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A NOTE ON THE TEXT

The use o f a piano-vocal score in  an a n a ly tic  p ro je c t requires

ju s t i f ic a t io n . ^  In order to  f a c i l i t a te  performance, the e d ito r  o f

such a score is  l i k e ly  to  change octave re g is t ra t io n s ,  and even omit

notes which have im portant chordal fu n c tio n s . In the case o f Fa l-

s t a f f , however, the ana lyst is  fo rtu n a te . A set o f page proofs fo r

the f i r s t  piano-vocal score was annotated and c a re fu lly  corrected 
2

by the composer. Many octave re g is tra tio n s  were changed in  order 

th a t the "low est" bass re ta in  i t s  in te g r i ty  throughout. A d d itio n ­

a l ly ,  om itted chord members were in se rted . Comparison o f the page

proofs w ith  the autograph fa cs im ile  in d ica tes  th a t the piano-vocal
3

score is  e n t ir e ly  adequate fo r  a study o f tonal motion in  F a ls ta ff .

1 Giuseppe V e rd i, F a ls ta ff ,  Commedia l i r i c a  in  t re  a t t i  (M ilan:
G. R icord i & Co., 1893). Piano-vocal score, p la te  No.96000.

2
See Guglielmo Barblan, Un prezioso s p a r t ito  del F a ls ta ff  

(M ilan : E d iz io n i d e lla  Scala, 1957). For a l i s t  o f V e rd i's  re -
v is io n s  made a f te r  the premiere, and fo r  fu r th e r  references, see: 
M artin  Chusid, A Catalogue o f V e rd i's  Operas (Hackensack, N .J .:
Joseph Boonin, I n c . , 1974), pp. 66-70.

^My own study o f the page proofs (a t the B ib lio te ca  del Con- 
se rva to rio  "Giuseppe Verdi" in  M ilan) has convinced me th a t Verd i, 
in  examining the p roo fs , in s is te d  th a t the "low est" bass be main­
ta in e d , and th a t chords be complete. The autograph fa sc im ile  was 
issued by R icord i (M ilan [1951]) in  a lim ite d  e d it io n . For l ib ra ry  
lo ca tions  o f the fa s c im ile , see: Chusid, Cata log, p. 68. I have
confirmed the in te g r i ty  o f the l ib r e t to  te x t  by a study o f B o ito 's  
autograph (loca ted  a t San Agata) and an examination o f e a rly  l i b r e t t i  
( loca ted  in  Parma a t the B ib lio te ca  del Conservatorio "A rrigo  B o ito "). 
One such l ib r e t t o ,  conta in ing the b lin d  stamp "12/1895," contains 
the e n t ire  te x t  as i t  is  known today. From th is  we can conclude 
th a t a l l  o f V e rd i's  rev is ions  were made before th is  date.

v i i

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



TABLE OF CONTENTS

Page

ACKNOWLEDGEMENTS........................................................................................... iv

A NOTE ON THE TEXT....................................................................................... v i i

TABLE OF ABBREVIATIONS............................................................................... ix

Chapter

I :  INTRODUCTION......................................................................................... 1

I I :  DRAMATIC UNITY....................................................................................  13

I I I :  THE TONAL DRAMATIC UNITS IN FALSTAFF.................................... 42

IV: TECHNIQUES OF TONAL AND TONAL-DRAMATIC ORGANIZATION . . 93

V: THE CORRESPONDENCE OF TONAL TO EMOTIONAL EVENTS IN

FALSTAFF.............................  150

V I: SUMMARY AND CONCLUSION..............................................  208

APPENDIX: GLOSSARY OF PSYCHOANALYTIC TERMINOLOGY . . . .  218

SELECTED BIBLIOGRAPHY ......................................................................  221

v i i  i

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



TABLE OF ABBREVIATIONS

1. Characters

A A lice Fo Ford
B Bardolpho M Meg
C Cajus N Nannetta
F F a ls ta ff P P is to la
Fe Fenton Q Q uickly

I I .  Portions o f  the opera

A ct, pa rt and tona l-d ram atic  u n it
I ,  i i  u6 f o r : Act I ,  p a rt i i ,  u n it  6.

Portions o f tona l-d ram atic  un its  
Ext Extension
In tro  In troduc tio n

PrS P rin c ip a l Section

Reference to  s p e c if ic  measure numbers 
4 / IV ,2 f o r : Page 4, system 4, measure 2

Reference is  norm ally made to  the f i r s t  complete measure o f the segment 
under d iscuss ion . However, i f  more than 50% o f a measure e x is ts  in  a 
re fe rence, th is  measure number may locate  the beginning o f an example.

I I I .  A n a ly tic  Terminology1

Em Em bellishing chord 1/2 motion by a semitone
M Mode m ixture 3d motion by a th ird
n neighbor chord + major mode
p passing chord -  minor mode
v. 1. vo ice -lead ing  chord

My symbols are adapted from: "A glossary o f the Elements o f
Graphic A n a lys is ,"  The Music Forum 1 (1967): 260-68. A comprehen­
sive discussion o f a n a ly t ic  concepts appears in :  F e lix  S a lze r,
S tru c tu ra l Hearing 2 vo ls . (New York: Dover P u b lica tio n s , 1962), v o l. 1.

ix

R eproduced  w ith perm ission of the  copyright ow ner. Further reproduction prohibited w ithout perm ission.



CHAPTER I

INTRODUCTION

A. In tro d u c tio n

V e rd i's  r e a lly  " la s t  work" is  F a ls ta ff ,  
performed fo r  the f i r s t  time on February 9,
1893, the most astounding crea tion  o f o ld  age 
th a t e x is ts .1

2
A fte r  exp la in ing  th a t the Quattre Pezzi Sacri are re a lly  an

3
ep ilogue, th a t the comic opera Un Giorno d i Regno , being "the work 

o f a twenty-year o ld boy, does not coun t," and th a t the comic scenes 

in  La Forza del Destino are not re a lly  funny, A lfre d  E inste in  en­

capsulates one aspect o f  the importance o f V e rd i's  Opus Ultimum:

In no other o f V e rd i' s operas does one 
f in d  even the s lig h te s t  in c lin a t io n  towards 
humor. And now the o ld  master w rite s  a work 
th a t gives h is  whole past the l i e ,  so to  speak, 
an opera bu ffa  ra ised to  the nth power, the 
sublime example o f i t s  k in d .4

Richard Strauss has c a lle d  F a ls ta ff  "one o f the g reatest master 

works o f a l l  t im e ."5 C e rta in ly ,  one reason must l i e  in  the "u n ity

^A lfred  E in s te in , "Opus Ultimum," in  Essays on Music (New York: 
W.W. Norton, 1956), p. 86.

2
These were completed in- 1898.

3
F irs t  Performed September 5, 1840.

4
E in s te in , Essays, p. 87.

5
Quoted in  Ernest Krause, Richard Strauss: The Man and His Work,

tran s . ed. (Boston: Crescendo, 1969), p. 97.
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between te x t  and music. . . which has c e r ta in ly  never been surpassed

in  the annals o f opera.

This "u n ity "  is  p a r t ia l ly  the re s u lt  o f  V e rd i's  f in a l e lim in a tio n
o

o f the set number as a succession o f musical events. These "a r ia s , 

caba le ttas , duets and ensembles," according to  Massimo M ila , had been 

"e labora te  but s ta t ic  oases o f ly r i c  expansion." E lim ina ting  these 

"oases," Verdi was able to  choose more f le x ib le  te x t  se ttin g s  which 

would both avoid "p re -es ta b lished  schemes" and "model themselves obe-
3

d ie n t ly  to  the th ru s t o f the dramatic grow th."

I  be lieve  th a t the secre t o f V e rd i's  "g rea tes t and most paradox- 

ic a l masterpiece" l ie s  not only in  i t s  sublime q u a lit ie s  as an opera 

b u ffa , o r in  i t s  close wedding o f music to  te x t ;  o ther operas have ac­

complished those fe a ts . For me the greatness o f F a ls ta ff  is  in  i t s  sup­

ple im ita t io n  o f  the ebb and flow  o f human emotions:

The opera is  n e ith e r a domestic comedy nor a dramatized 
f a ir y  ta le ,  but a m irro r  o f the human universe w ith  i t s  in te r ­
changeable dreams and r e a l i t ie s .  In th is  sense F a ls ta ff  is  
V e rd i's  most r e a l is t ic  opera.5

Francis Toye, Giuseppe Verdi: His L ife  and Works (London: W illiam
Heinmann, 1931), p. 207. Donald J. Grout c ite s  the "abso lute one­
ness o f te x t  and music" as the key to  F a ls ta f f 's  splendor. See his 
A Short H is to ry  o f Opera, 2nd ed. 2 vo ls . (New York and London: Columbia 
U n ive rs ity  Press, 1965), 1:373.

2
Gerald Abraham, A Hundred Years o f Music, 3rd e d . (Chicaqo: A ld in e , 

1964), p. 186.

3
Massimo M ila , Giuseppe Verdi (B a r i: E d ito re  Laterza, 1958), p. 271.

Joseph Kerman notes, in  F a ls ta ff ,  a "dram atic s e n s i t iv i t y . . .more sub tle  
than had ex is ted  b e fo re ." See h is  Opera as Drama (New York: Vintaqe 
Books, 1956), p. 167.

4
Kerman, Opera, p. 167.

5
F r its  Noske, "R itu a l Scenes in  V e rd i's  Operas," Music and Le tte rs  

54(1973): 439.
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3

Two questions re s u lt  from F a ls ta ff 's  rea lism , precise word 

s e ttin g s , and adandonment o f  the se t number:

How do the te x t  ( l ib r e t to )  and music dep ic t the "human 
universe" o f "interchangeable dreams and r e a li t ie s ? "

What o rgan iz ing p r in c ip le s  does Verdi use to  replace 
the former set numbers.

I propose to  answer these by using two tw en tie th -cen tu ry  pro­

cedures: psychoanalytic in te rp re ta tio n ?and tonal a n a ly tic  techniques 

derived from the lin e a r  concepts o f  SchenkerJ Both, and e sp e c ia lly  

th e ir  in te r re la t io n s h ip s ,  are essen tia l fo r  a comprehensive under­

standing o f  the in ne r coherence o f  F a ls ta f f .

Because the underly ing dramatic order is  based on inner events 

which Verdi and Bo ito sensed, psychoanalytic in te rp re ta tio n  is  use fu l: 

exp la in ing  the unconscious emotional forces th a t create d r ive  and 

coherence in  l i te ra tu r e  as w e ll as in  l i f e ,  i t  helps us to  understand 

the l ib r e t to  as a "m irro r  o f the human un ive rse ."

The underly ing  dramatic order o f  F a ls ta ff  is  given organic meaning 

through the trea tm ent o f  musical u n it ie s .  These are based on a tonal 

p lan. L inear ana lys is  helps us hear the opera's la rge-sca le  motions 

between a se ries o f in te r - re la te d  tonal goals. The graphic technique 

o f  lin e a r  ana lys is  enables us to represent the concept o f  musical motion 

and achieve a c la r i f ic a t io n  o f tonal u n it ie s .  These can then be compared 

to  the underly ing dramatic order.

1
The use o f  Schenkerian techniques is  a p a r t ia l one, s p e c if ic a lly  

adapted fo r  the purpose o f re la t in g  to n a l ity  to  drama. My use o f  the 
bass graph, ra th e r than a complete vo ice -lead ing  graph, w i l l  be ex­
p la ined la te r  in  th is  chapter,
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In order to  c la r i f y  the inner coherence o f F a ls ta f f , I  w i l l  

present separate discussions o f the l ib r e t to  (Chapter I I )  and the 

tona l o rgan iza tion  (Chapters I I I  and IV ). Successive stages o f tonal 

abs trac tion  w i l l  be made. I w i l l  then discuss the re la tio n s h ip  o f 

to n a l i t y  to  drama th a t makes F a ls ta ff  V e rd i's  "most r e a l is t ic  opera" 

(Chapter V). But f i r s t  le t  us examine my choice o f a n a ly tic  techniques.

B. Psychoanalysis and L ite ra tu re  

Joseph Kerman has given Bo ito  great c re d it  fo r  "the unpara lle led 

dramatic u n ity  o f O te llo  and F a ls ta f f .1,1 I t  has long been recognized 

th a t the te x t  fo r  F a ls ta ff  is  not merely an adaptation o f The Merry Wives

o f Windsor, which incorpora tes elements from Henry IV , parts I and I I ,
2and Henry V; ra th e r, i t  is  " to  a ce rta in  ex ten t. . . a new p la y ,"  w ith  

3
many resemblances to  The Tempest.

Assuming a great work is  u n if ie d , l i te r a r y  c r i t ic s  o ften  d ire c t 

themselves toward achieving a conscious understanding o f the way in  

which themes re la te  lo g ic a l ly  to  each another. Northrop Frye has s ta ted : 

"The prim ary understanding o f any work o f l i te ra tu r e  has to  be based on
4

an assumption o f  i t s  u n ity .

A study o f  themes in  F a ls ta ff  would reveal connections between 

Cajus's in a b i l i t y  to  get re tr ib u t io n ,  F a ls ta ff 's  fa i lu re  to  obta in both

^Kerman, Opera, p. 166.

2
Edward T. Cone,'iThe Old Man's Toys: V e rd i's  Last Operas,"

Perspectives USA 6 (1954): 126.

3Ib iq  , p. 133.

^ "L ite ra ry  C r itic is m " in  The Aims and Methods o f Scholarship in  
Modern Languages and L ite ra tu res ., Ed. James Thorpe (New York: Modern 
Language A ssociation o f .America, 1963), p.-63-.
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Ford's wealth and A lic e 's  love, and Ford's u n fu l f i l le d  wish to  have 

his daughter marry Cajus. This study might then show th a t Cajus, Ford, 

and F a ls ta ff  g ive up th e ir  inachievable desires.

The un ify in g  theme might be stated as: "Moderate your desires.

Y o u 'll get along w ith  your companions i f  you give up what you can’ t  

have anyway." Temperance is  rewarded and the grea test reward goes to 

those who are most accepting o f each o th e r, Nannetta and Fenton; they 

marry.

Along w ith  the psychoanalytic l i te r a r y  c r i t i c s ,  I  be lieve th a t

such a conscious meaning is  v a lid  only a t one somewhat s u p e rf ic ia l level

o f ana lys is . Marie Bonaparte w r ite s :

. .. th o u g h , on the surface, a l i te r a r y  work re la te d  a m an ifes tly  
coherent s to ry , in te rtw in ed  w ith  i t  and, sim ultaneously, another 
and secret s to ry  is  being to ld  which, in  fa c t ,  is  the basic theme. 
Though...the m anifest ta le  obeys the ru les o f lo g ic ,  th is  deeper 
cu rren t is  sub ject to  o ther la w s .1

In order to  describe our em otional, g u t, reactions to  l i te r a tu r e — 

those which compel us to  hold on to  a novel in to  the la te  hours o f 

the n ight--w e must begin to  speak in  psychological terms. We read 

because we are "com pelled," "g ripp ed ," "e x c ite d ,"  "taken in , "  o r "drawn."

"The g reatest f ic t io n , "  w rite s  Simon 0. Lesser, "occupies and 

rewards the e n t ire  p s y c h e .P s y c h o a n a ly s is  helps us understand these 

rewards, i t :

. . .u n lik e  o ther psychologies, but l ik e  Sophocles and Shake­
speare, Tolstoy and Dostoyevsky, M e lv ille  and Hawthorne... 
has concerned i t s e l f  w ith  the surging non -ra tiona l forces

^"Poe and the Function o f L ite ra tu re ,"  in  W illiam  P h ill ip s  e d ., 
A rt and Psychoanalysis (Cleveland: M erid ian, 1963), p. 71.

o
F ic tio n  and the Unconscious (Boston: Beacon Press, 1957), p. 301.
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which play so la rge  a p a rt in  determ ining our destiny 
as w e ll as the p a rt o f our being which t r ie s ,  o ften  in  
v a in , to  con tro l and d ire c t  them. I t  o f fe rs  us a sys- 
tem a ticand  w e ll-v a lid a te d  body o f knowledge about those 
fo rc e s .!

The system atic explanation o f unconscious thought processes pro­

vided by psychoanalytic theory is  w e ll su ited  to  aid our understand­

ing o f  the deepest ways in  which we respond to  l i te ra tu r e .

Psychoanalysts be lieve th a t l i te ra tu r e  "expresses and disguises 
2

childhood fa n ta s ie s ."  These c h i ld - l ik e  thought processes are not

a l l  re linqu ished  when we reach m a tu rity . Some are re ta in e d , and,

though buried deep w ith in  the unconscious, they m otivate us throughout 
3

our liv e s .  When we experience l i te ra tu r e ,  we derive  pleasure from 

i t s  fan tasy content as w e ll as i t s  p lo t.  "Fantasy gives fo rce  to  con­

scious meaning."^ The unconscious content o f a l i te r a r y  work reminds
5

us o f s im ila r  unconscious wishes and d rives  o f our own.

Perhaps the most comprehensive study o f the permeation o f adu lt 

l i f e  by childhood fantasy is  Freud's pioneering The In te rp re ta tio n  o f 

Dreams (1900).6 In th is  work Freud has shown th a t in  dreaming we

I b id . , p. 15.

2Norman N. Ho lland, The Dynamics o f L ite ra ry  Response (New York: 
Oxford U n ive rs ity  Press, 1968), p. 52.

3
Lesser, F ic tio n  and Unconscious, p. 23.

4
Holland, Dynamics, p. 30.

5I b id . , p. 52.

6Reprinted in  The Standard E d ition  o f the Complete Works o f Sieg- 
mund Freud (tra n s . by James Strachey, Anna Freud, A lix  Strachey, and 
Alan Tyson), ed. James Strachey 24 vo ls . (London: Hogarth Press, 1957-), 
Vo l. V.
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re lin q u is h  our represssions and re tu rn  to  the fa n ta s y -lik e  th in k in g  

o f a c h ild .  The reader's  experience is  s im ila r ,  "In  e f fe c t  the l i t e r ­

ary work dreams a dream fo r  us. I t  embodies and evokes in  us a cen­

t r a l  fa n ta s y ."1
Professor Holland po in ts  out th a t i t  is  the transform ation o f 

p r im it iv e ,  unconscious wishes in to  the coherent s tru c tu re  o f a l i t e r ­

a ry work th a t brings pleasure to  the reader. Because the sequence 

o f events th a t dep ic t a fantasy is  c o n tro lle d , the fantasy is  made 

meaningful to  our in te l le c ts .  Therefore, we a llow  ourselves to  be-
2

come involved in  the aes the tic  experience.

In Chapter I I ,  I w i l l  e xp lica te  both F a ls ta f f1s cen tra l fan ­

tasy and the transform ation o f th is  fantasy in to  a sym m etrical, lo g i­

cal shape.

C. Drama and T o n a lity : The use o f l in e a r  ana lysis

While a psychoanalytic in te rp re ta tio n  o f F a ls ta ff  reveals a cen­

t r a l  fantasy content to  which a reader may respond em o tiona lly , com­

prehension o f a musical drama cannot re ly  on the l ib r e t to  alone:

In any opera, we may f in d  th a t the musical and verbal 
messages seem to  re in fo rce  or to  co n tra d ic t each o the r, 
but whether the one or the o the r, we must always re ly  
on the music as our guide toward an understanding o f 
the composer's conception o f the t e x t . 3

Schenkerian lin e a r  ana lys is  helps us to  hear the background tonal 

u n itie s  th a t create coherence in  music. While the psychoanalytic

H o lla n d , Dynamics, p. 75.

2 Ib id . ,  pp. 30, 114.

2Cone, "The Old Man's Toys," p. 130.
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c r i t i c  demonstrates th a t s u p e r f ic ia lly  unre lated p lo t  events may re ­

present s im ila r  emotional s itu a t io n s ,  the music ana lyst is  able to  

show th a t d if fe re n t  foregrounds can e x is t  aga inst s im ila r  backgrounds.

A fte r  the la rge -sca le  tonal coherence o f F a ls ta ff  is  demonstra­

ted , isomorphic re la tio n s h ip s  between tonal areas and dramatic s itu a ­

t io n s  can be c la r i f ie d .  Frequently, we w i l l  see th a t in d iv id u a l keys 

acquire th e ir  own dram atic func tions . However, because each tonal 

center func tions  w ith in  a l in e a r  con text, the d irec ted  motion th a t 

creates these centers is  also im portant in  communicating the drama.

There are even occasions in  which tona l centers appear because o f th e ir  

lin e a r  context alone. Here, the c la r i f ic a t io n  o f tonal motion pro­

vided by lin e a r  ana lys is  is  e sp e c ia lly  va luable.

The Tonal-Dramatic Un it

V e rd i's  la te  s ty le  has been ca lle d  "a fragmentary one," because 

o f the e lim in a tio n  o f the set number.' Yet th is  construc tion  has not 

been abandoned in  order to  leave indeterm inate shapes in  i t s  place.

There remains a view o f d ra m a tica lly  complete u n its  u n ifie d  by to n a l ity .

The tona l-d ram a tic  u n it  in  F a ls ta ff  depicts a d is t in c t  dramatic event 

and contains a strong term inal cadence. Normally i t  contains one s tru c tu ra l 

to n ic iz a t ic n ,  a fo reground-leve l event in  the tonal plan o f the opera.^

Abraham, A Hundred Years, p. 186.

p
The concepts,, "fo reground ," "m iddleground," and "background," 

are , o f course, derived from Schenker's successive stages o f abstrac­
t io n  o f the essen tia l vo ice -lead ing  featu res o f a tonal s tru c tu re .
As I do not deal w ith  vo ice -lead ing , but on ly w ith  broad tonal motion, 
these terms are not used in  th e ir  o r ig in a l sense. Rather, they re ­
present successive stages o f abs trac tion  o f the broad path taken w ith - 
i.n the to n a l i ty .  They do not have a vo ice -lead ing  fu n c tio n . For an explan­
a tion  o f a n a ly t ic  terms and symbols, see: The Music Forum 1 (1967):
260-265.
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Frequently these u n its  are c la r i f ie d  by dramatic content and tonal 

s tru c tu re  alone. Thus, they may d i f f e r  from the a r ia ,  norm ally u n i­

f ie d  by both to n a l ity  and them atic des ign .1 Because Verdi fre q u e n tly  

e lim ina tes design as a u n if ic a t io n  device, we must look to  h is tonal 

d iv is io n s  alone in  order to  understand h is procedure fo r  c rea ting  a r­

t ic u la t io n s  in  the drama. The tona l-d ram atic  u n it ,  th e re fo re , is  a 

development w ith in  an ope ra tic  t ra d it io n  th a t adheres to  closed tonal 

boundaries fo r  dram atic and musical coherence.

While d iv id in g  V e rd i's  e a r lie r  work in to  tona l-d ram atic  in its  

would perhaps be in te re s t in g ,  such a d iv is io n  is  essen tia l only fo r  

F a ls ta f f . Even in  O te llo  (1883) there are s t i l l  scena d iv is io n s .

These are guides to  musical and dramatic a r t ic u la t io n s .  In F a ls ta f f , 

the only d iv is io n  is  th a t o f the three ac ts , each o f these comprising 

two pa rts . W ithout the tona l-d ram atic  u n it ,  or a s im ila r  a r t ic u la t iv e  

device, the in te r io r  o f each p a rt is  continuous. S ig n if ic a n t ly ,  Bo ito  

ind ica ted  scene in  the l i b r e t t o ;  Verdi om itted them in  the sco re .2

Yet we know th a t Verdi did not in tend fo r  us to  hear F a ls ta ff  

as a continuous work. His concept o f cadence is  based on the frequent 

de lib e ra te  crea tion  o f c le a r ly  aud ible term inal po in ts . These norm­

a l ly  fo llo w  an extended to n ic iz a t io n  which conforms to  a d ra m a tica lly  

coherent segment o f the opera. Such term ina l cadences, along w ith

For a d iv is io n  o f Wagnerian opera in to  u n its  based la rg e ly  on 
dramatic content and them atic design, see: A lfre d  Lorenz, Das Geheimnis 
der Form bei Richard Wagner, 4 vo ls . (B e r lin :  Max Hesses V erlag, 1924-33).

2
These scena d iv is io n s  appear in  the l ib r e t to  d ra f t  a t San Agata. 

They w i l l  be in d ica ted  and co rre la ted  w ith  the presentation o f tona l 
dramatic u n its  (Chapter I I I ) .
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B o ito 's  scena d iv is io n s , have been valuable in  p o in tin g  out the bound­

a rie s  o f in d iv id u a l u n its .  Thus, the evidence fo r  a d iv is io n  o f the 

opera in to  tonal dramatic un its  o f some s o r t  e x is ts --b o th  in  B o ito 's  

l ib r e t t o ,  and in  V e rd i's  procedure o f musical a r t ic u la t io n .

In Chapter I I I ,  I  w i l l  s i f t  the m anifo ld to n ic iz a t io n s  o f F a ls ta ff  

in to  the h ig h e r-le ve l d iv is io n s  o f tona l-d ram a tic  u n its .  For each 

such u n it ,  I w i l l  o u tlin e  the p lo t  content in  order to  show the u n it 's  

dramatic fu n c tio n . I a lso w i l l  provide a tona l sketch, so th a t the 

foreground le ve l o f tona l s tru c tu re  may be co rre la ted  w ith  the p lo t-  

le ve l development o f the drama. This procedure w i l l  c la r i f y  the close 

re la tio n s h ip  between dramatic and musical d iv is io n s .

The boundaries o f many u n its  are obvious; these un its  contain 

one s ig n if ic a n t  dramatic a c t iv i t y ,  and are to n a lly  closed. Other u n its ,  

even though they too contain one s ig n if ic a n t  dram atic event, are open. 

These may contain questions o f am biguity or a rb itra r in e s s  in  th e ir  

s p a tia l d e f in it io n s .  Here, determ ination o f the boundaries is  based 

on any one or more o f three opera tive  fa c to rs :

1) One o f several tonal centers is  estab lished more s tro n g ly  than 

the o thers. I t  may be e ith e r  a s tab le  p o in t from which departure oc­

curs or a p o in t o f a r r iv a l fo llo w in g  d ire c te d  motion from other centers.

2) The subordinate tonal centers have a c le a r t ra n s it io n a l func­

t io n ;  they norm ally represent areas o f  dram atic f lu x  re la t iv e  to  th e ir  

more s tab le  surroundings.

3) O ccasionally a l l  tonal centers w ith in  the u n it  are o f equal 

importance: they convey a series o f in tim a te ly  bound stages o f a s in g le

dramatic a c t iv i ty .

While any d iv is io n  o f the opera is  su b je c tive , the procedure ou t­

lin e d  above is  o f great value in  re la t in g  to n a l i ty  to  drama.
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Large-Scale O rganization o f Tonal Motion

Verdi was able to  give up the formal devices o f the a r ia  and 

number, and to  group together more f le x ib ly  constructed u n its  in  th e ir  

p lace, because he took advantage o f the powerful b inding fo rce  o f la rge - 

scale tonal o rgan iza tion . I f  we consider the to n ic iz a t io n s  o f in d i­

v idua l un its  to  be fo reground-leve l events, the lin e a r  motion th a t 

creates coherence w ith in  each o f the opera's s ix  parts may be consid­

ered the middleground.

The background tona l plan governs the in te r - re la t io n s h ip  o f the 

s ix  pa rts . I t  consists o f the few la rge -sca le  motions th a t determine 

the placement o f a l l  to n ic iz a t io n s . A fte r  we have exposed the back­

ground plan (Chapter IV ), we w i l l  compare the broad tonal gestures 

in  F a ls ta ff  w ith  the un ra ve llin g  o f i t s  drama (Chapter V).

The Bass Graph

My approach is  not pure ly  Schenkerian, fo r  I r e ly  c h ie f ly  on 

the bass graph as an a n a ly tic  device. In doing so, I fo llo w  David 

Lawton, who has b r i l l i a n t l y  de lineated tonal u n if ic a t io n  procedures 

in  V e rd i's  e a r ly  operas.1

The progress o f the bass, because o f the unique fu n c tio n  o f the 

lowest vo ice , is  in  i t s e l f  able to  o u tlin e  the d ire c t io n  o f tonal mo­

t io n .  As the problem toward which I have d irec ted  m yself is  the la rge - 

scale tonal o rgan iza tion  o f F a ls ta ff  and i t s  re la t io n  to  the drama, the 

bass graph w i l l  o f fe r  valuable in s ig h ts  in  terms o f the path taken 

w ith in  the to n a l ity .

^ e e :  "T o n a lity  and Drama in  V e rd i's  E arly Operas" (Ph.D. d isse r­
ta t io n ,  U n ive rs ity  o f C a lifo rn ia  a t Berkeley, 1973), Chapters I I  and IV.
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While a pure Schenkerian approach would deal w ith  vo ice-lead ing 

fea tu res in  great d e ta i l ,  I do no t. Therefore I sh a ll not provide 

a rigorous study o f tona l s ty le . However,some remarks on th is  im port­

ant sub jec t, drawn from observations made throughout the d is s e rta t io n , 

w i l l  be brought together in  my summary chapter.
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CHAPTER I I  

DRAMATIC UNITY

In troduc tio n

F a ls ta ff  deals w ith  d e c e it, jea lous rage, th ie ve ry  and 

attempted adu lte ry . The p a rtic ip a n ts  d isguise themselves as they 

come to  trap  one another by th e ir  various weaknesses.

In th is  opera desires are more o ften  thwarted than f u l f i l l e d ;  

f ru s tra t io n  is  both frequent and g rea t. F a ls ta ff  never manages to 

seduce h is heroine; Ford never sees his daughter married to 

Dr. Cajus, the man o f h is choice. The concerns and disappointments 

o f the characters in  V e rd i's  la s t  opera seem to  be no jo k in g  m atter.

