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clearly misdated,l “here are perils in working with fracmentary
evidence, Tut these letters raise substantive issues about the
structure of the oneras which nust be dealt with, Additional
evidence will throw new lirht on the issues discussed in this
dissertation, either strengthening or echansinge the conclusions,

Sut the presently published letters, frarmentary though they be,

present a suffieient body of evidence to make a good start,

ITI. Arn irtroductiorn teo Italian nrosody and nrosodic terminplosy,
With svecial reference to_Verdi's libretti i

The poetic technicues of Italian opera libretti of the first
two-*hirds of the nineteenth century are sizple, This section
jntraduces the basic concepts of Italian rrosody and the termi-
nolory Verdi uses to deal with these concepnts, It does not delve

into more subtleties than are necessary for an urderstanding of

T o .
‘The most famous collection of corrssporcence of Verdi with
a lihrettist, that with rpislanzoni sbout Aida, has been in rint

since 1913 with the letters out of order, -

“ne first nerson to
notn this fact in print is Fhilip Cosset?® (sossett 1973b, p. 639;
“pesett details a proposed corract order in “pssett 1974, op. 297-
20n0), “his fact is indicative not orly of the problems of the
wrinted sources of these letters, but alsoe of the lack of careful
consideration Trom which they have suffered, once published.
fpgsettis review is the hest survey availanle of the most important
nohlications of 7Verdils letters, ard the best discussion of the

nroblens comected with the published letters,
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the libretti.>

Italiaa poetry 1is rerulated by rules concernins the syllable

count and the position of the principal accents of each line,

SRR A A AR R SRR SRR
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A, Syllable count

1. Each single vowel marks a syllable:

S IR

Saper vorreste 5 syllablés
Di che si veste 5 syllables
(Un Ballo in Maschera, III)

2. In the case of adjacent vowels, four situations
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are nossible:
a, Adjacent vowels in separate words
i, Sinalefe (Znglish: elision) -- the vowels
are elided and count &s one syllable:

Hgn servirti oenun sapra., 7 syllables
(1 Lompardi, I)

¥gpe than two consecutive vowels may be elided, and count as

one syllableﬁ

A me soltantq e al cielo 7 syllables
(Luisa riiler, I)

Tilision may also take place &cross punctuation marks and across

the letter he

0 vatrizi_.,. il volesse_,.. gceomi 2 voﬁ 11 syllables

T iue foscari, LI)
Uccisq_ggli ha un Conato, 7 syllables
T Due Yoscari, II)

1ﬁhis discussion is closely based on tvo stardard teyt-
del Morte 1968, opn, 125-1L2, and i~liorini 1940, pp. 1€9-
e textbooi examples with

Tooks:
215, ‘wherever possible, I have replaced th
examples drawn from Yerdit's libretti,
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13, Diaslefe (iato) (English: diaseresis,
hiatus) -~ the vowels are separated and count as two syllables:

Poijaltri qui volto 6 syllables
(Un_Ballo in Maschera, II)

Hiatus is rare in Verdit®s libretti,
b. Adjacent vowels in the same word
i, Sineresi {English: synasresis) -- the vowels
are elided and count as one syllable:

Tacea la notte placida 8 syllables
(I1 Trovatore, I)

NB, Synaeresis does not occur at the end of a line if the first

of the two vowsls 1s accentsd:

Diletto del cor mi&! oo 7 syllables
(La Traviata, I1II)

Syneeresis cannot ocour between &, 8 0T o and an accented vowel,

a8 in the name Aida,
11, Dieresi (English: diaeresis) -- the vowsls

are separated and count a&s two syllables:
E pura, sdave questtaura gentile, 12 syllables

Pur meno & soave, men pura di te, 11 syllables

~ (Luisa Miller, I)

Diaeresis never occurs:

{1). when an i serves only to indicate the soft pronunciation
of & preceding consonant (e.g., giallo, baclo);

(2). when an i is descended from & Latin 1 (e.g., flore
{f1orem], ampio [amplum]); ‘

