso movimento twelve measures before [:], Tago

tells Otello that jeaiousy is a "dark hydra, malignant, blind,
that poisons itself with its own venom," his ominous, "snake Like"
vocal line doubled by unison violas and solo clarinet with b-ssoon

and cellos an octave below. The passage concludes with a dewonic
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trill in the voice part, violins, violas, flutes, oboes,
clarinets, solo bassoon, and two horns one measure before [:1
(Example 28).

“ otello states that there must be investigation and proof
before he will doubt his wife, his emotional turmoil depicted
by a turbulent, agitated orchestration.

At [:] the draﬁatic tension suddenly relaxes as the chorus

is heard singing offstage in the garden, accompanied solely‘by a

8 .
tonic-dominant ostinato for cornamusa . In this pastoral . atext,

Iago, in a rapid recitative monotone, advises Otello not to suspect
Desdemona but, rather, to watch her carefully (Example 29).°
During a brief interlude in which the strings play a series

of piano rising and falling sixteenth-note figures con eleganza,

Desdemona enters, surrounded by women, children, and sailors.
Flutes, solo clarinet, bassoon, and horn enter four measures before
[:] adding a gentle, "rocking'" feeling to the orchestral accom-—
paniment. This scene musically and dramatically provides the
necessary relief from the tremendous tension that has been building
since the beginning of the act.

At [:] the chorus of women and sailors sing the son; heard

previously, accdmpanying themselves on the '"guzla (una specie di

8 ,
Bagpipes. Verdi indicated in his score that this part may
be played by two oboes and this is the case in most modern
performances.
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1
mandola)"9 and "piccole arpe ad armacollo.” 0 Now, in addition to
the offstage cornamusa (or two oboes) ostinato, the song is
accompanied by rising and falling sixteenth-note arpeggi for
S 11 12
mandolin™" and eighth-note strums of guitar = as well as an
arpeggiateddostinato figure in first violins and a subdued
dominant-tonic alternation in woodwinds, horns, and lower strings.

Second violins and violas provide off-beat pizzicato pulses for

four-and-one-half measures and then soft arco tremolando on-beat

chords for three-and-one-half measures.

At [:] there is a change of meter to 6/8 and Verdi left the
accompiniment entirely to the stage instruments as the children's
chorus sings a unison tune against a 'rocking" vocal rhythm set

by the adult chorus.

At the Un poco pid animato in the eighteenth measure after

[:], the baritones of the chorus sing a melody as they offer

Desdemona necklaces of coral and pearl, accompanied by leggerissime

9This indicates a mistake on Verdi's part as the guzla is
"a kind of rebab, a bowed instrument with one string only." The
mandola is in the lute class with a rounded back and a short neck.
See Marcuse, Musical Instruments, p. 328.

1Q

Small harps resting on the shoulders.

llTwo harps may be substituted.

12 o harps an octave lower may be substituted. &8

[4



staccato sixteenth-note arpeggi and doubled by cornamusa and

guitar, the rest of the chorus singing sustainedkpianississimo
éhords beneath.

In the ‘second measure after , the women begin a melancholy
unison tune in G-sharp minor accompanied by a "rocking"-rhythm
provided by the onstage instruments, children's chorus, and!meﬁ's.
chorus.

The opening choral sequence is repeated beginning at ', .
with the pit Prchestra participating as before. 1In the ninth
measure after [:], Desdemona begins a éﬂl&é coda echoing a vocal
phrase sung by the chorus four measures earlier. An ethereal

atmosphere is created by pianississimo high tremolando chords in

the violins and violas, and low pedal E's played by the cellos and
double basses. Flutes, oboes, and clarinefs double Dgsdemona's
lyricai vocal line in thirds, while the bassoon and solo horn pléy
counter-melodies. M

btello, moved by the scene, sings a‘féw brief interjections
while Iago, in a sotto voce aside, vows to ruin this love and
beauty. The high tremolando string chords and low pedals ﬁave been
sustained throughout the coda and now diebaway. An instrumental
postlude begins at with first violins playing a long pianissimo
legato sequence of constant sixteenth notes, harmonizedwby an almost
constanﬁ quarter-note movement in the remaining strings, flutes,
clarinets, bassoons{ and.hqrns. In the sixth measure of the post-

lude, the first violins (still in sixteenth notes) play an E major

scale while the accompanying instruments come to rest on a long

P

-
—
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held E major chord.
o .

The chorus disperses and Desdemona comes towards Otello,
violins alone playing rqpeated‘ high leggero E's in octaves. The
floating, celestial quality of the throbbing, high-register strings
effKectivevly ::md simply portrays the beauty and innocence of Otello's
wife. Piano flutes and clarinets accompany her tranquil opening
vocal phrase in thirds, while the solo oboe adds a plaintive
qu;lity as it doubles Desdemona's melody in the tenth measure
after . Desdemona passionately asks that Cassio be pardoned
and the texture gradually thickens with the addition of sustained
high-register strings, woodwinds, and horns, tﬁe violing doubling
Desdemona's part in octaves.” In the first measure after ,
Otello refuses to forgive Cassio, the abruptness of bis refusal
‘being conveyed by the words 'Non ora" sung unaccompanied. Once
more Desdemona asks her husband to restore Cassio's honor, her

voice supported by sustained chords played by the strings with a

con espressione solo oboe part in the third measure after . :

Otello repeats his unaccompanied refusal '"Non ora," this time

Y . “
marked con asprezza ("with harshness') and followed, in the seventh

measure after , by a fortissimo outburst played by the oboes,
clarinets, bassc;ons_, horns, and strings, including an initial
triple-stopped chord for first violins. In the next measure,
Desdemona asks why he reacts so viciously, her fear depicted drama-
tically by four measures of tremolando second vic;lin§ and violaé,-

a falling sixteenth-note chromatic figure in the first violins and

¢
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texrifying fortissimo pizzicato "thuds" on the first heat of each
meagure; Her agitation Increases two measures before , a more
restless orchestratfon portraying that feeling with a series of
descendiné sixteenth-note scale runs played by the violins and
loud syncopated chords in ohoes, clarinets, bassoons, horns, and
violas. '
~ Desdemona tries to wipe Otello's brow with her handkerchief

at , an und;rlying turbulence provid.ed by pianissimo syncopated
chords played By the vioiins and violas with urgent repéated eighth
notes played by the cellos.

Inv the sixth measure after , forte eighth-note string
chords punctuate as Otello throws the handkerchief to the ground
in rage. Following a tension-filled Béggg,‘Desdemona says éhat she
is sorry if she has unknowingly offended Otello. This subdued,
pathe;ic apology is supportéd by four measures of pianissimo off-beat
chords played by the violins, violas, and cellos and three measures
of‘first violins doubling the voice (violas a third below) with
sustained chords played by the second violins and cellos.

This phrase leads directly into a quartet which begins in
the nineteenth measure after with Desfdenlonaﬂ's wordsv "Dammi la
dolce e lieta parqla del perdone.”" This piece represents a
dramatic-musical form that Verdi had utilized since the outset of
his career—a quarfec in which&four totally;differenp pointé'of
view are expressed. Qesdemona laments her treatment by Otello in -

a lyrical line, while Otello, ignoring his wife, soliioquizes
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bitterly about his suspicions. Iago and Emilia carry on an
argument over Desdemona's handkerchief, Iago eventually snatching
it away from his wife and remarking that his plan is already
working. It is not a show-stopping pilece like the Rigoletto
quartet, but the clear differentiation between characters and the
simultaneous presentation of three dramatic situations make it

¢

one of Verdi's sﬁpreme ensemble achievements. .
The orchestra plays an important part in conveying the
dramafic characterizations within the quartet, and perhaps nowhere

is this more clearly indicated than in the first few measures of
ghe piece. Desdemona's pleading line is supportedﬁby planigsimo
legato chordé in the strings wifh first violins doubling her vocal
line. In the third measure of the quartet, Otello comments

bitterly on the situation with abrupt staccato sixteenth-note

chords repeating pianissimo in violins and violas, and pianississimo

in the cellos and double basses. The detachﬁgypulses sound as the
nagging and confused thoughts in Otello's mind (Example 30).
Throughout the number, this alternation of short,vagitated figur;s
to characterize Otello’s annoyance and lbng, flowing lines portray-
ing Desdemona's passionate pleas i§ maintained.
At there is a momentary relief ijoui the constantly
building tension as Desdemona is left singing alone a long,
L

descending line con calore (“with affection”) accdmpanted by

pianississimo dolcissimo triade played by the solo flute, oboes,

clarinets, and tremolando violins and violas. .

1 —_



As the othér charactérs return to the ensemble in the fourth
measure of , the orchestration once more becomes more agitated
with‘ffantic, rapidly-repeated B-flats played by the second violins
and cellos, upward octave leaps in the double ba s and bassoons

(with preceding acciaccature), accented double-sto eighth-note

chords for first violins and violas, marcato chords played by the
horns on each beat, and a constant crescendo roll in timpani. ®
All- the voices ;ing together for the first time in the next
measure. This remarkably effbctive passage of orchestration
.Includes a note by Verdi concerning the trumpet and trombone
parts——“Se non si pud ottenere un pianissimo, si ommettano Trombe
é Trombone. Nei_piccoli teatri sard meglio ommetterili
addirittura.13" It is obv}ou;M}rom this indication that Verdi was
trying to achieve a brief emotional '"lull" as the characters con-
. template their situations. The agitated orchestration resumes for
one measure as passion rises, and then another desperate, emotional
ebb is orchestrated in _the_eighth measure after , followed by a
“section of unaccompénied singing where all four éharactefg‘state
their predicament one last time. A single pizzicato Choﬁﬁ is
played by tutti strings and the orchestra begins a pianissimo
pbstlude.at [:] which includes a rising doléissimo vocal line for

‘Desdemona. Tremolando second violins and violas add a touch of

[

13 ’ ' : '
"If it is not possible to obtain a pianissimo, one should
omit the trumpets and trombones. In small theaters it will be

better to omit them anyway." “«

124



125

pathos as the distraughg Otello orders Desdemona and Fmilia away
and the quartet dissipates naturally. ’

The succéeding scene between Ilago and Otello is characterized
orchestrally by syncopation, chordal punctuation, and intense
string tremoli as the Moor, tormented by h;s suspicions, demands
proof from Iago.

In the last two measures'before , a "horn—cai ' .»ward

leap of a perfect fifth sounds twice in bassoons, trombornes, (-llos

and double basses, accompanied by senpre pid forte tremolando

-string chords, a long timpani roll,.and sustained wind chords.
This intengg orchestration, heralding another emotional outburst,
supports Otello's questioning exciamation "ed ora!...ed ora..."

whiéb leads to the powerful declamétory sequence '"'Ora per sempre

addio" at .

This piece, based on the famous "Farewell the traﬁquil mind"
speech from Shakespeare's play, represents Otéllo's acceptance of
his predicament. The strong martial influence of the number,
conveyed by the ﬁfour—to—a~measure".strUmming of two harps and
Eizzicato double basses divisi a gﬁattro, Creates the pathetic

(

picture of a proud warrior felled by his wife's 1ndiscretions

(Example 31) Ihroughout the number, fanfare-like flourishes
reinforce the idea of military strength——an 1ronic contrast to-
the eFotionally—dévastated condition of tﬁf man supported-by-chis
.orche%tration. |

ptello desperately exclaims that he is ruined ("Dellia gloria

‘\‘
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d'Otello e questo il fin"), his“bitterness and despair emphasized
by two measures of brass-dominated marcato chords. This leads

to , where violas and cellos begin a constant, f&estless

triplet figure planississimo molto staccato e tremﬁ: Mlian‘g_io which
represents Otello's agitation and frustration as he ‘ggain demands
proof from Iago. The figure continues for fifteen measures,

gradually being augmented by other instruments and creccendo poco

a poco. It culminates three measures before with a fortissimo
crash for orchestral tutti and a long descending sequence of
triplets as Otello hurls Tago to the ground. At this
orchestral outburst rests momentarily on a sustained C in three
octaves for woodwinds, st:iﬁgs, horns, and bass tromhone as Iago
cries for diving grace to defend him from Otello's wrath. Iago
deciares that honesty is dangerous and stri;mgs play a measure of
r:ising sixtec;.nth notes ending with an abrupt _t_u_t__g_; chord at .
Then, unaccompanied, Otello stops Tago from leaving with the words
"No...rimani."  As Otello admits "forse onest;o tu sei" ("Perhaps
you are honest"), two ominous sustéined chords are played by oboes,
ciarinets, and two solo b;ssoons. The haunting quality of the
instrumentation soundé as a death krieil, indicating that Otello's
acceptance of lago's story will culn’zin.?te in hi‘s.even'ct--xal demise _,

(Example 32). ' o

A piano ‘e leggero accompaniment of on-beat eighth-note pulses

in cellos and double basses alternatingv.with off-beat eighth notes

in violins/begins in the seventh measure of ' asy\"ello says
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that he gelieves that Desdemona is trustworthy. Then, as the
doubts re-appear in his mind, the alternating pulses stop and
oboes, clarinets, bassoons and two horns play & triadic flourish.
The alternating string accompaniment resumes as he admits "e credo
che non lo sia" ("and U pelieve she is not")., TFollowing his words

v

"te credo onesto" the string pulse again stops and his suspicions
vare ;nce more indicated b‘tﬁm upward triads in two horns, bassoons,
oboes, andvclarine;s. Nine measures befqre [::1, the restless
alterqation starts again as_Otello, completely distraught, says
he also believes her insincere ("e credo disleale"). This.
utilization of the orchestra to portray suspicion interrupting
Otello's positive thoughts abouﬁ’ﬁfgwwife shows Verdi's unique
ability to translate the dramétic cpnflict of the scene into aural
terms. )
Iago's famous "Era la notte" beginning in the second measure
after demonstrates orchestral technique that is brilliant in
: /
both its dramatic tevelatibn and in its simplicity. Its first
section is homophonic in style with muted first violins doubling
Iago's insidious mezza voce vocal line as he tells of Cassio's

"supposed" dream. Muted pianissimo second violins and violas and

nuted planississimo cellos accompany chordally for the first

twelve measures of the piece with unmuted double basses joining
the texture in the ninth measure (Example 33). As Iago imitates
Cagsio's voice in a monotone vocal line, the orchestration changes

complefély, with Cassio's word- accompanied by a closely-spaced
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series of pianississimo four-part chords for three flutes in their

v

lowest register and solo oboe (Example 34). The resulting effect
is a strange, almost supernatural one, highly suitable for the

narration of a.dream. Two solo first violins con sordini, two

solo second violins con sordinf e tremolaggo, and a éingle muted \
cello tremolando then join the flutes and oboe in a ddﬁnward
chromatic run three measures before which, when combined
with Tago's descending chromatic line, give the passage an
incredible sense of evil and seduction.