Yet, F a ls ta ff  succeeds sp le n d id ly  as a comedy: i t s  dramatic

tru th fu ln e ss  is  usua lly  considered even g reater than th a t o f V e rd i's  

e a r lie r  works. What is  i t  th a t makes F a ls ta ff  in to  a splendid 

"L a tin  ly r i c  comedy"1 ra th e r than a s la p s tic k  fa rce  or in e ffe c t iv e  

tragedy? What are we to  make o f th is  in tr ig u in g  opera in  which we 

sense ourselves experiencing meaningful drama as we laugh a t 

Dr. Cajus, unable to  get the r e s t i tu t io n  he seeks, a t Ford, on the 

verge o f being cuckolded, and a t F a ls ta ff ,  m e rc ile ss ly  tempted and 

to rtu re d  by almost everyone? The answer l ie s  in  the dram atic world

^ o i t o ,  in  a le t t e r  to  Be lia igue dated "Jeud i, M ilano" (1894).
A photocopy o f th is  is  in  the Verdi In s t i tu te  archives.
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in  which the characters in  F a ls ta ff  enact th e ir  in tr ig u e s .

14

F a ls ta ff :  The Central Dramatic Figure

The dramatic world o f the opera centers on F a ls ta ff ,  h is  l i f e ­

s ty le ,  h is  in tr ig u e s , and the attempts o f others to  get even w ith  

him. F a ls ta ff  is  i n i t i a l l y  presented as a rogue; Cajus ju s t ly  

accuses him:

C: Hai fia c c a ta  la  mia giumenta baia You've worn out my bay mare,

S forzata la  mia casa. Broken in to  my house.
(3 /1 , 2 f f , ) ]

F a ls ta ff  does not deny these acts in  h is  c la r i f ic a t io n  to  the 

doctor:

F: Ma non la  tua massaia But not your housekeeper.

When Dr. Cajus t e l ls  F a ls ta ff  th a t even i f  the kn igh t were 

twenty times as la rge as he a c tu a lly  is  he would be forced to  respond 

to  these charges, F a ls ta ff ,  somewhat l ik e  a king pronouncing judgment, 

hands down h is words o f advice:

F: ( con flemma) (w ith  in d if fe re n c e )
Ecco la  mia r ip o s ta : ~Here is  my answer:
"Ho fa t to  c id  ch 'ha i d e t to ."  " I  d id what you have sa id ."

C: E poi? And then?

F: L 'ho fa t to  apposta. I d id i t  purposely.

C: (qridando) v ( shou ting)
M 'appeliero al C onsig lio  Real. I ' l l  appeal to  the Royal Council.

Musical and te x t  references are to  the R icord i piano-vocal 
score (M ilan : 1944). Page, brace and measure are given where 
necessary. Thus 3 /1 , 2 in d ica tes  page 3/brace I ,  measure 2. The 
pag ination in  the Schirmer (New York: 1963) and the Kalmus
(Huntington: 1968) piano-vocal scores is  id e n t ic a l.

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



15

F: V a tt i con Dio. Sta z i t t o  Go w1th God_ Be q u ie t
0 avra i Is  b e ffe ; v o u 'l l  have taunts*
Quest'e i l  c o n s ig lio  mio. ^  -s my counsel> ’

( 4 / I I I , 2 f f . ) .

Later on, a f te r  Dr. Cajus has unsuccessfu lly attempted to 

exact re q u ita l from Bardolpho and P is to l a, F a ls ta ff ,  now l ik e  a 

teacher g iv ing  advice and a judge d ism issing a case, t e l ls  the doctor 

th a t his charges have a l l  been w ith ou t substance. With re s ig n a tio n ,

Cajus shows th a t he has learned h is lesson:

F: ( aV D r. Cajus)
L ‘ o d i? Se~-ti c a p a c it i,  You hear him? I f  you grasp th a t,
Del ver tu  sei s icu ro . You're sure ,of the t ru th .
I f a t t i  son n e g a ti. The deeds are denied.
Vattene in  pace. Go o f f  in  peace.

C: Giuro che se mai I swear th a t i f  ever
M 'ubriaco ancora a l l 'o s te r ia  I get drunk again a t the tavern
Sara f ra  gente onesta, I t  w i l l  be amid honest,
Sobria , c iv i le  e pi a. Sober, c iv i l  and devout people,

(esce d a lla  porta a s in is t r a ) (e x its  through the door a t l e f t )

As the Dr. Cajus episode concludes, F a ls ta f f 's  a tte n tio n  turns 

towards Bardolpho and P is to la . He in s tru c ts  them now not to  sing 

th e ir  "Amen" to  the d o c to r 's  e x i t  and gives them advice on how to 

conduct fu tu re  escapades:

Cessi V a n tifo n a  Stop the antiphon.
La u r la te  in  contrattempo You're shouting i t  in  the wrong time.
L 'a r te  sta in  questa massima: A rt l ie s  in  th is  ru le :
"Rubar con garbo e a tempo." "To s tea l w ith  grace and rhythm."
S ie te  dei rozz i a r t i s t i .  You're crude a r t is ts .

(16/1 I I ,  1 f f ) .

Like a fa th e r c o n tro ll in g  an im pulsive c h ild ,  F a ls ta ff  re s tra in s  

P is to la  from throwing h im se lf on Cajus. Moreover, i t  seems th a t 

F a ls ta f f - - ! ik e  a mother--has been supporting h is  s idek icks in  both 

food and d rink  fo r  some tim e. Angry w ith  h is  dependents, he says:
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Son t re n t'a n n i che abbevero For t h i r t y  years I 'v e  been soaking
Quel fungo porporino! That p u rp lish  mushroom!

( a B a rdo lfo ) ( to  Bardolpho)
Costi t ro p p o .. .  You cost too much...

( a P is to lo ) ( to  P is to la j
E tu  pure And you top.

(21/111, I f f . )

Thus, although F a ls ta ff  is  i n i t i a l l y  a rogue, he is  also a man 

o f power and a u th o r ity .  As an e x c e lle n t m anipu la tor, he prevents 

Cajus from ob ta in ing  re tr ib u t io n .  Feeding and p ro te c tin g  Bardolpho

and P is to l a, he is  a p a re n t-fig u re  as w e ll.

F a ls ta f f 's  staturesoon d im in ishes.^ In th e ir  revenge aga inst 

h is attempts a t seduction, the women o f Windsor t re a t  F a ls ta ff  l ik e  a 

mischievous c h ild .  The ir re p r is a l,  f u l l  o f t r ic k e ry ,  is  more p la y fu l 

than serious:

N: Se o rd is c i una burla
Vo1 a nch 'io  la  mia parte .

i l  g ioco riesca 

A: Dobbiam o-bbarlo .

M: Ma ce rto  s i spappola
Quel mostro a un tuo cenno 
E corre a l ia  trappo la  
E perde i l  suo senno

N: Lo tu ffe rem  ne ll'acq ua .

A: Lo a rrostirem o al fuoco.

I f  you plan a je s t  
I want a lso my share.

the game w i l l  succeed 
(pp. 105 f f ) .*

We must mock him
(p. 60/1,1)

But su re ly  th a t monster
W ill be reduced to  pulp a t your s igna l
And w i l l  run to  the trap
And lose h is  senses.

(p. 106 f f )

W e 'll plunge him in to  the water.

W e 'll roas t him on the f i r e .

For a more complete discussion o f F a ls ta f f 's  changing id e n t ity  
( in  1 Henry^IV), see: Norman N. Holland The Shakespearean Imagination
(1964: rp t.'B lo o m in g to n , Indiana U n iv e rs ity  Press, 1968) pp. I0 9 f f .
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N: Che g io ia '.

A: Che a l le g r ia !

What jo y !

What merriment!
(pp. 92/11, 2 f f . )

F a ls ta ff  is  a lso aware o f his changes o f id e n t ity  from 

strength  to weakness:

Quand'ero paggio 
Del Duca d i N o rfo lk  
Ero s o t t i le ,  s o t t i le ,  s o t t i le ,  
Ero un m ira g g io ...

Impinguo troppo.
Ho dei p e li g r ig i .

When I was the page 
Of the Duke o f N o rfo lk  
I was s lim , s lim , s lim , 
I was a m irage.

,(p.222)

I'm  growing too fa t .
I have some gray h a irs , 

(p. 300)

Not only does F a ls ta f f 's  id e n t ity  keep changing, but his 

e n tire  dram atic w orld seems to  be " . . . a  p lay w o rld , an imaginary 

world o f v is io n s . . . " 1 He imagines th a t he w i l l  grow too th in  or 

too f a t ,  th a t Bardolpho and P is to la  w i l l  fo llo w  his commands, and 

th a t he is  a g reat seducer, h ig h ly  a t tra c t iv e  to  women. In I , i ,  

F a ls ta ff  presents his plan to  seduce A lic e  and Meg in  order to  obtain 

th e ir  husbands' money. The p lan , which seems u n re a lis t ic  from the 

s ta r t ,  is  based on a t le a s t two m isconceptions. F i r s t ,  F a ls ta ff  

believes th a t he is  a t tra c t iv e :

Guardate. Io sono ancora 
Una piacente esta te  
Di San M artino.

Look, I am s t i l l  
An a t tra c t iv e  summer 
Of S t. M a rtin 's .

(p. 32)

Second, he supposes th a t A lice  is  ro m a n tica lly  in te re s te d  in  him:

F: E i l  suo desi> in  le i  fu lgea
Si al mio congiuto 
Che parea d i r :
" Io  son di S ir  John F a ls ta f f . "

And her desire.bshone in ,h e r  
So jo in e d  to  mine 
That she seemed to  say:
" I  am S ir  John F a ls ta f f 's . "  

(p. 29)

Ib id . ,  p. 119.
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Because F a ls ta ff  has d i f f i c u l t y  in  d is tin g u is h in g  between h is

own wishes and r e a l i t y ,  he is  s im ila r  to  a c h ild  a t the e a r lie s t

stage o f emotional development. Freud has s ta ted :

An in fa n t a t the breast does not as y e t d is t in ­
guish h is ego from the externa l world as the , 
source o f the sensations flow ing  in  upon him.

Or, in  the words o f Margaret Mahler:

. . . th e  in fa n t behaves and func tions  as though 
he and h is mother were an omnipotent system -  
a dual u n ity  w ith in  one common b o u n d a ry .2

Like a new-born c h i ld ,  F a ls ta ff  fe e ls  omnipotent. He assumes 

th a t Bardolpho and P is to l a w i l l  do whatever he asks, and th a t Meg 

and A lice  love him—a l l  th is  because he wishes i t  were so. An in ­

fa n t need merely fe e l hungry; m ag ica lly , food appears. F a ls ta ff  

expects the same treatm ent.

F a ls ta f f 's  behavior and a tt i tu d e s ,  then, remind us o f our own

in fancy. Psychoanalysts c a l l th is  e a r lie s t  period o f emotional l i f e

the ora l phase o f development. A t th is  tim e , the in fa n t passive ly 

experiences the world w ith  h is  mouth. He can do almost nothing fo r  

h im se lf and is  completely dependent on a n u rtu rin g  mother fo r  both 

su rv iva l and com fort. His sole concern is  th a t h is needs be met and 

h is most overwhelming need is  to  be fed.

F a ls ta f f 's  exaggerated need fo r  food, h is  in s a tia b le  a p p e tite , 

is  symbolized by h is stomach. In fa c t ,  i t  is  because F a ls ta ff  cannot

^C iv il iz a t io n  and i t s  D iscontents, tran s . and ed. James Strachey 
(New York! W. W. Norton, 1962), pp. 13-14.

2 .........
Oh Human Symbiosis and the V ic iss itu d e s  o f In d iv id u a tio n  

(New York! In te rn a tio n a l U n iv e rs it ie s  Press, 1968), 1: 8.
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pay h is tavern b i l l  th a t he devises a scheme which sets the whole 

drama in  motion. Food is  so im portant fo r  F a ls ta ff ,  f o r ,  as he 

says, w ithou t i t  he is  noth ing. He equates his stomach w ith  h is 

id e n t ity :

F: Se F a ls ta ff  s 'a s s o t ig lia  I f  F a ls ta ff  grows th in
Non e p iu lu i He is  no longer h im se lf,
Nessun p iu I'ama; in  quest'addome No one loves him any more; in 
C'e un m ig lia io  d i lingue th is  paunch
Che annunciano i l  mio nome! There are a thousand tongues

That announce my name!
(pp. 22-23)

For F a ls ta ff ,  as fo r  an in fa n t,  having h is hunger s a t is f ie d  re ­

stores h is  se lf-esteem . Otto Fenichel has w r itte n :

The f i r s t  supply o f g ra t i f ic a t io n  from the externa l 
w orld , the supply o f nourishment, is  sim ultaneously 
the f i r s t  re g u la to r o f s e lf- re g a rd J

And a lso :

The in fa n t 's  p r im it iv e  in te re s t  in  the external 
world is  in  any case s o le ly  and e n t ire ly  due 
to  the circumstance th a t the externa l world is  
a source o f g ra t i f ic a t io n  fo r  i t .  This in ­
te re s t is  f i r s t  determined by hunger, la te r  
by the o ther erotogenic z o n e s .2

When F a ls ta ff  is  tr ic k e d  by the women, he is  rendered helpless 

and immobile. S tu ffed  in  the laundry basket, he can do l i t t l e  but 

pass ive ly  p a r t ic ip a te  in  th e ir  a c t iv i t ie s .  Indeed, F a ls ta ff 's  ex­

perience resembles the d a ily  l i f e  o f a newborn c h ild :  he is  covered

up, kept warm, ca rried  around, taken outdoors, and bathed in  the 

r iv e r .  He describes the ordeal:

^Co llected Papers o f O tto Fen ichel: Second Series
(New YorFi W. W. Norton, 1954), p. 36.

2Ib id . , p. 38.
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: Ho ancor I'ossa  arrembate I s t i l l  have aching bones
D'esser rim asto curvo, From having remained curved
Come una buona lama Like a good blade
Di B ilba o , n e llo  spazio From B ilba o , in  the space
D'un pan ie rin  d i dama! Of a la d y 's  basket!
Con quel tu fo ! E quel caldo! With th a t s tu ff in e s s ! And th a t heat!

Po i, quando fu i ben c o tto , Then, when I  was w e ll roasted,
Rovente, incadescente, Searing, incandescent,
M'han tu f fa to  n e ll'a cq u a . They plunged me in to  the water.

(pp. 305-307).

The imagery o f the p lo ts  d irec ted  aga inst F a ls ta ff  abound in

use images o f food and ea ting . They re fe r  to  b a itin g  him (p .65), 

te a rin g  him to  pieces w ith  th e ir  tongues (p .64), and watching h is 

b e lly  burs t (p p .122-124). The men a lso know F a ls ta ff  best by h is 

stomach. They c a l l him a P a ffu to  p le n ilu n io  ("Plump f u l l  moon," 

pp. 107-108) and a Dannato epicureo ("Damned ep icurean," p. 185).

Although F a ls ta ff  most ty p ic a l ly  acts l ik e  an in fa n t a t the 

ora l stage, there are other c h i ld - l ik e  q u a lit ie s  to  h is behavior. 

When the fa t  fe llo w  i n i t i a l l y  meets A lic e ,  we can only p i ty  him 

fo r  the na ivete o f his opening comments:

F: Ma d iro  tos to
Un mio pensier co lpevole.

But I w i l l  say a t once 
A g u i l t y  thought o f mine.

A: Cioe? Namely?

F: Cioe; v o rre i che Mastro Ford 
Passasse a m ig lio r  v i t i . ..

Namely: I 'd  l ik e  Master Ford 
To pass on to  a b e tte r  l i f e . .

A: Perche? Why?

F: Perche? Lo chiedi? 
Saresti la  mia Lady 
E F a ls ta ff  i l  tuo Lord!

Why, you ask?
You would be my Lady, 
And F a ls ta ff ,  your Lord!

^See Glossary.
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A: Povera Lady in ve r!

F: Degna d'un Re.

A poor Lady, indeed!

Worthy o f a King
(pp. 216-217).

While F a ls ta ff  id e a lize s  his hero ine, making her seem lik e  

a b e a u tifu l goddess, he a lso  characterizes the man standing between 

h im self and th is  A phrodite  as a demon, a monster who must be des­

troyed. As F a ls ta ff  describes his fe e lin g s  about Ford to  

"Fontana," we can see th a t Ford is  no o rd in a ry  adversary fo r  

F a ls ta ff :  Ford is ,  ra th e r, a hated ob jec t o f whom the kn igh t is

in ten se ly  je a lou s :

F: I I  d iavo lo  se lo  p o r t i The d e v il take him
A l l ' in fe rn o  con Menelao suo avolo! To h e ll w ith  Menelaus, h is  ancestor! 
Quel tanghero, quel tanghero! That boor, th a t boor!

F a ls ta ff 's  fu ry  a t Ford is  s im ila r  to  the rage a young boy fe e ls  when 

confronted w ith  the in tim a te  bonds which connect h is  parents. We a l l  have 

seen a fo u r-ye a r-o ld  boy t e l l  h is mother th a t he would marry her when he 

grew up, th a t i f  on ly  daddy (a ra th e r awful fe llo w , anyway) were sent 

away, a l l  would be w e ll.  F a ls ta ff  does not merely want to  seduce 

A lic e ; equ a lly  im portant is  h is des ire  to replace Ford in  the la t t e r 's  

re la tio n s h ip  w ith  h is  w ife . This second w ish, he adm its, is  a pensier 

co lpevo le . F a ls ta ff  is  wise to  sense some g u i l t ,  fo r  his wishes remind 

us o f the paired desires associated w ith  the oedipus comp!ex—to  

replace the fa th e r in  h is  po s itio n  o f power and a u th o r ity  and to  se­

duce h is w ife . We re c a ll th a t,  when F a ls ta ff  f i r s t  ta lked  o f his

V edra i, v e d ra i, v e d ra i,
V edra i, v e d ra i!
Te lo  c o rn if ic o  n e tto , ne tto ! 
Se mi fra s to rn a  
G li sparo una g irando la  
Di botte s u lle  corna!
Quel messer Ford e un bue,
Un bue, v e d ra i, ecc.

Y o u 'll see, y o u 'l l  see, y o u 'l l  see 
You'11 see, y o u '11 see!
I ' l l  cuckold him n e a tly , nea tly !
I f  he d is tu rb s  me
I ' l l  f i r e  a Catherine wheel
Of blows on h is  horns!
That Master Ford is  an ox,
An ox, y o u ' l l  see, e tc .

(pp. 173 f f ) .
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p lo t  to  seduce A lic e , his designs on Ford’ s assets were discussed

even before his fe e lin g s  fo r  A lic e :

F: V 'e noto un t a l , qui del paese Do you know a c e rta in  man, here in
Ch'ha nome Ford? Who has the name o f Ford? /th e  town

B: S i. Yes.

P: S}. Yes.

F: Q u e ll1uom e un gran borghese... That man is  a su b s ta n tia l c i t iz e n . . .

P: Piu lib e ra l du'un Creso! More openhanded than a Croesus 1
\

B: E un Lord! He's a Lord)

F: Suo moglie e b e lla . His w ife  is  b e a u tifu l.
(pp. 25-26)

Thus, from the beginning, F a ls ta f f 's  des ire s , fo r  Ford 's money

and A lic e 's  beauty, are c le a r ly  lin ke d : as we watch, we in s t in c t iv e ly

know th a t they are u n lik e ly  to  be achieved; fo r  they are s im ila r  to

a c h i ld 's  unachievable oedipal wishes. The fa c t  th a t these desires

are made q u ite  obvious by the p lo t  and d ia logue--a lm ost too obvious to

be tru e , i t  may seem--is no bar to  our in te rp re ta tio n  o f th e ir  meaning.

Other commentators have noticed s im ila r  p lo t-dev ices  in  Shakespeare:

R e la tionsh ips, rea l and s u b s t itu te , are made so 
obvious, so o ft-re p e a te d , th a t they are accepted 
as innocent, since nothing forb idden could be so 
pa te n tly  presented. This is ,  o f  course, a 
patte rn  not uncommon in  Shakespeare, as in  other 
Elizabethan d ram a tis ts . 1

When a c h ild  expresses a p la y fu l wish to  possess h is  mother, 

o r to  arrange the departure o f h is  fa th e r,  we sm ile amusedly fo r  we 

do not take h is  th re a t too se r io u s ly . I f  he gets cranky or out o f 

hand, we adm in ister a gen tle  punishment: i t  is  the same w ith  F a ls ta ff .

Leonard F. Manheim, "The M yth ica l Joys o f Shakespeare; or 
What you W i l l ,"  in  The Design W ith in : Psychoanalytic Approaches to
Shakespeare, ed. M. D. Faber (New York: Science House, 1970), p. 472.
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We have seen th a t,  in  the hands o f the women, F a ls ta ff  is  a mere

baby who is  p la y fu lly  punished fo r  the oedipal transgressions he

cannot c o n tro l. When A lic e  po in ts  out the in aopropria te  nature

o f F a ls ta ff 's  desire ( Voi s ie te  nel peccato ['You are in  s in " ] ) ,  his

re p ly , fo r  i t s  t ru th ,  is  poignant:

Chi seque vocazion non pecca, He who fo llow s  h is  vocation doesn't s in .
T'amol I love you!
E non a mia c o lp a ...  And i t ' s  not my f a u l t . . .

(PP. 221)

I t  is  predetermined th a t F a ls ta ff  w i l l  m echanically chase a f te r

una tta inab le  goals u n t i l  he is  taught otherw ise.

The c h i ld - l ik e  d irectness w ith  which F a ls ta ff  expresses h is

o ra l and oedipal desires makes him in to  an appealing fe llo w  w ith  whom

we a l l  can sympathize, ra th e r than the das ta rd ly  seducer and th ie f

whom an audience would, perhaps, de test. We laugh when F a ls ta ff  is

f ru s tra te d , because h is  des ires, l ik e  a c h i ld 's ,  are inachievable .

We may even wish th a t the fe llo w  would f in a l ly  grow up. I t  is

because Verdi and Bo ito  have taken the th re a t out o f F a ls ta ff ,  the

hero, th a t F a ls ta f f , the opera, succeeds as a "L a tin  ly r i c  comedy."

In ta lk in g  about Shakespeare's F a ls ta ff ,  a s im ila r  fe llo w ,

Sigmund Freud put i t  th is  way:

. . . h is  physical (Disproportion has the e f fe c t  o f 
encouraging us to  take a comic view o f him in ­
stead o f a serious one, as though the demands 
o f m o ra lity  and honour must rebound from so fa t  
a stomach. His doings are on the whole harm­
le ss , and are almost excused by the comic 
baseness o f the people he cheats. We admit 
the poor fe llo w  has a r ig h t  to  t r y  to  l iv e  and 
enjoy h im se lf l ik e  anyone e lse , and we almost 
p i ty  him because in  the c h ie f s itu a tio n s  we f in d  
him a p lay th ing  in  the hands o f someone fa r  h is
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supe rio r. So we cannot fe e l angry w ith  him and 
we add a l l  th a t we economize in  in d ign a tion  w ith  
him to  the comic pleasure which he a ffo rds us 
apart from t h is J

Is  our o r ig in a l view o f F a ls ta ff ,  the parental teacher and 

rogue, incompatible w ith  our la te r  view o f him as a help less c h ild  

p la y fu lly  punished fo r  h is  s in fu l oedipal desires and voracious 

appetite?  Not a t a l l ;  the s tru c tu re  o f drama requ ires th a t a 

character be d if fe re n t  a t d if fe re n t  tim es. (We re c a ll th a t 

Shakespeare le f t  us uncerta in as to  whether or not Lady Macbeth 

had c h ild re n ; he both spoke o f her as ch ild le ss  and re fe rre d  to  

her motherhood.) The character F a ls ta ff ,  i n i t i a l l y  portrayed as 

a teacher, is  given the s ta tu re  to  lead us back in  time to  the in fa n t i le  

o ra l games and passive pleasures th a t a l l  o f us knew and enjoyed 

when we were young. When, toward the end o f the opera, F a ls ta ff  

pronounces h is wise judgment: L 'a rquz ia  mia crea I 'a rg u z ia

d e g l i 'a l t r i  ("My cleverness creates the cleverness o f o thers") the 

women and chorus concur w ith  th e ir  emphatic "Ma bravo !"  F a ls ta ff  

has given permission fo r  a l l  to  enjoy themselves in  a world o f o ra l-  

oedipal fantasy.

*  *  *

Ford and Cajus as M irro rs  o f F a ls ta ff

F a ls ta ff 's  o ra l-oed ipa l helplessness resonates w ith in  the 

characters o f Ford and Cajus. Each o f these men also becomes a

^Jokes and The ir R e lation to  the Unconsc io us , tran s .
James Strachey (New York: W. W. Norton, 1960), p. 213.
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gabbato ("dupe") a t the hands o f the women. When Ford attempts to  

marry his daughter to  Cajus, h is plans are thwarted by the superio r 

p lo tt in g  o f A lic e  and her companions. They rearrange the marriage 

o f the f in a l scene: Fenton marries Nannetta; the poor doctor is

l e f t  w ith  Bardolpho.

Ford's exaggerated fe a r o f h is  w ife 's  poss ib le  in f id e l i t y

is  a lso rem iniscent o f the ora l stage. For a t th a t tim e:

One o f [a c h i ld 's ]  p r in c ip a l fears is  a fe a r o f
b e tra ya l, th a t a source o f comfort o r power (h is  
mother) w i l l  be taken away by a r iv a l (a parent 
or s ib l in g ) . 1

Furthermore, l ik e  F a ls ta ff ,  Ford fee ls  omnipotent. He believes and 

acts as i f  Nannetta w i l l  marry Cajus, ju s t  because he wishes i t  were 

so.

Dwelling on Ford 's in a b i l i t y  to  separate the lo v ing  couple,

Bo ito and Verdi emphasize h is ch ild ishness. The tab les  seem turned 

as a s tu ffy  fa th e r,  exe rc is ing  h is ancient Elizabethan r ig h t  to  choose 

h is son -in -law , is  rendered helpless by his w ife .

A lice  teaches lessons to  Ford, as she does to  F a ls ta ff .  C r i t i ­

c iz in g  her husband fo r  h is s i l l y  jea lousy , she procla im s:

A: Badal tu  pur t i  m e rit i Mind you! You a lso deserve
Qualche c a s tig o ia ! Some punishment!

F: Perdona. . . Ri conosco 
I  m iei d e m e r it i. . .

Forgive m e .. .I  recognize 
My f a u l t s . . .

A: Ma quai se anco rti cog lie
Quel la  mania feroce 
Di cercar dentro 
I I  guscio d i uno noce 
L'amante d i tua moglie.

But woe to  you i f  again 
That f ie rc e  mania seizes you 
To hunt in s ide  
A walnut she ll 
For your w ife 's  lo ve r.

( I l l  , i ; pp. 318 f f ) .

liHo lland, Dynamics, p. 38.
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La te r, a f te r  Ford sees h is  daughter married to  Fenton, A lic e  t e l l s  

her husband:

Ford also re fle c ts  the incestuous aspect o f F a ls ta ff 's  charac­

te r .  L ike the kn ig h t, he yearns to  re a liz e  u n fu l t i l la b le  sexual 

bonds. His desire th a t Nannetta marry Cajus is  ( in  view o f the 

overwhelming cleverness and moral s u p e r io r ity  o f the women) as 

p a te n tly  u n fu l f i l la b le  as F a ls ta ff 's  des ire  fo r  A lic e . The in ­

cestuous nature o f Ford's wish is  shown by his exaggerated wrath 

when he discovers h is  daughter k iss in g  Fenton ( I I , i i ;  pp. 281 f f . ) .  

The audience sees th a t Master Ford is  not em otiona lly  neu tra l about 

h is daughter's choice o f s u ito r :  i t  appears th a t Ford w i l l  r e l in ­

quish his daughter only to  someone very much l ik e  h im se lf.

The incestuous aspect o f Ford's desire is  emphasized by the 

c lose bond between Cajus and Ford e x is tin g  throughout. Choosing 

Cajus as a s u ito r ,  Ford, in  essence, attempts to  save his daughter 

fo r  h im se lf. In many ways i t  appears as i f  Bo ito and Verdi have 

s p l i t  one character in to  two: Cajus fre q u e n tly  represents the

qu icke r, more c h o le r ic ,  p a rt o f  Ford's p e rso n a lity . When P is to la  

t e l l s  Ford th a t F a ls ta ff  is  about to  enter h is  house in  order to  

sh a tte r h is  bed ( I , i i ; pp. 77 f f . ) ,  Cajus exclaims C aspita! 

("Goodness!") before Ford can respond Quanti q u a il ("How many 

c a la m a tie s l") . Furthermore, as Ford overturns the screen and 

d iscovers Nannetta w ith  Fenton--when he had expected to  f in d  

F a ls ta ff  w ith  h is  w ife —Cajus proclaims Non e l u i ! .' ( " I t ' s  not

L'uom cade spesso 
N e lle  r e t i  o rd ite  
D alle m a liz ie  sue

Man o ften  f a l ls  
In the nets placed 
By h is t r ic k s .

( I I I , i i ;  p. 415)

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



27

h e !:" )  before Ford can u t te r  a word (11,11; p. 281). A t o ther tim es, 

as can be seen in  Example 2-1 , Cajus both im ita te s  Ford and completes 

h is thoughts.

EXAMPLE 2-11 

11, i  i ; pp. 252-253

d'.c

C’e .

AXDAXTE  J r 8(J( advancing cautiously l ------
(awiandosi cautamente al paravento)

J z 8o(advancing cautiously on thescreen)i the screen)

• dTc

(advancing softly ̂ witfi.exggeeratcd cautionon jhescreen^

Se t’ac.Se t ’ag .  guanto 1
i f  T rmh von!