(3). when a diphthong e or uo is the development of a Latin

e or o (e.g., piede [pedem], dieci [decen], uomo [homo]);
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{4). when % is pronounced as J {reietto) or u as W {guerra),

ijp which case the 1 or the u has the value of a consonant,

2, Line endines: troneco, pianc, sdrucciolo

Line endings in Italian poetry are of three types, all reckoned

from the last accented syllable:

1., The norm is considered to be parolz piana, that is, one
unaccented syllable follows the last accent of the line:

Bella figlia dell'amdre
(Risoletto, III)

~wo other possibilities are reckoned as modifications of the

normal parpla piana:

2, abbreviated: parola tronca, that is, the last accented

syllable concludes the line:

Caro nomechQ}l mip dér
(Riroletto, I)

3, stretched: oparola sdrucciola, that is, two unaccented

syllables follow the last accent of the line:

La donra } mfbile
(Riroletto, III)

In refarrinc to the syllable count of Italian verse, one always

counts as thourh the line were piaro., 7hus, all four lines of the

followins exanple are seven syllable lines, althourh the first and
third lines are sdruccioln, stretched to eizht syllables, and
tre fourth line is troneo, abbreviated to six:

“a se fratermo vf%colo

Stringer nor vuol tu méﬁo,

Ezio ritorné_@d dssere

4
Di Roma atbascggtgr.
{Attila, F)
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C. Accent patterms: 1line length

g each line length in Italian poetry corrasponds one or nmore

characteristic patterns of accent placement, Thus, mot any group

of eicht syllables ending in a parola piana constitutes a proper

eisht-syliable line: the accents must be correctly located,

Zyery line length has an accent fixed on the penultimate

syllable in the normative piano form of the line, ~his accent is

ecalled the accento commune ~- it is common to all lines., Other

accents, whose location varies according to the length of the line,

T term secondary accents (this is noi standard Italian terninology),

Lines may be divided into two large groups: those with even

syllable count, and those of uneven syllable count, Those of even

syllable count have a fixed accent pattern, vhils those with uneven

syllable count (with the exception of the three syllabla line) have

a movable pattern of accents,

1, Lines of even syllable count are:

a, *isillabo: 2 syllables; one accent on the Tirst

syliable, “his line is not used in Verdits libretti,

». Cuadrisilliabo (or cuatermario): four syllables; one

aceen:, on the third syllable:

u sgi bélla,

“u sg} béilal

Pazzarélla,

Che fai td?
(Giovanna d'Arco, P)

“his line lenrth is used only twice in Verdits libretti; in both

cases the chorpy effect arising from the frequent rhymes --




presumably the reason this line is avoided elsevhere -- Seens

in Giovarna dtArco for a

aimed at a grotesgue characterization:

Chorus of Evil Spirits, and in Macbeth, ITI, for a Witches? Chorus

f (“ voi spirti / legri e candidi;* Ricordi ed, op., 188-192),
i c. Senario: six syllables; two accents, on the second

and fifth syllables:

pall'Aloi a Carfddi
i Echdrei vittdrial
3 vittdria rispdnda

1 L1Adrifeq 21 wirréno!
~ : >~ (La =atta~lia @i Lernano, IV)

a d. Ottonario: eicht syllébles; two accents, on the
%E - third and seventh syllables:

: : Tu, pun{écimgzdp Signg}e,

. : Se t'offé;g‘_p paga_i9 sého,

E Ha de' bdvbary gl furdre

’ :
Yon laseiarmi jn abbanddno.
Luisa Miller, II)

e. Decasillabo: ten syllables, with three accents, on

the third, sixth and ninth syllables:
Va, pensiéro, sull';li dor;te;
Va, ti pgsa sy} cI{Qi, sul cglli,
qu_plgézano té%idg’e mglli
/.
o

ré
Liaure é5lei del sfplo natdl!
(rabuceo, III)

2, Lines of uneven syllabls count are!

a. “risillaho (or Lernario): three syllables; one

Althoush of uneven syllable count,

accent, on the second syllable,




1t has a fixed accent pattern,

in two brief passares in Act III

often on the fifth,

of Falstaff:

Dr. Cajus, Ford: C;gltr&%l
lardolfo, Pistola: Poltrdn!
Dr, Cajus, Ford: hiptidn!
rardolfo, Pistola: Pane n!
Feon!