Iago continues his description pppp at the Pid animag}o at m
now accompanied by constant eighth—note movement in muted Aiolins
and violas,ithe‘seconékélarinet, solo flute, first bassoon, .with ' o
pizzicato first beats in muted cellos, unmuted basses and a series
of pedal tones (with preceding grace notes) for sdlo third horn.

In the eighth measure 6f Iago once more affects Cassio's
voice cupo ("gloomy") supported with dark pianissimo chords ih\\

clarinets, single bassoon and solo horn. - . k 3

A four-measure dolcissimo ;E;inguphrése follows with the
first violins‘CIimbing to an ethereal E4 played in hérmoniCS.
At [::] Tago reassures Otello that he was only narrating a dream,
knoudﬁg full well that he has sown the seeds of suspicion.

In a short recitétive section Iago télls Oﬁello that he has
seen Desdemona's handkerchjef in Cassio's hﬁnd. &he o;chestra
depicts Otello's anguish in a series of syncqpated chordal inter-

a Y

Jections.
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In the thirteenth measure of agitated triplet motion
begins iq the violins, violas and cellos pilanissimo, while piccolo,
oboe,_clafinets, bagéoons and double basses contributé a8 series of
punctuating large intervallic leaps with a grace note preceding
the first note. The similarity between these‘figures and the
punctuating devices connected with Iago in the first act is no
mistake. In this instance, ‘it is Iago's verbal poison that has
caused the agitation and anger represented by the triplets. The
‘kdynamics increase gradually as Otello's“passion rises and a
serpentining line for solo oboe and tw§ clarinets (doubling Otello's
vocal 11;}} replaces the interv#llic leaps three measures before
[ |

At[::] Otello's anger reaches a climax, Aramatically
portrayed by Verdi's orchestration. The triplet "agitation"
figure is played fortissimo by flutes, piccolo, oboes, clarinets

and. full strings whil gons, horns, cornets, trumpets, trom-"

bones and timpani p hattering fortissimo syncopated

chords. Otello scred times for blood— (Ah! sangue!
sangué! sanguef"), eﬁcﬁ cry punctuated by a tremendous tutti chord. .
The great ﬁvengeance" duet "S1i, pel ciel" begins in the
fourth.m'eamqreﬁ' after wvith a c-h.'ange of meter to 3/4 and one
last tutta forza chord. Then, a seething diminuendo sustained -
tremolando chord is plapyed by violins and violas and Otello begégsb
’ . 3

his vow of vengeance, his monotonic vocal line accompanied by’thex

darkest of orcheétrations-—a cupo melody for solo clarinet, bass
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clarinet, bassoons, and horns with planississimo off-beat timpani

and an ominous stroke of bags drum on the third beat of each

measure and an effective arco eighth note on the second beat of

each meagure in cellos (preceded by four rising thirty-second notes)

and a pizzicato eighth note on the third beat of each meagure in
cellos and double basses (Example 35). ‘

In the fourteenth measure after [::], the first bassoons and
violins double Otello's vocal line while the violas and second
b;ssoons play a parallel line a~aiith below. Cellos and double
basses play a constant sixteenth-note sextuplet figure based on
the "snake—iike" vocal melody and solo horn sustains a long pedal
'G-éharp. One measure later this vocal melody and its harmony are
echoed by flutes, piccolo, oboes and clarinets.

At @ Otello tries to raise himself from his kneea,‘ but
Iago forcibly stops him with the words "Nqn v'alzate andor!"
His command is reinforced by two 'bright fortissimo chords for
piccolo, flutes, cornets, trumpets, trombones, and pizzicato
violins, violas, and cellos. After a silence of one measure, Iago
joins in the veddett{‘oath, singiné the words "Test imon é il Sol
ch'io miro" to the voqdﬁind melody from the opening of the duet.

A

The vocal line is doubledtﬁy the onino?s sonority of b;s;yclatinet,
solo bassoon, solo horn, accompanfed bj the const;?t pianigsimo
sextu;letafigure in violins and violas and punctuated -hy off-beat

timpani- strokes and pizzicato third beats in cellos and double

basses.
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invocation of vengeance '"Dio vendicator!''

The orchestratjon builds in intensity and excitement (a poco

a poco gi;\gendo e crescendp) six measures before . A rising
chromatic run in octaves played by the solo flute, oboe, clarinet,
Qiolins, and violas aqﬂ a similar scale for three trombones in The
next‘measure contribute to this electric effect.

.Two measures after Otello and Iago sing together
(Otello in his opening monotone and lago to the same tune as in
the "Testimon & i1 Sol ch'io miro"). The full orchestral force is
utilized in this concluding section. The score is characterized
by fierce off—beat chérds in violins, double basses, brass, and
high winds, doubling of Iago's vocal melody by the bassoons and
bass clarinet? syncqpated‘chords in horns, and off-beat strokes
in timpani and bass drug (Example 36).

In the f}rst three measures of . t'.he frenzied state of
both men is indicated by demonic fortigéimo trills in piccolo,
flutes, oboes, and clarinets, fénfare figures for horns, trumpets,

. .
and cornets, syncopated horns on the second and third beats of the

- measure, and descending staccatd sextuplet scales played by the

v .
strings.

The climax of ‘the duet begins‘in the fifth measure of 1&&3

witﬁ;a tutta forza passage where every dinstrument of the orchestra

o

ordiné?ﬁquwer (Example 37). Otello and Tago cry out their final

L 4

On the final s&llaﬂle of their oath, the homophonic tutti returns

.

completely unaccompanied.



with an arresting succession of pesante major chords as the

o

act ends.

Act Three
The short prelude to the third act of Otello begins with an

omineus staccato e pianissimo semitone alternation played by the

¢

violas which immediately creates an atmosphere of mystery and
teﬁsion. The prelude is based on a haunting melody in the minor
mode, first heard in connection with "jealousy" in the éecond act
of the opera.14 Here imbedded in a subdued contrapuntal string/“
texture, the theme portrays Otello's jealous suspicions.

The cdrtain rises on Iago and Otello in the armory, their
conversation—in—progress being interrupted by a herald announcing
that the Venetian envoys to Cyprus have been’sighted in the
harbour. Oteilo dismisses the herald and the violins, violas,
and cellos conclude the séction with the final two measures of the
"jealousy" theme.

Iago continues to discuss his plan for:Otello to overhear
Cassio in a revealing and incriminating conversétion:‘

A graceful, piano two-measure string passage in wﬂich

triadic eighth-note motion is prevalent accompanies Desdemona's

éntrance at’ . Supported by ben legato sustained string chords,

4
1 This is the only theme in the opera, besides the "bacio"

motive, that appears outside of the act in which it orlginally
occurs. See Hughes, Famous Verdi Operas, p. 457.

132



133

Desdemona begins the "dolce e cantabile" duet "Dio ti giocondi."
Otello's greeting to his wife "Grazfe, madonna" is sung to the

same melody and is doubled hy the melancholy quality of the solo
clarinet. The addition o{ this "con espressione' clarinet line
indicates the underlying sadness and misery that Otello feels as

he feigns a calm exterior. As the duet‘proceeds, the orchestration.
expands with the inElusion of flutes, oboes, second clarinet, ‘

bassoons, and horns, but the tranquil mood established by the

strings in the beginning still pervades the scene. The two-measure

string passage which opened the duet serves as a brief Bianississiﬁo

postlude at with flutes doubling the final cambjata and cadence.
The mood changes as Desdemona tells Otello that\she wants to

talk again of Cassio, her words "Ma riparlar vi debbo di Cassio"

3

left unaccompanied. The name '"Cassio” triggers Otello's anger
five measures after [:], indicated in the orchestration by a .
"seething" rising and falling sixteenth-note figure played by the \\\\\‘

first violins, a descending ostinato figure played by cellos and

J/ - |
/-

.~ violas, and a four-measure sustained peaal A played by the solo
oboé (Example 38). As Otello's hysteria mounts, dark instrumental .

" colors are gradually added to the orchestral texturg——solo bassoon
and  douhle basses ten measures .hef‘ore and horns in the next
méasure. He demands that Desdemona produce éhe hand#erchief that o
he had given her, which obyiously she is unable to do. ﬁe

threatens her in a '"cupo" unaccompanfed vocal phrase followed

immediately by a foreboding sustained chord for the solo oboe,



.

134

clarinets, bhassoons, and strings, creating a powerful dramatic
effect. As Otello tells Desdemona that the handkerchief is
enchanted, the violas and cellos begin the rising and falling
"anger" motive. Again he asks her to produce'the handkerchief and
the first violins assume the motive. The utilization of a brighter,
' more vibrant instrumental cdlpr effectively depicts Otello's

rising ardor. In the fifth measure after Iﬂ Otello asks for(the
handkerchief.for a third time, his demand punctuated by a violent
tutti chord and a descending sixpeeqth—note chrqﬁatic“scale played
By violins and violas. The orchestration suddenly thiné, indi-

) . .
cating a relax;tion of tension. The first violins play a brief
descending figure which comes to rest on a low sustained E—-flat.

Nine measures after the meter c?uanges to 6/8 and with the

words "Tu di me ti fai gioco" Desdemona dismisses Otello's
insistence as a ploy to divert her attention from C;ssio. Shé
resumes her plea for Cassio; her "con eleganzaﬁ vocal line agéin
supported by strings'indicating a return to her earlier intention.
) Six measures léter, the celloé‘begin the nervous semitone
alternation that opened the act, portr;ying Otello's suspiciéns.
Desdemona continues to ask for Cassio's pardon, her vocal part

now.doubled'by the solo clarinet. A sense of growing tension is

created through pianissimo tremolando violins and ominous pizzicato

beats played by the double basses on the first beat of each meaéurg.
Four measures before the cellos play a rising chromatic-

scale of thirty-second notes which reinforces Otello's cry of
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"I1 fazzoletto" marked "terrfbile." Oboes, clgrinets, bassoons,
horns, timpani, and full strings tremolando sustain a fortissimo
chord as Desdemona finally realizes that Otello is ?jrious.\_Low—
register violins and violas alternate a menacing staccato
sixteenth~note ostinato figure beginning at the Eiﬁ mosso at [:J. .

This figure, puncuated by pilanississimo chords played by three

trombones, creates an electric atmosphere as Otello forces
Desdemona to swear that she is faithful. The dramatic tension of
the scene increase$ nine measures after as the cellos and two
solo bassoons join tﬁe texture playing the descending ostinato
figure. Four measures la;er, the horns and violas double the
somber trombone chords while the bassoons and cellos play a‘
dé;cending then ascending chromatic scale in sixteenth notes as
Otello a;cﬁses his wife of being impure. |

Sixteen measures after , .the orchestral texture dissipates.

Only pianississimo e tremolando violins and violas play as Otellé, f

his vocal line broken b&_twp‘ascendihg chromatic scales pIayed by
cellos, orders Desdem;na to swearl tflat ‘she is chaste. This she ‘
does, supported by an anxious tremolaﬁdo_chofd played by violins,
violas, and céllos. |

The soio flute; piécolo, oboe, clarinet, and violins

suddenly play a rising sixteenth-note scale heard in three octaveg,

culminating in a fortissimo tutta forza chord seven measures before

. This ouf:burst_ is followed by a 'ser_.:[e's' of twelve heavily-

accented chords played by woodwinds, brass, timpani, violas, cellos,
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and double basses, while violins play a descending sequence of

sixteenth notes derived froh the ostinato figure first heard at [:].