Copyright 1968 by Edwin F. Kalmus. Used by perm ission.
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Example 2-1 — Continued

touch you I

T ’arronciglio come un can! 
I  shall squash you like a snake I

3Ej^ - = g ^ - =
Ti rompo il cef-fo!

111 smash your snout in 1
quassoi 
crush you!

(beside the basket, to Meg)

Fac.cia.mo le vi. ste d’atten.de.re ai 
We must takepre-cau-tions, watch o-ver the

you!

Pre.ga il tuo SarLto! 
Pray God for -----
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S p lit t in g  one p e rso n a lity  between two o r more characters is  a

well-known, l i te r a r y  technique. For instance, in  Hamlet some

ch a ra c te r is t ic s  o f a fa th e r are assigned to the dead King; o thers,

to  Claudius. Norman Holland says:

For l i te r a r y  purposes, s p l i t t in g  is  an 
extremely im portant way o f expanding an un­
conscious fan tasy , because ( I  suppose) nothing 
w i l l  q u ite  so q u ick ly  e laborate a simple r e s i­
due o f childhood in to  a complex, m u lt i­
faceted work o f a r t  as the doubling or s p l i t ­
t in g  o f characters.^

S p lit t in g ,  then u n if ie s  a p lo t by u n ify in g  i t s  characters.

Here, s p e c if ic a lly ,  i t  serves to  strengthen Ford 's bond to  his 

daughter, making more c re d ib le  h is  dismay when he sees her fo rever 

leaving h is surrogate. To the audience, i t  a lso  po in ts  out the 

c h i ld - l ik e  nature o f Ford's character: i t  appears as i f  Ford

wished to  save h is  daughter fo r  h im se lf.

Cajus, perhaps more than Ford, m irro rs  the passive he lp less­

ness o f F a ls ta ff .  E ven tua lly , the women t r ic k  the doctor in to  

marrying Bardolpho. But f i r s t ,  in  the opening episode, his d r in k ­

ing companions dupe him. Although these men have broken in to  his 

house and robbed him, Cajus is  unable to  b ring  them to  account.

Just as F a ls ta ff ,  when tr ic k e d  by the women can do nothing but 

passive ly p a r t ic ip a te  in  th e ir  a c t iv i t ie s ,  Cajus—when tr ic k e d  by 

those he thought were h is  fr ie n d s —can do noth ing but re s e n tfu lly  

accept h is fa te .

In summary, then, much o f the opera dep ic ts  the child ishness 

o f F a ls ta ff .  Ford and Cajus r e f le c t  various facets  o f the kn ig h t’ s

^Holland, Dynamics, p. 56.
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in fa n t i le  a ttitu d e s  and behavior. They re in fo rce  our fe e lin g  th a t 

the p lo tte rs  are c h ild re n ; th e ir  in tr ig u e s , games.

Omnipotent thoughts Powerless Oedipal ( in -
( in  re la t io n  cestuous) thoughts 

to  women)
F a ls ta ff  x x x

Ford x . x  x

Cajus x

Oral Fusion: The U n ify ing  In fa n t i le  Fantasy in  the Opera

T u tti gabba ti: ( "A ll are taken in " ) - - th e  two f in a l words o f

F a ls ta f f , encapsulate the centra l fantasy content which u n ifie s  the 

work: ora l fu s io n , or symbiosis w ith  a n u rtu rin g  m other-figu re .

To the conscious mind t u t t i  gabbati s ta te s : everyone is  mocked, 

duped, or taken in . We see F a ls ta ff ,  Ford, and Cajus tr ic k e d  by the 

women. However, as Marie Bonaparte has warned, "another and secret 

s to ry  is  being to ld  which, in  fa c t ,  is  the basic theme."1 To the 

unconscious mind t u t t i  gabbati presents a common fantasy—the wish 

to  re tu rn  to  the passive, dependent s ta te  we knew as in fa n ts , and to 

be cared fo r ,  however badly. This "fan tasy gives fo rce to  conscious 

meaning. " 2

Many o f the cen tra l a c t iv i t ie s  and concerns o f the opera em­

phasize the regressive process: they d ire c t  our a tte n tio n  from the

conscious meaning o f events to  th e ir  unconscious s ig n ifica n ce .

H h is  quo tation appeared in  Chapter I on p. 6 .
2
Holland, Dynamics, p. 30.
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Dreaming, fo r  example, loosens the "boundaries between external and 

in te rn a l r e a l i t y . "  I t  is  the "normal, n ig h t ly  regress ion" o f us 

a l l . 1 When Ford, posing as "Fontana", believes h im se lf t r ic k e d  by 

F a ls ta ff ,  he begins h is extended jea lousy t ira d e :  E sogno? o

re a lta?  (p .177; " Is  i t  a dream or r e a li ty ? " ) .  Only a f te r  he has 

thus prefaced h is  worst fears o f helplessness--as poss ib ly  being 

a fantasy or the re s u lt  o f a dream—does Ford proceed to  l i s t  them.

Drinking to o , by flo o d in g  the conscious mind w ith  "p rev ious ly  

unconscious, i r r a t io n a l processes," may cause regression to  in fa n t i le  
2

modes o f thought. As the e a r lie s t  source o f nourishment, d rink ing

re in fo rces  the o ra l imagery o f the opera. Too much d rin k in g —Bardolpho

t e l l s  us—was the cause o f Cajus's dream. L ike  the doc to r, F a ls ta ff

d rinks and has v is io n s ; but fre q u e n tly  h is are more p leasant. In

the opening s o lilo q u y  o f  111, i , F a ls ta ff  procla im s:

Buono. Ber del v in  dolce Good. To d rin k  some sweet wine
E sbo ttonars i al, so le . And unbutton onese lf in  the sun;
Dolce cosal I I  buon vino Lovely th in g ! Good wine

Sperde le  te tre  fo ie  Dispels the grim nonsense
De llo  scon fo rto , accende Of d e je c tio n , kindles
L 'occh io  e i l  pensier, dal labbro The eye and the thought; from the l ip
Sale al cervel e q u iv i r is v e g lia  I t  r ise s  to  the bra in and there wakens
I I  p ic c io l fabbro The l i t t l e  smith
Dei t r i l l i ;  un negro g r i l l o  Of t r i l l s ;  a black c r ic k e t
Che v ib ra  en tro  l'uom  b r i l lo  That hums w ith in  the t ip s y  man,
T r i l la  ogni f ib r a  in  co r, Every f ib e r  o f the heart t r i l l s ;
L 'a lle g ro  e te re  al t r i l l o  The gay a i r ,  a t the t r i l l ,
Guizza e i l  giocondo Flashes and a t r i l l i n g
Globo s q u ilib ra  una demenza Madness unbalances the merry
T r i l l  ante! E i l  t r i l l o  Globe! And the t r i l l
Invade i l  mondo!!! Invades the w o r ld !! !

(pp. 301 f f ) .

Borman Cameron, P e rsona lity  Development and Psychotherapy 
(Boston: Houghton M i f f l in ,  1963), pp. 210-211.

2Ib id . ,  p. 212.
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Another p lo t  device th a t emphasizes the opera 's fan tasy content is  

"the p lay w ith in  a p la y ."  As the women's d iscussion tu rns to  th e a tre , 

plays and a c tin g , we re a liz e  th a t F a ls ta ff 's  punishment w i l l  be a 

th e a tr ic a l event:

N: Se o rd is c i una burla  I f  you plan a je s t
V o 'C g lio ] anche la  mi a parte  I want also my share.
Conviene condurla I t ' s  best to  conduct i t
Con senno, con a rte  With wisdom, w ith  s k i l l .

( I , i i ; pp. 61 f f ) .

A: Prepariamo la-scena. L e t's  se t the scene.

A: Fra poco s 'ico m in c ia  la  commedia. Soon the p lay begins.
( 11, i i ; pp. 203=205).

"The play w ith in  a p lay" ends when the actors give up th e ir  con­

f l i c t s ,  costumes, d isgu ise s , and characters. F a ls ta ff  has learned 

h is lesson, and a l l  go out to  d inner together:

F: Un coro e term iniam la  scena. A chorus and w e 'l l  end the scene.

Fo: Poi con S ir  John F a ls ta ff ,  Then, w ith  S ir  John F a ls ta ff ,
T u t t i ,  andiamo a cena. W e 'll go, a l l  o f  us, to  supper.

( 111, i i ; pp. 419-420.)

Bo ito  and Verdi use "the p lay w ith in  a p lay" as they use the

dream and in eb ria ted  episode j  each o f  these frames a p o rtio n  o f the opera

in  which a re tu rn  to  chi I d - l ik e  a c t iv i t ie s  and thoughts takes place.

Enclosing the dep ic tion  o f a fantasy w ith in  such a frame the authors

help us accept i t s  unconscious con ten t, and "swallow i t  w hole."

Alexander G rins te in  has w r it te n :

The play w ith in  a p lay . ..d e a ls  w ith  r e a l i ty  events, 
as w e ll as w ith  psychic r e a l i t y ,  in c lud ing  basic 
c o n f lic ts  or problems o f the hero ...These c o n f l ic ts ,  
being in to le ra b le  to  p a rt o f the ego, are those w ith  
which the hero wishes he were not compelled to
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strug g le  . ..D e a lin g  w ith  the m ate ria l in  
th is  manner serves to  prepare the audience 
em otiona lly  fo r  what is  to  happen in  the re ­
so lu tio n  o f the c o n f lic ts  presented in  the p lay 
and thus helps them p a r t ic ip a te  more f u l l y  in  
the p lay i t s e l f . 1

The Role o f Nannetta arid Fenton

I n i t i a l l y ,  the appearances o f Nannetta and Fenton seem to

provide some moments o f welcome r e l ie f  from the exc ited  b a ttle s

o f con tro l which surround them. E. T. Cone has discussed the

coup le 's id e a lize d  love , which, he be lieve s , is  held fa r  above the
o

rea l world o f f ig h t in g  and in tr ig u e  below. In th e ir  f i r s t  ap­

pearance, Nannetta and Fenton are p h y s ic a lly  separated from the 

surrounding b a ttle s  by bushes ( I , i i )  and a screen ( I I , i i ) .  Thus,

Professor Cone s ta te s , these lovers seem ready fo r  th e ir  f in a l
3"escape in to  a world o f th e ir  own making" a t the opera's end.

Yet when a grea t work o f a r t  is  u n if ie d ,  con tras t ex is ts  

fo r  a reason. Nannetta and Fenton, w ith  th e ir  Elizabethan meta­

phors o f love as b a t t le ,  present one more fa ce t o f the game-like 

strugg les fo r  co n tro l which pervade the opera. I t  was obvious to 

the Elizabethans th a t love was close to  f ig h t in g ,  and, moreover, 

we a l l  know "the god o f love is  an archer [who] shoots fa ta l a rrow s."^

A lexander G rin s te in , "The Dramatic Device: A Play W ithin A
P lay ," Journal o f the American Psychoanalytic A ssocia tion  4 (1956 49-52, 52.

?
P ro f. Cone notes V e rd i's  in te re s t  in  s e tt in g  The Tempest, and 

the many s im i la r i t ie s  between F a ls ta ff  and th is  work. See: Cone,
"Old Man's Toys," pp. 131-133.

3I b id . , p. 131.

4Holland, Shakespearean Im ag ina tion , p. 72.
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To the unconscious mind, the imagery o f the coup le 's love-

a s-strugg le  duets also suggests the opera's cen tra l fan tasy: ora l

fus ion . While f ig u r a t iv e ly  to  be taken in  is  to  be duped, l i t e r a l l y

i t  is  to  be surrounded, eaten, and incorporated by (the mouth o f)

another person. Professor Holland has explained:

The kinds o f images in  a l i te r a r y  work th a t would 
make you expect th a t you are dea ling w ith  an o ra l 
s itu a t io n  are , n a tu ra lly  enough, almost anything 
to  do w ith  the mouth or w ith  'ta k in g  i n ' . . . *

With th e ir  concern fo r  th e ir  mouths, th e ir  l ip s ,  and the kisses th a t

jo in  them, Nannetta and Fenton fuse as one being through o ra l imagery.

As Fenton's k iss covers Nannetta's b ra id --w h ich in  tu rn  surrounds his

neck--we sense the merged oneness o f these lo vers .

N: La mira^fe in  a lto .  The aim is  high.
L'amor e un a g ile  Love is  a l i v e ly
Torneo, sua co rte  Joust; i t s  court
Vuol che i l  p iu  f ra g ile  
Vinca i l  p iu fo r te .

Decrees th a t the more f ra g i le  
Defeat the s tronger.

Fe: M'armo, t i  guardo. 
T 'aspetto  al varco.

I arm m yse lf; I  look a t you. 
I await you a t the pass.

N: I I  labbro e 1'a rco . The l ip  is  the bow.

Fe: E i l  bacio fe i l  dardo. 
Badal la  fre c c ia  
Fatal gia scocca 
Da lla  mi a bocca 
S u lla  tua tre c c ia

And the k iss  is  the arrow. 
Mind! the fa ta l 
Arrow already f l ie s  
From my mouth 
On your b ra id .

( le  bacia la  t re c c ia ) ( he kisses her b ra id )

N: (annodandoqli i l  c o llo  c o l l a
tre c c ia ,  mentre e g li la  

baccia)

(entw in ing h is neck w ith  the b ra id  
w h ile  he kisses i t )

Eccoti avv in to . There are you bound 
I sue fo r  my l i f e :Fe: Chiedo la  v ita !

N: Io  son fe r i ta
Ma tu  sei v in to .

I am wounded,
But you are conquered, 

(pp. 9 5 f f ) .

H o lla n d , Dynamics, p. 37.
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Freud, a lso , rioted the manner in  which an a d u lt in  love may lose

h is normal sense o f h is  own id e n t ity :

At the height o f being in  love the boundary between
ego and o b je c t threatens to  m elt away. Against a l l  the e v i­
dence o f h is  senses, a man who is  in  love declares th a t " I "  
and "you" are one, and is  prepared to  behave as i f  i t  were 
a f a c t . '

In the sonnet which begins the f in a l p a r t ,  Fenton describes the 

fus ing  o f sounds from lo ve rs ' l ip s ,  sounds which must end as the lip s

themselves merge in  k isses:

Fe: Dal labbro i l  canto 
E stas ia to  vola 
Pei s ile n z i n o ttu rn i 
E va lontano 
E a l f in  r it ro v a  
Un a l t r o  labbro umano 
Che g l i  risponde 
Colla  sua paro la.
A ll or la  nota 
Che non £ p iu sola.
Vi bra d i g io ia  
In uh accordo arcano 
E innamorando 
L 'ae r antelucano 
Con a l t r a  voce 
Al suo fon te  r iv o la .
Quivi r ip i  g l ia  suon,
Ma la  sua cura 
Tende sempre ad u n ir  
Chi lo  disuna 
Cosi bac ia i 
La d is ia ta  bocca!
Bocca baciata
Non perde ventura. . .

N: (d i dentro lontana, a vv ic in -
andosi)

Anzi rinnova come fa  la  luna. 
Come fa  la  luna.

From the lip s  the song 
F lie s ,  in ecstasy,
Through the nocturnal silences 
And goes fa r ,
And f in a l ly  discovers 
Another human l ip  
That re p lie s  to  i t  
With i t s  word.
Then the note 
Which is  no longer alone 
V ibrates w ith  jo y  
In a secret chord 
And bewitching 
The antelucan a ir  
With another voice 
F lie s  back to  i t s  source.
There i t  regains sound,
But i t s  concern 
Tends always to  un ite  
Who d isun ites  i t .
Thus I kissed 
The desired mouth !
A kissed mouth 
Doesn't lose luck . . .

(from w ith in ,  fa r  o f f  coming 
nearer)

Rather i t ' s  renewed as the moon is .  
As the moon is .

1 Sigmund Freud, C iv il iz a t io n  and I ts  D iscontents, trans. and ed. 
James Strachey (New York: W.W. Norton, 1962), p. 13.
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Fe: Ma i l  canto muor But the song dies
Nel bacio che lo  tocca. In the k iss th a t touches i t .

(pp. 332 f f . )

Through th e ir  merging sounds, mouths, l ip s ,  and kisses which

create s ile n ce , Nannetta and Fenton remind us o f:

That f i r s t  chapter o f in fancy when the mouth was our c h ie f 
way to  meet the world. We hungered. We wanted to  take 
th ings in to  ourselves, and the boundaries between in s ide  
and ou ts ide , s e l f  and o th e r, l i t t l e  c h ild  and b ig mother, 
had not ye t firm ed. The mouth, in  e f fe c t ,  served as the 
f le x ib le  boundary between a p ro to -s e lf  and another who 
came and went, came and went. . . .  I t  was through the
mouth, then, and out o f the rhythm ic cycles o f hungering
and being fed by another th a t each human being set up 
h is id e n t ity  theme and h is awareness o f h is small s e l f  
as a separate e n t i t y . !

The coup le 's recu rren t r e fra in :

Fe: Bocca bacciata non perde ventura ,

N: Anzi rinnova come fa  la  luna.

shows th a t the re tu rn  to  o ra l engulfment need not be a punishment.

I t  may be a rewarding renewal, a new beginning o f l i f e  toge ther. Thus, 

throughout the opera, the rhythm ic cycles o f l i f e  and love , w ith  th e ir  

o r ig in s  in  the in fa n t 's  feeding cyc le , are echoed by th a t g reat recu r­

r in g  cycle o f nature o f which they themselves are but an echo: come

fa  la  luna.

The Growth Process or Return to  R e a lity  
(D isso lu tion  o f the Bond o f Fusion)

Professor H o lland 's  Poems in  Persons is  a book about " ly r i c

poems and occurrences o f one p a r t ic u la r  fan tasy: the unconscious wish

to  undo, e ith e r  lo v in g ly  or h o s t i le ly ,  one's separateness from a

^Norman H. Ho lland, Poems in  Persons (1973; rp t.  New York: W.W. 
Norton, 1975), pp. 107-108.
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n u rtu rin g  o th e r. " 1 We have seen th a t th is  fan tasy—depicted both 

" lo v in g ly "  and " h o s t i le ly " —also gives l i f e  to  F a ls ta f f . Lov ing ly , 

Nannetta and Fenton fuse as one. H o s t i le ly ,  F a ls ta ff ,  Ford and Cajus
2

are duped. As F a ls ta ff  "dreams a dream" o f o ra l fusion fo r  us, we, 

the audience, enjoy the pleasures o f a world in  which we, to o , remain 

passive as the un fo ld ing  o f surrounding events con tro ls  our d e s tin ie s .

Yet F a ls ta ff  would not be a powerful work were i t  merely to  de­

p ic t  he lp less ch ild ren  p lay ing  games. The meaning o f F a ls ta ff  is  a

"dynamic process" by which an "unconscious fan tasy [ is  transformed]
3

in to  in te l le c tu a l te rm s."

Bo ito  and Verdi c a re fu lly  transform  the fantasy o f o ra l fus ion  

in to  an " in te l le c tu a l ly ,  m ora lly  and s o c ia lly  acceptable" parable o f
4

growth. I n i t i a l l y ,  F a ls ta ff  and the o ther men are rendered powerless.

As they t r y  to  make th e ir  c h ild is h  wishes come tru e , they undergo t r i a l s ,  

u n ce rta in ty , and s u ffe r in g . E ventua lly they grow to  accept th e ir  own 

l im ita t io n s .  Thus, th e ir  games and punishments have an im portant pur­

pose, to  promote education and in d iv id u a l development. By means o f 

a s to ry  which fre q u e n tly  p a ra lle ls  our own growth experiences, the 

characters s low ly re tu rn  from an in fa n t i le  world to  one o f a more neu­

t r a l  a d u lt r e a l i ty .  Having a c le a re r perception o f the external w o rld , 

Cajus decides th a t he w i l l  choose d i f fe r e n t  companions the next time 

he d r in k s ; Ford accepts his new fa m ily : and, F a ls ta ff ;  regain ing h is

H o lla n d , Poems in  Persons, p. v i i .

2
Holland, Dynamics, p. 75.

3
Ib id . ,  p. 12.

4Ib id .
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o r ig in a l s ta tu re , leads once again in  the f in a l fugue.

The opening epidose provides a preview o f the dram atic shape,

o r form, which transforms the cen tra l fantasy in to  an in te l le c tu a l ly  

coherent drama. Cajus, i n i t i a l l y  taken in ,  attempts to  emerge from 

h is engulfed s ta te . He pursues F a ls ta ff ,  Bardolpho, and P is to la , and 

receives no s a t is fa c tio n . Three times the Doctor is  fru s tra te d  in  

h is p u rsu it o f re q u ita l:  the th ir d  time he gives up. There are three

consequences: he recognizes th a t he cannot get th is  re q u ita l fo r  he

drank w ith  the wrong people; he renounces h is des ire  fo r  re q u ita l;  and 

la s t ly ,  he accepts th a t he m ight as w e ll leave and be more ca re fu l 

the next time (Example 2 -2 ) . 1

At the end o f the opening episode, Dr. Cajus's music becomes ly ­

r ic a l  and expansive fo r  the f i r s t  tim e. As h is i n i t i a l  staccato is  le f t  

fa r  behind, the Doctor in d ica te s  his growth: he t e l l s  F a ls ta ff ,  Bar­

dolpho, and P is to la  th a t he w i l l  choose d if fe re n t  d r in k in g  companions 

in  the fu tu re ,  and leaves the inn (pp. 15-16).

Looking over the e n t ire  p lo t  w ith  respect to  F a ls ta f f ,  we note

th a t he too undergoes three main f ru s tra tio n s .  Bardolpho and P is to la

refuse to  help him seduce A lic e ;  the women s tu f f  him in to  a laundry

basket and wash him in  the r iv e r ;  and, f in a l ly ,  the imps torment him 
2

and c a ll him names.

Ford, to o , undergoes g rea t changes o f mood when he sees th a t 

l i f e  may not be a l l  th a t he would des ire . Ford's f i r s t  f ru s t ra t io n ,

Example 2-2 is  adapted from: Daniel Sabbeth, "Dramatic and Musi­
cal O rganization in  F a ls ta f f ,"  in  A t t i  del I I I  Congresso d i Studi Verdi - 
a n i, (Parma: I s t i t u t o  d i Studi v e rd ia n i,  1974), pT 424.

2
Cajus, too , ju s t  before accepting h is fa te ,  was ca lle d  names and 

threatened w ith  beating.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



39

leading to the "Jealousy t ir a d e ,"  involves an encounter w ith  F a ls ta ff .  

The la te r  two re s u lt  from h is d iscoveries o f Nannetta w ith  Fenton.

Example 2-2 

Dr: Cajus's Growth

DESIRE: __________________R equ ital_________________ '

ACTION: Pursuit of Falstaff
• ----------------------1 i

Pursuit of 
' ' Bardolfo „

Example 2-3 combines the ordeals and eventual growth o f F a ls ta ff ,  

Ford, and Cajus. The symmetrical th re e fo ld  t r ip le  fru s tra tio n s  th a t

appearances o f Nannetta and Fenton are represented a t the bottom* I f  

we consider th e ir  f i r s t  duets ( I , i i ) as one event, there are fo u r s ig ­

n i f ic a n t  appearances. In two o f these the couple is  separate from the 

o ther characters ( I , i  i ; and th e ir  f i r s t  appearance in  111, i  i ) . In 

the remaining two they emerge from th e ir  p r iva te  world and are discovered

^For a discussion o f t r ip a r t i t e  re p e tit io n s  in  r i t u a l scenes in  
V e rd i's  operas, see: F r its  Noske, "R itu a l Scenes in  V e rd i's  Operas,"
Music and L e tte rs  54 (1973): 415-439.

Pursuit of 
Pistola

Recognition
Renunciation
Acceptance

55 indicates an obstacle which blocks Dr. Cajus’ pursuit of his goal, revenge.
^  indicates Dr. Cajus’ frustration when he fails to achieve his goal.
Entrance into the box “Recognition, Renunciation, Acceptance” indicates growth.

form a framework fo r  the action  are seen as they appear in  tim e. The

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



40

by Ford. The f i r s t  time ( I I , i i )  he does not accept them; the second 

time (a fte r  th e ir  m arriage), he does. These two d isco ve rie s , appear 

in  close temporal p ro x im ity  to  F a ls ta ff 's  punishments. Thus, the opera 

moves towards two g ig a n tic  c lim a c tic  points a t which a l l  a c t iv i t ie s  

co inc ide—the ends o f Acts I I  and I I I .

Example 2-3^

Dramatic Organization o f the Opera

ACT I  ACT I
part 1 part li part i

Falstaff
DESIRE: _________ TAKE FORD’S WEALTH. SEDUCE ALICE

ACTION:

ACT III
•part II part I part ii

TBardoIfo and Piitola refun

Stuffed in laundry chest

REQUITAL

Renunciation

DESIRE: DESTROY FALSTAFF, UNITE NANNETTA .AND CAJUS

ACTION:
?Falitaff might 
I (jealousy aril

N a n L fia d  > ±1“
Fenton " j h,dd< <ayp -

_ o _

^This example is  adapted from a s im ila r  one in  Sabbeth, "Organi­
za tion  in  F a ls ta f f ,"  p. 427.
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At the end o f Act I I  the p layers cla im  th a t the appearance o f 

the lovers represents i l  fin im ondo; they say "no11 to  the values o f 

Nannetta and Fenton. S t i l l  immersed in  th e ir  c h ild is h  strugg les fo r  

c o n tro l,  they re je c t a world o f mutual submission and f e r t i l i t y .  But, 

a t the end o f Act I I I ,  they have grown and say "yes" : F a ls ta ff  re ­

pents, Ford accepts h is new fa m ily ,  and the s a n c t ity  o f the marriage 

ceremony leads a l l  to  a higher plane o f understanding. Nannetta and 

Fenton have brought the v ir tu e s  o f to le rance , acceptance, and growth 

in to  the qua rre ling  world o f the opera. Like Ferdinand and Miranda in  

The Tempest, they symbolize the "brave new w orld" toward which a l l  

the characters move.

The tra n s it io n  from re je c tio n  to  acceptance o f th is  couple gives 

the opera the ove ra ll tw o-part s tru c tu re  o f a simple d id a c tic  lesson:

No - -  Yesi Because the p lo t-s tru c tu re  includes not only a re -e n g u lf-  

ment but also a re-emergence, we a llow  ourselves to  enjoy the pleas­

ures o f the re-engulfm ent, or reg ress ive , process. D epicting f in a l 

growth, or separation from fan ta sy , the p lo t-s tru c tu re  becomes mean­

in g fu l to  our in te l le c ts .

F a ls ta ff  shows us th a t engulfment is  not te r r i f y in g ,  fo r  there 

is  the escape by growth and in d iv id u a t io n . R e a lity  need not be d u l l ,  

fo r  we can re tu rn  to  the enjoyment o f fan tasy. Because c h i ld - l ik e  

and adu lt thought processes are re co n c ile d , we, as a d u lts , can enjoy 

the pleasures o f each.
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CHAPTER I I I  

THE TONAL-DRAMATIC UNITS IN FALSTAFF

In troduc tio n

In order to  understand more f u l l y  the close re la t io n s h ip  between

to n a l i t y  and drama in  F a ls ta f f , I  have d iv ided  each o f the s ix  parts 
1 2in to  tona l-d ram atic  u n its . Each u n it ,  d ra m a tica lly  reasonably com­

p le te  in  i t s e l f ,  represents a s ig n if ic a n t  segment o f the drama. La te r, 

in  Chapter IV , I  sh a ll discuss the way in  which these u n its  jo in  to ­

gether to  create a la rge scale tona l-d ram atic  o rgan iza tion  fo r  the 

opera as a whole. Here I wish merely to  1) exp la in  the basis fo r  my 

segmentation o f the opera along these lin e s ,  and 2 ) provide an ou t­

l in e  o f the tona l-d ram a tic  u n its  th a t comprise each p a rt.

Dramatic func tion  is  the basis fo r  the se le c tio n  o f a segment 

as a u n it .  In cases in  which there is  a discrepancy between tonal 

and dramatic d iv is io n s , I accept the dramatic d iv is io n s  as primary 

and attempt to  understand the tona l processes as outgrowths o f these. 

Although there are no "numbers" in  F a ls ta f f , Bo ito  d id in d ic a te  in ­

t e r io r  dramatic d iv is io n s  in h is manuscript l ib r e t t o :  he d iv ided  fou r

o f  the s ix  parts  ( a l l  but Act I ,  parts i  and i i )  in to  Scene (Scenes).

I s h a ll in d ica te  B o ito 's  Scena d iv is io n s  fo r  the parts  invo lved .

Vhe reader w i l l  re c a ll th a t each act conta ins two pa rts . 

2
U n it always re fe rs  to tona l-d ram atic  u n it.
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Tonal-dramatic u n its  may be long o r sh o rt, depending on the ex­

igences o f the s itu a t io n  portrayed. Thus, F a ls ta f f 's  "Honor monologue"

( I , i U 6 ) 1 is  lengthy and " F a ls ta f f 's  stomach" ( I , i  u3) is  b r ie f .  I 

have fre q u e n tly  found i t  h e lp fu l to  d iv id e  long u n its ,  l ik e  the "Honor 

monologue," in to  subunits: these represent d is t in c t  po rtions  o f a

s in g le  dramatic a c t iv i ty .  Epigrammatic u n its ,  however, l ik e  " F a ls ta ff 's  

stomach," tend to  represent po rtions  o f la rg e r compound u n its .  These 

la rg e r groupings w i l l  be e luc ida ted  in  Chapter IV , as a f i r s t  step 

toward understanding the underly ing tona l coherence o f the opera.

Frequently, In troduc tio ns  and Extensions serve to  l in k  u n its .