Dr, Cajus, Ford:

rardolfo, Pistola: Priccén!

3k WAL HIE
(311 Vomini: Capr&ny
Scroccont
Spacedn!
Falstaff: perddén!

b. Cuinario:

fourth and either of the first two syllables:

/
Si colmi i1 callce
/
Di vinq‘plékto;
s
Né%cq/il diletto,

/’
rudia i1 doldr,

(Macbeth, II)

c, Settenario: seven syllables;

sixth and one of the firsh four syllables:

7 /
A auelltaspetto un fremito
c we - L

‘,4-
covrerto,

Vi
e spento

)
suol cadra,
Oherto, I)

d, Yovenario:

aceen*t is fixed or *the elrhth syllable, the other

»d secornd or third syllables,

This line lenrth is used only

nine syllables; three accents,

five syllables; two accents, on the

two accents, on the

One

+wo appear nost

1his line
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lensth is not used in Verdi's 1ibretti,}
e. “ndecasillabo: eleven syllables, This is
rhvthmically the most flexible Italiar line, and conseguently the
most widely used in Italian poetry ih reneral, There is always an
accent fixed on the tenth syllable, but the other accents may be -
distributed in a wide variety of fashions, There azf three main
types:
i, accents on the sixth and tenth syllables, with

a caesura after the accent on the sixth syllable:

Ye proferir poss'%é, ne ricordég.
Io pignrere vorréﬁ, vorrel pregé}.
{Atda, I)

ii, accents on the fourth, eighth and tenth
syllables, with a caesura after the accent on the fourth syllable:
7
Sommo di ggﬁd%p che in dolor svani...

’ 7 4
Volang_al ragelo delltetérno dl,
' {aida, IV)

jii. accents on the fourth, seventh and tenth syllables,

with a caesura aftsr the accent on the fourth syllable:

/
Povere madri desérte nel p%énto
4
Per dura fg;za dovéﬁmo lasciar,
{(1a ForZa del Destino,

T11)

11‘ nave found no déiscussion of the reasons for its absence,
Cne possihle reason is that, in its most common forns, it virtually

duplicates the rhythm of decasillabo:

Yovenario, accents 2,5,3: - : [ }:
Decasillabo, accents 3,6,9: v lvw 2o
ecasill » B¢ 3’ ’9 wo | w ] ee 12

Tovenario, accents 3,5,8:




3, Double lines: Italian poetry also mnakes use of four

types of double line: cuinario donnio, sanario donnio, settenario

doonio, and ottorario domvio. Fach half of the double line is

independent, So there can be no elision between the halves, and

synaeresis cannot occur at the end of the half-line, Zither half,

moreover, may be SO”LCC’OlO viano, or tronco. <“hus, a guinario

dovpio may contain up to twelve syllables, cuinario dovpio and

genario dovpnio are guite common in these libretti:

a, Cuirarioc doppio:

11 méiedé%to — ng; ha fratéali...

/7 7.
Yor: v'ha mortale -- che a 1&3 favé&li!

7
Cvimaue sérre -- duro 1améito

2 .
amm prpcch%p -- 10 vporta 11 vento.
(iiabuceo, II)

b, Serario downnio

14 {4 7
Gl ¢ ar”ed. festivi -- Piﬁ cadang infranti,

11 voool di Pi}da -- a3 lutto s'anranti'

1v{stro del"f;a -=3el | ﬁhe sdernato

7 7 N4
I1 rers dtAssiria -- su "oi ~g§ DiO"OO-
(iZbuceon, I)

I A R SRR YRR

Setteraris fovnio is much less common, feurnd only

twiece ir the lihret:i throurh La Traviata, althoush it is used
more in the later libretti, Its first occurrence is in I1
“rovatore, II:
; ’ ’ / 7
o Condotta_gllterz in ceppi -- al syo destin tremendo!
: 7 / / /
Col fi~lio svulle braccia, ~- 19 la seguig nggnqendo
/7 /,
sa un varco -- tental, ra in vaﬂq‘ﬁcrirmi...
— Nt
& > ¢ 4 { 1
tento la misera -- Termarsi e benedirmi!