This explosive orchgstral passage punctuates Otello's enraged
exclamation "Giura e ti danna" (PSweaf and damn yourself").
Abruptly thgrchestration subsides into é subdued but highly
intense passage of nine measures which portrays Otello's spent
condition. As Desdemona asks Otello to explain his anger, two

oboes in unison sustain.a pedal E and pianiééissimo bassoons, horns,

trombones, timpani, pizzicato cellos and double basses play a dark,
percussive repeatéd figure that represents Desdemona's frightened

heart-beats (Example 39). She begins a lyrical "dolce con

passione" vocal passage ten measures after , accompanied by

soft "throbbing" 4uarter notes played by violins, violas, and

_cellos. Pianississimo flutes and solo bassoon contribute a quality

of innocent sorrow as they are added to the orcHestral texture three

measures later.

At the come prima, fifteen measures before ,, Desdemona

sings a '"cantabile" phrase "io pre cielo per te con questo
.sings & e P .psja\il\‘p_lvq

pianto".supported by the constﬁntly—fepeatihg'quarter—note chords
played by the piccolo, fiutes, oboes, clarinets, two horns, violins, *

and violas. The first bassoons and cellos play a éoun;er—melody in

_quarter ‘notes and a low pianissimo pedal F is played by the doufle

Bassés, second bassoons, and the other two horns.
At , violins in octaves play the ‘theme begun - by Desdemona

fifteen measures earlier while the woodwinds, horns, violas, cellos,

‘and double bésses,continue the pulsing quarter-note accompaniﬁgnt.‘

{
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With this lush orchestral téxture as the background, Otello implores
Desdemona to be honest with him and she calmly states that "Heaven
witnesses her faithfulness." I;mediately, Otello's rage explodﬂ'p
again as, unaccompanied, he exclaims '"No, la véde 1'inferno" ("No,
hell seés it"). This enraged outburst is punctuated by two beats
of rising sixteenth-note arpeggios played by the violins, violas,
3016 flute, and solo clarinet, and a‘b?ief fanfare figure on a
D—sha?p diﬁinished chord played by cornets énd trumpets.
| Otello pushes Desdemona away from him as two measures of
staccato desqending sixteenth—note‘fiéureS'played by the strings
- depict his distress and frustration. Hé breaks down crying, his

| :

tears effectively portrayed in the.orchestration by half-note

D-flats with preceding acciaccature played by the céllos, double

'bassés, horns, and second bassoons. éolo oboe,'clarinet, first
'.bassoons, violins, and'violas play a mournful rising eighth—note
figure (Example 40).

Eleven measures before , the violins, viqlas, obc;e,
clarinét, and first,bassoons play a syncopated‘chromatica11y~

descending line which portrays Otef&o's remorse and despaii; The

cellos play a Eianissimo‘"weepingw semitone figure. Desdemona

claims "con disperazione" that shéﬁis innocent in a noble fortiﬁsiﬁo
vocal line beginning £ive.ﬁeasures'5efére [:]. Half of the first

violins, solo oboe, and clarinet double the voice while the
| L .
remaining strings, second'oboe,'second clarinet, bassoons, horns, -

and timpani'tremoli'support-with sustained whole-note chords.



The chromatically-des¢ending line resumes at , played by
the solo oboe and first violins; aloﬁe-, with synqopated'repeated '
chords played by second violins, violas, and clarfnets. Cellos
and first bassoons play a short ostinato figure consistiﬁg of three
rising quarfer notes followed 'by a downward leap of a diminished
seventh. This figure gives the passage an impression of urgency.

Four measures after , the orc_hestxéation subsides to a
Enison B-natural drone played by the oboes, clarinets, viol_ins,
énd violas“as Desdemona demands to know her crime. Otello begins
his gccus;tion In fragmentary monbtonic phrases supported by

pianissimo tremoli played by violins and divisi violas (double~

stopped violas six measures later). Three trombones play sustained

' pedal tones and cellos interject a pianissimo rising and falling
sixteenth-note figure derived from the "aﬁger" motive heard earlier

in the scene.

Desdemona crieé out in disbelief three measures before ,

¢

and the orchestra reinforces her astonishment with a fortissimo

tutta forza chord, followed by a series of staccato triplet chords

for the entire orchestra. The fierce chordal punctuation ceases -
and the basspons,rcellos, and double basses are left alone to play
a d®rk, somber series of descending tones. The mood shifts from

angriy agitation to rélative calm, depicted by an orchestral return

of the/oﬁening theme of the scene "Dio ti giocondi playe& in unison

by the solo oboe,A clarfnet, and first violins six measurcs afterhﬂb

This tranquil, ironfcéll};'co.nt"em_: passage accompanies Otello
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.as he takes Desdemona by the hand and tells her that he wishes to
make amends for his actions, his voice joining the texture and
doubling the theme seven measures after . As the passage
continues, the orchestration is augmented with the-éddition~of a
melody-doubling flute and a nervous alternating figurF pla;éd by
second violins. Otello gently asks‘Desdemona to forgive him if
hié thoughts were wrong. Half-note chords played by second violins,
violas, and cellos ;ccompany this apology, creating a dramatic
'orchesﬁral lull. Then, as he sarcastlcally states that he’ thought
her to be ' quella vil cortiglana " ("that vile whore..."),
cornets and.trumpets play a punctuating flourish of rapidly
repeated chords and trombones play a sixteenth-note ascending sca. -
followed by a single marcato chord for full orchestra. He finishes

the sentence-—"che € la sposa d'Otello" ("that is the wife of

Otello"). Om this final word "Otello," tremolando violas and cellos’

combined with a low B-natural pedal played by solo horn and double

basses and an ominous éRBR timpani, roll provide a somber fouhdatlon
for his mockfng accusation. A cresLendo applied to this sparse
orchestration leadS“with terrlfylng effect to a violent tutta forza
at [:] as Otello loSes all control of his emotions.  This violent

tutti is characterized by¥§ repeating fortissimo rendition of the

“anger" motive played by flutes, piccolo, first oboe, first clarinet,

and violins, fanfare flourishes played by cornets and trumpets,
. ‘ .
accented fortissimo chords for .the second oboe, second clarinet,

X ' B r" . .
bassoons, horns, trombones, and tremolando violins, a percussive
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rising'arpeggiated figure played by the cellos and double basses
in octaves, and tremoli for timpani and bass drum (Excmple 41) .
Otello thrcsts Desdemona from the rocm. In the seventh
measure after [:], a diminucndo~aurally portrays the wanf;; of
dcello's anger. The entire woodwind and brass sections sustain a
long diminuendo chord while the violins and violas play a descending
sixteenth—cote chromatic scale for two measufes, doubled an octave
lower by the cellos. This downward rush effectively portrays
Otello's defeated emotional collapse.

Six measures before Otello's spent rage is depicted b
g p y

the initial rising fragment of the "anger" motive diminuendo sempre

played successively by first violins, second violins, violas, and

finally staccato e pianississimo by the cellos. A morendo timpani

roll provides a suitable sensekcf gloom (Example '42).

~

At the-Adégio at [:]f pianississimo strings play a descending

» chromatic passage in three octaves that depicts Otello sinking into
depression‘(Examplc 43)! This simble yet evocative figcre
effectively introduces the major drcmatic soliloquy of the‘act

"Dio! mi potevi scagliar." The Moo; laments his misery and shame
in a near-monotone style, accompanied by a pathetlc figure played

by the first violins beglnning in the second measure after IE&.

Two low-register horns and double basses plgy a slow-moving counter-
melody to further color this baunting orchestral accompaniment.

The chromatic string ffgure punctuates between vocal phrases.

Otello's resentment begins to rise and with this increase in
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passion’/the orchestration buflds in intehsity with the addition of
more Instruments. This enlarged orchestration is reinforced with

the ind{cation poco crescendo two measures after [:} and Otello's

vocal line is marked‘"con voce" ("with voice") as opposed to the
speech-like sobbing that has so-far characterized this soliloquy.

In a simple but extremely effective transformation of mood,
the key changes from A-flat minor to E-flat major as Otello shuns
self-pity and accepts his fate in a "cantabile" passage begiﬁning
with the words "Ma, o piant;, o duol!" Pianissimo high-register
tremolando string chords, occasionally supported by woodyinds and
horns, indicate a sense of inner peace and conviction. .

Seven meakures before [:] violins, solo clarinet, first
bassoons'and solo horn play ‘a proud legato theme, supported by
tremolando violins and cellos as Otello expresses hisAbitterness
in recitative—like phrases. At [:], he curses Fate in fortiésimo
exélémafory vocal phrases, bassoons, cellos, and double basses
reinforcing each outburst with a mafcato rising figure while

tremolando violins ‘and violas sempré stringendo play sforzando

sustained E~f1ats on the second half of each measure. This texture
_ effectively creates -an intehsity which is maintained up to the
momeht.whenllago rushes in to announce that Cassio is approaching.

' He urges Otello to conceal himself, agitated orche;trationv |

supporting the frantic stage action.
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At [:], first yiolins play a‘gentle, sedugti&e theme sulla
4? Cofdals, accompanied by long pianissimo sustained chérds played
by the remaining strings (including doub1e~s;opped violas).
Supported by this.sehsuous orchestral background:‘Iago greets Cassio
as a friend a&d comrade, the words he sings and the charm of ?érdi';

orchestration disguising his evil intentions.

At the allegro moderato at [:1, flutes, piccolo, oboes,

ciarinets, and solo bassoon play a light—hearted fnstrumental

introductdon characterized by piano trills, acciaccature, large

intervallic leaps, and a dance-like dotted rhythm. Tago entreats
Cassio to talk -of his love affair with Bianca while solo flute
and the first violins con;inue the dotted dance theme and.thu
remaining strings, oboes, clarinets, and solo bassoon ﬁlay a.
"leggero" detachgd chordal adcompaniment. |

Eleven measures afﬁér [:],‘the meter-changes to 6/8 and a
delicate'texturg of violins, violas, celios, solo fluté, picqolo;
oboe, clarinei, and bassoons in the higﬁ register accompanies the
conversation between Cassio and Iaéb. The relaxed "roéking"*friadic'
movement of thevinstruménﬁal lines, ornamented by grace notes and
trills, helps to create the impression of two men casually
' gossiping. Iago manipulates ﬁhe dia1ogue, alloQing the\hidden

Otello to hgﬁr only what he wants him to hear. At 1] otello

/

N : : | N A
5Verdi indicated that this melody should be played in high

position on the fourth or G string rather than on brighter Sounding
higher strings. o
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comments bitterly on the conversation from his hiding place,

accompanied by somber sustained chords played by the bassoons,q

>horns, violas, cellos, and double basses. Second violins play a

nervous sixteenth-note figure that represents Otello's inner
turmoil (Example 44).
The "rocking" accompaniment and its orchestration of upper

\éood‘winds and strings resumes in the ninth measure after as

"the conversation between&dibsio and Tago once again becomes the

center of focus. Eight measures before TE] this tranquil mood is
once more disturbed by Otello's stifled rav.ings, suppqrted as
before. The dramatic contrast between t};e light-hearted conversa-
tion of Iago gnd Cassio ‘and thé tortured commentary of Otellof is
painted vividly ghrough the utilization oé two opposing or | ;al

textures alternating -within the same piece.

Iago now begins to sing sotto voce and he moves Cassio out

of earshot’. The orchestration is reduced correspondingly to four

first violins, four second violins, two violas, two cellos, one

double bass, flutes, piccolo, and solo bassoon. Eleven meaesures

after - and agaip four measures before E Cassio's narration
trails away into inaudibility, ingeniously depicted in both '

instartces by a staccato e l-emrissm svixtee'nth-note. descending

scale that begins where the words fade (Example 45).
At Otello cries out that hé cannot hear the words
("Le parole non odo!"™) with the foreboding quality of"bassoons, .

oboes, ‘and clarinets c€oloring the orchestration. His angry demand
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"Dove son giunto?" in the fifth measure after is doubled by

five forte stentato chords played by oboes, clarinetg, first

bassoons, hofns, violins, violas, and cellos.
The words of Tago and Cassio again become audible as they -
~-discuss the handkerchief-éhat Ca#sio has found in his room (whe*e
it was ;lanted by Iago). The dance-lfke woodwind and ;triﬂg
accompaniment continues, now augmentéd by constant stgécafo eighth-
note chords for the horns. Cassio gives the‘handkerchféf to Tago
who cunningly displays it behind his back for otello to see.
* The entire orchestra plays a fierce seriesg of unison eighch
notes culminating in fpur 'reeling'" low-register £2£££5trills as
- Otello recognizes his wife's handkerchief. The orcheséral outburst

ceases abruptly and Otello sobs that' all is finished, supported

solely by a morendo timpani roll. ) j \

J

At the Allegro brillante at Tago sings a rapid sequence

s ® . .
of constant eighth notes pianigsimo e staccato in which ke gleefully

and ironically tells Cassio that the handkerchief is "g spider's

web from whi€h there is no escape.". First violins d0ﬁé1c the vocal
% '- 0

line an octave highér while tﬁe second violins, viola!g ccllos
%
(and‘Iater the clarinets, oboes, and bassoons) play cﬁﬁsﬁant

staccato eighth-note chords, reminiscent of the’ frene&ic "con-
[ ] » ’ ]

spiracy" music so often found in Verd#s scores (Example 46). ‘ 8

Seventeen measures after ' Cassio begins a soaring "ranta~
a -]

.bile e dolcissimo" vocal phrase doubled by the solo flﬁte and

piccolo and accompanied homophonically by pianissimo woodwinds. _‘Q;
. . . 0y
. : _— 4
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~Cellos play constant off-heat pulses and the yiolins, violas,

‘double bhsses, horns and three bassoons sustain high-register chords.