D ram a tica lly , In troduc tio ns  are u su a lly  the beginning o f the un fo ld ing

o f an a c t iv i t y  by means o f a statem ent o f whose eventual im port we are

not y e t sure. Thus, we await fu r th e r  exp lanation o r a c tio n . When

F a ls ta ff  proclaim s "Ma e tempo d 'a s s o t t ig l ia r  l'in g e g n o " ("B ut i t ' s  
2time to  sharpen our w i t " ) ,  we wonder ju s t  what he is  up to . We aw ait 

the fo llo w in g  P rin c ipa l Section to  s a t is fy  the expectation aroused in  

th is  In tro d u c tio n . In troduc tio ns  tend to  be harm onica lly unstable.

In th a t they norm ally e f fe c t  a tona l t ra n s it io n ,  they fre q u e n tly  begin 

w ith in  the to n ic iz a t io n  o f the preceding u n it  and move to  the dominant 

o f the fo llo w in g  one. In tro d u c tio n s  vary in  length but are norm ally 

s h o rte r than P r in c ip a l Sections.

Extensions r e f le c t  on the P rin c ip a l Section o f a u n it .  Looking 

backwards in  tim e , they provide a commentary or emotional reac tion  to

^Act I ,  pa rt i ,  tona l-d ram a tic  u n it  6 . 

2I , i  u4, In tro .
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what has ju s t  happened. In the Extension to  the "Dr. Cajus episode"

( I , i  u l ) ,  Bardolpho and P is to la  say "Amen" to  Cajus as he leaves the 

inn. Then, a f te r  F a ls ta ff  t e l ls  the p a ir  th a t they have been clumsy 

th ieve s , they say "Amen" to  him as w e ll. Only a f te r  these reactions 

to  the duping o f Dr. Cajus does the music move on to  in troduce the 

next sub jec t: F a ls ta ff 's  previous re la tio n s h ip  w ith  Bardolpho and

P is to la . Extensions may prolong the preceding key as a coda, or they 

may move toward the next s tru c tu ra l so n o rity .

T on a lly , u n its  and th e ir  in te rn a l d iv is io n s  may be open or 

closed. In the diagrams which fo llo w , a dotted v e r t ic a l l in e  across 

the s ta f f  in d ica tes  an open d iv is io n  ( I , i  u l , E x t.) .  A s tra ig h t  

v e r t ic a l lin e  in d ica tes  a closed d iv is io n  ( i , i  u l , PrS). F inal 

page references w ith in  a u n it  or subd iv is ion  in d ica te  the conclusion 

o f the musical segment ra th e r than an in te rn a l p o in t o f a r r iv a l.  For 

each p a rt o f the opera, an "Index o f tona l-dram atic  u n its "  precedes 

the "Presentation o f u n its . "
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Act I ,  p a rt i

Index o f Tonal-Dramatic Units^

2
U n it Location Content (Remarks)

1 1 / 1 , 1 -  17/111, 4 Dr. Cajus episode (Ext)

2 18/ I ,  1 - 22/ I ,  3 F a ls ta ff 's  tavern l i f e
( In t ro ,  Ext)

3 22/ I ,  3 -  24/1I I , 1 F a ls ta ff 's  stomach
( In tro )

4 2 4 /I I I ,  2 - 32 /I I I ,  3 F a ls ta ff 's  desires ( In t ro )

5 32/1I I ,  4 - 35/ IV , 4 L e tte r  sending ( In t ro )

6 36/ I ,  1 -  46/ V, 4 Honor monologue

The o u tlin e  o f  tona l centers accompanying the Index is  not an 
a n a ly t ic a l graph. The h ie ra rch ica l arrangement o f these centers to 
form g reater u n itie s  w i l l  be explained in  Chapter IV.

2
In troductions and Extensions are in d ica ted in  parentheses f o l ­

lowing the content o f a u n it.
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Presentation o f u n its

U n it 1: Dr. Cajus episode

PrS Ext
1 16 17
1 ,1  11,1 11,2  111,4

1  S
C major

P rin c ip a l S ection : Dr. Cajus seeks revenge aga inst F a ls ta ff ,

Bardolpho, and P is to la  fo r  the offenses they have committed aga inst 

him

Extension: Bardolpho and P is to la  sing "Amen" to  Dr. Cajus; Fal­

s t a f f  berates Bardolpho and P is to la , who then sing "Amen" to  him.

U n it 2: F a ls ta f f1s tavern  l i f e

Intro PrS Ext
IB 20 21 22
1,1  1 ,2  I I ,  r  1 ,2  H , 1  H , 3  111,3 1 ,3

p—~~— ^ --}------------u-,-1
...1 rz.. 0-\ - » 'l

—'----- 5 ft 3 p

1-

1 i b 
1 1  -

, a  3
F major

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



47

In tro d u c t io n : F a ls ta ff  examines the innkeeper's b i l l .  Bardolpho,

in  counting F a ls ta ff 's  funds, fin d s  th a t there is  not enough money to  

pay the b i l l .  F a ls ta ff  accuses Bardolpho o f being h is  ru in  ( " d is tru -  

z ione" ) , due to  the la rge expense o f supporting him.

P rin c ip a l S ection : F a ls ta ff  remembers the pleasant times he and

Bardolpho have spent together.

Extension: F a ls ta ff  decides th a t Bardolpho and P is to la  cost too

much; th a t they make him lose we ight.

U n it 3: F a ls ta ff 's  stomach

Intro PrS
22 23 24
I f 3  1 , 1  1 1 1 , 1

— I  bi *
GO

Db major

In tro d u c tio n : F a ls ta ff  re f le c ts  on the importance o f preserving

h is  stomach.

P r in c ip a l S ection : F a ls ta ff  re jo ice s  in  i t .
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U nit 4: F a ls ta ff 's  desires

4A 4J3 4C
Intro PrS
24 25 3Q 32
H I , 2  1,1 1,1 11,2 111,3

.  i —------------------- #-------------
____ J l  4% $ * *

Pt- D major G-

F ir s t ,  F a ls ta ff  expresses h is desire  to  seduce both A lic e  (4A) 

and Meg (4B) in  order to  obta in th e ir  husbands' w ealth. Then he con­

cludes by admiring h im se lf (4C). This is  a s in g le  u n it  because Fa l­

s ta f f 's  des ire  fo r  Meg is  simply one more in d ic a t io n  o f h is  in te re s t 

in f in d in g  a woman w ith  wealth.

4A

In tro d u c tio n : F a ls ta ff  decides th a t i t  is  time to  sharpen h is

w its  ( to  a c t).

P rin c ip a l Section : F a ls ta f f 's  p lo t  aga inst A lic e  and Ford.

4B

A s im ila r  p lo t  d irec ted  aga inst Meg and her husband.

4C

F a ls ta ff  admires h im se lf.
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U nit 5: L e tte r  sending

Intro
32
111,4

34
1,1 111,1 2

PrS
35
111,2 I V,2 4

f P_

In tro d u c tio n : Bardolpho and P is to la  refuse to  take F a ls ta f f 's

love le t te rs  to  A lice  and Meg.

P rin c ip a l Section : F a ls ta ff  c a l ls  a page to take the le t te rs  and

curses Bardolpho and P is to la .

U n it 6 : Honor monologue

_6A
36
1 , 1

6B
37 39

IV,2 111,1 IV,1
43
IV,4

6C

44
1,1

46 
V, 4

V"V V
II

------V----
C major
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F a ls ta ff  discusses his personal experiences w ith  honor and c a lls  

Bardolpho and P is to la  names.

6B

F a ls ta ff  discusses honor in  the abs trac t and re je c ts  i t .

6C

F a ls ta ff ,  h is streng th  regained, chases Bardolpho and P is to la  

from the tavern .
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Act I ,  p a rt i i  

Index o f Tonal-Dramatic Units

U n it Location Content

1 47/1,1 -  52/111,1 Women's in tro d u c tio n 1 (E xt)

2 52/111,2 - 59/1,1 L e tte r  reading ( In t ro )

3 59/11,1 - 67/1,1 Women's anger ( In t ro )

4 67/1,1 -  82/1,2 Men's expos ition

5 82/1,2 - 87/IV ,4 Nannetta/Fenton Duet I ( In t ro )

6 88/ 1,1 - 94/1,2 Women's p lo t  ( In t r o ,  Ext)

7 94/1,2 - 100/ 111,1 Nannetta/Fenton Duet I I  ( In t ro )

8 100/ 111,1 - 120/ 1,2 Men's p lo t  and th e ir  f in a le  ( In t ro )

9 120/ 1,2 - 126/111,6 Conclusion

1 2 3 4 5 6 7 8 9

^Units 1-3 co n s titu te  the women's expo s ition .
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52

U nit 1: Women's in tro d u c tio n

PrS
47
1,1

52
1,3

Ext
52
1,3 111,1

T

V-------
G major D major

P rin c ip a l S ec tion : A lic e ,  Meg, Q u ick ly , and Nannetta exchange

g ree tings. Then A lic e  and Meg begin to  d iscover th a t they have each 

received a s im ila r  o f fe r .

Extension: Meg asks a l l  to  hu rry .

U n it 2: L e tte r reading

Intro PrS 
52 53
1 1 1 ,2  1 1 ,1

57
1,1 111,2

59
I I I , 2 1,1

I ~5E
■V v

D major A E major
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In tro d u c tio n : A lice  and Meg exchange the le tte rs  they have

received.

P rin c ip a l S ection : A lic e  and Meg take turns reading and re ­

ac tin g  to  each o th e r 's  le t t e r .  As they discover them to  be id e n t ic a l,  

they begin to  read together. When F a ls ta ff 's  le t t e r  reaches i t s  con­

c lu s io n , steeped in  lud icrous metaphor, the women laugh.

U n it 3: Women's anger

Intro PrS
59 63 63 67
11,1 1,5 11,1 1,1

....
1

I

In tro d u c tio n : The women decide th a t F a ls ta ff  must be t r ic k e d

and s ta r t  to  make fun o f him.

P r in c ip a l S ection : The women continue to  make fun o f F a ls ta ff

by completing th e ir  in tro d u c to ry  remarks.
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Unit 4: Men's exposition

4A 4B

76
1 1 , 2

Intro 
76 77
11,3 IV, 1

PrS Intro PrS
78 80 80 81 81 82
1,1 11,3 11,3 11,1 11,2 1,2

Ford g radua lly  learns o f and responds to  F a ls ta ff 's  p lo t  to  

cuckold him. I have considered th is  to  be one u n i t ,  ra th e r than 

th re e , because, d ra m a tica lly , 4B and 4C grow so very d ire c t ly  out 

o f 4A.

4A

In th is  q u in te t,  Ford is  warned th a t F a ls ta ff  is  p lo tt in g  aga inst

him.

4B

In tro d u c t io n : A t Ford's request, P is to la  repeats the warning,

s p e llin g  out the d e ta i ls .

P rin c ip a l S ection : Ford and Cajus reac t in  ho rro r and Ford is

warned fu r th e r .

4C

In tro d u c t io n : Bardolpho t e l l s  Ford th a t he is  already sprout­

ing Actaeon's crown o f horns.

P rin c ip a l S ection : Ford vows to  p ro te c t h is  w ife  and home.

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



55

Unit 5: Nannetta/Fenton Duet I

Intro
82
1,2

83
I I I , 2

PrS
84
11,1

b?3rft?
— L ‘

X
1

In tro d u c tio n : Nannetta and Fenton meet. The others depart.

P rin c ip a l S ection : Nannetta and Fenton express th e ir  love.

U n it 6 : The Women's P lo t

Intro PrS 
(89 90

Ext
93 93 94

11,2)1,1 11 ,2 1 1 ,2 1,2111,1

In tro d u c tio n : The women decide to  lu re  F a ls ta ff  to  an encounter

w ith  A lice .

P rin c ip a l S ection : A lic e  explains how she w i l l  tra p  F a ls ta ff

by f la t te r y .

Extension: Meg comments.
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U n it 7: Nannetta/Fenton Duet I I

Intro
94
1,2

PrS
95
1,1

100
111,1

In tro d u c t io n : Q uickly and Meg no tice  someone spying and hide.

P rin c ip a l Section : The love duet is  repeated w ith  v a r ia t io n .

U n it 8 : Men's p lo t  and th e ir  f in a le

Intro
100 101 102

PrS
104 120

111,1 111,2 111,1 1,1

3 1
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In tro d u c tio n : The men decide how they w i l l  trap  F a ls ta ff .

Bardolpho and P is to la  swear th e ir  a lleg iance  to  Ford.

P rin c ip a l S e ction : The men and the women now combine the music

o f the q u in te t (4A) and the quartet (3) as they a l l  contemplate the 

d es truc tion  o f F a ls ta ff .  Fenton, however, sings a solo o f love.

U n it 9: Conclusion

120 126
1,2 111,6

E major

The men depart. The women make f in a l plans and then re fe r  

mockingly to  the conclusion o f F a ls ta f f 's  le t t e r .
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Act I I ,  p a rt i

Index o f Tonal-Dramatic Units

B o ito 's
Scena U n it Location Content (Remarks)

I 1 127/1,1 -  130/111,1 Bardolpho and P is to la  repent

2 130/111,2- 143/11,4 Q uickly ensnares F a ls ta ff

I I 3 143/111,1- 148/11,1 Old John's strength

4 148/11,2 -  154/1,3 "Fontana's introduced^ 
( In tro )

5 154/11,1 - 163/111,2 Love tem ptation ( In t ro )

6 163/111,2- 169/111,3 Power tem ptation ( In tro )

7 170/1,1 - 177/11,2 F a ls ta ff 's  acceptance

I I I 8 177/11,3 -  188/11,1 Jealousy t ira d e

9 188/11,1 - 190/IV,4 F a ls ta ff  and "Fontana" 
depart

1 2 3 4 5 6 7 8 9

1 I

3

1— V
F

01

... 1  ̂ 1
B- V- 9-

^Units 4-7 c o n s titu te  an extended duet between "Fontana" and 
F a ls ta ff .
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(B o ito : Scena 1)

Unit 1: Bardolpho and P is to la  repent1

PrS Ext
127 129 129 130
1 ,1 1 ,4  1 ,4  111,1

#-

1
X J3

(—  
i r

i

F major

P rin c ipa l S ection : Bardolpho and P is to la  re tu rn  to  F a ls ta ff 's

service and profess th e ir  penitence.

Extension: Bardolpho announces Q u ick ly 's  a r r iv a l.  F a ls ta ff

bids th a t she en te r.

U n it 2: Q uickly ensnares F a ls ta ff^

2 t  2B
Intro PrS

130 137 138 141 143
111,2 11,2 11,3 11,4

F major

H h is  u n it  func tions  as an in tro d u c tio n  to  I I , i .

2
In considering th is  as one u n it ,  I have fo llow ed my premise o f

I , i  u4, th a t F a ls ta f f 's  in te re s t  in  Meg (4B) is  an extension o f h is 
in te re s t in A lice  (i4A).
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In the course o f two m o tiv ic a l ly  connected subun its , Q uickly 

inform s F a ls ta ff  th a t A lice  (2A) and Meg (2B) are enamored o f him.

2A

Q uickly in troduces h e rs e lf;  F a ls ta ff  asks h is servants to  de­

p a rt. Q uickly then te l ls  F a ls ta ff  th a t A lice  would l ik e  to  see him, 

and th a t  Ford is  out d a lle  due a l le  t re  ("from  two to  th re e ").

2B

In tro d u c tio n : Q uickly s ta tes  th a t there is  also a message from

Meg.

P rin c ip a l S ection : She claims th a t Meg is  also bewitched by

F a ls ta ff ;  bu t, u n fo rtu n a te ly , her husband is  ra re ly  out.

(B o ito : Scena I I )

U n it 3: Old John's s trength

M  3B J3C

143 146 146 147 148
111,1 111,1 111,1 11,1  111,1 11,11,1

Ab major 

3A

F a ls ta ff ,  q u ite  s a t is f ie d  w ith  h im se lf, re c a lls  th a t he s t i l l  

has power over women.
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Bardolpho enters to  announce the a r r iv a l o f  "Fontana" (Ford in  

d isgu ise ). F a ls ta ff  bids th a t he en te r. The A major so n o rity  o f th is  

cen tra l po rtio n  (147/111,2) a n tic ip a te s  "Fontana's in tro d u c tio n " (4A), 

in  a f u l l y  estab lished A major.

3C

F a ls ta ff  repeats a fragment o f 3A.

U nits 4 -  7: The "Fontana" -  F a ls ta ff  duet

I  have d iv ided the extended duet between "Fontana" and F a ls ta ff  

in to  fo u r u n its . I be lieve  th a t these represent d is t in c t  phases in  

the unfo ld ing  o f the game o f w its  between them. Units 4-6 represent 

"Fontana's" enticement o f F a ls ta ff  to  the p u rs u it o f  A l ic e ;  they are 

characterized by motions o f ascending th ird s .  U n it 7 presents a com­

p lic a t io n :  F a ls ta ff  announces th a t A lic e  w i l l  soon be in  h is  arms.

This u n it is  characterized by descending th ird s .

U n it: 4

In tro d u c tio n :

"Fontana in t r o ­

duces h im se lf.

He and F a ls ta ff  

exchange gree tings. 

("Fontana" in  c o n tro l)

5 6

In tr ig u e : 

"Fontana" lu res 

F a ls ta ff  to  the 

p u rs u it o f A lic e .

Com plication:

The tab les seem turned as 

F a ls ta ff  accepts "Fontana's" 

o f fe r  and d e lig h ts  a t the 

prospect o f cuckolding Ford. 

(F a ls ta f f  seems in  con tro l 

to  "Fontana".)

U n it 4 is  in tro d u c to ry ; i t s  ascent from A major to  C, has been 

s ig n if ic a n t  w ith in  the preceding duet (u n it  2 ). U n it 5 begins the en­

ticement o f F a ls ta ff ;  A l ic e 's  beauty is  used as a lu re . This u n it 's
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ascending motion through the E major t r ia d  repeats th a t o f I , i i  u4-6. 

Now, however, Ab minor occurs on the th ir d  degree, instead o f the 

e a r l ie r  Ab major.

At the beginning o f u n it  6 , the means o f enticement changes. 

"Fontana" describes F a ls ta ff 's  power f la t t e r in g ly ;  he o ffe rs  the 

kn ig h t gold to  increase th is  power fu r th e r .  T o n a lly , the type o f 

motion changes too. The ascent from B to  Eb (D#) is  accomplished 

by the descent o f two major th ird s  (B-G, G-Eb) ra th e r than by the 

ascent o f one. This brings the music out o f the pro longation  o f E 

major (U n it 5) to  the new s o n o rity  o f Eb.

Although the d iv is io n  o f the "Fontana" - F a ls ta ff  duet in to  

fo u r u n its  makes dramatic and musical sense, I have a lso made th is  

d iv is io n  to  f a c i l i t a te  d iscuss ion . Had I  considered the duet as one 

la rge  u n it ,  w ith  m anifold su b d iv is io n s , my conclusions as to  the tona l 

s tru c tu re  o f the opera would have been unchanged. The pervasive mo­

tio n s  in  th ird s ,  and th e ir  te rm ina l po in ts  a t the ex tre m itie s  o f the 

due t, would s t i l l  e x is t .  Since the com plexity o f  dea ling w ith  one 

la rge  u n it ,  subdivided in to  nine subun its , would create no a d d itio n a l 

tona l or dram atic in s ig h ts , I  f e l t  th a t the d iv is io n  in to  fo u r  u n its  

would help the reader towards an understanding o f th is  p o rtion  o f the 

opera.

*  *  *
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U n it 4: "Fontana" introduced

4 A 4B
Intro PrS
148 149 150 151 152 153 154

11,211,1 11,3 IV,2 IV,3 1,1 11,4 1,1 1,3

A major C major

4A

In tro d u c tio n : "Fontana" enters.

P rin c ip a l S ection : "Fontana" describes h im se lf.

4B

A fte r  "Fontana" s ta tes h is  name, he and F a ls ta ff  exchange g ree t­

ings. F a ls ta ff  asks Bardolpho and P is to la  to  leave once again (see 2A).

U n it 5: Love tem ptation

M
Intro
154 155 156
11,1 11,1  11,2  111,1  111,2

f- f" ----- m

11I ■ 1 b> ,1 1( 
r

t,
_ _

C major Et
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5A -  Continued 5B 50
PrS
157 158 160 160 163

1,1 1,3 111,11,1 111,3 1,3 111,2111,2

E Ab" B

5A

In tro d u c t io n : "Fontana" tempts F a ls ta ff  w ith  a sack o f gold.

When F a ls ta ff  asks "Why?", he is  to ld ,  " I ' l l  t e l l  you."

P rin c ip a l S ection : "Fontana" describes A lic e 's  beauty.

5B

"Fontana" expla ins h is  unrequited love.

5C

F a ls ta ff  jo in s  him in : L'Amor, 1 'am or...

U n it 6 : Power temptation

6A
Intra PrS
163 164 166 167
111,2 11,3 11,3 1,1 1,2 111,1

*  I TI
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Unit 6 -  Continued

Intro PrS
167 168
111,1 111,3 1,1 11,4 111,2 IV,5

6A

In tro d u c tio n : F a ls ta ff  asks "Fontana" i f  A lice  has ever given

him hope, and why he expects th a t he, F a ls ta ff ,  can help. Again, as 

a t the conclusion o f the previous in tro d u c tio n  (5A), "Fontana" says: 

" I ' l l  t e l l  you."

P rin c ip a l S ection : "Fontana" f la t te r s  F a ls ta ff .

6B

"Fontana" hands F a ls ta ff  a sack o f gold.

6C

In tro d u c tio n : "Fontana" says: " I  w i l l  e x p la in ,"  as in  5A and

6A.

P rin c ip a l S ection : "Fontana" re ca p itu la te s  and varies his

f la t te r y  o f F a ls ta ff .
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Unit 7: F a ls ta ff's  acceptance
170 172 173 174
1,1 IV,1 11,2 1,1

Eb --- ------------------------ — > F

In accepting the go ld , F a ls ta ff ,  boasting o f pending success, 

devastates "Fontana".

(B o ito : Scena I l ia )

U n it 8 : Jealousy t ira d e

J L

Vhe completion o f the cadence formula a c tu a lly  takes place on 
the downbeat o f 177/11,2.
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Unit 8 - Continued)

8D
184
1,2

186 
IV,1

187
111,2

188
11,1

(Eb) V I

Ford re f le c ts  on the fa c t th a t F a ls ta ff  w i l l  soon be courting  

A lice  ( 8A-C) and then resolves to get even ( 8D).

8A

Ford is  incredulous.

Ford is  resigned.

8C

Ford comments neg a tive ly  on women, marriage and h is  w ife . 

8D

Ford, expressing h is je a lou sy , resolves revenge.
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Unit 9: Fa ls ta ff and "Fontana" depart

188 190
11,1 IV,4

F a ls ta ff  and "Fontana" walk out toge ther. Each th inks  h im se lf 

in  command.
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Act I I ,  p a rt i i

69

Index o f Tonal-Dramatic Units

Boi t o 1s U n it Location Content (Remarks)
Scena

I 1 191/ I ,1 - 205/111,4 Women prepare stage^

2 205/111,4 - 212/ I ,3 Women a n tic ip a te  th e ir  
fun

I I 3 212/ I ,3 - 234/111,1 F a ls ta ff /A lic e  duet 
( In t ro )

I I I 4 234/111,1 - 240/111,1 Search fo r  F a ls ta ff  I

IV 5 240/111,1 - 244/111,4 F a ls ta ff  put in  chest

V 6 245/ I ,1 - 247/ I ,5 Nannetta/Fenton Duet I I I

VI 7 247/ 11,1 -  252/ 11,6 Search fo r  F a ls ta ff  I I

8 2 5 2 / I I I , i -  283/111,2 S tea lthy  approach to 
screen (Ext)

V II 9 284/ I ,1 - 290/ IV ,7 F inal search fo r  Fa l­
s t a f f  ( In t ro )

1 2 3 4 5 6 7 8 9

pr 1 ^  j =ja~ |~ — t---9— F--- 1

if

^Units 1 and 2 c o n s titu te  the women's preparations fo r  F a ls ta ff .
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(B o ito : Scena I )

U n it 1: Women prepare stage

191 193 198 199 200 201 202 205
1,1 111,1 1,1 1,1 11,5 11,4 1,1 111,4

j“---- -f- • * 1jfc.

1

1
X

— v— !-»
12 1r I i

G major

While the stage is  being se t fo r  F a ls ta ff 's  entrance, Quickly 

t e l l s  the women how she trapped him. Nannetta complains th a t her 

fa th e r is  pressing her to  marry Cajus. A lice  announces th a t the play 

w i l l  soon begin.

U n it 2: Women a n tic ip a te  th e ir  fun

205 212
III,.

C
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The women a n tic ip a te  th e ir  fun a t F a ls ta ff 's  expense.

(B o ito : Scena I I )

U n it 3: F a ls ta ff /A lic e  duet

3A
Intro PrS

3B

212 213 214 218 222 224 226 227 232 233 234
1,3 11,3 1,1 1,1 1,1 1,1 1,1 1,1 1,4 1,3 111,1

3A

In tro d u c tio n : The women await F a ls ta ff .

P rin c ip a l S ection : F a ls ta ff  enters and sings to  A lic e ,  who

leads him on w ith  f la t t e r y ,  t e l l in g  him th a t she fears he w i l l  be­

tra y  her fo r  Meg.

3B1

As Q uickly and, then Meg e n te r, F a ls ta ff  hides behind the 

screen.

Hhe presentation o f Meg again corresponds to the beginning o f 
a subunit (see: 1,1 u4B; and I I , i  u2B).
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(B o ito : Scena I I I )

U n it 4: Search fo r  F a ls ta ff  I

234 240
111,1  111,1

Ford, fu r io u s , enters w ith  his men, searches, empties the laundry 

chest, and departs.

(B o ito : Scena IV)

U n it 5: F a ls ta ff  put in  chest

240 242 244
111,1 11,3 1,1 111,3 111,4

c t

Meg and A lice  squeeze F a ls ta ff  in to  the laundry chest.
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(B o ito : Scena V)

U n it 6 : Nannetta/Fenton Duet I I I

245 246 247
111,3 1,5

Eb

Fenton and Nannetta s ing a love duet.

(B o ito : Scena VI)

U n it 7: Search fo r  F a ls ta ff  I I

247 252
11,1 111,3

G major

Ford and his men reen te r and search again. Fenton and Nanetta, 

heard behind the screen, are mistaken fo r  F a ls ta ff  and A lic e .
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Unit 8: Stealthy approach to screen

M  SB
252 257 258 272
111,1 11,1 11,1 11,1 1,2

"•fc *  1
3 T  3 T  

»
r

1*-
\

j* =

\— I ur X
C major

8C

PrS Ext
272 2 8 1  283
1,2 1,1  1,1  11,2  111,2

.......

-------- — K---- V -

J J L

r* 1____
1C

C major A major

Although u n it e ig h t represents one unbroken phase o f dramatic 

a c t iv i t y ,  the three subunits in d ica te  successive stages in  the un­

expected d iscovery o f Nannetta and Fenton by Ford.

8A

Ford and h is  companions approach the screen.

8B

While Ford and h is  fo llo w e rs  arrange th e ir  b a t t le  p lan , Nannetta 

and Fenton begin a love duet.
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8C

P rin c ip a l S ec tion : As the love duet ends, Ford and h is  men,

having a rrive d  a t the screen, p u ll i t  away and d iscover Nannetta w ith  

Fenton.

Extension: A fte r  the characters re a c t, Nannetta and Fenton

f le e .

(B o ito : Scena V II)

U n it 9: F inal search fo r  F a ls ta ff

Intro p rS
284 286 287 288 289 290
1,1 11,1 111,2 1,1 111,1 1,2 1,2 IV,7

In tro d u c t io n : The men dash o f f  a f te r  F a ls ta ff  again.

P rin c ip a l S ection : A lice  has F a ls ta ff  dumped in  the r iv e r .
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Act I I I ,  p a r t i

Index o f Tonal-Dramatic Units

B o ito 's
Scena U n it Location Content (Remarks)

I 1 291/ I ,1 -  303/ IV ,3 F a ls ta ff 's  d e jec tion  (Orches­
t r a l  In tro )

I I 2 304/ I ,1 -  312/111,1 A lic e 's  le t t e r  tempts Fa l­
s t a f f  ( In t ro )

I I I 3 312/111,2 -  319/111,1 Legend o f Herne's oak^

4 319/111,1 - 322/ I ,2 Disguises arranged ( In tro )

5 322/ I ,2 - 326/ 11,2 F a ls ta ff 's  punishment a n t i­
cipated

6 326/ 11,2 -  330/ V ,5 Ford plans the marriage

1
Units 3-5 c o n s titu te  the women's plans and arrangements fo r  

F a ls ta ff 's  m idnight rendezvous.
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Presentation o f  Units

(B o ito : Scena I )

U n it 1: F a ls ta f f 's  de jec tion

1A JLB
Intro PrS
291 294 294 299 300 301 302 303
1,1 11,2 11,3 111,1 1,1 11,2 11,3 11,1 IV,3 IV,3

X TEL
At

Two subunits present F a ls ta ff  dejected (1A), and, then, gradu­

a l ly  fe e lin g  b e tte r  (IB ) as he begins to  d r in k  again. Two p a ra lle l 

tonal motions (the  f i r s t  in  A major; the second, A minor) re in fo rce  

the dramatic subd iv is ion .

TA

In tro d u c tio n : A lengthy o rchestra l prelude precedes the cur­

ta in ,  r is in g  on a dejected F a ls ta ff .

P r in c ip a l S ection : F a ls ta ff  c a l ls  fo r  wine and complains o f

having been wronged. He claims th a t when he d ies true  v i r i l i t y  w i l l  

disappear from the world (299/111,1). He asks fo r  help from heaven 

(300 /1 ,1 ).
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JB

The innkeeper re tu rns (300/11,3). F a ls ta ff  begins to  d rin k  

(301 /11 ,1 ), and his s p i r i t s  soar (302 /IV ,3 ).