[an]
[
5]
[
3
B
v
[*1 ‘
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Tts second appearance is in the card scene in lLa Traviata, II,

d. There is only nne example of ottonaric doopio in

all Verdi's libretti:

/
Di Prové%z%dil mar, il sggl ~- chi dal cor ti cancellgg

? 4
a1 ratip fulrente ¢4 -- cual destfro ti furd?
(1a “raviata, II)

As discussed below, however, the arrangement of this text as

ottonaric dopnio is puzzling to me,

e, Distinection of single lines and double lines,

As Linpmann points out, there is not recessarily a difference in
the melodie rhythm produced by single and double lines.1 The

main éifference between the two seems to be freguency of rhyme,

In double lines, rhymes come half as freguently as in single

lines: e.r.,
pared to eisht rhymes in the equivalent lensth of eight lines of

settenario., In Verdi's one suggestion for the use of double line

in a libretto, rhyme was the factor he pointed to:

Se adoperando il settenario 1z rima vien troppo

frequente, perchd non si serve del sattenario dopplo

corma nel “rovatore?

' Condotta elltera in ceppi al svo degtin tremendo,
Col firlio sulle.braccia io 12 segula nianzendo;

ECC, CCCy o o o o » 2 o » @ o 2 o o & 2 & o ¢ o 2

If, when you use settenario, the rhyme comes too often,
why not make use of sartenario dormio as in I1 “rovatore?

1Lippmann 1972b, vp. 274-275,

2 . s
Letter +o Ghislanzoni of liaritedi, Conizlettere v, 659.

Gossett assigns the fuller date of 22 October 1870, Gossett 1974,

four rhymes in four lines of settenario dovpio, com-

s

2




Most puzzling in this respect is *Di Provenza il mar, 11 suwol,®
from Act II of L2 Traviata, Here ‘everx half line rhymes, and the
arrangement on the page of the lines as ottonario dopvio instead

of simple ottonario ssems capricious, especially when oxne consid-

ers that the arrengement on the page creates & unigque sxample, in
all Verdi's Italiam libretti, of ottomario doopio.l I have mo
solution to this particular puzzle,

Frequency of rhyme also marks the diffsrence bebween palrs
of short lines which ars not recognized as double lines

(bisillsbo, trisillabo, gusdrisillabo) and longer lines which

may be rhythmically equivalent. For example, 8 pair of gquadri-
gillabi piani are rhythmically equivalent to an ottonarig piano,

but rhyme (R) will occur twice as often in gquadrisillsbos
quadrisillabo: v v Jv v v /&v

ottonario: w v /v ww !l v

In cases where a recognized double line (doppio guinario,
doppio senario, doppio settenario, doppio ottonario) has the same
number of syllables and frequency of rhyme as a longer gingle
line, one can always distinguish on the basis of accent pattern,
For example, both guinario doopio and decasillabo can have ten

syllables, but the &ccent patterns are quite distinct:

quinarto dovoio: LY Jv /v R

[‘,v,V

decasillabo: wv [ L v

Lope text is printed as ottonario doppio in all the librettl
I have sesn, '




D, Rhyme
1, Rhyme iz defined, for Italian poetry, as identity of

gsound between two words, beginning at the accented syllable,

Rhyme 1is generally found at the end of the line; if it occurs

elsewhere, it is called

pimalmezzo, Rhymes are termed sdrucciola,

piana or tronca according to the type of word making the rhyme,

Different timbres of the same vowel (open and closed g or o) are

regarded as jdentical for the purpose of rhyme,

2, There are virtually unlimited possibilitles for

combining rhymes into patterns, Some of the more common patterns

of Italian poetry have been given nemes:

rima baclata: aa bb CC .6 es o9
{kissing rhyme)

rima alternatat ab ab cd cd oo oo s
alternating rhyme)

rima incrociata: ab ba cd 4AC .. o9 oo
(crossed rhyme)

rima incatenatsa: aba beb ¢AC ses eoe

(chained rhyme)

3, Because there is & relative paucity of sdrucciolo

sdrucciolo lines are often left

words in the Italian language,
unrhymed in reguler rhyme patserns, but are always paired as

part of thevpattern.