The interruption of such a frantic, emotionally intense scene by

" this ironic, lyrical passage clearly portrays, Cassio as an innocent

—completely oblivious to the incriminating position in” *wikch Iago

has placed him.

. R s - R O *
Iago resumes his menacing pianissimo molto staccato patter

at E], while short lyricalnphrasés!irom Cassio and bitter comments

from Otello sound sporadically throughout
o .

Nineteen measures after [:], all three voices

-

Scome together

in three marcato C diminished chords followed a measure-and-a-half

later by a fortissimo tutta forza orchestral version of the staccato

sequence, effectively 3épicting the evil power of fago's scheming.
After four measures of this tutti outburst, the sequence returns

to its pianissimo e leggero state, played by the flutes, oboes,

firsg violins, and violas with regula ter-note pulses from
Qne cellos, double basses,’bassoons, and lo horn. This"reduced

texture closes the scene, accompanying fago's farewell to Cassio

.

"~ and Otello's cries of "Tradimento."

Six solo trumpets are heard offstage playing a triadic

triplet fanfare figure. A single cannon shot is fired herglding

the arrival of the(Venétian ambassadbrs.l6 Cassio exits and Otello
0

5

16Cannon fire is usually indfcated by a single stroke of a
large over-sized bass drum.. In modern performances, however,
electronic audio-tape effects are sometimes substituted.

e . s
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comes out from his hidipg place vowing to kill Desdemona. The
ik of fstage chorus greets the ambassadors accompanied by the six
ﬁwﬁackstage trumpets and supported by sporadic punctuations by full
strings from the orchestra pit.
Tago suggests that Desdemona greet the Venetians with Otello
in order to avoid suspicion. Solo flute, oboe, violins, and

violas play pianissimo staccato eighth-note chords while the solo

bassoon, cellos,-and double basses play an off—beét downward octave
leap which immediately brings to mind the evil motive associated
with Iago iﬁ the first two acts';f the work. T

The offstagé trumpets reéﬁme their fanfare calls, building
dynamically through eight measures and providing an impressive
orchestral bfidge to the next scgﬂg‘of the opera.l

The reception of the Venetian envoys to Cyprus is depicted by -
a grand choral number which is characterized orchestrally by a
lavish tutta f;rza dominated by fanfare figures.

.Lpdovico greets Otello in a quasi-recitative passage punctu-

ated by rising fanfare flourishes for cornets, trumpets, and three

trombones. The mood becomes more intimate as Lodovico turns his

attention to Desdemona. A mournful piano e dolcissimo melody is
played by the first violins accompanied by soft sustained chords

for the remaining strings, effeéﬁively’pogcfaying Desdemona's

1

~ ‘ .
17 :
" The Paris production of Otelle in 1894 included a ballet

that begins immediately after the sixth measure'befo’r_e Following
the ballet, the fanfare figures return beginning with the third ~
measure before . ‘ ‘ .

T -
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sorrow as she sadly acknowledges Lodovico's salutation. Iago
'.confides that Otello is displeased with Desdemona and Cassio,
his words punctuated by closely—-spaced cadences played by thé

oboe, clarinet, and bassoons (Example 47).

At Desdémona say; she I‘)elievesvthat Cassio will return
to gface, her descgnding phrase accompanied by whole-note chords
played by the strings. ‘Otello ﬁnapsﬂahgrily "ﬁe siete cerfa?"

("You are certain of this?"). The tension of the situation 1is

.

depicted by sustained tremolando tones played by the violins and
violas. The solo bassoon and cellos echo the melody of Desdemona's
plaintive phrase a third lower, and seven measures.after ,
lIago repeats Desdemon;'s statement for Lodovico's (and Otello'é)_
benefit. 'The descending melody is here doubled by the solo oboe,
‘musically indicating Iago's evil intent. Desdemona states that

she has a sﬁecial affection for Cassio in a long conjunct descending
phrase wﬁich is doubled by the first violins and supported By legato
quarter-note chords‘played'bX the remaining sﬁrings.

Otello tells Desdemona to be silent and a ctescendo of
tremolando strings indicatgs risiné agitation. He raises his hand
to strike her and Lodovico restrains him as four savage fortissimo
chords for the entire orchesf;a convey the horror of the on-lookers.

Otello sends for Cassio who enters agcompaﬁied by a nervous_
sixteenth—noteiostinato_figure played h&’the second violihs and

violas (Example 48). TFive heavily-accented tutti chords are played

{
three measures before ', followed immediately by a sustained

-
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tremolando C-sharp minor chord played by the strings in their

low register as Otello reads the Doge's proclamation (dropping
his voice occasionally to taunt the weeping Desdemona in sotto
voce asides). As he reads that Cassio is to be appointed the new
governor of. Cyprus,. Iago utters a sugpressed curse, his words
"Inferno e morte'" colored by a‘forte—giano chord played by oboes,
clarinets, bassoons, horms, and timpani.

At Lodovico pleads with Otello to comfoFt his wife;
Desdemona's tears are depicted by a series of descending semitones
played by first violins and solo oboe (Example 49).

Four measures latep, the vi.l%gs, violas, and cellos play
a furious descending sequence of fortissimo sixteenth notes

followed by an equally animated rising staccato sixteenth-note

scale played by the woodwinds, cornets,. trumpets, three trombonés,

and full strings as Otello brutally throws Desdemona to the gground.

His enraged command "A terré!...e piangi!" is made even more
horfifying as it is left unaccompanied, creating a dramatic
contrast with the frantic, é&plqé%ve orchgiffal texture that: -
immediately precedes it. '

A -series pf.ominous,'over—powering chords are now‘played by
the oboeé, clarinets, bassoons, horns, tromboﬁes, and strings
supported by ; Eoﬁstént piano timpani roll. IEach'of these instru-—
. ménts is 'scored in its lowest register and is placed‘in a C168F1y—
" knit texture, producing a‘sinister and haunting aural effect
(Example 50). - o e

J . . .
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N A single sustained Eianissimo_string chord emerges from this
texture. ten measures before [::]. This lone chord provides the
bridge to the ensemble-finale of Act III whicé begins in the next
measure.

A‘descending pizzicato figure which effectively portrays
Desdemona's fear is played in unison by the violas, cellos and .
- double basses. Oboes, clarinets,-bassobns, and ﬁorﬂs play
pianissimo punctuating chords creating a stark, suspenseful
atﬁosphere as Desdemona pathetically states that her soul is

frozen by Otello's treatment of her (Example 51).

, - 4
At |¥K) the violins and violas play a tremolando pianissimo
y .

e 1eggerissiﬁo rising arpeggio which leads to a dolcissimo phrase

iﬁ which Desdemona reflects upon the happy ddys of her relationship
with Otello (ME un d} sul mio serriso"). Tremolando first_violins
climb to a sustained B-flat while the piccolo and first flute
“double Desdemona's voice in "’alpitating" repeated staccato ;
'Eianissimo siﬁteenth notes. The second flute, oboes, clerinets, |
first bassoons, and solo horn accompany her homophonically while A\
tremolando second violins and violas, pizzicato cellos, flutes and \
clarinets punctuate between vocal phrases (Example 52) \\\

. At the stringendo seven measures before m Desdemona sings \
of her despafr and agony, the "sighing' descending semitone figures ‘ \
oé the vecal line doubled chordéliy by the oboes, clarinets, F
v violins and violaS. Four measﬁres before » she pas’s:tonately

_exclaims that the happiness of the past ‘cannot disperse her bitter

- - - ’ .
. . . RN
- . - " - .
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sorroy in the phrase "Q«-:el'sol sereno e yivido." This section is

accompaﬁied by a "shimmering" orchestr‘ation of woodwinds, horns,
and strings with Desdemonafs fifst two vocal ;;hrases being punctu-
ated by a descendi‘ng chromatic scale of detached sixteenth notes
played Hby the éolo oboe and pizzicato first violins and cellos.
The second violins play a ra.pi'd. thirty-second-note figure marked

molto staccato e myﬁ:ato which lends a sense of nervous urgency to
§ Y

her phrase (ExampLe33) .

In the fifth measure after , Emilia, Ca;sio, Roderigo,
and.Lodovico. begin a pianissimo homopho/nic ‘sectfon in which they
commen® on the situation, accompanied solely by a ,smgle-gizzicato
tone for full strings act the beginning of every second meas;xre and
intermittent cries of "Pietd" and "Mistero' sung by the chorus.

Four measures before @ Desdemona resumes the melody of
"E un df sul mio sorri‘sq" ‘(first heard two measures after @). _
Again th;ts phrase is accompanied by pulsirig; fgpeated sixtéenth

notes--now pianississimo e staccato—for full woodwinds, horns and

strings.

Otello and Tago join the texture at @ » Iago u‘rg'ing-the:
Moor to take his revenge swiftly. The'princk:[pals and the men's

and ladies' choruses all sing independent lfnes 'in perhaps the most

°

complex ensemble ever written by Verdf. Solo flute, .oboe, and first

violins play‘ relentless p_anississimo dotted—triplet figure that

doninates the orchestration for eleven measures while the bassoons,

horns,. second violins, violas, cellqs, and double basses play a

-
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rocking chordal alternation (Example 54).

The theme originally sung unaccompanfed Ey Enilis, Cassio,
Roderigo, and Lodovico five measures after m returos two measures
before ' @ for the same four characters, now doubled chordally by
the ciarinets and‘first bassoons. The chorus, divided into four
partc[ altgrpate quick fragmentary phrases doubled by pizzicato
violins. Desdemona ré.joins tlie énsemble thrée measures after @,

4

with a '"con espressione" descending chromatic vocal line doubled

-by the first oboe, first clarinet, and first violins and accompanied
chordally by the second oboe, second clarinet bassoons, horns,

second violins, violas, cellos, and double basses " Two meosures‘

later, the orchestration is reduced to strings and sustained solo . v
horn to allow tHe audience to hear Tago taunting Roderigo with the
statement that "Desdemona will be 1eoving Cyprus tomorrow with -

Otello." Seven measures after @, the @odwinds rejoin the

orchestral texcure with the addition of solo flute doubling

:Desderﬁona's vocal line. Three measures Befo;:. the sp:‘ings | o,
are eliminated from the score, again making it easier to hear |

—_ .

Iago's rapid, recitative-—like conniving. )

“The dotted descending triplet figure of Example 54 returns
" \
at - come un 1amento alternated- Qgtween the solo flutc_, piccolo,
.
- horn, violins, and violag as each cha_ractef‘c“ont:inues his or her

ind ePendent vocal ‘commentary.

- At the Piu mosso eleven measures ‘before |PP] . » cornets begin

-a forte staccato fanfare cal‘l in repeated sixteenth: nores uhich

“



accompanies quasi-canonic entrances for the chorus. The solo
trumpet joins this texture in.the next measure. Nine measures
before. , the full orchestra aecompanies the entire vocal
ensemble (except Otello) in a noble, forte homophonic texture.
Thebfa‘nfare cornets interrupt the tutti in the eighth measure
after [ PP] - this time augmented by trumpets and solo trombone fn
the next measure. The massive tutti returns and then Desdemona is
left alonel einging once more the sorrowful "E un»d:t sul mio .
sorriso" theme. Here, her passionate vocallline is supported by
a nervous string figure ch.aracterized by a downward arpeggio
followed by repeated tones (Example 55).

Cornets and trumpets in oct:aves play five forte fanfare

unison E-flats in the measure before . Suddenly, a hushed,

mysterious serfes of pianissimo staccato triplets begins, played .
by the oboes, clarinets, bassoons, and strings and moving homo-
rhythmically with the voices. Horns and trombones punctuate the

second and fourth beats of each measure with pianissimo cfnords.

Marked animando sempre poco a peo, this tek‘ture builds dynamically
. with'the string triplets played tremolando and a sustained tremolo
for timpani being added five measures after .