(B o ito : Scena I I )

U n it 2: A l ic e 's  le t t e r  tempts F a ls ta ff

2A 2G
Intro PrS
304 305 306 30 9 309 311 311 312
I»1 IV,1 1,1 1,1 1,1 1,1 1,1 11,1 111,1

2A

In tro d u c tio n : Q uickly en te rs , is  rebu ffed , but then calms Fa l­

s t a f f  w ith  A lic e 's  le t t e r .

P rin c ip a l S ection : F a ls ta ff  warms to  the le t t e r  which in v ite s

him to  a t r y s t  a t Herne's oak.

2B

Q uickly begins the ta le  o f the oak tre e . They en te r the inn .
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(B o ito : Scena I I I )

U n it 3: Legend o f  Herne's Oak

M  3B
312 317 318 319
111,2 111,3 IV,1 1,4 111,1 111,1

.... r 1h r
__ X +\ n i

D- F major

3A

A lic e  comes forward w ith  her companions to  f in is h  Q u ick ly 's  

nonsense ta le .

3B

Ford is  pleased a t F a ls ta ff 's  approaching d isco m fitu re . A lic e  

warns him never to  be suspicious again,
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U nit 4: Disguises Arranged

Intro PrS
319 320 320 321 322
111,1 1 ,1  1 ,1  11,1  IV ,1 1 ,1  1 ,2

w  4 ]§ if;

1 1 1

IT  X

/ \ !v "■■'V V

F Bb D

In tro d u c t io n : Nannetta jo in s  the preparation fo r  the coming

masquerade.

P rin c ip a l S ec tio n : The ro les  are designated.

U n it 5: F a ls ta ff *s  punishment a n tic ip a te d

322 323 326
111,2 r , i 1,3 11,2

Dt

The p lo tte rs  a n tic ip a te  the tr ic k e ry  and then depart.
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Unit 6; Ford plans the marriage

Ford and Cajus plan the marriage o f  Nannetta to  the la t t e r .  

Q uickly eavesdrops and le ts  us know th a t i t  w i l l  not happen. Nannetta 

and Q uickly f in is h  th e ir  arrangements.
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Act I I I ,  part i i

Index o f Tonal-Dramatic Units

B o ito 's
Scena U n it Location Content (Remarks)

I 1 331/ I ,1 -  336/ I ,2 Fenton's sonnet

I I 2 336/ I I J -  340/111,2 Disguises explained

I I I 3 341/ I ,1 - 344/ 11,3 F a ls ta ff  a t m idnight

4 344/ 11,3 -  349/111,3 F a ls ta ff /A lic e  love duet 
(Ext)

IV 5 
(351/1,1)

350/ I ,1 -  361/ 11,1 Fa iry scene ( In t ro )

6 361/ 11,1 -  379/ I ,3 F a ls ta ff  is  punished ( In t ro )

7 380/ I ,1 -  395/ I ,1 F a ls ta ff  repents ( In tro )

8 395/ I ,2 -  400/ I ,3 F a ls ta ff 's  reactions

9 400/ I ,  4 - 407/ I ,1 F a ls ta ff 's  summary ( In t ro ,  
Ext)

10 407/ I ,1 - 4 1 9 / 1  ,3 Marriage ( In t ro )

11 419/ 11,1 -  461/ IV ,3 F ina le : fugue ( In t ro )

1 2 3 4 5 6 7 8 9 10 11

P=If
ft—  V * I

l i i 1

Ab C
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83

(B o ito : Scena I )

U n it 1: Fenton's sonnet

331
I »1

3 34 335 336
111,1  111,1  1,2

6
3

.X XT XX

Ab

Fenton's s o lilo q u y  term inates w ith  a quote from the duet o f Act I 

(87/1 f f . ). His f in a l words are answered in  kind by Nannetta as she en te rs.

(B o ito : Scena I I )

U n it 2: Disguises explained

Intro PrS
336 337 340
11,1 11,2 11,3 1,1 111,2

IT 1 3Z“

R eproduced  w ith perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



84

In tro d u c t io n : A lic e  in te rru p ts  the b r ie f  duet.

P rin c ip a l S e c tion : Fenton's d isgu ise is  arranged. A lice  and

Q uickly exp la in  th e ir  plans to  thwart Ford. A l l h ide.

(B o ito : Scena I I I )

U n it 3: F a ls ta ff  a t m idnight

341 342 343 344
1,3 I V,1 11,3

+3£

L

Ab  ^  C

F a ls ta ff  enters and counts the m idnight b e lls  (341/111,3 f f . ) .  

He says th a t he, l ik e  Jove who wore horns to  seduce Europa (3 4 3 / IV , l) ,  

has been transformed by love in to  an animal (344/11,3).
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Unit 4: Falstaff/A1ice love duet

PrS Ext
344 348 348 349
11,3 111,2 111,2 111,3

P rin c ipa l S ection : A lic e  en te rs ; she and F a ls ta ff  profess th e ir

mutual a ffe c t io n . She t e l l s  F a ls ta ff  th a t Meg, too , is  on her way.

Extension: Meg en te rs , warning o f the coming w itch  pack. A lice

runs out and F a ls ta ff ,  in  h o rro r, f la t te n s  h im se lf aga inst the oak.
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1
(B o ito : Scena IV)

U n it 5: Fa iry  scene

Intro
350 351
1,1  1,1

PrS
353 354
111,2  1,1

361
11,1

"V
A

In tro d u c tio n : As the Fa iry  Queen (Nannetta) emerges from the

fo re s t,  te r ro r  seizes F a ls ta ff .  The fa ir ie s  then prepare th e ir  song.

P rin c ip a l S ection : The Fa iry  Queen leads her attendants in  a

song p ra is in g  the fo re s t.

1
Scena IV begins a t 351/11,1; rehearsal no. 34.
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Unit 6: Fa ls ta ff is punished

Intro
361
11,1

364
11,3

365
1,2 111,3

PrS
367 368 368 379
111,1 11,1  11,1 1 ,3

LT- l  _

flt

In tro d u c tio n : Bardolpho and P is to l a en te r, d iscovering  Fal­

s t a f f ,  who, according to  the women and F a ir ie s , is  ta in te d . A fte r  

Bardolpho begins to  exorcise F a ls ta ff 's  s p i r i t  (36 5 /1 ,2 ), Nannetta and 

Fenton go o f f  to  hide. The imps begin to  r o l l  F a ls ta ff  about. 

P r in c ip a l S ection : The imps torment F a ls ta ff .

U n it 7: F a ls ta ff  repents

Intro PrS 
380 381 382
1,1  1,1  11,1
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There are th ree subunits which r e f le c t  the symmetrical manner 

whereby the broad, to n a lly  s ta t ic ,  ce n tra l prayer (subun it 7B ,J = 100) 

is  surrounded by two to n a lly  unstable passages o f name c a llin g  

( 7 A , J  = 112; 7 C , J =  120) . The f i r s t  o f the outer subunits ( 7A)

prepares the prayer. The second ( 7C)  leads to  F a ls ta f f 's  recogn ition  

o f Bardolpho.

7A

I n tro d u c tio n ; The men c a ll F a ls ta ff  names and fo rce  him to  his

knees.

P rin c ip a l S e ction : The men and women c a ll F a ls ta ff  more names,

beat him, and fo rce  him to  repent. F a ls ta ff  t e l l s  Bardolpho th a t he 

smells o f acquavita.

7B

The women say prayers over F a ls ta ff  w h ile  the men continue to 

curse him w ith  the e p ith e ts  o f 7A. F a ls ta ff  asks on ly  th a t h is stom­

ach be saved.

7C

The men continue to  c a l l F a ls ta ff  names, demanding th a t he re ­

spond to  th e ir  charges. When Bardolpho ca re le ss ly  le ts  h is  hood f a l l ,  

F a ls ta ff  recognizes him.
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Unit 8; F a ls ta ff's  reactions

8A 8B
395 396 397 399 400
1,1 1,1 11,4 1,1 1,1 11,6 111,1 1,3

C

8A

F a ls ta ff  now je e rs  a t Bardolpho. He begins by using the same 

p itches (C#-D) and rhythmic m o tif  ( |  c_Ef|r ) th a t were used to 

mock him (compare 381/1 w ith  395/1). The chorus agrees w ith  F a ls ta ff 's  

im pressions, excla im ing, "B ravo!"

8B

F a ls ta ff  learns th a t "Fontana" is  Ford; he also learns th a t 

Q u ick ly  has deceived him.
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Unit 9: F a ls ta ff's  summary

intro
400 401
1,4 11,1

402
11,1

PrS
404 405 406
1,5 1,1 11,1

Ext
406 407
11,1 1,1

JbQ. M .

'  r
X  n r  i  H

c E

In tro d u c t io n : Q uickly teaches F a ls ta ff  a lesson, t e l l in g  him

th a t he should have known b e tte r  than to  be lieve  th a t A lic e  and Meg 

would s in  fo r  a f a t ,  o ld  man (x ) .  There is  general laughter a t Fal­

s t a f f  (y ).

P rin c ip a l S e ction : F a ls ta ff  exp la ins th a t,  in  b ring ing  the

opera to l i f e ,  he has made a l l  i t s  fun and games possib le .

Extension: A ll say "Bravo" to  F a ls ta f f1s speech. Even Ford

is  pleased.

The lower case le tte rs  in  parentheses in d ic a te  s p e c if ic  po in ts  
a t which events th a t I describe take p lace. These w i l l  be compared 
w ith  s im ila r  events in  1 OB.
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Unit 10: Marriage

IDA
Intro PrS
407

10B

411 412 414

IOC

415 416 417 419
1,1 11,1 111,1 1,3 1,1 11,3 11,5 1,1 1,3

In th is  u n it ,  a l l  events p e rta in  to the marriage o f Nannetta to  

Fenton. Ford's eventual acceptance o f the couple (IOC) is  lin ke d  to 

the ceremony proper (10A) by design fa c to rs . The motive which accom­

panies the ceremony (see 409/11,1) re tu rns a t the beginning o f IOC 

(417/1,1 ) to  create a u n it  which is  closed in  design, but to n a lly  in  

motion.

10A

In tro d u c tio n : Ford announces the marriage o f the Fa iry  Queen.

P rin c ip a l S ection : Ford, u n w it t in g ly , un ites Nannetta and Fen­

ton , as w e ll as Cajus and Bardolpho, in  marriage.

JOB1

There is  general laughter a t Ford as he discovers he has mar­

r ie d  Fenton to  Nannetta (y ) .  A lic e  teaches Ford a lesson ( x ) ,  showing 

him how s i l l y  men often  f a l l  in to  th e ir  own trap s .

I t  is  apparent th a t 10B p a ra lle ls  and reverses, fo r  Ford, the 
events o f  the In tro ,  to  u n it  9 as they pertained to  F a ls ta ff .
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IOC

A lic e  po in ts  out th a t F a ls ta ff ,  Ford, and Cajus have a l l  been 

scorna ti (dishorned). Ford learns to  accept h is  new fa m ily . General 

approval is  sounded: Evviva!

: 11: F ina le : fugue
Intro PrS
419 421 421 461
11,1 1,1 1,1 IV,3

W . ~  j

N

1
I*  (f) I

---------- v--------------------- V

C

In tro d u c t io n : F a ls ta ff  c a lls  fo r  a chorus to  f in is h  the Scena.

Ford promises th a t afterwards a l l  w i l l  dine w ith  F a ls ta ff .  Again, a l l  

shout Evviva!

P r in c ip a l Section : The f in a l fugue.
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CHAPTER IV

TECHNIQUES OF TONAL, AND TONAL-DRAMATIC ORGANIZATION 

In tro d u c tio n

The underly ing tona l plan o f the opera may now be discussed.

This w i l l  be done by f i r s t  considering the manner in  which to n a l- 

dramatic u n its  jo in  together to  create a middleground le ve l o f tonal 

o rgan iza tion  fo r  each p a rt. Since sometimes basic tona l motions oc­

cur w ith in  u n its  (those not to n a lly  c lo sed ), the in te rn a l motions o f 

u n its  th a t are incomplete pro longations w i l l  a lso requ ire  d iscussion .

I t  is  obvious, however, th a t in  th is  context only open u n its  need 

be considered. A d d it io n a lly ,  when successive u n its  provide e ith e r  

id e n t ic a l to n ic iz a tio n s  ( c f.  I , i i  u2 -3 ), or examples o f prolonging 

movement w ith in  one primary to n ic iz a t io n  (c f.  I , i i  u2 -9 ), these com­

pound segments may be considered toge the r; th e ir  in te rn a l motions need 

not concern us.

A fte r  the motions th a t govern in d iv id u a l parts have been e lu c i­

dated, we w i l l  attem pt to  understand the tonal procedures whereby these 

parts  jo in  together in to  acts . F in a lly ,  i t  w i l l  be poss ib le  to  see th a t 

a few underly ing  motions govern the in te r re la t io n s h ip s  between a l l  to n i-  

zations in  F a ls ta f f . These motions may be considered the tona l back­

ground.

E sp ec ia lly  fo r  Act I ,  I w i l l  describe many sm a ll-sca le  motions. 

Normally occurring  in  extensions and in tro d u c tio n s , these g ive  l i f e
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to  moments o f  dramatic and tona l f lu x .  They provide a d d itio n a l un­

derstanding o f V e rd i's  most favored tonal gestures fo r  F a ls ta f f , and 

a llow  us to  view the p rec is ion  o f h is m usical-dram atic technique.

D is tin c t io n  w i l l  be made between harmonic and contrapuntal mo­

tio n s  J  Harmonic motions are based on the f i f t h  re la t io n s h ip ; con­

tra p u n ta l motions are not.

The basic harmonic expansions o f the motion I -V - I  are as f o l ­

lows: 1 -V I -V - i ,  i - I I I - V - i ,  and I - I V - t M .  The space between

these harm onica lly fu n c tio n in g  chords can be f i l l e d  in  by a lim it le s s  

number o f ways: in  contrapuntal m otion, in  harmonic m otion, or by

combinations o f both. Furthermore, each o f the above harmonic chords 

i t s e l f  has the capacity to  be prolonged harm onica lly , co n tra p u n ta lly , 

or by a combination o f both.

complete explanation o f both harmonic and contrapunta l prolonga­
t io n  is  given in : S a lzer, S tru c tu ra l Hearing, Chapters V and VI.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



Act I ,  part I

95

The opening p a rt is  a pro longation  o f C major created by two 

d is t in c t iv e  types o f motion: descending th ird s  and descending f i f t h s .

(Example 4 -1 ). Each is  prom inently featured w ith in  a p o rtio n  o f the 

p a rt. The movement u l-4A is  a descent in  th ir d s ,  both d ia to n ic  

and chrom atic, from C to. A major. U4A-6, on the o ther hand, u t i l iz e  

descending f i f t h s  to  re tu rn  from A major to  C. In showing these re ­

la tio n s h ip s , Example 4-1 synthesizes the index o f I , i  w ith  basic tonal 

motions which occur in  in tro d u c tio n s  and extensions to  u n i ts J

Example 4-1

Motion by th ird s  J Motion by f i f t h s

5 6
C

32 36

111,4 1,1

1
o v—T-*

The motion in  th ird s  includes two s tru c tu ra l le ve ls . F i r s t ,  

a t an in term edia te le v e l,  there  are two major th ird s :  F-Db (u2 -3 ), 

Db(C#)-A(u3-4A). Second, c lo se r to  the surface, there are the d ia to n ic

Hhe reader is  re fe rre d  to  the "Presentation o f U n its " in ! Chap­
te r  i l l  fo r  a d d itio n a l page references.

U n it 1

Page 1 22

1,3

4
A
24

111,2
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th ir d s ,  C-A and A -f (u l - 2PrS). These re s u lt  from the d iv is io n  o f 

the f i f t h  C-F by A, w ith in  the in tro d u c tio n  to  u n it  2. Occurring 

in  an in tro d u c t io n , A is  o f a lower s t ru c tu ra l order than the pro­

longed to n ic iz a t io n s  o f the u n its ' P rin c ip a l Sections. The d iv is io n s  

created by th is  A are, consequently, a lso o f lower s tru c tu ra l order 

than those created by the u n its ' prim ary to n ic iz a t io n s .

Verdi uses A, between C major (u l:  F a ls ta f f 's  reactions to  Ca-

ju s )  and F (u2: F a ls ta f f s  impressions o f h is  past w ith  Bardolpho

and P is to la )  in  order to  show th a t F a ls ta ff  is  g radua lly  s h i f t in g  his 

in te re s t  from Dr. Cajus to  h is  own servants. The b r ie f  a r r iv a l on A 

occurs when F a ls ta ff  c a l ls  Bardolpho a " Beone" ("D runkard"). His rea­

son is  the expense o f keeping the se rvan t, a problem th a t f i r s t  presented 

i t s e l f  as F a ls ta ff  began to  examine the innkeeper's b i l l  (1 8 /1 1 ,T on 

E, as V/A). A u n ity  o f tonal and dramatic purpose is  achieved as the 

dramatic events on V prepare a temporary conclusion on I .

Thirds operate in  the in tro d u c tio n  to  u n it  2 on a more m icro- 

cosmic le ve l as w e ll (Example 4 -2 ). The descending f i f t h  E-A is  d i ­

vided by C#. Once again the d iv is io n  works w e ll w ith  the exigencies 

o f the  te x t.  C# occurs when F a ls ta ff  resumes reading the innkeeper's 

b i l l ,  a moment a f te r  he paused to  ask Bardolpho to  count his funds.

The C# S onority  is  fu r th e r  a r tic u la te d  by design: the motive changes

and the tempo becomes slower.
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Example 4-2

Examination Continuation 
o f b i l l

Consequence
o f  b i l l o f b i l l

("Beone")

Three le ve ls  o f th ird s  are now apparent (Example 4 -3 ;: (a) be­

tween prim ary to n ic iz a tio n s  o f u n its ,  (b) d iv is io n s  o f la rg e r in te r ­

vals between u n its ,  and (c) enhancements o f the motion towards (a) 

and (b ).

Example 4-3

U n it: 1 2 3 4

There are also th ird s  o f a higher s tru c tu ra l o rder, those sep­

a ra tin g  tona l-d ram atic  u n its  o f s ig n if ic a n t  im port fo r  the develop­

ment o f the drama. In I , i , u2 and 3 are d ra m a tica lly  subservient to
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the surrounding u n its ,  1 and 4. U n it 1 is  a broad in tro d u c tio n  to  the 

opera and u4 represents the m otiva tion  o f F a ls ta ff 's  p lo t to  seduce 

A lic e  and Meg and to  take th e ir  husbands' w ea lth , a p lo t which w i l l  

m otivate h is  actions fo r  the remainder o f the opera. Units 2 and 3, 

on the o ther hand, are b r ie f  p o r t ra i ts ,  broadening our knowledge o f 

F a ls ta ff .  They expand the in tro d u c t io n , but in  no way h in t a t F a l­

s t a f f 's  fu tu re  a c tio n s , or those o f anyone e lse . As they are unre­

la ted  to  the essen tia l dramatic development, u2 and 3 emerge as " f i l ­

le r  episodes" and we are led to  seek an understanding o f the broader 

dramatic and tonal gestures in  the episodes which surround them.

The dram atic d r ive  from ul -  4 is  re fle c te d  in  the broad descent 

o f a th ir d ,  from C major to  A (Example 4 -4 ). This pushes a l l  p r io r  

motions in to  po s itio n s  c lo se r to  the surface. V e rd i's  re lia n ce  on 

the th ir d  as a basic device in  the f i r s t  h a lf  o f I , i is  c le a r: he

uses th is  in te rv a l a t fo u r le ve ls  o f s tru c tu re .

Example 4-4

In tro d u c t io n ---------------- t o -------------------  F a ls ta ff  P lo t (A c t iv it y )

U n it: 1

m
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I have not described the ro le  o f the harmonic re la t io n s h ip  (V -I)  

in  the motion between the C major o f u n it  1 and the A major o f u n it  

4A, because i t  has been assigned a ro le  o f subs id ia ry  importance: sus­

pended dramatic fun c tio n  has been re fle c te d  in  V e rd i's  suspension o f 

harmonic fu n c tio n . His c le a r preference is  fo r  con trapun ta l, ra th e r 

than harmonic, motions in  the opening segment o f F a ls ta f f .

V e rd i's  approaches to  tona l areas a f te r  the opening C major give 

fu r th e r  proof o f his des ire  to  weaken and avoid the harmonic re la t io n ­

ship in the f i r s t  h a lf  o f  I , i  (Example 4 -5 ). The b r ie f  a r t ic u la t io n  

o f A major (u n it  2, In tro )  is  approached by an app lied dominant whose 

fu n c tio n  is  weakened by the C# d iv is io n  ( c f .  Example 4 -2 ). F major 

(u2, PrS) is  a tta ined  by the d ire c t  motion o f a major th ir d  from the

a r t ic u la t io n s  o f m a jo r- th ird  d iv is io n s  o f the octave, f i l l e d  in  by 

a whole-tone descent from F to  A. The fu r th e r  im p lica tio n s  o f V e rd i's  

p re d i l ic t io n  fo r  motions u t i l iz in g  major th ird s  w i l l  be discussed in 

Chapter V I, as we d e ta il the ex ten t and im p lica tio n s  o f these gestures.

Example 4-5

* L  J f '- ’ f
r  *1 L—. 
(TJ3
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F ifth s  are used to  help f i l l  in  the motion between u n its  2 and 

3, but they are ascending, ra th e r than descending, and are c le a r ly  

subordinated to  the descending major t h ir d ,  F-Db (Example 4 -6 ). In 

fa c t ,  they are d irec ted  toward Eb, a passing tone.

Example 4-6^

U n it 2 U n it 3

fifths
Ex. 4 - 6 (a)

The f i f t h s  begin a t 21 /11,3?on the V o f F m ajor. This semicadence 

a r t ic u la te s  the conclusion o f u2, PrS ( " F a ls ta f f 's  tavern l i f e " ) .  As 

F a ls ta ff  turns from remembering h is pleasant times w ith  Bardolpho and 

P is to la  to  the unpleasant expense o f keeping them, the music re f le c ts  

h is  r is in g  tens ion. I t  moves upwards in  f i f t h s  from the V o f  F to  E. 

This goal is  a semitone above the Eb th a t passes between F and Db (c f.  

Example 4-6a). Two devices here w i l l  be used again: (1) the ascend-

in g - f i f t h  technique, to  dep ic t r is in g  expectancy and tens io n ; ( 2 ) the 

process o f musical con tinua tion  a semitone away from the previous goal

lower case le t t e r  added to  an example number in d ica tes  fu r th e r  
le ve l o f reduction in  the graph.
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in  th is  case on Eb, a f te r  an a r r iv a l on E.

The remainder o f I , i  moves v igorously  by descending f i f t h s  as 

the music re tu rns home: A-D-G-C. As F a ls ta ff  describes h is  amorous

p lo ts  (u4), the descending f i f t h s  A-D-G create a sense o f d rive  to ­

wards the f in a l cadence. C is  soon a tta ined  in  the "Honor monologue"

(u6) . As were the e a r l ie r  s tru c tu ra l descending th ird s ,  these f i f t h s  

(u4 -  6 ) are echoed a t more immediate le ve ls  o f  s tru c tu re . The means

by which F a ls ta ff 's  p lo t  w i l l  be e ffec ted  is  the p a ir o f  id e n tic a l 

le t te rs  th a t he sends to  A lic e  and Meg (u5). This u n it  begins in  mo­

t io n ;  then i t  re tu rns  to  G to  create another confirm ing p o in t o f a r­

r iv a l in  th is  im portant dominant to n ic iz a t io n .  In the motion: u4-5, 

descending f i f t h s  appear a t an in term edia te s tru c tu ra l le ve l (Exam ple 4-7). 

Example 4-7

U n it 4 5.
32 34
I I I ,  3 IV ,1 1,1

111,1 111,2

^  1 ^  —  - ......................  —  - — -.........

t
?  0 0

1

o f G

As F a ls ta ff  g ives h is  f i r s t  le t t e r  to  Bardolpho, C is  a tta in e d , 

a f i f t h  below the lo ca l to n ic ,  G. A s im ila r  le t t e r  is  then given to  

P is to la . When he refuses to  ca rry  i t ,  F is  to n ic iz e d , another descent 

o f a f i f t h .  Thus the descending f i f t h s  C and F co inc ide w ith  F a ls ta ff 's  

attempt to  achieve h is  ends and a f ru s tra t io n  he receives along the 

way. These f i f t h s  r e f le c t  the ove ra ll dramatic gestures, as w e ll as 

the tonal motion o f u4-6.
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Before the re tu rn  to  G is  accomplished, D, i t s  dominant, appears. 

This is  a tta ined  when Bardolpho c ite s  h is honor as the reason fo r  re ­

fus ing  to  ca rry  the le t t e r .  The re so lu tio n  o f F a ls ta ff 's  problem in 

tra n sp o rtin g  h is  le t te rs  occurs when he gives them to  a page and the 

re tu rn  to  G is  achieved.

Descending f i f t h s  c lo ser to  the surface are used in  the motion 

between C and F (Example 4 -8 ). As not a l l  the chords are in  ^ pos i­

t io n ,  we become p a r t ic u la r ly  aware o f V e rd i's  in te re s t  in  bass-line  

descending f i f t h s  to  create d r ive  in  th is  la t t e r  po rtion  o f the p a rt: 

f i f t h s  are used even in  the absence o f the ro o t p os itions  which 

norm ally give them d rive .

Example 4-8

Meg's le t t e r  A lic e 's  le t t e r  Pis to la
to  Bardolpho to  P is to l a refuses
32 33 34
IV, 1 11,2 1,1

Example 4-8 contains two features th a t have musical s ig n ifica n ce  

beyond i t s  immediate scope.

1) I t  repeats an e a r l ie r  motion from C to  F ( c f .  Example 4 -3 ); 

in  each case the descent occurs v ia  the d iv id e r A. Each 

time the two constituen t parts o f one dramatic gesture are 

emphasized. Here, F a ls ta ff  gives Meg's le t t e r  to  Bardolpho

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



103

on C, and A lic e 's  to  P is to la  on A. The dramatic consequence 

occurs on F, as P is to la  refuses to  take h is  le t t e r .  In the 

e a r lie r  example, F a ls ta ff 's  reactions to  Bardolpho and P is­

to la  were d iv ided  in to  t h e ir  unpleasant face ts  (summarized 

on A by "Beone")  and th e ir  more pleasant ones ( " F a ls ta f f 's  

tavern l i f e " ) .

In Example 4 -8 , the d iv id in g  fu n c tio n  o f A is  much weaker 

than in  the e a r l ie r  example. I t  passes almost unnoticed 

w ith in  the descending f i f t h s  which surround i t .  Yet i t  is  

c le a r th a t here, as tw ice before ( c f .  Examples 4 -2 , 3 ), Verdi 

uses the tona l d iv id e r  to  grea t advantage in  the dep ic tion  

o f in d iv id u a l po rtions  o f m u lt i- fa ce te d  dramatic events.

2) In both Examples 4-3 and 4-8 , the motion C-A is  accomplished 

v ia  the in te r je c t io n  o f  E, the app lied dominant. The i n i ­

t i a l  gesture o f an ascending th ir d  C-E is  o f g reat im port­

ance and w i l l  be seen a t many le ve ls  o f s tru c tu re  and pro­

lo ngation. A m ajor, which fo llow s  E in  both Examples 4-3 

and 4-8 , is  the most frequent i n i t i a l  goa l, but i t  is  only 

one o f many p o s s ib i l i t ie s .

Another instance o f a bass -line  descending by f i f t h s  occurs a t 

the beginning o f F a ls ta ff 's  "Honor monologue" (u6 , Example 4 -9 ). Once 

aga in, the f i f t h s  occur a t the surface w ith ou t the g p o s itio n  which 

norm ally gives them d rive  ( c f .  Example 4 -8 ). This bass m otion, d i­

rected towards C m ajor, is  contained w ith in  a d im inution  o f the over­

a l l  motion o f u4-6.
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Example 4 -9

U n it: 4 5 £

36
1,1 I V , 2

, 3ZI IT_ _ _ _ _ _ _ _ _ 3T_ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _  X  K

The underly ing tona l s tru c tu re  o f I , i  may now be shown. Because 

o f the la rge -sca le  dramatic and tona l importance o f u n its  1 and 4 (c f.  

Example 4 -4 ), in te rven ing  events assume p o s itio n s  close to  the fo re ­

ground; a middleground graph fo r  the p a r t ,  th e re fo re , becomes as f o l ­

lows (Example 4-10):

Example 4-10 

Act I ,  pa rt i .  M iddleground1

I — 9  VI - II - u I

Summary

Act I ,  p a rt i  is  a pro longation o f C major organized by two types 

o f tonal motion: (1) descending th ird s  ( u l- 4 ) ,  and (2) descending f i f t h s

The o ve ra ll p a tte rn , I - V I - I I , V - I , is ,  as w i l l  be shown in  Chap. 
V I, a re f le c t io n  o f the harmonic progression in tim a te ly  re la ted  to  the 
sub jec t o f the f in a l fugue.
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(u4A-6). Each type o f motion is  re fle c te d  a t a surface le ve l in  the 

po rtion  o f the p a rt in  which i t  is  prominent. A d d it io n a lly ,  we have 

noted c e rta in  procedures o f motion which have been and w i l l  be used 

more than once in  the opera.
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Act I ,  p a rt i i

The second p a rt contains two prolongations (Example 4 -11): G 

major (u l)  and E major (u2-9 ). The la t t e r  pro longation is  characte r­

ized by u n its  to n ic iz in g  i t s  mixed th ir d  degree, Ab (G#) major. These 

re tu rn  to  E v ia  the dominant, B. This dominant always occurs as a 

chord in  a subordinate section  ra th e r than as the to n ic iz a t io n  o f a to ta l 

u n it .  Consequently, i t  is  in d ica ted  in  brackets whenever i t  occurs.