E. Strophe and meter

1, Strophe may be defined as a number of lines grouped

by type of line and rhyme scheme, There is a virtually unlimited
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number of strophic constructions which could be thought up.

Strophes are therefore generally peferred to only by the nunber

of lines they contain, with further particulars to be specified

in each case, “ne conmon terms are:
distico -- two lines
terzina -- three lines
cuartina -- four lines
sestina -- six lines

ottava -- eight lines

netro.,

2. A standard grouping of strophes ls called &

Tpere are a large number of metri which are formally defined and

named, and many riore which are less common, Few of these have

Verdi's libretti, "It 1s important to realize,

ian has a normal meaning differsnt from

any relationship to

however, that metro in Ital
? i st

the common meaninr of the Znslish meter, 1etro normally does not

refer to the rhythm of ipdividual lines, which i3 the common

mhe normal Italian term for the rhythm of the

metro is not always

neanin~ of neter,
Verdits use of the term

lines is ritmo.

consistent, however; he uses it in both senses, One must be

careful to determine which meanins of the term is being used,

Ror example, when Yerdi writes to Flave about the last act of

Macbeth (in the 1846 version) =-

tp a fare il orimo Coro non mi riesce
perchd il metro ¥ troppo breve. Quindi
guattro strofette di verst

essendomi prova
~randinso anche
ni farai %1 vlacers di fare

ottonarj,

1 stter of 22 December 1846, Avbiati I, D. 675




+o write the first Chorus I éid not succeed
rrand enourh, because the meiro is too

vavin~ tried

in naking it :
short. ~hus you will do me the favor of writing four

strofette of cttonario lines,

—— he is not complaining avout the shortness of the lines of the

text, but about the fact that there are too few lines, He wanted

the text extended to four strofette (short strophes; in the final

version they are quartine), Presumably the orizrinal draft had

fewer than sixteen lines,
On the other hand, Verdi also reqguests, for the same chorus,

squel metro che vorrai ad eccezione del decasillabo® -- iwhatever

metro you wWant except for decasillabo.'1 Here he is asking for a
different line length, using metro in he common English sense of

meter,

F, Versi lirici / yersi sclolti

1. Lines rrouped in strophes are called versi lirici,

Strophes which contain 1ines of varyinrs syllable count are called

nolimetro,
2. Lines which are zrouped neither in fixed strophes,

nor by rhyme, are ealled versi seiolti, Formally, the lines of

versi sciolti are endecasillzbo and settenario,

3, “he purpose of yersi sciolti in %his repertoire is to

allow the poet as much rhythnic freesdom as possible:

have o be found, fixed schemes of line lensths do not have to be

filled out., ~“he use of endecasillabo and settenario, rhythnically

flexible lines of Italian poetry, 2dds to the rhythmic

rhymes do not




G. The setting of lines with an odd number of syllables
as lyric melod.ies

In lyric melodies on guinario, settenario and endecasillabo
1ines, the flexible interior rhythmic structure of the poetic line

1s often matched by a flexible placement of the word/line accent

relative to the musical accent, The secondary accents, whose

placement can vary from line to line, are not always placed in

accented positions in the music, {The accento commune, howsver,
which ;._g fixed within the line, is correspordingly fixed to an
accented position in the music, virtually always the downbeat of

a measurs,) In practice, the most common result of this flexibil-

ity is that unaccented syllablés at the beginning of the line are

set as downbeats, the accented syllable following on a8 weak beat:

Andante mosso 3/8 TTHTlI TI‘;H‘,
Par{gi, o ca.ra, 7/ noi lascerémo,
[y Ny rnpel
la vftq_yniti / trASCOrreremo. ..

o) \rror i R
De? corsi affanni / compensuvrai,

BRI EERE

La t»gz salfte / ritiorirs,
) {La Traviata, III)

" Andante 3/8 l'r?!\"’r”'“vl
Desdrto sulla té'rra,
{settenario) l ! ? ?l ] l! LJ,'

Col rio destino in guerra
(I1 Trovatore, I)

1 B MG YR AT
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Ardantine 6/8

| L ."H;JH;H‘
ce1é ste Al da,/forﬂa divina,
“.’J\lll‘ lflc!. ‘

"istico serto J di 1uc§_§ fior‘

SETERESIR

s RN NI,

guinario)
. Del wgp peﬂsie"o / tu sei regina,

f Iy f I f } I l l.