-This passage leads directly to a tremendous fortissimo tutta

forza rendition of the dolce "Quel sol sereno e vivido," first
heard at the beginning of the ensemble four measures before
The'melody is sung by Desdemona, Emilfa, Cassio, and clorus

sopranos, doubled in the orchestra by the flutes, piccolo, first
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oboe,.first clarinet, first cornet, first trumpet, and tremolando
violiﬁs. The bassoons, trombonés, cellos, and double basses double
the vocal parts of Tago, Lodovico, and the chorus barftones in
heavily—accented triplets. This incredible EggEl'pgssage cul-
mi“a£85 in a powerful unison allargando descending tgiplet scale for
all voices and the entire orchestra in the measure before Eiﬂ.
Abruptly, Otello orders everyone from the room, his single
word "Fuggi;e" punctuated by a fortissimo chord for the full
orchestra and an agitated descending arpeggio fo; violins followed
i by féur.frantic rising scale flourfishes played by the violins,
f;utes, and hiccdid. The remaining instrﬁments of ;he orchestra.
pléy:marcato syncopated chords indicative of Otello's uncontrollable
rage. i |
Iago cleérs the croﬁd aﬁay, the turmoil of thelscene depicted
first By syncopated, repeated tones for the‘vioiins and violas
followed By sharp accented chords»for'full strings.
v A backstage banda consisting of'four trumpefs and four trom-
bones plays a dense triplet fanfare figure as an offstage churus
is heard singlng Otello’ ? praises. Strings play a violent
sixteenth-note rising figure which comes to rest on a ten51on—filled
forte—piano tremolando chord played by the violins, violas, and

cellos. Otello curses Desdemona, his word "maledico" reinforced

by a shrill high-register scale flourish for the flﬁtes zhd piccolb,
'éi§§nacing sixteenth-note‘trili for fortissimo cornets and tfumpets,

and a single crash of cymbal.
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The crowd disperses and the orchestra dfamatically portrays
the panic and fear of the people.” The violins play a descending
sequence of falling sixteenth notes, and the flutes,vpicéolo,
oboes, and clarinets play a series of off-beat rising th;rty-
second-note scal; flourfshes. Horns, cornets, trumpets, trombones, -
bassoong, violas,léellos, and( double basses provide an agitated

-

chordal support. . '

- Three measures before [SS], another agitato fortissimo tutti
e

outburst is heard, complete with "shrieking" trills for flutes

and piccolo and violent off-—beé‘okes of timpani, bass drum

and cymbals as Otello agaiﬁ demands to bé left alone. -

A short mysterious planississimo figure is heard Tepeatedly

in the strings at @, colored by sporadic tones from the solo

oboe and solo horn, which indicatés that Ottlallo, is losing control
of his senses. He deliriously raves about "il fazzoletto" and falls
to the ground in convulsions. Woodwinds, violins, vioMs, and ’

cellos play a series of diminuendo e morendo chromatically-

descending triplets which portray v.ivid1y~ his physical and mental
collapse (Example 56).

At » an or:inous drone is played by the ceilos, doﬁble
basseé, bassoons, and trqmbones as Tago states that his poison

\
is working. The offstage handa and chorus are again heard

punctuating Iago's proclamation of victory. Sforzando tremolando
chords played by the strings create an underlying evil tension.

Five measures before , the horns, cornets, trmpeté, and full
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strings play the repeating staccato triplet fanfare figure, Iago
mockingly asks "Chi ptc vietar che questa fronte prema col mio
tallone?" ("Who could prevent this forehead being crushed under'my

heel?") in a taunting descending vocal line doubled in unison by

gons, violas, and cellos,

oboes, claring ‘

R XS

;. 18" heard unaccompanied four measures

he . of ¥
i 3 .

- :
AL

) 1§.a1:ieon di Venezia." 1In a moment of
'"-\'i:a'glo -p‘ht’s to Otello's motionless body and
'“harcastically-AQCigq;é “gcéo il Leone," his vocal cadence colored

by a unison low—regiéter trill played by the clarinets, bassoons,
violas, and cellos. vWith a final exclamation of "Viva! Viva!,

Viva Qtello!,“ étﬁre is one last burst of fanfare triplets pléyed

by the offstage banda and the cornets and trumpets of the orchestra
.pit%‘ Iheuétrings, woodwinds, horns, trombones, timpani, bass drum,

and cymbals‘play fortissimo chords on the first and third beats of .
é;ch measure. Ten mea;l;;'es. after , tbe‘. ‘éntire oréhgstra begins

7 a long sequence of fortissimo chords whicthpgngs the act to an

intense conclusion.

Act Four

The fourth act of Otello begins with a brief Andante orchestral
'introduct':ion‘ played by the .voodu:{nda and solo horn, creating a mood
of despahir‘ #nd impending doom. The first six ‘measure;’ of this
'prelude introduce thne; individual instrumental phrases which play

a major part in the dramatic action of the scene that follows. *The

first of these phrases -idﬁiiancholy Plano e dolce theme played
) ' L ¥ .. ; .

- .



hy the solo English horn which effectively portrays the sorro; of
Desdemona.* In ghe foutGhiheasure of the act this theme is
punctuated by a second fmportant musical motive—a mournful phrase
consisting of three repeated eighth.notes and then an eighth-note

d"cent to two tonic C-sharps for three lowrregister flutes in
» B ‘ 7 .
unison. This phrase fs followed six measures into the act by

three half-note bare fifths played by the two clar#EQYs which °

! . "jl‘, 3
provide a haunting "tolling" foreboding of evil an* death
\ . .

\ |

vplaintive Riéﬁo theme three

(Example 57).

The flutes and clarfinets play
measures before v_which 1s character d by a un'j:[son rising
eighth-note arpeggio followed by a harmonized scalér descent.

The violas, cellos, and double basses enter in the sixth

measure after playing a déscending progréssion of pianississimo
unison half notes as the curtain risés. |
In the brief scene that follows Desdemona \tells Emilia that .
Otello has bid her wait for him in the bed—chamber. -She asks Emilia
t6 make down hér bed and to lay out her Qedding dress as the three
."Qeath—knell" open fifth clarinet arones comment tragically on her
predicament. ‘
Six m;asures after [:] the solblbassoon and solo cello-play
a ;eiies of expressive high unison F's &hichfléad to a pathetic
“gon bassioné" vocal.phrase for Desdemona. Doubled chordally by .
flutes‘and suppo?té& Ey”syngopgted vtpli@ beats and a high—regissér
counter-melody fof tﬁe-so}bfétssooﬁ and solo cello, this phfaée et

-~
= -

»

.

w
-

.d .

~ . . e A
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effectively portrays Desdemona's suffe.tingf

At @, the clarinet drones intreduce Desdemona's story of
her mother's maid Barbara who was forsaken by her lover. Her
rapid recitativerlike monotone 1s supported by piano sustained
chords played by the full strings. The feelihg of sadnesg and
degpair :t'é heightened as the English horn colors thé phrase playing
fragments of ifs melancholy theme in the fifth and sixth ﬁ:easu.res

before [El

At tv Andante mosso at D the woodw-inds play a short .

"pastoral” passage which serves as an 1ntroductiox_1 to the famous
"Willow Song" (Example 58). The pi:ccolo and English horn play a

' . s
unison sustained F-sharp (three octaves apart!) and Desdemona begins

the piece, the opeﬁin'g,. phrase being that of the English horn theme

of the prelude. The violins and violas accompany with pianississimo
sustained chords, while the English .horn plays a reiaate& countsr-
‘melody ;fhich pfesages certain figures from Desd;mona's vocal line.
Unaccompanied, she sings “Salce" three tmés in fallj:ng minor
thirds markéd "come una vc'x:e l?nt;r{a" ("as‘ a distant voice").
~ The F~sharp piccolo and l/'inglixh horn drone is heard again
at [ﬂ and Desdemona 8 phrase 1s repeated with new: text and sl:lght
rhythnic varfations, still accompanied by sustained violins and ‘
violas and tim p,'l,amcnre Engligh hotn line..
Y 53
Six me.aaures hefore @ Desdeuona again sings the three
3 tmacconpanied "Salce 8! s—»the fixst urked ggz;_ts, the second plano
@

e dininuendo, and the thi.rd one gian:[l’s:tssmo In this. inctance. _

v e, . b

. P
LA . . -
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Il 3
"

the vocal phrase is followed by a fourth sounding of the falling

minor-third motive for piantmiséimo Engl{ish hotn "come un'eco."

The first verse concludes with a dolce vocal phrase "Cantiamo!
Cantfamo)" stxpported by gﬁn'igsimo éugtained chords played byvt.he

woodwinds and stt:ingg. .

o

The chamber-lfke woodwi:nd introduction returns seven measures

v

before El] AR an inatnmental interlude. The second verse begin-

-

“with the same vocal theme, but now accompanted by restvle‘ss rising
ésixteentfg. notes played by the second viSIms rand violas in thirds‘.

The piccolokand English horn sustain their three—octave unison

\

drone for six measures while the flutes pfay a osci].lating trill

_ f:lgure. Nine measures after @ .Desdemona begins the.second
SR,

aecti.on of ‘the verse on the words ‘e dalle ciglia" with pianissimo
fluéi,i and clarinets playing an agitated pulsing thirty-—second—note
figt;;:e a:pported by fiftbs played ‘by the bassoons. ‘I'x oboea and
first viplins color the texture with “short four-note enpressivo
figures and- the ‘English Horn sdsta:tns a low C-sharp pedal-
reinforcing the desﬂlate at-dsphere of thc piuce (Exnplc 59).

'+ The verse ends with the "Salce' " refr-in the Engli‘x horn echo,
" g - ‘

e
Rl .

K and the dolce string— and vtnd-support;d "C;ntn-o phrase. The:
woodwi: terlude is played once norc}out neasures‘before
Desdm 8 narration b«:o.u!ore inpauiongd in the. d.xth

v

me&wru nfter m and the orcbc:tratiou conveys thj.;‘\rn:h

truolundo viol:lns and violn phyhg high—tq:tste '

chords, the piccolo sustaining a trfll for six mes :
A N - ‘f ’ N :

A

o~ ey
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\\
n

.« reatless syncopated chords played by two horns. Desdemona's "con

‘espressione” voca}l line £5 doubled by the ohoes, English horn,
- - .
and clarinets while the cellos-gnd double basses fortissimo

gizzicato punctuate the second beat of each measure. Five measuresk
o oy

~ before , the woodwind Interlude {8 played again, follewed by a ¢
, e

Bassiotxate four-measure descegding vocal phrase for Desdemona, “
N\

"Pb‘era Barbara, " accompanied homophonically by the woodwinds,

horns, and strings. o‘l‘he second v:[olins are left alone sustaining

a low E while Desdenona, in a pianissisaimo monotone p_arlante,

states 1rdn1cally thnt Tner 'story” is at an end.

| s
A;: [E, the solo flute, English horn, solo bassoon, violins,'™

e

*“  violas, and cellos bégin a "cupo" alternation of tonic and sub-
dominant chords in F—sharp minor as Deﬂdmoa:a beging the final

phrase of the song. Suddenly, she stops in mid—phrase andx subito
\" .
pianiss:lssimo trill played by the first violins indicates the -

Q
presence of danger.ﬂ As Desdemona tells Emilia that she hears ® L%

something, the oboes ‘a:pd solo clatinet play two wailing figures

- “V.a .
"come un lamento" over the ominous v:loifzn trill (Example 60).
. N

]

The flutes, piccolo, oboes, clarinets, bassoons, and full stripgs

~°

play a -rising thirty—second—note scale flourish' %ollowed ,immedigtely o

£y
Tw

: Y i." by a for:tissi:m:%> agitated trill played by the violins,pziolus,
: S———— L 2
JJ
ji ﬁg~ cellos, flutea, piccolo and oboes. Desd emona asks hysterically
; *
f: 5‘ who I& knocking at the door, her rapﬁ garlanwfext punctuated by .

} unﬁon dminuendo descending Ehronati‘c sche played by the flutep
¢

®

lnd first violins. Emilia answers that ﬁ :ts the wind and the
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dramatic tension relaxesa. The orchestration thins to»a 'sustained
low-register giano' trill for flutes and first violztns, reducing

further to a single sustained pianississimo D for flutes two

measures before [N]

Her mind at rest, Desdemona resumes singing the last ohrase
of the song, the "cupo chordal alternation acconpanymg as before
at [ﬂ Nine nepauires a&tezE the dolcé "Cﬁ\tiamo" phrase is
heard for the ﬁ\lrd ’inn the first "Gnnt:lano"?now supported by

'd one - solodouble basas alone, the second by

4

violinp, violas, and cellos. Desdemona singa three

:‘"'final thpmied "Salce's" in falling migor thirds and then the

vin&d‘ phy an elongated rendition of the woodwind interlude passage
as Ifesdnona comforts Emilia in- recitative—like vocal phrases.

' The solo clatinet plays an ominouo forte—diminuendo D which sounds

as if it may be another melancholy ocho of the "Salce" motive but W .
does not resol’\'r‘e_to the minor thir“d oelw as before. Rather, s
geries of- oo-bé;"r-sh‘nrn major 'chords‘ is played by the flutes,

English horn, clarinets, bassoons, ang full strings as l)eodemn.a
bida Emilia "Buona notte." "Deatlx—narch-"‘ beats of the bass drum

and double bass gizzicatt punctuate on the f:lrst beat of each

Y .
-eamre (Example 61) ' S ’;‘.’-f e
[ L. '

. As?hilu"tums to leave, Deodeuona or.iés “Ah! Fnilia,
Enil:ln addio,™ ui‘t’ﬂ"'ln i.-paqsioned deacending vocal line doubled:
by the flutes, oboes, English 2‘“, cltrmets, and ytremo lando

firot violi.no. The buloono, horno, tr-ohndo second v:[olms,

-
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-«

violas, cellos, and double Basses accompany Desdemona with
sustained chords.as the women embrace in despair and anguish.