Example 4-11

U n it : 1  2 5 7 8 9
57
111,2

89 
I I  ,2

102
111,1

v
G

Ex. 4 - l l ( a )

G-
V
E
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The E major p o rtio n  is  closed in  dramatic fu n c tio n  and design, 

as w e ll as in  to n a l ity .  I t  begins (57/111,2) and ends w ith  the women 

as they read and react to  F a ls ta ff 's  dreamy le t t e r s . 1 Each time these 

le tte rs  conclude w ith  the same music. D ram a tica lly , the broad E ma-
2

jo r  p ro longation re f le c ts  the women's entrapment o f  F a ls ta ff .  Be­

cause i t  acts as a tona l-d ram atic  compound u n it ,  i t s  in te rn a l motion 

need not be discussed. At th is  p o in t, we merely note the repeated 

Ab in f le c t io n  which w i l l  be explained la te r ,  in  the d iscussion o f 

the o ve ra ll tona l s tru c tu re  o f  Act I .

Two d is t in c t iv e  types o f motion are apparent in  p a rt i i .  Again 

the in te rv a ls  involved are f i f t h s  and th ird s ,  th is  time ascending 

ra th e r than descending. Two le ve ls  o f s tru c tu re  are in vo lved , as 

the repeated ascent o f a th ird  w ith in  E major belongs to  an immediate 

tonal le v e l.  We w i l l  concern ourselves w ith  the middleground motion, 

the ascending f i f t h s  G-D-A-E.

In keeping w ith  the s im p lic ity  o f the tonal motion o f the p a rt,  

the motion G-D is  concise (Example 4-12). A, the V o f D, is  empha­

sized by descending f i f t h s :  B-E-A. The expectation created by th is

V o f D coincides w ith  Meg's production o f  her le t t e r .

Janos Kovacs has noted the symmetrical design o f I , i i , and 
the co n tr ib u tio n  o f F a ls ta ff 's  le t te rs  to  th is  symmetry. See: "Zum
S p a ts til V e rd is ," in  A t t i  del I Congresso In te rnaz iona le  di Studi 
Verdi an i  (Parma: I s t i t u t o  di Studi Verdi a n i,  1969) pp~. 136-137.

2Cf. Chapter V, pp. 166-167.
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Example 4-12
U nit 1 U n it 2
PrS Ext In t  PrS

52 52 53

The motion A-D is  d iv ided  in to  two th ird s  by F^, the mixed th ird  

degree (Example 4-13). These are f i l l e d  in  stepwise. The a r r iv a l on

Example 4-13

Meg's A lic e 's  Le tte rs
le t t e r  le t t e r  are read
52 53

11,1111,2

D

F coincides w ith  A lic e 's  production o f her le t t e r .  Once again a 

s in g le  tona l motion (V -I)  is  d iv ided in to  two in  order th a t one dra­

m atic event ( F a ls ta f f 's  le t t e r )  may be d iv ided in to  i t s  two c o n s t i­

tuen t parts  (Meg's and A lic e 's  ve rs ion s). Descending f i f t h s  d ire c t
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the motion toward F as they p rev io us ly  d ire c te d  the motion toward 

A, and provide the framework fo r  the o ve ra ll motion: V -I .  A l l in

a l l ,  we are v ig o ro us ly  led to  the s ing ing  o f F a ls ta f f 's  le t t e r  (u2).

The motion between u n its  1 and 2 has been th a t o f the ascending 

f i f t h  G-D, w ith  the d rive  toward D being re in fo rced  by descending 

f i f t h s  a t various le ve ls  o f  s tru c tu re . While the women read Fa l­

s t a f f 's  le t t e r ,  ascending f i f t h s  continue as fa r  as E major (Ex­

ample 4-14). Each new to n ic iz a t io n ,  harm onica lly a r t ic u la te d  by i t s  

app lied dominant, is  approached as v ig o ro us ly  as the preceding D major. 

In the ascent D-A, F# d iv ides  the f i f t h  in to  two th ird s .  Thus Verdi 

again d ilu te s  the harmonic fo rce  o f the f i f t h  re la t io n s h ip , pushing 

i t  away from the musical surface and using th ird s  to  enrich  the fo re ­

ground.

Example 4-14

U n it: 1 2

In tro  PrS
53 54 57
11,1 11,3 1,1 111,2

#  F T  F T
ST - I H-ll 3L-I 3T-I

V

Ascending F ifth s
G
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The use o f ascending f i f t h s  in  the motion G-E may be under­

stood in  terms o f the r is in g  expectancy created as Meg and A lic e  

learn  th a t th e ir  le t te rs  are id e n t ic a l.  We await the women's re ­

sponses to  F a ls ta ff 's  assau lts on th e ir  in te g r i ty .  Soon, in  u n it  

3, they w i l l  decide to  t r i c k  him.

Summary

There are two prim ary pro longations in  p a rt i i ,  G major and 

E major. U n it 1 (G major) serves as an in tro d u c tio n  to  the female 

p ro tagon is ts . I t  prepares th e ir  re ce ip t o f F a ls ta ff 's  le t te r s  and 

decis ion to  t r i c k  him. This t r ic k e ry  (E major) provides the frame­

work fo r  the re s t o f the p a rt. The episodes o f Nannetta and Fenton 

(u5,7) in  Ab (G#) provide a tonal and dramatic con tras t w ith in  th is  

framework. (Example 4-15).

Example 4-15

U n it 1 1  1 ( 4 ) 5 .
Women p re - F a ls ta ff 's  Desire to  Nannetta and Fenton
sented le t t e r  t r ic k  Fa l-
( in tro d u c tio n ; (generates) s ta f f

■^7^------------ . ...p - ........ p— t— ------ ----- VJW~y v ----------- ----- -

AsteruliiM -f iftks v1 T T  ^ Asc«ncJ‘ihrtj "flL'ltrJs ^

G E

Summary o f Act I

The two parts o f Act I are d ram a tica lly  p a ra lle l in  many ways. 

(Example 4-16). The f i r s t  u n it  o f  each is  an in tro d u c tio n  to  the
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Act I ,  p a rt i  

U n it: 1

Example 4-16 

Act I . Background

Dr. Cajus 
( in t r o . )

F a ls ta f f 's  desires 
(mvt. toward ac tion )

L e tte r sending 
(a c tio n )

Honor monologue 
(re f le c t io n )

DESCENDING FIFTHS

Act I ,  p a rt i i  

U n it: 1 2
Women F a ls ta f f 's  le t te r s  o f desire
( in t r o . )  (mvt. toward a c tion )

Decision to  t r ic k  F a ls ta ff  
(a c tion )

0........ - _ -|--- ; 0 ..

N--------------------- ------------------- > .
ASCENDING FIFTHS

Example 4-16A

Act I ,  p a rt i iAct I ,  pa rt i

DESCENDING ASCENDING
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character(s) th a t w i l l  dominate i t s  subsequent a c t iv i t ie s .  F a ls ta ff  

f i r s t  appears in  h is reac tion  to  the foo lishness o f Dr. Cajus; the 

women f i r s t  appear in  th e ir  reac tion  to  the ch ild ishness o f F a ls ta ff .  

F a ls ta ff  describes h is  desires fo r  A lice  and Meg in  descending f i f t h s ;  

the women read h is le t t e r  expressing these desires in  ascending f i f t h s .  

F in a lly ,  F a ls ta ff  acts on h is  desires by g iv in g  h is le t te rs  to  the 

page in  G major, the key to  which h is desires led him. The women act 

toward t r ic k in g  F a ls ta ff  in  E m ajor, the key to which they were led 

by F a ls ta ff 's  le t t e r  o f des ire . Thus, the G major o f p a rt i  (u4-5) 

and the E major o f p a rt i i  (u2-9) become la rge scale goals o f motion. 

Motion by f i f t h s ,  ascending and descending, are used to  e f fe c t  the 

a r r iv a l a t these goals.

The importance o f the tonic-dom inant re la tio n s h ip  can now be 

appreciated as the prim ary fa c to r  in  the tonal organ ization  o f pa rt i .

The middleground motion o f pa rt i i  is  from G to E. In a d d it io n , a 

tonal m irro r symmetry invo lves the e n t ire  Act and is  centered about 

the to n a lly  symmetrical "Honor monologue." Example 4-17 il lu s t r a te s  

the use o f f i f t h s  and th ird s  in  c rea ting  th is  symmetry.

The movements outwards from the C axis o f the "Honor monologue" 

ascend in  f i f t h s ,  and then by a th ir d .  Because p a rt i i  begins a f i f t h  

above C major (the most d ire c t  harmonic connection possib le between 

the two p a r ts ) ,  i t s  process o f ascending f i f t h s  extends a f i f t h  h igher 

than in  pa rt i , to  E major instead o f A. A th ird  added to  E major 

brings the music to  Ab (G#) major fo r  the presenta tion  o f Nannetta and 

Fenton, whereas the th ird  added to  A major in  pa rt i  (always moving 

outwards) brought the music back to  the opening C major. I t  is  as i f  

the composer used two techniques fo r  p a rt i ,  th ird s  and f i f t h s ,  and
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Example 4-17 

Tonal O rganization o f Act I

Part i_ Part i  i
Honor 
Monologue 
(u n it  6)

F ifth s

then decided to  reverse them both to  move in to  pa rt i i  (the G major o f 

u n it  1) and through i t  as fa r  as the Ab tG#) which occurs w ith in  E m a jo r. 1 

This being the case, the G o f pa rt i i ,  u n it  1 is  to n a lly  subordinate 

to  the fo llo w in g  E m ajor, being p a rt o f the ascending f i f t h  motion 

toward i t .  A d d it io n a lly ,  i t s  in tro d u c to ry  character reveals i t s  dra­

matic subservience to  the subsequent schemes aga inst F a ls ta ff  which 

are presented in  E major.

In conclus ion, the background motion o f Act 1 is  C-E, a major 

th ir d  up (Example 4-18). To th is ,  another ascending th ir d  is  added 

(Ab [G#] m ajor) w ith in  the la t t e r  p ro longa tion . F a ls ta ff  is  presented

^A f u l l  d iscussion o f the dramatic im p lica tio n s  o f these motions 
w i l l  be given in  Chapter V.
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in  C; the p lo tt in g  women are presented in  E; and Nannetta and Fen­

ton , in  Ab. Three keys, a major th ir d  apart from one another, are 

estab lished and given th e ir  own dramatic associa tions.

Part i 
F a ls ta ff

Example 4-18 

Act I .  Background

P art i i
P lo tt in g  Women Nannetta/Fenton 

X
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Act I I ,  part i

The tona l motions w ith in  th is  p a rt are among the most complex 

o f the opera. Aside from the pro longa tion  o f the Eb major fo r  Scena 

I I I  (u 8 -9 )J  there  is  almost constant motion in  th ird s  (Example 4-19). 

This makes i t  d i f f i c u l t  to  discern a s p e c if ic a lly  d irec ted  lin e a r  

bass. (Scenae I (u l-2 )  and I I  (u3-7) are, however, bound together both 

by the types o f  motions they conta in (movement in  th ird s )  and by a

number o f ton ic iz a t io n s th a t they have in  commcr (F maj o r , C m ajor,

and A, mi nor and major)

Example 4-19

Scena: x I I I I I
U n it 1 2 3 4 5 6 7 8 9

127 130 143 148 154 163 170 177
11,1 111,1 111,1 11,2 11,1 I I I 2 1,1 11,3

F

Scena I is  moderately s tab le . Because o f the constant f i l l i n g -  

in  o f the F major t r ia d ,  i t  may be heard as an open ended prolonga­

t io n  o f F m ajor. However, i t  spends much o f i t s  time in  the dominant 

(C m a jo r), and there is  only a weak fe e lin g  fo r  F as a governing to n ic

^ B o ito 's  Scena d iv is io n s , fo r  Acts I I  and I I I ,  were presented 
in  Chapter I I I .
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throughout. The cause fo r  the constant movement is  the beginning 

o f the rap id  p lo t  development. F i r s t ,  Bardolpho and P is to la  fa ls e ly  

express th e ir  penitence to  F a ls ta ff ,  in  order to  gain h is t ru s t .  Then, 

they announce the a r r iv a l o f Q u ick ly , who enters and lu res him to  

the p u rs u it o f A lic e .

Scena I I  begins w ith  the d ire c t  motion o f a major th ir d  down 

from the previous open ending (C-Ab, u2-3), as motion out o f the F 

major t r ia d  creates fu r th e r  in s ta b i l i t y .  Thus, motions by th ird s  

are used to  en te r in to  the Scena as w e ll as to  move most o f the way 

through i t .  The drama is  also developed fu r th e r .  A f te r  the monologue, 

"Old John's s tren g th " (u3 ), i t  continues the b a itin g  o f F a ls ta ff ,  th is  

time by Ford.

"Old John's s tren g th " (u3, in  Ab) is  a dramatic in te r lu d e  and 

tonal de v ia tio n . F a ls ta ff  is  presented alone and the in tr ig u e  in  pro­

gress is  tem pora rily  suspended (Example 4-20). T on a lly , the motion 

to  Ab is  deceptive; i t  leads nowhere. The dramatic and tona l co n tin ­

u i ty  both resume w ith  the en try  o f "Fontana" (u4, "Fontana" in tro d u ce d ).

U n it; 1 -  2

( In tr ig u e )

Example 4-20 

3

(F a ls ta f f
alone)

4
( In tr ig u e  resumes)
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At th a t tim e , the tona l motions th a t marked the in te rp la y  between 

Q uickly and F a ls ta ff  (A to  C) are repeated to  commence the in te rp la y  

between "Fontana" and F a ls ta ff ;^  the music re tu rns to  the to n ic iz a tio n s  

o f the th ir d  and f i f t h  degrees o f F major th a t had permeated Scena I .

Although the motion to  Ab is  deceptive and the key appears un­

re la te d  to  i t s  surrounding con tex t, Verdi uses an in te re s t in g  d e v ic e -  

tonal a n t ic ip a t io n —to  connect the Ab o f u n it  3 to  the A major o f u n it  

4. Tonal a n t ic ip a t io n  may be de fined , fo r  th is  purpose, as the use o f 

a so n o rity  in  a no n -s tru c tu ra l capacity  before i t  is  c le a r ly  a ffirm ed 

as a fu ll- f le d g e d  to n ic . As F a ls ta ff  expresses his d e lig h t a t "Fontana's" 

a r r iv a l (147/11,1) the A major o f the fo llo w in g  u n it  is  a n tic ip a te d  

w ith in  the Ab pro longation o f "Old John's s treng th " (Example 4-21).

The A is  not s t ru c tu ra l,  but is  p a rt o f an em bellish ing motion. While

Example 4-21

u n it  3 u n it  4
143 147 148 150
111,1  11,1 11,2  111,2

Ab A

^Bardolpho had announced Q u ick ly 's  a r r iv a l to  F a ls ta ff  on A 
(129/11,2 f f ) .
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tona l a n t ic ip a t io n  is  used a t many po in ts  in  the opera, i t s  use here 

is  e sp e c ia lly  cogent: compensating fo r  the la rge amount o f in s ta b il­

i t y  in  Scena I I ,  and here s p e c if ic a lly  fo r  a deceptive m otion, i t  

helps where we fe e l i t  is  needed the most.

As "Fontana" in troduces h im se lf to  F a ls ta ff  (u4 ), the in tr ig u e  

resumes i t s  e a r lie r  course. The music also p icks up where i t  le f t  

o f f ,  extending the e a r l ie r  pro longation  o f F major by fu r th e r  to n i-  

c iza tio n s  o f A and C, i t s  th ir d  and f i f t h  degrees (Example 4-22).

U n its 5-7 are in tim a te ly  bound: "Fontana" o ffe rs  h is  b a it  to  F a ls ta ff ,

and the kn igh t accepts th a t b a it.^  During these three u n its ,  the char­

a c te r is t ic  motions by th ird s  b ring  the music away from F major and 

toward new goals.

Example 4-22

U n it: 4 5 6 7

H I

F E Eb

U n it 5 moves w ith in  E major: I - I I I - V ,  b ring ing  the music

through Ab minor fo r  the "love duet" o f F a ls ta ff  and "Fontana*1 ( 'L'amor, 

11 amor . . . "  u 5C). This repeats an e a r l ie r  motion ( I ,  i i ,  u2-9) 

in  which the love episodes o f Nannetta and Fenton were presented

Vhe close re la t io n s h ip  o f u4-7 was discussed in  Chap. I I I .
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in  Ab major. Here, as in  I , i i ,  the  Ab p o rtio n  acts somewhat as a dra­

m atic in te r lu d e : "Fontana" and F a ls ta ff  seem un ited by th e ir  common

problem o f unrequited love. In I , i i  the continued p lo tt in g  aga inst 

F a ls ta ff  resumed on the dominant, B (pp .89 and 102). I t  does the same 

here, when F a ls ta ff  asks perche v 'a p r ite  a me? (164/11,2; "why do 

you come to me?"), and "Fontana" re p lie s  Ve lo  d iro  . . . ( " I ' l l  t e l l  

you ").

A t th is  po in t a new a rpegg ia tion  begins, downward from B major 

(Example 4-23). A descent o f two major th ird s  leads to  Eb (u7). The 

f i r s t  m otion, to  G m ajor, is  no t e n t ir e ly  a su rp r ise . As G is  a major 

th ir d  below the previous B, i t  is  poss ib le  th a t th is  is  a deceptive 

motion w ith in  E and is  a tonal p a ra l le l to  the previous extension o f F.

Example 4-231

U n it: 1  2 3 4 5 6

F E

S t r ik in g ly ,  however, the music moves down another major th ir d ,  

to  Eb. We leave the possib le  extension o f  E as F a ls ta ff  accepts the

^One m ight be tempted to  c a l l these motions m ajor-m inor m ixtures.

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



sack o f gold. (Example 4 -2 4 )J  This is  the f i r s t  Eb to n ic iz a t io n  

in  the opera. The c u r io s ity  i t  crea tes, owing to  i t s  sudden break­

ing out o f a previous p a tte rn , serves w e ll to  p o rtra y  a s itu a t io n

Example 4-24

U n it: 5
Ford b a its F a ls ta ff  accepts

p * i A | IX .

. * 1

I  m  t t

E Eb

in  which two men are t ry in g  to  o u tw it each o the r. A question re su lts  

as to  the f in a l outcome.

I t  is  now apparent th a t  the o ve ra ll motion o f u5-7 is  E-Eb. More­

over, the tona l plan fo r  the temptations o f F a ls ta ff  (by Q uickly and 

"Fontana") and h is  acceptance o f these tem ptations is  the only chroma­

t i c a l l y  s tru c tu ra l motion in  the opera (Example 4-25).

The remainder o f Scena I I  appears to  tu rn  the tab le s  on poor 

"Fontana." He reacts w ith  a te r r i f ie d  sh r ie k , when F a ls ta ff  expla ins 

h is  approaching appointment w ith  A lic e  (Example 4-26; p. 171/111,2).

Now the to n ic iz a tio n s  o f the 1s t, 3 rd , and 5th degrees o f F major re ­

sume; however, th is  time i t  appears to  be F a ls ta f f 's  game. I t  seems 

to  the unfortunate  "Fontana" th a t h is  a l te r  ego, Ford, is  about to  be 

cuckolded.

^The B which begins u6 has two fu n c tio n s : extending the E pro­
lo n g a tio n , as a dominant; and, beginning a new e q u a l- in te rv a l motion to  Eb.

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



121

Scena I

In tro d u c tio n , 
Q u ick ly 's  p lo t

U n it 1-2

Example 4-25

Scena I I

"Fontana1s" 
In troduc tio n

"Fontana1: 
P lo t

Fa ls ta ff
Accepts

7

Example 4-26

170 172 173 174
1,1 IV ,1 11,2 1,1

a  .............. p- ..........------------- -----------r
U '|

e tc .

Eb  > F

During the approach to  Ford's "Jealousy t ira d e "  (u8 , in  Eb), 

major and dominant seventh chords emphasize key words (Example 4-27). 

S t r ik in g ly ,  however, these ro o t-p o s it io n  tones are converted in to  sup­

ports fo r  an arpeggiated dim inished seventh chord, which u ltim a te ly  

f a l ls  an e n t ire  octave, D-D. The sound o f the diminished seventh chord, 

i t s e l f ,  is  saved fo r  the most im portant word, le t to  ("bed ").
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Example 4 -2 7

•letto
177 178 179
1 1 ,2 111,1 111,1 11,4 111,1

Ex. 4-27a

Summary

Ford's "Jealousy t ira d e "  (u 8) remains e n t ire ly  w ith in  Eb. As 

"Fontana" and F a ls ta ff  e x i t  together the f in a l question posed in  our 

minds--Who w i l l  be the fo o l? --  is  sta ted in  Eb. The tona l plan th a t 

governs pa rt i ,  then, is  the repeated motion F-Eb (Example 4-28). 

F i r s t ,  there is  a chromatic passing tone, E. The second time the mo­

t io n  is  d ire c t ,  poss ib ly  a re f le c t io n  o f Ford's le sser s ta tu re  in  the 

opera. In each case the question as to  the outcome o f the t r ic k e ry  

is  posed in  Eb, a key th a t f i r s t  appeared as a su rp rise .
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Example 4 -2 8

(Q u ick ly  and Ford 
T r ic k  F a ls ta ff)

7 -9

(Ford suddenly be­
lie ve s  h im se lf to  be 
duped by F a ls ta ff )

R eproduced  w ith perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



Act I I ,  part i i
124

The p a rt begins w ith  the scheming women as they f i l l  each o ther in  on 

recent p lo t  developments ( u l ,  C m ajor). A fte r  s e ttin g  the stage fo r  

F a ls ta ff 's  entrance, they g le e fu lly  a n tic ip a te  his impending d iscom fitu re  

(u2, C m ajor). The descent o f the f i f t h  G-C signa ls a re tu rn  to  C major 

a f te r  a long absence (s ince the end o f I , i ) .  I t  serves w e ll to  in t r o ­

duce "the play w ith in  a p lay" about to  begin. There is  a marked s im i l­

a r i t y  between the opening o f I I , i i  and the women's i n i t i a l  in tro d u c tio n  

( I 3 i i  u l-2 ) .  There as w e ll,  the i n i t i a l  segment was d ire c te d , both 

d ra m a tica lly  and to n a l ly ,  toward the fo llo w in g  events: the women's

anger and p lo t t in g ,  depicted in  E major (Example 4-30).

Example 4-30

The in tro d u c to ry  fu n c tio n  o f G major in  Acts I and I I

Act I I ,  p a rt i i
Un i t : 1 2

205
111,4

191
1,1

T T I
Act I ,  p a rt i i
U n its : 1-2 

47 
1,1

57
111,2

r
G E
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Soon other tonal and dram atic p a ra lle ls  occur (Example 4-31). 

F a ls ta ff  en te rs , s ing ing o f h is love fo r  A lice  (214 f f . )  in  the key 

(A major) in  which he f i r s t  sang o f her charms ( I , i  u4A). Q uickly 

announces Meg's a r r iv a l (227/1 ,2 ) in  the key (D major) in  which Fal­

s t a f f  i n i t i a l l y  declared h is  in te re s t  in  th is  second woman ( I , i  u4B).

In I , i ,  the motion A-D moved toward a C major re so lu tio n  (u4-6, A-D-G-C). 

Here, however, i t  is  contained w ith in  an A major pro longa tion .

Example 4-31

The descending f i f t h  associated w ith  A lic e  and Meg 

Act I I ,  p a rt i i

3B 4U n it: 2 3A _  

(A lic e )  (Meg)
214 227 232

Search fo r  F a ls ta ff  I 
234

&

1,1 1,2 1,4 111,1

O ------

1 )

c
v ...............—-
At 1

Act I ,  | 

U n it:
p a rt i  
1

9-

4A 4B 
"(A lice ) (Meg)

5 6
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The enclosure o f the f i f t h  A-D w ith in  A is  explained by the ear­

l i e r  use o f th is  descent. In I , i ,  descending f i f t h s  d irec ted  toward 

C major depicted F a ls ta ff 's  a n tic ip a t io n  o f the fu l f i l lm e n t  o f h is de­

s ire s ;  there was a decrease in  dramatic tens ion . In  I I , i ,  however, 

F a ls ta ff  is  about to  be thwarted. When Ford en te rs , searching f u r i ­

ously fo r  the Knight (u4 ), the music moves up a f i f t h  toward fu r th e r  

excitem ent, instead o f down towards a p o in t o f re la xa tio n  ( c f .  Ex. 4-31).

Soon Ford and h is  s idek icks leave. As they do so, the e x c ite ­

ment over the outcome o f th e ir  search is  in te rru p te d . This points to  

another im portant p a ra l le l:  between the use o f E major in  I , i i  (u2 -9 ), 

and i t s  use here (Example 4-32). In each case, E major dep icts a c t iv i t y

d irec ted  aga inst F a ls ta ff ;  is  approached by ascending f i f t h s ;  and is  

le f t  suspended, in  accord w ith  the lack o f dram atic completion a t the 

end o f i t s  p ro longa tion .

A fte r  Ford leaves, the women hide F a ls ta ff  aga in, th is  time in  a 

laundry chest (u5). The re tu rn  to  C major shows th a t a new phase o f 

a c t iv i t y  has begun. U n it 5 term inates w ith  an open ending. This in ­

te r io r  motion ( I-V )  p a ra lle ls  the immediately p r io r  ascent (A-E, u3 -4 ): 

both co n tr ib u te  to  the continu ing dramatic d r ive  (c f .  Ex. 4-32).
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Example 4-32 127

Ascending f i f t h s  in  Acts I and I I

Act I I ,  part i i
U n it: 2 3 4 5

Search fo r  F a ls ta ff  put in
F a ls ta ff  chest
234 240 242
111,1 I I I  , i  11,3

Nannetta and Fenton's duet (u6) creates a l u l l  in  the surround­

ing search, as th e ir  e a r l ie r  duets ( I , i i ) provided a re sp ite  to  the 

scheming aga inst F a ls ta ff  (Example 33). In both cases, th e ir  music 

provides an in te rv a l-d iv id in g  episode on I I I  ( h a lf  way between I and 

V), and mode m ixture d if fe re n t ia te s  the lov ing  couple from the su r­

rounding p lo tte rs . This time the th ird  degree o f the enclosing key is  

lowered.
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Example 4-33

The Nannetta/Fenton duets as an interruption in the drama

Act I I ,  p a rt i i
U n it: 5

F a ls ta ff  put in  
chest
240
111,1

Act I ,  p a rt i i
Units 2-4

Nannetta/Fenton
(In te r ru p tio n )
245
1,1

Search fo r  F a ls ta ff  I I

247
11,1

bill

U n it 6
Men and women 
c a ll F a ls ta ff  
names

Nannetta/Fenton 
( In te rru p tio n )

Women p lo t  aga inst 
F a ls ta ff( In te rru p tio n

etc.

The dominant o f C is  a tta ined  when Ford resumes h is  search (u7, 

m o tiv ic a l ly  id e n t ic a l to  u4). This u n it  tem p ora rily  concludes the 

more f re n e tic  phase o f Ford's a c t iv i t y  (Example 4-34). This e x c ite ­

ment does not resume u n t i l  much la te r ,  when Bardolpho and P is to l a be­

lie v e  they have spotted F a ls ta ff  on the s ta irs  (u9, same motive as 

u4,7). In the meantime, w h ile  Ford s te a lth i ly  approaches the screen, 

the music slows down and a new beginning in  C major emphasizes the 

dramatic l u l l  (u8).

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



Example 4 -3 4
129

U n it :  2 3 4 5

Ford's 
Search I

Ford's S tea lthy  
search I I  approach

8 9

F ina l
search

(In te r ru p ­
t io n )

( In te r ru p ­
t io n )

247 252
11,1 111,4

(F a ls ta f f
dumped)

205 212 234
111,4 11,1 111,1

284
1,1

m

I Em I bill V I Em I

U nit 8 is  a g rea te r in te r ru p t io n  in  the drama than is  apparent 

from the surface change o f pace. The re tu rn  to  C major and the con­

com itant change o f tempo, from A lle g ro  ( J  =138) to  Andante ( J  =80), 

are sparked by the sound o f a k iss th a t Ford hears behind the screen 

(252 /11 ,4 ). B e liev ing  F a ls ta ff  and A lic e  to  be the o ffend ing  couple, 

Ford continues h is  search fo r  the Knight. The audience, however, knows 

th a t i t  is  Nannetta and Fenton who are a t p lay , th a t Ford 's s te a lth y  

a ttack  is  in  p u rsu it o f  them.

While Ford is  approaching the screen, F a ls ta ff  pops up from the 

chest, and the women push him down to  keep him hidden. S im ultaneously, 

the lovers sing a duet. Thus, u n it  8 synthesizes the dram atic content 

o f  the preceding in te r ru p t io n s : the women's h id ing  o f F a ls ta ff  (u5 ),

and Nannetta and Fenton's duet (u6). The in te rn a l s tru c tu re  o f u n it  8 

( I-111-V -1^) re fle c ts  the tona l motion o f u5-7 as a whole.

Cf. Chap. I I I .
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F in a lly  Ford overturns the screen, expecting to  f in d  F a ls ta ff  

w ith  A lic e ; ins tead , he f in d s  h is  daughter w ith  Fenton (p .281). A fte r  

expressing h is fu ry  a t the young couple, Ford goes o f f  to  resume his 

search (u9), and the women take command: They have F a ls ta ff  dumped

in  the r iv e r .