T‘u ai mia v1*a / sg} 1o snlendor.
(Aiga, I)

S I R

A basic purpose of this flexibility of coordinatior between

word/line accent and musical accent 1is undoubtedly to accommodate

varying patterns of word/line accent irn the poetry within a

- sinfle rhythmic pattern in the melody.1 Yet, the fact that this

practice continues through Aida, when Verdi had ample opportunity

to have the poetic rhythm adjusted to correspond squarely to his

nusical rhythm, sugrests a more positive musical purpose for this

technicue than nmere convenience in preserving a recular rhythnic

pattern ir a melody. loreover, there is at least one case where
?

tre placin~ of word/lire accerts on weak rmusical positions does

not serve the vurpose of any simple, repetitive melodic rhythn:

! mis reason has been sursrested by Friedrich Lippmann,
Lipomann 1972», pp. 278, 322,
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Andante
ivon sl VNN N NN N I A R Y ;;

. 0 ciell az-zurri, o dolei aure nati-ve, 4,7.10
frrgrrororr oL
Dove se-renq 1l mio 1a‘t{n bril- lo, 4,2,10
PRILr T REE
0 verdi céll%i‘p prgfumate rfve, L,6,10
T_J‘f)!f.’“.’*‘ff?[!.
0 patrig mié, mal p%;{ti rive-drg: 4,6,10

(Aida, III,1)

Here, the secord accent of each line {vhose position within the
line varies) is always set on a weak beat, not following any
repetitive rhythnm in the melody, but, I telieve, to keep the melody
from beconin~ rhythnically too settled: +the tension between
word/line sccent and nusical accent helns to rive the melody a
marvelously elusive.quality. In somc other cases -- but by no
neans all -- I bhelieve oxe can similarly say that the placing of
the woré/line accent on a weak beat serves 25 a device to urce the
nelodv on throurh the tensicn between text accent and musical ac-
cent, (I believe this to be the case, for exannle, in the
suivario and seitenario examples auoted above.)

A% the very least, *he continuation of this praccice throush

4ida irdicates that Verdi did not rerard such settinres as #faulty

declamation® to he evxpur~ed from his omneras, Furthermc—e, there

is evidence tha* when a2 lack of coordiration of word/line and

- nusieal accert did offend his ear, he elinirated it, Concernin~

the Dukel's "rFpssente anor ni chiama® in Aet II of Ziroletto

(RZicordi =a, DD, 143-1%1), 2 ouick tume with a pronounced upbeat
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rhythm, he wrote:

Infine bisocmerebbe che la Cabaletta avesse fli
accenti eruali perchd (e a cid sirmori poeti dovreste
vadare) 1o non posso fare

Corr3
Vold .
guando ete,..

ouindi agriusta da fare cadere llaccento sulla

seconda,

Pirally it will be necessary that the Cabaletta
have the accents orn the even syllables because (and
vou poets should pay attention to this) I cannot
write

A
Corro
Vold
Cuando etec,..

Therafore adjust it so that the accent falls on
the second [Syllable],

Verdits assertion that he could not write 'CorrB, VolB,
fuandd ete,..® 1S not meant as a general statement, but rather
refers to this specific piece, where pronounced upbeats in the

musie demand upbeat berinnines in the poetic lines:

A
Allegro 4/4 Pyl J-} )
llj?ssé%tg_gmor ni chiznma,
Plaor b fdl
,-

/
Vo-lar 1o der~io a lei ete,

1 stier to Piave of 14 January 1851, Abbiati II, pp. 97-98.