Emilfia's exit is accompanied by a 1ong .moornful gequence - ,
btod on the second mot:[ve from the prelude to this act--the three,. ig
repeated eighth notes followed uy a step-wise minor third descen'c‘%;.
The motive is played by the flutes, oboosg—and clarinets and .o
aLcompani’ed by a pianissimo descending quarter-note chromatic 3cale |
pla)fed by bassoons, double basses and tremolando cellos. Seven

measures hefore @, the -xpotive is repeated BIG piano by the English

horn and the golo horn, again supported by thea descending chromatic

scale. v
- . . L” \
This sorrowf@ passage leads directly to the Adagio at @, ' :
) *
w'her_e a rich, almost-celestial muted string sonority suddenly . ' 'y
. . . . R ' . I 20 "
creates an atmosphere of hope and salvation. The violins, ‘violas,
and cellos (all con sordine)l8 play a slowlg‘iano passage that -

s

accompanies Desdemona's ‘sotto voce monotone pragyer "Ave Maria'

(Example 62) An effective shift to a lyric% style occurs at E

where, Desdemona 8 Vocal line is doubled by the fir.*st’“vfolfns and

supported in turn by, homOphonic and poly-pl'nnic tex&res of second

o

violins, violas, and cellog (Bxanple 63).

) ’x.
One measu}'e before" E], ‘the opening string passage of the
"Ave Maria" returns as Desdenong._rewmos hér monotone chanting in

. & x

fragmentary phrases. |Nine measures later, the first yiolins divisi

IS4 !-- : . -‘ . : .
! . . a4 .

8Frc|l this point the vi:ol:[ns violas, ‘and’ ceilos temain
muted untﬂ @. :

-

e
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start an arpeggiated ascent to a sustained A—flat3 supported by
lqgato part—writi:xg £or second violins and violas. The cellos
suet‘:ain a low pedal A-flat. Desdemona sings the dolcissimo rising
quarter-note arpeggip in the ninth measure after , sustaining
an_A—flat2 for six beats and then returning to a low E-flat for a.
final chanted "Amen." She rises slov'rly, goes to her bed and lies
down to await her husbands The second violins and violas play a '»

planissimo morendo sequence beneath the first violin sustained ° R

A—-flat3 effecttvely ’portraying Desdemona's peace of mind (haqple

643 . . ‘ . \..,rjéx": :’ : . M [ .
W
At - there begins a brilliantly dramatic passage for Q€§'d
. . "’ “, .“-. .
four-string double basseav.]'9 which accompanies Otellv s entrange “9:» ’;;J‘“ "
"*“"’ifmx‘

into the I:ed--chalmber.20 The mysterious iegato theme begins on a

pianissimo low E-natural for the-muted double basses (the lowest
%

note possible on a normally-tuned double bass), and ’rentually rises

to a C-flat two-—and—one-—half octaves above in the sec‘lmeasu:e ‘

°

after . The passage demands great agility and accurate inton-

ation and, as Hughes points out, "pﬁa’yed by anybody but really
ﬂ.
first-rate bass players the passage can be a miserable experience

for performer and listener."z:l

; , :
19Verd:[ speciffed "I solf contrabassi a 4 corde" to differ- o
entiate from the three-string double bass which was more common in S
European orchestras at the time but incapable of’ the flexibflity and
range required for»;this pagsage, . .

Y ~ s - . .
5 S :
oThie passage 15 included in Ric%ard Straugs' edition of
Berlioz's treatise on orchestration as a supreme: example of vr:tting
for the instrument. See. Hug\es, Famous Verdi Operas, p, 471.

21 Ib:[d., p.-472.

\
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The theme is interrupted only by an ominous sixteenth-note
staccato figure pla&ed twice by the violas and once by the second

violins and foilowed each time by a piEniﬁsissimo stroke of the

bass drum which Boito described as""a shovelful of dirtn\!eing

..‘z
dropped into a grave"?2 (Example 65).
-The ent:t;e sequence lasts fer :wenty-.five measureg and Creates
! an atmosphere of seepense as Otello egtets »t}‘me roo;n through a secret
door, sets his scimitar on the;@fl:,%and extinguishes thle o -
o:‘andles.23 Five measures afterv, the muted dquble ba_sses ngy
an agitated descending staccato c\rescendo-ph‘r‘ase'_fo.110\red in the
next measure by a violent rising sixteeht'h—not'e scale ahd two

fortissimo chords for orchestral tutti as;Otello advances with
"movimento di furore" to'wa’rés the bed. He stops abruptly.. A :
forebodgg pedal tone is playéd by the 'bassoons and then the solo
horn plays a sorrowful descending minor-third seale fi'gure indi-, v

~ cative of Otello's despair. ;l‘wo measuree before , the edlo ’ \ B
.bassoon plays anoiher sustained F (an 6ctave higher thi_s'tjlm.e) and “
gianissimo flutes play the mournful descending figure. 'l'hese..two

' !.brief. phrases indicate the love that Otello still bears for his

}uife and which stops him momentarily, from wreaking h:ls revenge.

R B '

2 ,}}-

B ,-* Quoted,ﬁl"'godefroy, Studi’:es, Vol 2 P 217
¥ g. )

,, " Ly wrote in: epecif:’.‘c stage dtre.ctiona for

w#’r

* o - - - .. . . ) T i . } S .
’“6&{ ey . . . . Lo . .. et
N VU . . . .
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At ., a. shimpering pianississimo tremolo is‘played by the
violina.atd viplas while an eerfe theme in A minor’ Cder'ivedv from -
.t-he". first uthree‘ meagureg of the double bass solo passage) is |
p‘la—yed by the solo bassoon and English horn in unfson. This
poignant melody 'portra’ys the anguish and suffering of Otello as he
contemplates the sleeping Desdemona (Example 66). Otello. thinks of
his happy past witn his wife and, at the giﬁ animatov at Ez], there
is a ’glorious' modulation fr.om A minor to A major as the "bacio"

theme from the first act lowe duet returas. Theé theme 1s -scored
. e

much as before, with tremolando first violins, oboe,. and splo -

" clarinet playing the melody and flutes, bassoons, horns, and

tremolando second violins, violas, cellos, and double basses proQ
viding ethereal chordal support. Otello lc:[sses Desdemona three
'times, with the attual plaeement of the kisses indicated in the |
score: with written h:lf noteg (Exampl%)‘ R ‘ 5 4
) 2 T

With the third kiss Desdemona a'wakes, and the orchestta.‘l
! 5

»vtextur.e thins to trﬁlando strings, bassoons, and horns. As she

realizes {hat she 1is alone with Otello 2a slnglﬁ chilling Eizzi—
cato chord is played by_the,:full strings.
— B,

At , the violas and cellos play the mysterious staccato’

e p'ianiasimo punctuating niot:ive from the bass introductfon to the

~.scene, quoted in Example 65. In this instance howeyer, it {s not -

. followed by the bass. dm stroke, but rather by a unison C in -

-1 .'.4 i

I -
three octaves played bj, the cornets, - trumpeta, and trombones. This

motive recurs thro\nhbut&he following scene in wh:[ch Otello accuses

Desdenona of lovln_g Caspio. As ghe dr’mtic conflict of accus'ations‘

~

A

L)
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and deniala becomes more frantic, the orchestration likewise
becomes m&gintense, characterized by staccato sixteenth-note
move.ment, heavily-accented tutti chords, chromatic tremolando w _ .
lines for strings, and a general increage of orchestral forces and
d;'namic considerations,

' S.:(Jc;-~’meamres after , the furious texture subsides and the -
clarinett and strings are léft alone playing a gloomy pirnississﬁo
'~ chord as Otello tells Degdénona that Cassio is "forever silent."
’There is a long dramatic pauge and then Desdemona fearfully asks

"Morto?", her question colored by a suftained low E played by the
‘ 'clarinet. Otello confirms her fear by coldly ¥epeating the word
. "Mortg ‘and Desdemona cr:Les,,th t;'nt she has been betrayed,
- supported by a fortissin% chord plaxed bygthe oboes,lrmets,
bassoons, horns, cellos, douﬂle bassé and tremolando violins and
: violaar

The agitated tutti orchestral texture resumes ts Otello
throws Des;iemn;l"on-the bed and smpthers her. Her blood—curdlihg
_ scream is reinforced by a trenendous tutta forza texture of eighth-
note triplets, with loud on-beat strok;s of the timpan:l bass drum
'*d cymbala, and agitated tremolando C's in octaves for double- i
stopped celloa (kanple 68). o 4 : *\r

This furfous outhurst is followed in the twelfth ueasure R
after by a s)ncopated progre‘:siou of fortiss:hlo quarter-note '
ehorda which sub:idec g.o three "convulsing” whole-note chords -

%phyed by the horns, cdrneta, trumpets, aqd tranbones, depicting

-



. mournful .m‘uéicalﬂ background as Desdemona, in broken descending

[

Otello's cruel "choking" thrusts. Six measures before-, the

orchestral texture diminuendo sempre piu rests on a Riantssissimo

sustained chord played by the strings and-b'§ssoons as Otello utters
tjjp words "Calma come la tomba.'

o
Emilia enters;emd tells Otello that Cassio has killed

' Roderfgo. Suddenly, the dying Desdemona is heard murmléing in a

pilanissimo stentato monotone that she has been myrdered unjustly,

‘her words accompanied by a chordal drone played by. tHé:)iolas,

cellos and double basses. In a mel?ncholy falling minor-third

’ figure, she states that she dies innocent. Ten measures after ,

a series of planissimo whole-note chords played by the violins,

violas, cellos, flutes, solo oboe; and first bassoons creates a

.
phrases, asks Emilia to commend her to Otello. She again states

that she is innocent, her last word "addio" framed by tﬁo&' izzicato

punctuations played by the violins, violas, and double basses.
T};ere now comes a . ‘passage of rapid naccompanied recitative
dialogue in which Otello admits that hfh.‘as killed his wife because
she wasg unfaithful to him. He tells Emilia that Iago has provided
the proof. In dishelief, Emilfa runs to the door and calls for
. R . .

help. As she screams that Otello has killed Desdemona, the

. orchestra reinforces the drama with three measures of agitato ,

syncopated chords played by the second viol:tns, _violas, ohoes,

_clarinets, and horns and a fu'rious rising sequence of: descending

sixteenth notes pléyed:-_“;the first violins. Nine measures before

-,
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, a fortissimo sustained chord is played by three flutes, oboeg,

clarinets, bassoons; and the full hraSS'section and the strings

.play two measures of descending sixteenth.notes as Cassio, Iago,

and Lodovico rush into the room. Their ¢ries of horror are
punctuated by marcato off-beat chords played by the oboes, clarinets,
bassoons, horns, violas, cellos; and double'basses, supported by
L nervous oscillating figure.played by the'violins”

Three measures hefore [::]; the firSt'violins play an intense

Bianissimo'tremolo as Emilia tells Tago to refute Otello's state-—

ment. Her request is punctuated by four fortissimo chords from

the entire orchestra.

-

Immediately, a repeated figure is played by the clarinets,

~ colored by the bassoon, as Enilia asks her husband if he thought

&

Desdemona untrue. A sharp gizzicato‘stroke played by the full

strings and a single beat of the timpani emphatically ma®k her
qnestion. Unaccompanied, Iago admits that he did,. and Otello

quickly r&é;}s to the incriminating handkerchief in a detached, e

L3

descending phrase doubled chordally by the oboes and clarinets.

The cello section, solo bassoon, and horns play a constant eighth—
note pulse helping to create an atmosphere of explosive intensity. ’
\ .

- Eleven measures after -, Emilia says that she will reyeal all

a8 a tension-filled series of chromatically-rising half-note

tremolando chords is played by the full strings. Tago tells her

to be silent. Emilia refuses, a rising sixteenthrnote scale

&
played by the violins and- flutes and supported by brass chords

e
5
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portr#ying her determination. - She tells how Iago forcihly took

the handkerchief from her, Cassio states that he found the hand-
kerchief in his quarters, and Montano arrives to tell that the

dying Roderigo has confessed all. This entire sectfon of revelation
is supported by a descending h&mophonic passage played by the oboes,
clarinets, and bassoons, with each statement being punctuated by

a quick thirty-second-note scale flourish from the strings.

g Qt. , Otello implores Iago to deny these charges and Iago
fieesvfrom the room, his.flightldepicted by a r;sing frogression of
sixteenth notes played by the flutes, s&lo oboe, and violins while
the clarinets, bassoons, horns, violas, cellos, and double basses
4p1ay a descending series of marcato eighthﬁpote chords. Otelio‘

.

grabs his scimitar six measures befofe , and desperately demand’,s"
"E 11 ciel non ha pili fulmini?" ("And ;ms heaven no more thunder-
bolts for me?"). His tormented vocal phrasé.is acé:ompanied by a
.fortissimo chord playeQ&&y tremolando strings, bassoons, and horns
followed by.a v1olent three-beat chromatic rush of staccato six-
tegnth notes for the entire orchestra. Lodovico orders Otello to .
surrender h;s sword in an unaccompanied command fo’llpwed by a

.fierce tutti chord. Otello angrily asks Lodov‘ic0 if he dare disarm
him, a tremendous t_utta/forzﬂ orchestral texture depigting hig
defiance. _Fivé measures before , Otello realizes t_:he hopeless—

ness of the situation. A thfee—measute. descending chr;:vmat:ic scale

& E
- played by violina d:nninuendq sen)pte indicateés-his acceptance

of the tr edy. This 1ong scale subsides ’to a moréndo sustained

&'
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G played by the violina in gctavee‘tun measures bhefore [::].