The descending f i f t h  associated w ith  A lice  and Meg now re tu rns 

to  C (Example 4-35; c f .  Example 4-31). The downward f i f t h s  between 

D and C ( i . e . :  I I - V - I ) ,  however, are abridged by the use o f  a neighbor 

chord. 1 This makes the re tu rn  to  C a tona l su rp rise  to  the lis te n e r ,  

as the s ig h t o f F a ls ta ff  is  a v isua l su rp rise  to  a l l  on stage.

284 
I I . 1

287
1,1

Example 4-35

288 
111,1

289
1.2

290
1,2

The D major chord becomes a dominant seventh. C, i t s  seventh, 
is  then tre a te d  as a common tone in  the motion to  a dim inished seventh 
on D#. Th is , in  tu rn , resolves as a neighbor chord to  Cl D# and F# 
resolve as inner vo ices , moving to  E and G re sp e c tive ly . V e rd i's  
abridgment o f the descending f i f t h  se ries is  discussed fu r th e r  in  
Chapter VI.
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Summary of Acts I  and I I

As the tonal and dramatic motions in  Acts I and I I  form a broad 

arc in  themselves, i t  is  most appropriate to examine the e n t ire  s tru c ­

tu re  up to  th is  p o in t (Example 4-36). Act I is  an expo s ition  o f both 

F a ls ta ff 's  p lo ts  and those d irec ted  aga inst him. I I , i  develops the 

in tr ig u e ;  F a ls ta ff  is  lu red toward an appointment w ith  A lic e . This 

p a rt closes w ith  a question mark fo r  Ford; he fears th a t F a ls ta ff  

has turned the tables on him. The temporary conclusion to  a l l  these 

sub-p lo ts  occurs in  11, i i : F a ls ta ff  is  "cleansed" in  the r iv e r .  How­

ever, the discovery o f Nannetta and Fenton together creates a compli­

ca tion  which drives the p lo t  forward.

Example 4-36

Acts I  and I I .  Tonal-dramatic o u tlin e

E xposition Development Denoument

_______Act I  Act I I ____________________________
•pa rt i p a r t  i i  1 Ipart i  p a rt i i

F a ls ta ff  Others Q uickly Ford F a ls ta ff  " p u r if ie d ."
vs. vs. Nannetta and Fenton

F a ls ta ff  F a ls ta ff  are discovered.
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The subservience o f F to  Eb

Eb dep ic ts  the outcome o f the drama as i t  ends the development 

o f i t s  opening a rc ; two motions from F have brought us to  th is  po in t 

o f expecta tion . The p a ra lle l in tr ig u e s  o f the women and men have pre­

pared F a ls ta ff 's  en try  in to  the home o f m istress A lic e ; we await h is  

v is i t  ( c f .  Ex. 4-28).

Immediately fo llo w in g  the Eb o f I I ,  i, an ascent to  & prepares 

the re tu rn  to  the to n ic . The motion Eb-G is  rem iniscent o f the i n i ­

t ia l  background ascent C-E (Example 4-37). This strengthens our view 

o f the drama, th a t the segment on Eb represents the goal fo r  I I , i .

I t  is  from here th a t the re tu rn  to  C (v ia  G) is  accomplished.

The passages in  F major c o n s titu te  an area o f question ing ; Fa l­

s t a f f  is  not y e t se t to  encounter A lic e . M us ica lly , th is  is  re fle c te d  

by the subservience o f F to  Eb, much l ik e  th a t o f an upper neighbor.

The neighbor motion is  sym e tr ic a lly  surrounded by two ascending major 

th ird s :  the f i r s t ,  away from the to n ic ;  the second, p a rt o f a re tu rn .

Example 4-37 

Acts I  and I I .  Background tona l motion

Act I A ct I I

m m

c C -
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F, in  C m ajor, is  gen era lly  e ith e r  p a rt o f a basic harmonic pro­

gression ( I - IV -V - I )  o r a passing chord (e .g . I - I I I - [p a s s in g  IV ]-V - I ) .  

Here, however, i t  is  a neighbor tone; F delays, ra th e r than f a c i l i t a te s ,  

the u ltim a te  V-I progression. The reason fo r  th is  delay is  dram atic: 

we w a it fo r  F a ls ta ff  to  swallow a l1 the b a i t ,  th a t o f both Q uickly and 

"Fontana."
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Act I I I ,  p a rt i

A f te r  F a ls ta ff 's  opening s o lilo q u y , Q uickly comes to  lu re  him 

toward a fresh  encounter w ith  A lic e : he is . duped by the women once

again. Soon, Ford describes h is  plan to  marry Cajus to  Nannetta. Pre­

senting a new in tr ig u e  fo r  Ford, and repeating an o ld  one fo r  F a ls ta ff ,

1119i  contains both exposito ry  and developmental fa ce ts .

As can be seen from Chapter I I I ,  the motion w ith in  th is  pa rt is  

th a t o f  the descending f i f t h  A-D, u lt im a te ly  headed toward the C major 

conclusion o f  111, i i . This descent is ,  th e re fo re , re la te d  to  the mo­

tio n s  A-D-G-C o f I , i  [ u4 -6 ), and A-D-Neighbor chord-C o f  I I , i i  tu9 ).

In each o f these cases, the same descent (A-D) has depicted successive 

stages o f the working ou t o f the drama o f  F a ls ta ff  and the women.

*  *  *

Act I I I ,  p a rt i i  

Units 1-3 form a compound u n it .  F a ls ta ff  is  brought in to  the 

same tonal sphere as Nannetta, Fenton, and AI ic e —perhaps because these 

fo u r are the true  p ro tagon is ts  o f  the drama. (Example 4-38) I t  is  Fa l­

s t a f f ,  moreover, who brings the music back to  i t s  home key o f  C, when 

he learns th a t  love, which transformed J u p ite r  in to  a b u l l ,  has tran s ­

formed him in to  a beast (u3). The ascent o f a major th ir d ,  Ab-C, is  

accomplished by the descent o f two such th ird s :  Ab-E, E-C. As the
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p a ra lle ls  between F a ls ta ff  and J u p ite r  are drawn, the three major th ir d  

re la te d  keys o f  the opera are brought in to  close p ro x im ity . 1

Example 4-38 

U n it 1 2 3

Fenton and A lic e  F a ls ta ff
Nannetta

331 341 343 344
1,1 1,1 IV ,1 11,3

-3d

1. *3-

Ab C

As F a ls ta ff  jo in s  A lic e  in  a "love duet" (u4 ), he is  trapped 

fo r  the la s t  tim e. Soon, tens ion is  heightened by an open ending (on 

V), as F a ls ta ff  hides from the approaching w itch  pack (Example 4-39).

Example 4-39

U n it 4 U n it 5 U nit 6 U nit 7
In tro PrS

F a ls ta ff F a ls ta ff Fai ry Discovery Physical F a ls ta ff
w ith hides Queen o f torment repents

A lic e F a ls ta ff o f F a l­
s ta f f

344 349 350 361 361 380
I I ,3 11,2 1,1 11,1 111,2 1,1

(» . or--—  ̂ dg ..
TC

T -w 3L I

V h is  re tu rn , Ab-E-C, reverses the motion o f Act I :  C'-E-Ab; c f .  Ex. 4-18
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When the F a irie s  en te r (u5 ), F a ls ta ff  fears fo r  his l i f e .  Yet, 

t h e ir  i d y l l i c  episode acts as the e a r l ie r  duets o f Nannetta and Fen­

ton: d ra m a tica lly , i t  provides a l u l l  in  the surrounding a c t iv i t ie s

d irec ted  aga inst F a ls ta ff ;  m us ica lly  (on A m ajor, or V I /C ) ,  i t  f i l l s  

in  the space between I and V o f the surrounding to n a l ity .  The use o f 

A major fo r  th is  u n it  is  rem iniscent o f i t s  use in  the f i r s t  F a ls ta ff -  

A lice  duet ( I I , i i  u3). That encounter led to  F a ls ta ff 's  in i t i a l  t r i a l ,  

his watery cleansing. This one w i l l  lead to  h is second and f in a l o r ­

dea l, h is physical tormenting by the imps and s p rite s  (u6). Descending 

f i f t h s  accomplish the motion to  th is  punishment (u6 , G major) and con­

tin u e  on to  F a ls ta ff 's  f in a l repentance (u7, C m ajor).

U n it 7 concludes the growth drama o f F a ls ta ff ,  the hero. As he 

repents fo r  h is  p r io r  s in s , the women pray fo r  h is  soul. Thus separ­

ated from h is e a r l ie r  in fa n t i le  s ta te , F a ls ta ff  recognizes Bardolpho 

as h is  to r tu r e r ,  and h is  ordeal comes to  an end. U n it 8 ( "F a ls ta f f 's  

re a c tio n s") echoes and re fle c ts  upon the substance o f u n it 7. As Fa l­

s ta f f  reacts successively to  the tru e  id e n t it ie s  and motives o f Bar­

dolpho, "Fontana," and Q uick ly , the C major to n ic iz a t io n  o f u n it  8 

continues, and thus re in fo rce s , the previous a r r iv a l.

U n it 9 moves to  E major fo r  " F a ls ta f f 's  summary." I ts  in t r o ­

duction e ffe c ts  the tonal t ra n s it io n  from C to  E and, as was explained 

in  Chapter I I I ,  is  d iv ided in to  two parts  (Example 4-40):

(1) Q uickly leads in  teaching F a ls ta ff  a lesson (C major)

(2) There is  general laughter a t F a ls ta ff  (E major)

Thus, each p a rt o f the in tro d u c tio n  serves as one type o f commen­

ta ry  on F a ls ta ff 's  growth ordeal and is  associated w ith  one o f the sur­

rounding keys. Commenting th a t F a ls ta ff  is  a mostro raro (ra re  m onster),
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Ford lin k s  the two parts  o f the in tro d u c tio n  by a b r ie f  descent in  

th ird s .

Example 4-40

U n it 9 In troductio n

1. lesson to  F a ls ta ff  "mostro ra ro 11 I 2. la ugh te r,
| poking fun

400 402 I 404

The E major o f  " F a ls ta f f 's  summary" (u9) is  a key p rev io us ly  

associated w ith  peoples' p lo ts  to t r ic k  one another. However, the 

fu n c tio n  o f  u n it  9 is  s l ig h t ly  d if fe re n t.  Instead o f F a ls ta ff  hatch­

ing h is own p lo t ,  he t e l l s  everyone elso th a t w ith ou t him they would 

not have been able to  have hatched th e irs .  Because F a ls ta ff  alone 

has made a l l  the games poss ib le , his growth and lea rn ing  have d iffused  

the energy o f the actual p lo ts  aga inst him, obv ia ting  th e ir  necessity . 

Only the memories o f these in tr ig u e s  remain. "F a ls ta f f 's  summary," 

then, is  an im portant one: drawing the characters toge the r, i t  u n ifie s

the p lo ts  by id e n t ify in g  F a ls ta ff  as th e ir  source. I t  also serves as 

an in te r lu d e , separating the unraveling o f the p lo ts  around F a ls ta ff  

from the fo llo w in g  marriage ceremony.

I t  is  in te re s t in g  th a t "F a ls ta f f 's  summary" was not in  B o ito 's  

o r ig in a l te x t ,  but was added in to  the l ib r e t to  d ra f t  in  a d i f fe r e n t
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in k , presumably a t a la te r  date.^ This re in fo rces  our in te rp re ta tio n  

o f i t  as a " f i l l e r "  episode, en rich ing  the drama w ithou t moving i t  

forward. T on a lly , too , i t  acts as a " f i l l e r , "  being on I I I ,  w ith in  

the ascent from I to  V (Example 4-41).

Units 7, 8

Neutral beginning 
F a ls ta ff 's  growth

C major 
(I)

Example 4-41 

U n it 9

Summary in te r lu d e  
Memory o f t r i a l

E major 
( H I )

U nit 10

Growth as goal 
Marriage

& major 
(V)

A concise tra n s it io n  leads to  the "M arriage" (uiO) which is  ton ­

a l ly  open, but h ig h ly  u n ifie d  by being closed in  design (Example 4-42).

Example 4-42

Design o f u n it  10

Marriage (ulOA) In te r lu d e  (ulOB)

A B
. 1a b a  c

G major
( to n a lly  closed)

The p o rtio n  representing the marriage ceremony proper (ulOA) is  

s e lf-con ta in ed  as a to n a lly  closed subun it w ith  an a -b -a 1 form. This 

p la c id  ceremony, so d is t in c t ly  se t o f f  from i t s  h e c tic  surroundings, 

serves as the much soug h t-a fte r goal toward which a drama o f growth 

must lo g ic a l ly  move. Such a ceremony brings to  the drama acceptance

Acceptance (ulOC) 

a!

Ab major 
(ends on V, Eb)

This in s e rt  begins w ith  the lin e  o f  Text: "E un mostro ra ro " 
("And a rare  monster" pp. 402 f f . )  and ends w ith  the lin e :  irMa bravo 
(p. 406). I t  appears in  the l ib r e t to  d ra f t ,  ga thering I I I ,  f o l io  18v.
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o f the fresh new values o f continu ing l i f e .  The choice o f G m ajor, 

the dominant, fo r  the marriage o f Nannetta and Fenton emphasizes the 

importance o f th is  union: i t  is  a goal toward which the music must

move before i t  reaches i t s  conclusive to n ic  re s o lu tio n . I t  has been 

prepared by the ascending motion I - I I I - V  (Cf. Ex. 4 -41).

The cen tra l in te r lu d e  (ulOB) is  a dramatic p a ra l le l to  the in ­

trod uc tion  to  u n it  9 (Example 4-43)0 Whereas e a r l ie r  the players re ­

acted to  F a ls ta ff 's  d isco ve rie s , they now reac t to  Ford 's re cogn ition  

o f h is daughter w ith  Fenton. This reaction  contains (1) laugh te r and

(2) a lesson. The reversal o f the e a r l ie r  order o f these two events 

is  necessary because Ford has not ye t been r iducu led ; i t  is  necessary 

to  laugh a t him a b i t  before he becomes deserving o f the growth th a t 

h is lesson w i l l  provide.

Example 4-43

Comparison o f lessons taught to  Ford and F a ls ta ff  

U n it 8 U n it 9

Acceptance speech 
o f F a ls ta ff

A_|_
Ford accepts h is  
new fa m ily .

The in te r lu d e  is  an im portant tonal and dramatic t ra n s it io n .  The 

musical gestures contained the re in  conform to  i t s  b ip a r t i te  dramatic

^A lso j c f .  Chap. I I I .

F a ls ta ff  1. Q uickly 2. laughter,
recognizes pronounces /
Ford and lesson
Q uickly

U nit 10 
A

Ford 1
recognizes 
Fenton 
w ith  Nan­
ne tta .

. laughter 2. A lic e  and
F a ls ta ff

lessbn.
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d iv is io n ,  and a lso  r e f le c t  e a r l ie r  musico-dramatic gestures. F i r s t ,  

the laugh te r a t Ford is  accompanied by ascending f i f t h s ,  from G to  E 

(Example 4-44). This re c a lls  the i n i t i a l  presenta tion  o f the women 

(G m ajor; I , i i  u l) .  Then, too , the music moved by ascending f i f t h s  

to  E (u2) as the women's reactions to  F a ls ta f f 's  le t te rs  g radua lly  de­

veloped. T he ir response culminated in  laughter (58/11) and in  th e ir  

designs aga inst F a ls ta ff .

Example 4-44 

Ascending f i f t h s  in  Acts I and I I I

Upsetting event

1. Women receive 
F a ls ta f f 's  message 
( I , i i  u l - 2 )

2. Ford witnesses 
m arriage 
( I I I , i i  ulOA)

Expectancy
and

Laughter

Ascending f i f t h s

In 111, i i , the motion occurs as fo llo w s :
411 412 413
1,3 1,3 1,1 1,4

414
1,1

V -

*  3  J
¥______etc.

Because both events ( in  Example 4-44) begin w ith  to n a lly  closed 

G major segments, th e ir  s im i la r it y  is  underscored. Each time the ex­

pected tona l func tion  o f the dominant is  set as ide ; instead o f  a de­

scent to  the to n ic ,  an ascent to  E fo llo w s . A lso , each episode involves
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the women—the f i r s t ,  d i re c t ly ;  the second, in  so fa r  as i t  is  the 

women who plan the marriage.

I f  the p a ra lle l to  I , i i  were ca rrie d  fu r th e r ,  Ford m ight now 

plan to  get even w ith  the women. What fo llow s ins tead , is  a pause, 

and then the second p a rt o f the in te r lu d e , the lesson. The reason 

fo r  the change a t th is  p o in t is  c le a r: w h ile  the women were r ig h t

to  be annoyed w ith  Fa1 s ta f f ,  Ford is  riducu lous in  condemning the mar­

riage .

In the second p a rt o f the in te r lu d e , the motion from E f i r s t  

ascends to  B (the backward re fe rr in g  dominant), and then descends 

(through G and F), to  Eb, as V/Ab (Example 4-45). The pause on Eb 

is  s im ila r  to  the one which ended I I , i .  Then (in the descent F-Eb) 

a question was posed: who is  the fo o l,  "Fontana" or F a ls ta ff?  Here

a s im ila r  question e x is ts .  F a ls ta ff  asks Ford who the scornato ( " d is ­

horned o n e ")is . A lic e  soon answers t u t t i  e t re  ( " A l l  th ree"); Fa l- 

s t a f f ,  Ford and Cajus. As she provides the answer, the Eb dominant 

moves on to Ab (Example 4-45).

Example 4-45 

U n it 10A
415 416 417
I ,1 11,2 11,3 111,2 1,3 1,1

r_____ 0______• ___________________
P

L *  6 * i

-m- . 3 r
1

I  H  3T  '-------- *— d *
v i L i i

£ I
v------------ ------ sr~

E F Ab
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A fte r  the in te r lu d e  the ac tion  o f u n it  10 continues; Ford accepts 

h is daughter's s u ito r  (ulOC). Soon a deceptive cadence moves toward 

the open ending, which i t s e l f  d rives on to  the "F ina le " (Example 4-46).

417

Example 4-46 

U n it 10C
419

1,1 111,2 3 11,1 2 111,2 1,3

As F a ls ta ff  c a l ls  fo r  a chorus to  f in is h  the p lay , the Eb domin­

ant tu rns in to  a neighbor chord to  the I 6 o f C major. The common tone, 

G, helps to  e f fe c t  a smooth t ra n s it io n  between those so n o ritie s  (Ex­

ample 4-47).

Example 4-47 

U n it 10C U n it 11 ( In t ro )

11,1 11,2
419
1,3

(V of Ab)
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Because the ro o t-p o s it io n  to n ic  is  achieved only a t the end o f 

the fugue sub ject (w ith in  u l l , PrS), a strong bond e x is ts  between the 

"Marriage" and " F in a le "(Example 4-48).

Example 4-48 

Unit IOC U n it 11

In tro  PrS
419 419 421
1.3 I I . 1 1,1

Verdi uses both the design format and the tona l s tru c tu re  o f 

u n it  10 in  order to  achieve two overlapping musico-dramatic connec­

tio n s  (Example 4-49):

1) Design lin k s  Ford's acceptance and the marriage

2) A common tone binds h is  acceptance almost inseparably to  the 

"F in a le . "  The foreground harmonic re la t io n  (V -I)  is  avoided; in  i t s  

place, a more " f lo a t in g "  ascent o f a major th ir d  appears. The V-I 

re la tio n s h ip  between the "M arriage" and the " F in a le " remains in ta c t .  

However, i t  is  removed from the surface by the motion Ab-C which in ­

te r je c ts  i t s e l f  between these two events.
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Example 4-49

Design
Unit 11

A
Marriage

G major

B A1 \
D igression Acceptance 

by Ford

.Ab Eb (as V)

Self-acceptance 
by a l l

C m ajor j- ^
Common-tone connection

Although the common tone G lin k s  Ab to  C a t the immediate le v e l,1 

a more remote connection a lso e x is ts .  C, the top voice to n ic  o f the 

" F in a le , 11 is  a tta ined  w ith in  the Ab p ro longation  (Example 4-50). The

Example 4-50 

Abstrac tion  o f the motion G-Ab-C

+3

VrbT

1
Cf. Ex 4-47
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in te r je c t io n  o f  Ab (between V and I )  is  a neighbor-tone techn ique j 

Ab, an upper neighbor to  G. This is  s im ila r  to  the p lagal cadence in  

which a s tru c tu ra l to n ic  appears in  the top voice w h ile  contrapunta l 

a c t iv i t y  extends the musical surface in  tim e. Successive abstracted 

stages o f the expansion o f  the motion between G and C are il lu s t r a te d  

in  Example 4-50.

Summary o f  Act I I I

In I I I , i ,  F a ls ta ff  and Ford are entrapped by the women’ s p lo ts  

a second tim e. In p a ra l le l in g  F a ls ta f f 's  e a r l ie r  entrapment ( I I , i ) ,  

a non -ton ic  area is  u t i l iz e d .  As in  Act I I ,  the re tu rn  to  C major 

occurs in  pa rt i i ,  once again as F a ls ta ff  is  about to  encounter the 

women (Example 4-51).

p a rt 1

Example 4-51

Act I I I .  Background

pa rt i i

----- g=-|
0®)

Also as in  Act I I ,  motion toward the to n ic  is  evident in  the 

f i r s t  p a rt. Here, the descending f i f t h s  E(as V/A)-A-D prepare the 

re tu rn . As once before ( c f.  Example 4 -35), the expected descending- 

f i f t h  re so lu tio n  to  C is  sho rt c ir c u ite d ,  G being e lim ina ted  and re ­

placed by the em bellish ing motion Ab-C.^ Thus the f in a l to n ic

The s tru c tu ra l progression, A-D-G-C, occurs in  I , i  (See Ex. 4-10).
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pro longation is  a tta ined  in  a sub tle  voice leading fash ion , ra th e r 

than by the more obvious harmonic (V -I)  descent. Since the ascend­

ing major th ir d  is  one o f V e rd i's  most favored techniques in  F a ls ta f f , 

i t  comes as no su rp rise  th a t he should re tu rn  in  th is  manner.

At both the beginning and end o f I I I , i i  the ascending major th ir d  

Ab-C dep icts acceptance (Example 4 -5 2 ).1 This symmetrical framework 

surrounds two d ia to n ic  motions, each u t i l iz in g  m ixture in  i t s  approach 

to  the dominant.

Example 4-52 

Act I I I ,  p a rt i i
U n it 1-3

I VI V I III V I

The dominant i t s e l f  is  reserved fo r  two c ru c ia l events: (1)

F a ls ta ff 's  punishment (u6) ,  which allows him to  repent, and perhaps 

give up h is  s in fu l ways; and (2) the marriage o f Nannetta and Fenton, 

the love s to ry 's  goal. Between I and V, the episodes in  VI and I I I  

serve as f i l l e r s ,  both d ra m a tica lly  and to n a lly  ( c f .  Examples 4-39, 41). 

The ascent C-E appears re la ted  to  the f in a l m otion, Ab-C; both lead 

from a statement o f acceptance to  an im portant summary (Example 4-53).

In u3, F a ls ta ff  accepts the fa c t th a t love has turned him in to  
a beast; in  the motion, ulO-11, Ford's acceptance o f h is new fa m ily  
leads to  the f in a l gesture o f acceptance by a l l .
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Example 4-53

Fa ls ta ff
accepts fa te

Summary
speech accepts fate  fugue

Ford Summary

A B A

*

I III \I I

Final Summary

Comparing the two tona l-d ram atic  arcs (Acts I  and I I ,  vs. Act 

I I I ) ,  we note th a t the second segment e lim ina tes  the enormous expo­

s it io n  o f F a ls ta f f 's  and the women's p lo ts ,  w ith  th e ir  to n ic  ( I , i )  

and contrasted ( I , i i )  key areas (Example 4-54). With the m otiva tion  

provided by a separate section  no longer requ ired , necessary fragments 

o f new expo s ition  are compressed w ith in  the second development. There­

fo re , a f te r  the expos ito ry  f i r s t  A c t, two d irec ted  motions toward C 

underline  the tw o-part dram atic form.

Conclusion

Yet, in  c a l l in g  C major a to n ic ,  I am not try in g  to suggest th a t 

every tonal event in  F a ls ta f f , a long opera, is  as d ire c t ly  re la ted  

to  C as would be the case in  a s in g le  movement work o f a c la ss ica l 

composer. To demonstrate such to ta l organic coherence, i t  would be 

necessary to  study the top vo ice , the inner vo ices, and the design: 

a l l  these would have to  f i t  toge ther. I t  would be d i f f i c u l t  to  show 

th a t F a ls ta ff  is  a pro longation  o f C major in  th is  sense.
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Example 4-54 

Tonal-dram atic o u t lin e  o f F a ls ta ff

Drama: Part One

E xposition  Development I Resolution 1

I , i  i , i i  I I  , i  11, i  i
F a ls ta ff  The women Entrapment F a ls ta ff  washed,

Nannetta and Fenton discovered

Drama: Part Two

Development I I  
111, i
Entrapment

Resolution I I
111, i  i
F a ls ta ff  tormented 
Nannetta and Fenton married
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I f  a l l  the bass graphs in  F a ls ta ff  were put toge the r, side by 

s id e , the re s u lt  would not resemble one to  be found in  an instrum enta l 

work: one c o n tro ll in g  progression does not e x is t .  There is ,  however, 

a series o f to n a lly  organized events held toge ther by a la rge -sca le  

plan in  which C major acts as a re fe re n tia l cen te r. Motions away from 

and back to C provide musical p a ra lle ls  to  the dram atic evo lu tio n .

T h is , in  i t s e l f ,  reveals a la rge -sca le  concept o f  to n a l ity  which em­

bodies the e n t ire  opera.
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CHAPTER V

THE CORRESPONDENCE OF TONAL 

TO EMOTIONAL EVENTS IN 

FALSTAFF

"Studies o f  V e rd i's  music from the p o in t o f view o f to n a l ity  

and drama have ju s t  begun. " 1 M artin  Chusid, in  h is  discussion o f 

La T ra v ia ta , has shown the importance o f the key o f F major in  de­

p ic tin g  the romance between A lfredo  and V io le tta . He has also found

a f a i r l y  cons is ten t associa tion  between th is  key and " lo v e rs ' happiest
2

moments" in  o th e r, m ostly la te r ,  Verdi operas. Further in v e s tig a tio n  

o f V e rd i's  operas is  l i k e ly  to  reveal a d d itio n a l s ig n if ic a n t  examples 

o f key associa tion .

I f ,  w ith in  a s in g le  opera, one dramatic idea is  associated w ith  

one key, and a second dramatic idea w ith  a second key, then i t  fo llow s  

th a t a tonal metaphor fo r  a dram atic ju x ta p o s it io n  o r  c o n f l ic t  may 

e x is t  in  a key ju x ta p o s it io n . When repeated key con trasts  re in fo rce  

dramatic con tras ts , a h ig h ly  e f fe c t iv e  musical drama evolves. Ex-
O A

pi o ra tio n  in  these areas by David Lawton and M artin Chusid has

M a rt in  Chusid, "Drama and the Key o f F Major in  La T ra v ia ta ." 
A t t i  del I I I  Conqresso d i Studi Verdi ani {Parma: I s t i t u t o  di Studi
V e rd ian i, 1974), pp.89-121. The quo ta tion  appears on pp .112-113.

2Ib id . , p .121.
3

"T o n a lity  and Drama", Chapter IV.
4

"R ig o le tto  and Monterone: A Study in  Musical Dramaturgy,"
Proceedings o f the XI In te rn a tio n a l M usicological S o c ie ty , Copenhagen 
1972 (Copenhagen: E d itions  Wilhelm Hansen, 1974), 1: 325-336.
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shown th a t in  R ig o le tto , the tonal areas C, Db, and D have great 

dramatic importance. Motions up from C to  Db and down from D to  Db 

occur repea ted ly  in  the la rge scale and in  the sm all. They are used 

in  s itu a t io n s  th a t represent the t ra g ic  outcome o f the drama.

In F a ls ta f f , Verdi fu r th e r  developed the technique o f c o rre la tin g  

keys w ith  dram atic and emotional events. Each o f three m a jo r- th ird -  

re la ted  key centers (C , E, and Ab) has a strong and f a i r l y  cons is ten t 

dramatic fu n c tio n . Other key centers, e sp e c ia lly  Eb, A, D, and G, have 

s p e c if ic  dram atic func tions  as w e ll.  In th is  chapter, I w i l l  e xp lica te  

V e rd i's  use o f  tona l centers to  represent the un fo ld ing  o f the drama.

A. In troduc tio n  to  the Musico-dramatic 

Use o f Contrasting Keys: The

Dr. Cajus Episode ( I , i  u l)

This i n i t i a l  episode u t i l iz e s  the keys o f C major and E major in  

close ju x ta p o s it io n . Each portrays a s p e c ific  dramatic or emotional 

s itu a t io n . A fte r  a C major opening, the opera moves ra p id ly  to  E as 

F a ls ta ff  shows his mastery over Dr. Cajus w ith  the words: Ho fa t to  c io

ch 'ha i de tto  (p .4, " I  d id what you have s a id ").  F a ls ta ff 's  nonchalant 

dism issal o f  the d o c to r 's  ju s t  charges c le a r ly  shows Cajus's weakness 

in  re la t io n  to  F a ls ta ff .  As E major is  confirmed by a V^-l cadence 

(4 / I I1 ,3 - IV ,1 ) ,  the key change is  emphasized by a change o f 

tempo to  meno mosso, by a new theme repeated through fo u r octaves, and 

by a change from the staccato o f the opening theme to  a more gentle  

le g a to .
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Thus w ith in  tw en ty -s ix  measures o f the opera's opening, C major and 

E m ajor, two o f i t s  main tonal areas, are presented and contrasted in  

th e ir  emotional and dramatic assoc ia tions .^  When these keys recur la te r ,  

a f te r  the Cajus episode, they re ta in  the a ffe c t iv e  connotations they 

acquire in  these opening measures. C major sets the stage fo r  the en­

suing c o n f l ic t  between Cajus, on one s id e , and F a ls ta ff ,  Bardolpno, and 

P is to la , on the other. I t  acts as a d ram a tica lly  neu tra l s ta r t in g  po in t 

from which the c o n f l ic t  emerges. When Cajus enters (2 /1 1 ,1 ) , he 

speaks in  the past tense, accusing F a ls ta ff  o f having beaten his servants, 

worn out h is mare, and broken in to  h is  house. C major represents the 

w orld as i t  ex is ted before these accusations, poss ib ly  before F a ls ta ff  

took advantage o f Cajus.
o

Dr. Cajus's passive, engulfed s ta te  is  presented in  E major. The 

Doctor, although he rants and raves, is  powerless to  b ring  F a ls ta ff  and 

h is  fe llo w  rogues to  account. Throughout the opera the dominance- 

submission contrasts  ce n tra l to  i t s  c o n te s ts  o f con tro l are exposed in  

E major. I t  is  the key whose meaning is  best expressed in  B o ito 's  

phrase: T u t t i gabbati ( "A ll are taken in " ) .