At [:], the entire erchestra plays a series of eleven
whole-note chordsf These detached "death—knell" drones accompany
as Otello solemnly assures ail that no one need fear him in the
monotone, almost-religious vocal passage "Nfun mi tema" (Example
69).

Followiﬂg a passionate, ironic cry of "Oh! Gloria" supported .
‘l( mejestic full chords from the woodwinds and brass, Oteilo |
bitter}y murmurs the }hrase “Oceiio fu“?{?Otelloiwas"). Feur'

pianissimo strokes of bass drum and pilzzicato double basse

dramaticaligkon this pathetic acceptance of fate.

Three measures hefore [:], a plaintive, descendihg ﬁelody

is play@d hy the solo oboe and supported by pianiss simo chords
B¢ :
played Hy clarinets and sdio horn. Otello gazes at Desdemona's. L

K

lifeless body and begins the tragic unaccbmpanied vocal phrase

"E tu. Come sei pallida! e stance e muta, e bella," described by
Toye as "the most beautiful, the most moving passage of the
opera n24 Piano strings color the cadence on the final word -
"beila" and ,then Qontinue to accompany the remainder of Otello's -
mournful soliloquy with .a chordal texture. Regular "death-march"

pianississimo timpani strokea punctuate beginning in the eighth

measure after,[:], and a E;anissimo e,dolcisstmo figure of rising

aad falling staccato triplets creates a "celestial" atmosphere as

a

24Toye, Verdf, p. 252, o gwt. . ©
B I oo i 20 I - ,
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Otello refers to Desdemona as "in c.:ielo assorta' ("abgorhed into
heaven") . .
i Two measures before ‘, Otello calls out to Desdemona and
vith three agonizing sobs reminds himself that she ig dead. .' His
desolation and despair is emphasized by the complete laclﬂ of
aécompaninent. |

Five closely-spaced chord clusters played by the trgubones

strigggndo e crescendo at dramatically indicate the presence

of death as Otello exclaimg that he is still armed (Example 70).
A fortissimo chordal crash for orchestrai tutti is playéd a8 |
Otello stabs himself. This violent éutburst is followed imediateiy
by a diminuendo chromatic descent of quarter notes played by the
qoédv;inds and tremolando violins, viol#s,. Lnnd cellos which comeé

)

to rest on a pianigsisgsimo ttnollando low-register chord for strings

alone.
From this "trembling" o’rchest:ral texture comes thé m‘ixvtc;r-no.,de
theme first heard as Otello stood over his sleeping wife earlier
in the scen'e.v Indiéative of the Moor's anguish, the 'tiiéna is
played by English horn, solo clari.net and busoon accoubanied by
va sostenuto texture of emolando violins and violas. Supportgd by

£

:this nqﬁ_mful orchestration, Otello pgtheticnlly recallé that he

§

had kissed Desdemona before he killed her. He cohtﬁmes w;t,th frag—

mented “anap;s"' of text "'Or morendo...nell’ombra in cul mi giacio. "
* ("Now dym;...m the shadow in ihich T lia... ") Suddenly at [@]

in perb:ps the noct -wing reminiscence passage :ln all of» opera. thc

1. g

.
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“hmt&' theme emerges, -played’ in unison by the solo bl;oe; clarinet,
and tremolando first violins and supported by sustaix_md chords in
the f}utes, le_c'or‘td clarﬁet, Vhass>oon's-,:‘!i\o’rnaj doublnrbl:l;s;es, and |
tremolando séond vio"lins,-viol'aé, and cellog. Otello 1ntatjects |

" three final morendo vocal phrnses—- un bac:lo...un bacio ancora...

_ah;y un I.ltro bacio. ' L e ,

.

A solemn sequence of desx:end:[ng wﬁolc-note chords is played

by the clarinets, violinc, and vi;las over a ~susta:[ned minor sixth
pla.yed by double-stopped cellos and bassoons and a tremolando E

iedal fo; the double basses. This phrase resolves to a long final
E major chord for &very instrument in the orcheetra as Otello diea

u‘d the curtam slowly «falls (Example 71)
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¢ CONCLUSION - «

There is little doubt that Otello is Verdi's greatest,
masterp:l:eee. It combines the melodic indiyiduality ‘that had
been the conposer 's trademark aince the outset of his careet
" with an advenced orchest:(;ntion technique that had develop‘d

gradually vith each opetu. e , - Vi
4,

 Verdi is considered by most scholars to be one of lhe;

-

greatest conposets of dramatic music. Th:lc,recognition 18 due

vlargely to his - mtuixi e eﬁty to cdmﬁese muufc that e}!&'t-

ive'iy conveyed the drmtic events and moods of his texto.v

“

BN unpertlleled gutrfor melod:lc~wr:lt1ng and hu ucmﬂ cee

affi&y for the t.heatqt made hin the most . P ar opentic

-12'

‘coﬁp&er of hia day. T :' ﬂ, ,

\.q

v In the wbrh thom chbeth on. thare ic l é}_%*r y g
that Verdi was taking the dramatic a“tfity’ o&hia orchestra more .
aer:lo:msly~ ne had diuovered r.lut part;e;'ﬁr tunal colots—- A K
.'eithet of 1nd1vidu1 inttninent. oy in co-binetion--zould yﬁreatly .
at:engthen the drmt:tc po:en:m ‘o ’hio wrlu. Aloo, tb'e‘ ‘ .

\ﬁmber ‘of inctrn-ntl M the nnner h Ihich thcy were deyloyed

. within the or;:beatul t.e:tute h‘d a m;e butitﬁ on the amu g .? .
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In spite of. the criticiem it hag received for being
; ) . * ,) " e ) v s .
“Wagnerisn’' in naéiﬁ'e, Otello: i an o.pera in the establighed
' Italfan tradftion. It is & work tn vhich the voice fs arill

2 Al

supreme and which cottains most of qé comyenuonal devices

udd by Roesinf, lell:lni end Donizettt—-—the storm scene,

. v‘lctory choma,‘ kmdni, preyet scene, snsanble finale, and

v

0.
naturelly from the dramatic develop-ent of the opera.

Duting the fifty-four yeaxa of his, cateer Verdi had

: greduelly developed his abﬂity to utﬂtze the orchestra for

e LY

drmtic l;evglation. Otello represents the apex oﬁ that develop— '

-

uent. : Tl;e use of the orchentra ,:{.n Otello is in every hetelnce

pronpted hy an n;etinctive knovledge of the resuLu‘ drmtic

o.' [y -

gffect and hie mstery of orchest’ral%echnfque c,pntribu:/g o
¥ ! .
.

1er3¢ to Ote: lo s po-itiop as poesﬂply the gredtest of

Mntic Operas. : : " - ® / .
. . AT 4 % o
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the vengeence duet. In O tg},lo, however, these CODVG&BSI&_ergQ"
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Example 4, p. 19.
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Example 10, p. 79.
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Example 18, p. 151.
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Example 20, p. 158.
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Example 23, p.-164.
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Exanple 24, p. 167.
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Example 26, p. 177.
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mple 27, p. 186.
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Example 29, p. 207.
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Example 32, p. 266.
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Example 62, p. 489.
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Example 63, p. 490.
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Example 64, p. 492.
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Example 66, p. 495. ‘

ﬁ
w;)

Fl. —F
2 P :#2—_ com espr. > i~ > ——
Cor. Ing. JEs * # s " e
[3) D # oI } =
Cl rol PP - H ~A\ r —-d&'-_—:
ar, ‘v el —:.' 3 — —
_in sib lvﬁ' - ==

))—v
iy
)
N
|
MR
IR
g
3
1
£3
i
AJ-")
™
Lh% v
e
@

Py ) - -
. .
== 7p o 13
——— T,
in Fa a— - e — —
.
Cor. y T
v . "
in Do ( . - b4 - — —
v (R . < -
& —7 oy ialza 1N°r"“"°, contempla lungamente Desdemona che dorme)
o .: Rt F 3 -  —— ———
A=t — -1 3= - o |
— e o o
X x
v 5 E S ———
Viol. ) b ?P - ———
3 — i — — S = = p—
- —p——
. N mn b = =
N |:: e —— = =s o
’ N — ¥t TR - — -
\ R - - ——— - L
o 2 \\.\



\ 226
Example 67, p. 495. : I
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Example 68, p. 508.
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Example 69, p. 525.
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Example 70, p. 528.
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Example 71, p. 530. _ ' .
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APPENDIX A
INSTRUMENTATIONS OF VERDI'S OPERAS

Oberto, Conte di San Bonafacio f1: 2 (piccolo), ob: 2, cl: 2
bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1,
bass drum, triangle, strings. ‘

Un Giorno di Regno f1: 2 (piccolo), ob: 2, cl: 2, bsn: 2, hn: 4,
tpt: 2, trb: 3, cimbasso: 1, timp: 1, bass drum, triangle,
snare drum, continuo, strings. '

Nabucco  fl: 2 (piccolo), ob: 2 (English horn), cl: 2, bsn: 2,
hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 2, bass
drum, triangle, snare drum, banda, strings.

I Lombardi alla Prima Crociata - fl: 2 (piccolo), ob: 2, cl: 2,
bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp:.,l, harp: 2,
bass drum, snare drum, banda, strings. ’

Ernani fl: 2 (piccolo), ob: 2 (English horn), cl: 2, bs cl: i;
bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1,
bass drum, banda, strings, 6 trumpets backstage.

I Due Foscari fli 2 (piccolo), ob: 2 (English horm), cl: 2,
bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1,
bass drum, banda, strings. -

Giovanna d'Arco fl: 2 (piccola), ob: 2 (English horn), cl: 2,
bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1,°
bass drum, snare drum, chimes, banda, strings, harmopium,

- accordion, and triangle backstage. ‘ '

Alzira fl: 2 (piccolo), ob: 2 (English horn), cl: 2, bsn: 2,
hn: &, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass
drum, snare ‘drum, cymbals, triangle, banda, strings.

Attila f1: 2 (piccolo), ob: 2 (English horm), cl: 2, bsn: 2,
hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass
. drum, snare drum, cymbals, banda, strings. (

I Masnadieri fl: 2 (piccolo), ob: 2, cl: 2, bsn: 2, hn: 4,
tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass drum,
strings. - N :

: b

Il Coxrsaro  f1l: 2 (piccolo), ob: 2, cl: 2, bsn: 2, hn:. 4, tpt: 2,
trb: 3, cimbasso: 1, timp: 1, harp: 1, bass drum, snare drum,
banda, strings. ' :
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La Battaglia di Legnano fl: 2 (piccolo), ob: 2, cl: 2, bsn: 2, )
hn: 4, tpt: 2, trb: 3, cimbasso 1, timp: 1, bass drum, cymbals,
banda, scrings. '

Luisa.Miller fl1: 2 (piccolo), ob 2, cl: 2, bsn: 2, hn: 4, —
tpt: 2, trb: 3, cimbasso: 1, timp: 1, bass drum, strings,_
organ, chimes backstage.

- s » . .

Rigoletto fl: 2 (piccolo), ob: 2 (English horn), cl: 2, bsn: 2,
ha: 4, tpt: 2, trb: 3, cimbasso: 1, timp: ‘1, bass drum,
chime, banda, strings.

I1 Trovatore fl: 2 (piccolo), ob: 2, c1 2, bsn' 2, hn: 4,
tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass drum,
triangle, chime, strings, organ backstage, anvils onstage.

La Traviata f1l: 2. (piccolo), ob: 2, cl: 2, bsn} 2, hn: 4,
tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass drum,
triangle, banda, strings, tambourines onstage.

1 Vespri Siciliahi £fl: 2 (2 piccolos), ob: 2, cl: 2, bsn: 2,
m: 4, cornet: 2, tpt: 2, trb: 3, cimbasso: 1, timp: 1, bass
drum, snare drum, chime, castanettes, strings.

Aroldo fl: 2 (piccolo), ob: 2 (English horn), cl: 2, bsn: 2,
- bhn: 4, tpt: 2, trb: 3, combasso: 1, timp: 1, bass drum,
- snare drum, ‘banda, strings. o

Un Ballo in Maschera fl1: 2 (piccolo), oB 2 (English horn),
cl: 2, bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1,
barp: 1, besé drum, triangle, cymbals, chime, banda, strings.

Macbeth fl1: 2 (piccolo), ob: 2 (English horn), cl: 2 (bs cl),
bsu: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1,
bass drum, chime, banda, strings, 2 oboes, 6 clarinets, 2
bassoons, contrabassoon beneath the stage 4 trumpets backstage.

La Forza del Destino = £f1l: 2 (piccolo), ob: 2, cl:-2, bsn:.2,'
“hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 2, bass
drum, strings, 6 trumpets, organ backstage, 2 snare drums
onstage. : :

Aida fl '3 (piccolo), ob: 2, English horn 1, ¢l: 2, bs cl: 1,

T bsn: 2, hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1 harp: 2,
bass drum, cymbals, triangle, gong, banda, strings, 6‘Egyptian’
trumpets onstage, 4 trumpets, 4. trcmbones, bass drum beneath
the stage. o N

Simon Boccanegra = fl: 2, (piccolo), ob: 2, cl: 2 (bs cl), bsn: 2,
hn: 4, tpt: 2, trb: 3, cimbasso: 1, timp: 1, harp: 1, bass
drum, banda, strings, 2 offstage snare drums, 1 trumpet, chimes
backstage.
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Don Carlo fl: 3 (piccolo), ob: 2 (English hornm), cl: 2, bsn: 4
(contrabassoon), hn: 4, cornet: 2, -tpt: 2, trb: 3, ophicleide,
timp: -1, harp: 2, bass drum, triangle, cymbals, chime, banda,
strings, harmonium, 5 horns backstage.

Otello f1: 3 (piccolo), ob: 2, English horn: 1, cl: 2, bs cl: 1,
bsn: 4, hn: 4, cornmet: 2, tpt: 2, trb: 3, cimbasso: 1, timp: 1,
harp: 2, bass drum: 2, cymbals, gong, banda, strings, cornamusa,
~ mandolind; guNtars, organ, & trumpets, 4 trombones backstage.

‘ X L
Falstaff £15 3 (pjecolo), ob: 2, English horn: 1, cl: 2, bs cl: 1,
bsn: 2, hn)\_4¢ tpt: 3, trb: 3, cimbasso: 1, timp: 1, harp: I,
bass drum, t ng%y, cymbala, chime, strings, guitar, natural

horn backsta S . :

/
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GIUSEPPE FORTUNIND FRANCESCO VERDI: A BIOGRAPHICAL SURVEY

1813 - was born in the village of Le Roncole, Italy, near Busseto
in the district of Parma, to Carlo and luigia Verdi—-

October 10. . - &
1820 - began musical studies under Pietro Baistrocchi, organjst
of the church at. Le ;oncole R . 'g .
1823 - started formal educatiOn at the Ginnasio .in Busseto—
November. -
~— while fin Busseto was}taken under the wing of Antonio '} P

Barezzi, a ptﬁSperoub'merchant and founder of the local‘
Philharmonic Socfety. - |

1825 - through Barezzi s influence, bggan studies in compositién
under Ferdinando Proyesi director of the Busseto Munic#pal
- Music School. ; /
1829 - became Provesi's assistant, teaching at the school, §
playing the organ,. cepying parts for the Philharmonic J
cohducting rehearsals, and appearing as pianist in concderts.
1832 - financially supported by Barezzi, applied for entrance to
the Milan Conservatory.
- application was denied because Verdi was over the normal
age of admission.
~ stayed in Milan and ;tudied counterpoint and composition
privately with Vincenzo Lavigna.

!

Verdi was named municipal maestro di

1835 -~ with Provesi's deat
tober.

musjica of Busseto

. o .3 . N . ..
1836 - married Barezzi's dlhghter Margherita, in Busseto on

-. May 4.
~ in September, completed his first opera, Rocester, but no
production was giveh °

1837 - on March 26, daugh(lj} Virginia, wvas born. Q

completea a reworked yversion ‘of. Rocgster titled Oberto,'

°Conte dI Bonifaciﬁ S . e

.. v

1838 - som, Romano (Icilin), was born at Busseto on July 11 s
- resigned his post as maestro di musica and moved to Milan.
~ on August 12, his daughter dfed of ‘an unknown childhood

disease. ) o sg N :
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1839 - son died, again of undetermined causes, on October 22.
- through.the ‘encouragement of a young soprano, Giuseppina
o - Strepponi, Oberto, Conte’'dfi Bonifacio was given {ts
premiere at La Scala, Milan, on November 17 to fair
success. . e
- in December, the directotr of La Scala, Bartalomeo Merelli,
contracted Verdf to compose three more works for the
. : theater. ' «

m

1840 ~ Margherita Verdi dfed on June 18.
/" = Un Giorno di Rgg_gjpremiered at La Scala on September 5 to
.poar reception. R

— depressed, Verdi decided to retire from composition an
convinced Merelli to release him from his contract. ’/41

1841 - in October, ‘Merellf peféuaded.Verdi to return to work.

1842 - Nabucco was presented for, the first time, at La Scala on
* March 9 to overwhelming response. ) .
~ Verdi's reputation spread throughout Europe.

1843 - I’iombardi,alla Prima Crociata, Milan—February 11.

1844 - Ernani, Venice--March 9.
’ - I Due PFoscari, Rome—November 3.
e - .
1845 - Giovanna d‘Arco, Milan--February 15.
-~ Alzira, ﬂ;ples—-August 12.

1846 ' - Attila, Venice--March 17.

1847 . - first performance of a Verdi opera in America at Palmo's -
) ‘Opera House, New York—I Lombardi alla Prima Crociata on
March 3,
— Macbeth, Florence—March 14.
s -1 Hasnadieri London—July 22.
- Jerusaléme, a French reworking of lLombardi for the Paris
e Opera-—November 26. '

a

R 1848 - Italign uprising against the Austrians in Milan. \'
- took up permanent residence ‘in Paris.

-1 Corsa‘o, Lucca-—?ehruary 12. o

1849 -~ la Batt!g}ia di ‘tggano, Rone——January 27.
~oin August, Verdi returned to take up residence in Busseto.
~ Luisa Miller, Nlples-nncember 8.

‘o o

'1850 -began his love’ affair wtth soprano Giuseppina Strepponi
: who moved in with him. R
- Stiffggio, Irieste—-ﬂovenber 16.
e

h
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Rigoletto, Venice—March 11.

purchased estate at Sant'Agata and moved from Busseto.

with Strepponi, took up temporary residence in Paris to
é.

Les Vépres Sicilfennes, Paris—June 13.

|

Aroldo, a reworking of Stiffelio, Riminf—August 16.

. U
Un Ballo in Maschera, Rome--February 17.

married Giuseppina Strepponi—-August 29.1

Italian Risorgimento——Austrians wgre driven from Italy.
Verdi became Busseto's first representative in the United

composed patrfotic cantata Inno delle nazioni to a text by
Arrigo Boito. " -
La Forza del Destino, St. Petersburg, Russia--November 10.

5 . B , .
Macbeth, revised version in French, Paris-—April 21,

Verdi proposed a collaborative Requiem and composed a

1851 -

1852 -

1853 - Il Trovatore, Rome—January 19.
—~ La Traviata, Venice—March 6.
_.work on a commission.

1855 -

1857‘ - Simon Boccanegra, Venice—March 12.

1858 -~

1859 -

1860 =
) Italian parliament.

1862 - c

1865 -

1867 - Don Carlo, Paris-—March 11.

1868 - death of Rossiﬁi——November'lB.
- Libera Me as his contribution.
— the project is aborted.

1869 -

Lla Forza del Destino,.revisecjilrsioﬁ, Milan—February 17.

1871

»

Aida, Cairo—-December 24,

]

1873

-

Milan--day 22. - o

String Quartet in E nminor compoaed in March.
Alessandro Manzoni, Italian writer and patriot, died in

1’l‘oye,vﬂ'alker Gatti and others give the marrfage date as
April 29, 1859. This is due to a mistake in the copy of the

dfxegistry at Villanova d'Arda indfcated by Verdf in a letter to

Piroli dated April 17, 1869. See Cesari and Luzio, T Copialettere,

p. 284.

| >
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Requiem in memory of Manzoni in which Verdi incorporated

1880

the Libera Me from the proposed Requiem for Rossini—
first performed-in Milan on May 22, :

Pater Noster and Ave Maria for the Milan Orchestral Society.

1881

Simon Boccaneg a, revised version, Milan—-March 24,

1884

Don Carlo, shortened and revised Italian version, Milan—

1887

January 10.

Otello, Milan—February 5.

1889

1893

Ave Maria (Quattro Pezzi Sacri)

Falstaff, Milan-—February 9.

1897

1898

1901

Giuseppina Verdi died at Sant'Agata on November 14.

estahlished Casa di Riposo di Giuseppe Verdi a home for
aged musicians in Milan.

Stabat Mater, Te Deum, and Laudi alla Ve;gine Maria of .
Quattro Pezzi Sacri. :

- suffered .stroke while visiting in Milan-—January 21.
- died six days later at his residence at the Albergo

Milano—January 27.

©



APPENDIX C

SYNOPSIS OF OTELLO

ACT I

As a tempest rages in the harbor of Cyprus, citizens‘awéit
the return of their governor, Otello! a Moorish general in the
Venetian army. When his ship is sighted, the Cypriots call on
heaven to spareit. Safely in pott; Otelio stopo on the‘ramparts

to proclaim victory over the Turks ("Esultate!") and_then enters

his castle. His ensign, Iago,>angered because a rival, Cassio,

has been promoted to captain, plots his own advancement by fanning

the secret desires of Roderigo for Otello's wife, Desdemona.
Meanwhile, the Cypriots gather around a bonfire. Iago, leading a

drinking song (Brindisi: "Inaffia 1’ ugola"), forces the easily

£

intoxicated Cassio tpqﬁrink toasts to Otello ‘and his bride; the - i
ensign next provokes Roderigo to duel with the reeling Cassio.
Qtello's predecessor, Montamo, tries to intervene but is wounded
by Cassio. Suddenly Otello, iwakened by the brawl, storms out to
demand andexplanation;;Iago ptetends ignoranoe.' As Desdemona joins
her husband, he demotes Cassio and'instructs-Iago'to.restore peace.

Otello and Desdemona, left alone in the moonlight tenderly recall

-~

their courtship (‘Gia nella notte denqrﬁ, and they ‘kiss.

N 3
ACT II '
“ - Byﬂthe.eaetie garden, Iago advieee Cassio todseek Desdemona's -

c o o = SRS ‘
aid in regaining Otello's favor. 'Cassio goes off, leaving Iago to

-
PR
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describe his view of his creator; a cruel demon who gives him ideas

‘for'his eyil machinations ("Credo'™). On Otello's arrival, the
ensign makes innuendos about Desdemona's fidelity as they spy her
in the garden witn Emilia (Tago's wife) andQCaesio; he warns the
- Moor to beware of ‘jealousy. Women, children and gsailors bring'
flowers to Desdemona, whose beauty softens Otello's suspicions.
- However, when she approaches him about Cassio s reinstatement he
grows irritable.» Fearing he is 111, she tries to soothe his brow .
with a handkerchief which he throws to the ground. Desdemona,
confused pleads her devotion, while Tago wrenches the handkerchief
from Emilia, who has retrieved it. When the women leave, Otello
accuses his ensign of destroying his peace of mind. Iago answers .
~ the Moor's demands for proof by pretending he has heard Cassio
MurmT Desdemona's name in his sleep ("BEra la notte'), eve% worse,
he says he‘saw_in,Cessio'sihand,the handkerchief Otello had given
her when ne first courted her. Seconded by Iago; Otello vows o

vengeance ("Ssi, pel ciel™) .

ACT III1

.~ In the armorf, lago tells Otelloﬁthat'more proof 1s‘£orth-.\
coming and then departs as Desdemdha greets her husband (“Dio ti
fgiocon‘di") The Moor hints at his suspicions, hut she fails to
understand -when, he demanda the handkerchief he once gsVe her, she
again pleade for Cassio driying Otello to cell ier a wurtesan.
Though Desdemona, in’ tears, swears her innocenc& the Hoor sends

‘her away. Spent wffh rage, he muges on_ his misery ("Dio mi potevi

i
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scagliar"),bthen hides at the approach of Cassio and Iago. The.
ensign, flashing the handkerchief he stole, manipulates Cassio's
banter about his mistress, Bianca, so that Otello thinhs they mean
Desdeémona. Cassio 1eaves’aa‘trumpets‘anhdunce'dignitaries'frOm
Venice. Otello_vbwa tolkill\his wife. |

In the great hallpr theldastle, the court enters to weieome
Lodovico, the ambassador, who presents papers recalling Otello to
Venice and naming'CaseiO'gOVernor. When Cassio steps forward,
Otello loses seif—control and, cursing Desdemona, hurls her ta the

floor. She begs forgiveness for her supposed crime, the courtiers

_try to consolé her, but Otello orders them all out. As the Moor

falls unconscious in a fit, Iago mockingly salutes the "Lion of

Vehice."

"ACT IV '

In her room, as Emilia helps prepare her for bed, Desdemona

sings a4 song about a maiden, Barbara, who "has been forsaken by her

lover (Willow Song: fSalce, salce") Startled by the wind, she
bids her'friend good night, says her prayers ("Ave Maria") and ‘

" retires. Otello ‘soon steals in and tenderly kisses her. When

. !

. she awakens,rhe tella'her‘to prepare for’Qeath;_though she'proteste

her innocence, he smothers. her. ‘SuddenlyéEﬁilia'khocks'with news
that Cassib has slain Rbderigo.‘ Hearing Desdemona 8 death moan,
she cries for help, bringing Tago, Lodoyico and Cassio. As EmiIta

tells of Iago -3 treachery, the villatn rqshes o&t of the room

o

K
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) \Ot'ello, realizing he has been duped ('Niun mi ten\\a") , stabs

himself and dies upon a kigs. .

~