Cajus, before h is  e x i t ,  brings the music back from E to  C as he 

resolves to  jo in  d if fe re n t  companions, should he ever again d rin k  a t 

the inn (15/11,1 f f ) .  As the music re tu rns to i t s  s ta r t in g  p o in t,  and 

Dr. Cajus once again regains a degree o f  contro l over h is  environment, 

we see th a t C major acts as a tona l p ic tu re  frame. D ram atica lly  n e u tra l,

V o  f a c i l i t a te  discussion o f the opening, the reader should in s e rt  
measure numbers in to  h is  score, mm. 1-26.

2
4 / IV ,1. The use o f E major is  previewed by the use o f E minor 

(2 /1 ,2  - 3 /11 ,2 ).
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i t  contains w ith in  i t s  borders the p o r t ra i t  o f  a c o n f l ic t  and the p l ig h t  

o f a gabbato.

By asserting  h is a b i l i t y  to  choose new and fu tu re  d r in k in g  p a rt­

ners, Cajus shows th a t he has grown. He has learned, fo r  the time being, 

th a t he w i l l  obta in no s a t is fa c tio n  from F a ls ta ff ,  Bardolpho and P is to la .

This knowledge prompts Cajus both to exert a lim ite d  degree o f con tro l 

over h is environment and to  move out o f a s itu a t io n  in  which he has 

been powerless. With re s ig n a tio n , he asserts the only con tro l o f which 

he is  capable—over h is  fu tu re  choice o f fr ie n d s — and he leaves the 

tavern:

Giuro che se mai I swear th a t i f  ever
M'ubriaco ancora a l l 'o s te r ia  I get drunk again a t the tavern
Sara f ra  gente onesta I t  w i l l  be among honest,
Sobria, c iv i le  e p ia . Sober, c i v i l  and pious people.

(15/11, 1 f f  )

From a psychoanalytic p o in t o f view] the Dr. Cajus episode dep icts 

the s ta te  o f o ra l fus ion . I t  reminds us o f th a t period o f l i f e  when we 

were t o ta l ly  cared fo r ,  however poor th is  care may—a t tim es— have been. 

Cajus, in  h is powerless s ta te , is  much l ik e  the sym biotic c h ild .  His 

mother, represented by F a ls ta ff ,  Bardolpho, and P is to la , is  both d is ­

appointing and m anipu la tive : Cajus, having been provided w ith  v i t a l

liq u id s , has been duped. The Doctor is  r ig h t f u l ly  angry a t having been 

le t  down by those he tru s te d . His anger m otivates him to break away 

from his sym biotic union w ith  these rogues. In doing so, he repeats

Elements o f the psychoanalytic discussion o f Chapter I I  w i l l  be 
repeated in  th is  Chapter in  order th a t the underly ing  dramatic and musi­
cal u n itie s  may be more c lo se ly  co rre la ted .
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the actions o f a c h i ld  who, in  the in d iv id u a tio n  process, breaks away 

from a s ta te  o f o ra l fus ion  w ith  h is  mother and, thus, discovers his 

own id e n t ity .

Bardolpho, by t e l l in g  us th a t Cajus f e l l  asleep and had a dream 

o f being duped, emphasizes the fantasy content o f the episode. Normally 

a fan tasy o f p a s s iv ity  is  p leasurable: we a l l  enjoy being taken care

o f. However, the Cajus episode portrays i t s  unpleasant aspects. These, 

by crea ting  a desire  fo r  change, m otivate the D octor's  growth. Thus, 

the unconscious meaning which underlies the s to ry  o f Dr. Cajus's en­

trapment and h is subsequent growth out o f a helpless s ta te  is :  a

fantasy o f re-engulfm ent w ith  a n u rtu rin g  m other-figu re  fo llow ed by 

a re-emergence from the sp e ll o f th is  sym biotic s ta te .

Example 5-1 explains the l i t e r a l  and psychoanalytica l meanings 

o f the Cajus episode. The events depicted proceed forw ard , from le f t  

to  r ig h t .  The unconscious o r fan tasy content below the dotted lin e  

generates the conscious, l i t e r a l ,  o r m anifest content above. At the 

le f t ,  I have depicted Cajus's con tro l th a t ex is ted  before he became 

drunk. A fte r  a l l ,  he did have a house w ith  servants. The i n i t i a l  

s ta te  o f con tro l is  co rre la ted  w ith  the neu tra l r e a l i t y  o f the C major 

opening. Next, I have depicted the s ta te  in  which Dr. Cajus lo s t  his 

power; th is  is  co rre la ted  w ith  the fantasy o f o ra l fus ion  and is  

presented in  E major. F in a lly ,  I  have shown Cajus's re tu rn  both to  

the s ta te  o f con tro l and to  the r e a l i t y  frame o f C m ajor, which ends 

the episode.

Our in te rp re ta tio n  o f the dramatic func tions  assigned to  C major 

and E major in  the opening o f the opera (p p .1-4) can be confirmed by a
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THE GROWTH PROCESS

— > E MAJOR---------------------------------------------------------------- )

Conscious Content

reassertion o f contro l
—̂  Loss o f P o w e r ---------------------------------------------- -^

learn ing from experience

Unconscious Content

Fantasy o f in d iv idua tion
H e l p l e s s n e s s ----------------------------------- ^
(Oral Fusion) re-emergence
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b r ie f  examination o f V e rd i's  sketch fo r  th is  segment (Example5-2).

The ju x ta p o s it io n  o f C w ith  E, apparent in  the f in a l ve rs ion , is  even 

sharper here:

EXAMPLE 5-2 

Sketch fo r  F a ls ta ff1

  I  r {

; -=_T%ilCn3j  ,

i ^ O ' O - 9 ^ ^ 1  f t  j — —

I'-

Hhe sketch, reproduced here as Ex.5-2', appears in  C. G a tt i, Verdi 
N e lle  Immagini (M ilano: G arza n ti, 1942), p. 187. On the r ig h t  hand side
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The main tonal event o f the sketch is  a motion from C major to  

E major. The same new theme a r t ic u la te s  the a r r iv a l on E through 

fo u r octaves as in  the f in a l version (Example 5-2, mm. 1 8 ff) .  While 

much o f the sketch is  d i f f i c u l t  to  read, i t  is  c le a r th a t o r ig in a l ly  

only eighteen measures were required to  reach the a r r iv a l on E, in  

comparison w ith  tw en ty -s ix  measures in  the f in a l ve rs ion . Thus, the 

im portant tonal ju x ta p o s it io n  between C and E was c le a r in  the com­

poser's mind a t an e a r ly  compositional stage. L a te r, even the open­

ing staccato theme underwent change. 2

As Verdi expanded the tonal motion o f the sketch in  c rea ting  

a f in a l ve rs ion , he apparently f i l l e d  in  the t ra n s it io n a l area between 

C major and E major. Thus, the sketch is  ra th e r l ik e  a tonal ske le ton, 

revea ling  some o f the pro longation o f the background C to  E motion. 

M o tiv ic  and tonal d e ta ils  have been changed, but the tonal path remains 

(sketch , mm. 1-18; score, mm. 1-26). This use o f a sketch as an 

"a b b re v ia tio n ", revea ling  the tonal m ate ria l th a t w i l l  be expanded, is

1( co n t'd . from p. 156)
o f the page, i t  is  in c o rre c t ly  labeled as

a sketch fo r  O te l lo . The bottom s ta f f  is  a rhythm ic sketch fo r
mm.11-16. I would l ik e  to  express my g ra titu d e  to  Maestro Mario M edici, 
o f the I s t i tu t o  d i S tudi V e rd ian i, fo r  he lp ing me to  obta in au tho riza tion  
to  reproduce th is  example.

While th is  is  the only sketch th a t has been made a va ilab le  fo r  
study a t th is  time (May 1976), the Carrara-Verdi fa m ily  possesses 
sketches fo r  the complete opera. The community o f Verdi scholars 
anxiously awaits the release o f these sketches.

o
The s ix teen th  note group o f m. 4 o f the sketch , f#  -  e -  c -  a, 

was changed to  f#  -  d -  c -  a in  the  f in a l ve rs ion . The s ix teen th
note group o f m. 1 is  d i f f i c u l t  to  read. Because m. 1, where le g ib le ,
is  a f i f t h  below m. 4, I have read the f i r s t  s ix te e n th  note group as: 
b -  'a_ -  f  -  d, changed in  the f in a l version to : b - £  -  f  -  d.
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cons is ten t w ith  what is  already known o f V e rd i's  com positional procedure. 

P ie r lu ig i P e tro b e lli has noted a s im ila r  use o f sketch in  R ig o le tto . 1

Expanding h is  sketch in to  a f in a l ve rs ion , Verdi strengthened the 

m usical-dram atic content o f the in tro d u c tio n . Both versions have an 

a r r iv a l in  E minor (m. 6) confirmed in  the next measure. From here 

the sketch moves through two diminished sevenths and a rrive s  on B, the 

V o f E (m. 11). This prolonged B resolves to  E (m. 18). A b i t  e a r lie r  

there is  a h in t o f E major (mm. 11-12) as a B^ resolves to an E6 chord 

(Example 5-3).

EXAMPLE 5-3

Bass graph o f F a ls ta ff  sketch..

11

P ie r lu ig i P e tro b e lli ,  "Osservazioni sul processo Compositivo 
in  V e rd i," Acta Musi co logica 43 (1971): 125-142. See e sp e c ia lly  the 
discussion o f the re c ita t iv e  between R ig o le tto  and G il da which opens 
the la s t  act. pp .140-142.
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E s s e n tia lly ,  from m. 6 on, the music o f the sketch is  w ith in  an 

E p ro longa tion . However, the f in a l version has a d i f fe r e n t  s tru c tu re .

I t  contains a strong re tu rn  to  C (Example 5-4; m. 19)- This re tu rn  

makes the i n i t i a l  E minor gesture p a rt o f a broader C major prolonga­

t io n ,  ra th e r than a p re f ix  attached to  the fo llo w in g  E major. A t m. 19 

the f in a l version begins a second motion toward E, th is  time E major.

EXAMPLE 5-4

Bass graph o f F a ls ta ff  opening, f in a l vers ion .

17 19 23

X X

JL i.

C E

The f in a l version is  s tronger because: 1) two C to  E motions 

are created; 2) the e f fe c t  o f E major is  not weakened by an immediately 

preceding E m inor; and 3) the motion between the C pro longation (mm. 1-19) 

and E major is  accomplished by an even qu icker ju x ta p o s it io n  o f these 

keys than e x is ted  in  the sketch.

The reason fo r  crea ting  a separate E minor pro longation  is  c le a r.

I t  is  here th a t Cajus f i r s t  enters (m. 8) ,  fu rio u s  w ith  F a ls ta ff .  The
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Knight i n i t i a l l y  ignores him (mm. 12-13) and then r id ic u le s  h is  charges 

(mm. 16-17). The E minor segment concludes and the music re tu rns  to  C 

(m. 19), as Cajus is  b r ie f ly  taken aback and we aw ait a new beginning o f 

h is  accusations.

Thus the E m inor p ro longation  is  p a rt o f an in tro d u c tio n  to  the 

Cajus episode, and is  contained w ith in  an i n i t i a l  to n ic  expansion (mm. 1-19). 

D ram atica lly , the in te g r i ty  o f  th is  in tro d u c tio n  is  also c le a r. I t  pre­

sents both C ajus's i n i t i a l  accusation aga inst F a ls ta ff  and h is in a b i l i t y  

to  get the r e s t i tu t io n  he deserves. Depicting these f ru s t ra t in g  events 

in  one sh o rt, to n a lly  closed, gesture, the in tro d u c tio n  presents the 

dominance-submission c o n f lic ts  which w i l l  pervade the Cajus episode.

W ithin the b r ie f  pro longation  o f E minor (mm. 7-16) there is  

another ju x ta p o s it io n  o f E and C th a t,  w h ile  sm alle r than the one d is ­

cussed above, is  nevertheless s ig n if ic a n t.  Although Cajus is  fu rio u s  

w ith  F a ls ta ff  fo r  having beaten h is  servants (mm. 11-12), the rogue 

c o u ld n 't care le ss ; he asks the innkeeper fo r  another b o t t le  o f sherry 

(mm. 12-14). As he does so, F a ls ta ff  brings the music back in to  a 

C major so n o rity  (m. 14) which has a passing func tion  w ith in  the E 

p ro longation  (Example 5 -5 ). This re tu rn  to  C gives Cajus a chance 

to  s ta r t  again—on a la rg e r sca le , to  continue—w ith  the s o n o ritie s  

associated w ith  E.

M e lo d ica lly , the ju x ta p o s it io n  o f C and E is  a lso  ev ident.

F a ls ta ff 's  melodic lin e  (mm. 12-14) is  s tro n g ly  d irec ted  toward C.

Cajus, throughout the segment under d iscussion (mm. 8 -24), emphasizes E, 

c h ie fly  by repeated notes on th is  p itc h .
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EXAMPLE 5 -5

The use o f a C major s o n o rity  
w ith in  an E pro longation  

(mm. 7-16)

Cajus F a ls ta ff  Cajus
accuses asks fo r  accuses
F a ls ta ff  sherry F a ls ta ff  again

12 147 15 16

E

In summary, we note the cons is te n t fu n c tio n  o f C m ajor, used as

a key o r even as a passing so n o rity . I ts  use as the beginning or end

o f a phase o f dram atic a c t iv i ty  has been seen on several le ve ls  in  the 

sho rt span o f tw en ty-s ix  measures. A lso , from our study o f V e rd i's  

sketch, we can see th a t i t  was im portant fo r  the composer to  create a 

sharp ju x ta p o s it io n  between C major and E (major and minor) a t an e a rly

phase o f  com position. Equally c le a r was h is  attem pt to  assign to each

o f those keys con tras ting  dramatic assoc ia tions.

So fa r ,  the tonal con tras t between C and E has the dramatic 

purpose o f d e p ic tin g  Cajus's engulfment by F a ls ta ff  and h is  companions 

in  the la t t e r  key. In the fo llo w in g  d iscuss ion , I w i l l  attempt to  show 

the cons is te n t dramatic func tion  th a t Verdi assigns to each o f these 

keys. F i r s t ,  whenever poss ib le , the la rg e s t pro longations w i l l  be
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considered: those o f e n t ire  p a rts , and those o f adjacent u n its  w ith

a common p ro longa tion . Then, I w i l l  examine the use o f keys as they 

act as ton ics  o f e n t ire  s in g le  u n its . Last, the manner whereby keys 

re ta in  th e ir  dramatic fu n c tio n , even when only lo c a lly  opera tive  in  a 

p o rtion  o f a u n it ,  w i l l  be discussed.

B. The Dramatic Function o f C Major 

As the opera continues, Verdi c o n s is te n tly  assigns the func tion  

o f a frame to  C major. Three parts  conta in extended C major prolong­

a tion s : I , i ; I I , i i ;  and I I I , i i  (see Example 4-54). In troducing  Fal­

s ta f f  and his d es ire s , the f i r s t  o f these has an expos ito ry  fu n c tio n ; 

the la s t  two close the broad arcs o f the drama. These prolongations 

reveal th a t,  on the very la rg e s t sca le , C major m aintains i t s  dramatic 

fu n c tio n . C major a lso  has a framing fu n c tio n  in  the in te rn a l s tru c ­

tu re  o f I , i . Only the f i r s t  and la s t u n its  are in  C; in  between there 

is  a departure from the to n ic .  On a sm alle r sca le , th is  re fle c ts  

the departure from, and re tu rn  to ,  C in  two broad dramatic arcs (Example 5 -6 ).

Example 5-6 
The use o f C major as a frame

Act I Act I I  Act I I I
p a rt i  p a rt i i  p a rt i  p a rt i i  p a rt i  pa rt i i
C major C major C major

u n it

departure 
and re tu rn

departure 
and re tu rn

departure 
and re tu rn
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Example 5-7 presents the use o f C major in  F a ls ta ff  fo r  three 

le ve ls  o f s tru c tu re  and p ro longa tion : A)Complete tona l-d ram atic  u n its ,

B) One o f a group o f tonal centers form ing such u n its ,  and C) Other uses 

(n o n s tru c tu ra l) . A lower case code le t te r  is  assigned to  each use o f the 

key fo r  purposes o f d iscussion.

Tonal-dramatic u n its  completely w ith in  one key are the la rg e s t 

tonal b u ild in g  blocks. I f  a key is  to  have a cons is te n t dram atic func­

t io n ,  i t s  la rge -sca le  uses must dep ic t s im ila r  events. The fram ing 

func tion  o f three u n its  ( a ,b , i )  has ju s t  been explained ( c f.  Ex.5 -6 ) . 1 

Items c, d, and f  act as beg innings, or in tro d u c tio n s , to  the phases o f 

dramatic a c t iv i t y  th a t immediately fo llo w  them. Items g and h, toge ther, 

form an extended C major to n ic iz a t io n -  Follow ing F a ls ta ff 's  f in a l 

punishment ( I I I , i i  u6) ,  they conclude h is  growth ordea l. To understand 

'e,‘ we must remember th a t although Ford th in ks  he is  searching fo r  

F a ls ta ff ,  he is  r e a lly  responding to  Nannetta and Fenton. His e n t ire  

search is  a new, t o ta l ly  se lf-con ta in ed  episode ( l ik e  'a ' ) .  Thus, a l l  

tona l-d ram atic  u n its  in  C major in i t ia t e  or conclude phases o f dramatic 

a c t iv i ty .

The fu n c tio n  o f C major remains the same when i t  is  used as one 

o f a group o f  tona l centers form ing a u n it  (Example 5-7, B ). When they come to 

t r ic k  F a ls ta ff ,  both Q uickly and Ford make th e ir  obsequious in troduc tio ns  

in  C major (k"*, 1). Follow ing each in tro d u c t io n , F a ls ta ff  asks 

Bardolpho and P is to la  to leave. The servants ' double departure empha­

sizes the s im i la r it y  between the two s itu a t io n s . The remaining items 
2( j ,  k , m, and n) a l l  conclude phases o f a c t iv i ty .

^Items in  Ex.5-7 w i l l  be discussed by th e ir  le t t e r  des ignation .
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Example 5-7 

The Dramatic Function o f C Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content

a I , i 1 Dr. Cajus episode

b 6 Honor monologue

c I I , i i 2 Women an tic ip a te  th e ir  fun

d 5 F a ls ta ff  put in  chest

e 8 S tealthy approach to screen

f 111, i  i 4 F a ls ta ff /A lic e  love duet

g 7 ' F a ls ta ff  repents

h 8 F a ls ta ff 's  reactions

i 11 F inale : fugue

B. One o f a group o f tonal centers forming a u n it

3 I , i  i 4 Men's exposition

k I I , i 2 Q uickly ensnares F a ls ta ff

I n i t ia l  loca tion

81/ 11,2

k 1 : 1 3 0 /1 1 1 ,2  

2

II,i "Fontana" introduced
k : 1 4 3 / 

1 5 2 / 1,1
1,3

I I , i i  
I I I  , i i

Final search fo r  F a ls ta ff 

F a ls ta ff  a t midnight
2 9 0 / 1 ,2  
3 4 4 / 1 1 ,3

S ig n ific a n t a c t iv i ty

Ford vows to pro tect 
h is w ife

Quickly enters, Bardolpho 
and P is to la  depart

Quickly departs

"Fontana" and F a ls ta ff  shake 
hands, Bardolpho and 
P is to la  depart

F a ls ta ff  is  dumped

F a ls ta ff  learns tha t love 
transforms man in to  beast

0">
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Example 5-7 - Continued

C. Other uses (nonstru c tu ra l)

Ref. Act, p t.

II.i

I I , i i  

111, i  

111, i

111, i i

U nit

9

1

1

6

Content

Jealousy tira d e

Women prepare stage 

F a ls ta ff 's  dejection 

Ford plans the marriage

Marri age

I n i t ia l  location  

182/111,2

193/111, i 

301/ I I , i  

327/111,2

409/ 11,1

S ig n ific a n t a c t iv i ty

Ford would t ru s t  his 
beer to  a German 
ra ther than his w ife 
to  he rse lf
Quickly re la tes  how 
she duped F a ls ta ff

F a ls ta ff  drinks and 
regains confidence

Ford s ta rts  to  explain 
his plans to  marry 
Cajus to  Nannetta

A second couple is in ­
troduced in to  the ' 
ceremony
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In non struc tu ra l s itu a t io n s  (Example 5 -7 ,C), C major is  also 

used as a frame. Item r  represents Ford 's in tro d u c tio n  o f h is plan 

to marry Cajus to Nannetta; 's '  the in tro d u c tio n  o f a new element 

in to  the actual m arriage. In the so lilo q u y  th a t opens Act I I I ,  

F a ls ta ff  is  dejected. D rinking gives him a fresh  s ta r t  (q) and makes 

him fe e l b e tte r .  Item p has a re c a p itu la t iv e  fu n c tio n ; i t  re tu rns to 

the past, showing the women what tran sp ired  between F a ls ta ff  and 

Q uickly. This example is  s im ila r  to  the neu tra l frame, represent­

ing an event outside o f the immediate a c t iv i ty .  I t  is  d i f f i c u l t  to  

exp la in  'o ' .  Possib ly— and I sh a ll discuss th is  fu rth e r  in  my

conclusions— some uses o f a key may no t be co ns is te n t. However,

'o ' does r e f le c t  Ford rega in ing h is  s treng th  as he f ig h ts  o f f  h is 

fe a rs ; as such, i t  may be a new s ta r t .

In conclusion, the system atic study o f the use o f C major in  

F a ls ta ff  strengthens our in i t i a l  understanding o f th is  key. I t  

represents a neu tra l r e a l i t y  from which c o n f lic ts  emerge and toward 

which they resolve .

C. The Dramatic Function o f E Major

The dominance-submission contrasts  o f the drama are exposed in

E major; th is  is  the key o f o ra l fus ion . In E, the audience is  

repeatedly made aware o f the cen tra l contests o f c o n tro l.

Cajus is  brought to  E major and then subjected to  the a u th o r ity  

o f F a ls ta ff .  The K n igh t, h im se lf, is  taken in  to  th is  very same key 

as Act I moves from the C major p ro longation  o f p a rt i  to  the E major 

pro longation  o f p a rt i i ,  u2-9. This motion is  made c le a r ly  aud ible
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by the technique o f ascending f i f t h s ,  a d ire c t  harmonic path.

Neutral Beginning Powerlessness

1. Cajus made drunk C------------  -^E
and robbed, 
seeks r e s t i tu t io n

lo s ing  con tro l

v ic t im  has lo s t  
con tro l over 
course o f events, 
is  engulfed in  world 
o f o ra l fus ion

2. F a ls ta ff  seeks love r being taken in
and money, sends
le tte rs

Fa1 s ta f f 's  le t te rs  in i t ia t e  the C to  E motion o f Act I .  The 

women, in  both th e ir  i n i t i a l  appearance and in  th e ir  reading o f these 

le t te r s ,  respond to  the Knight. Indeed, his w r itte n  words frame the 

E major pro longation a t i t s  beginning (u2) and a t i t s  end (u9): the

use o f E is  enclosed w ith in  h is  thoughts. Although F a ls ta ff  is  not 

p h y s ic a lly  present in  p a rt i i ,  h is presence is  very much f e l t ;  p lo ts  

to  t r ic k  him dominate the a c t iv i ty .  Part i i  represents F a ls ta f f 's  

re-engulfm ent in  the world o f o ra l fus ion .

Commentary on Example 5-8

A l l E major events w ith in  p a rt i i  ( a ,b ,c 5d , h , i ) may be re la ted  

to  dominance-submission contests in vo lv in g  F a ls ta ff .  Sometimes 

people are angry a t him fo r  h is  attempts to  t r ic k  them ( a ,d ,h , i ) .

In th e ir  anger, the men(i) are more a fra id  o f F a ls ta ff  than are the 

women (a ,d ,h ). More c h ild is h  than the women, they see F a ls ta ff  as 

a subs tan tia l th re a t. The women, fo r  the most p a rt ,  make lig h t-h e a rte d  

fun o f the Knight (a ,b ) ,  and laugh a t him (d ,h ). They understand tha t 

F a ls ta ff 's  claims to  con tro l are harmless, l ik e  a c h i ld 's .  T he ir

Cf. Ex.4-16.
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Example 5-8 

The Dramatic Function o f E Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content I n i t ia l

a I , i  i 3 Women's anger

b 6 Women's p lo t

c 8 Men's p lo t and th e ir  Finale

d 9 Conclusion

e I I , i 5 Love temptation

f I I , i i 4 Search fo r  F a ls ta ff  I

g I I I  , i i 9 F a ls ta ff 's  summary

B. One o f a group o f tonal centers forming a u n it 

h I , i i  2 Le tte r reading 57/111,2

i  4 Men's exposition 67/ 1,1

S ig n ifica n t A c t iv ity

Lette rs conclude 

Men enter

168
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Ex. 5-8 Continued

C. Other uses (nonstructura l)

Ref. A ct, p t. Unit Content

j  I , i  1 Dr. Cajus episode

k 11, i  i 1 Women prepare stage

1 8 S tealthy approach to  screen

m 111, i  1 F a ls ta ff 's  dejection

n 6 Ford plans the marriage

o I I I , i i  8 F a ls ta ff 's  reactions

p 10 Marriage

I n i t ia l  Location 

j 1;4 /IV , l

j  ; 1 3 /1 1 1 ,2

198/11,3

258/11,1

m1;2 9 1 /I, l

m2;302/IV ,3

328/111,2

402/11,5

414/1,5

S ig n ifica n t A c t iv ity

Cajus try s  to  force 
F a ls ta ff to  account

Bardolpho claims tha t 
Cajus's complaints come 
from his dreams, Fal­
s ta f f  dismisses Cajus

A lice  orders the chest.

Ford points to  screen.

Orchestral in troduction

F a ls ta ff fee ls  e ffe c t o f wine

Ford states he w i l l  bless 
Nannetta and Cajus in  Mar­
riage.

Laughter a t F a ls ta ff 

Laughter a t Ford
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reac tion  to  F a ls ta f f  is  q u ite  d if fe re n t  from F o rd 's ; fo r  him the 

dominance-submission contest creates real fe a r. Ford becomes so 

helpless th a t he c a n 't  understand what is  being said to  him. He 

demands th a t h is  fr ie n d s  speak one a t a tim e (75/11, 2 ).

Both the women (b) and men (c) arrange th e ir  p lo ts  aga inst 

F a ls ta ff  as dominant chords o f E reso lve , completing harmonic 

progressions in  E major. Thus, each show o f power over F a ls ta ff  

completes a phase o f  both dramatic and tona l a c t iv i t y .  (Ex. 5-9).

Example 5-9

The women and men p lo t  aga inst F a ls ta ff  ( I ,  i i )

u n it :  3 5. 6 7 8 9
89 102
11,2  111,1

p • ...... p__
p = 4

I IDL , 3
iStv

I I1 c- r

The use o f E major a f te r  Act I is  also re la te d  to  dominance- 

submission contests : Ford tempts F a ls ta ff  (e ) ,  searches fo r  him ( f ) ,

and believes he has found the Kn ight (1 ). When Ford plans the marriage 

o f Cajus and Nannetta (n ) ,  the music moves from C major to  E major 

w ith in  a D major p ro longa tion . A s im ila r  motion from C to  E occurs 

w ith in  a G major pro longation as the women set the stage fo r  F a ls ta ff 's  

en try  (k ).

When F a ls ta ff  drinks and h is  de jec tion  d isso lve s , the motion C-E 

p a ra lle ls  the e la tio n  th a t he fe e ls  as the good wine passes upwards
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toward h is  b ra in  (m^). Here, the magical and d e lig h tfu l aspects o f

V e rd i's  associa tion  o f the motion C-E w ith  a re tu rn  to  the a l l

embracing world o f o ra l fus ion are emphasized: upon tonal a r r iv a l

in  E, F a ls ta ff  hears a happy sound o f c r ic k e t  t r i l l s .  This sound,

he c la im s, invades the e n t ire  w orld . We may re c a ll th a t Cajus,
1 2too , was taken-in  by d r in k in g  ( j  J ) ,  likew ise  in  E. His dream -like 

associa tions were, u n fo rtu n a te ly , less pleasant.

F in a lly ,  toward the end o f the opera, F a ls ta ff  s ta tes th a t he 

has been the source o f  a l l  i t s  fun and games (g ). He claims th a t 

he alone gave l i f e  to  everyone. E s s e n tia lly , he is  the magician who 

took h is  audience in to  an e n g u lf in g , p r im it iv e  world.

The associations th a t have been made to  E major in  F a ls ta ff  are 

those o f  entrapment and o f  showing a u th o r ity . I t  must be emphasized 

th a t th is  a u th o r ity  is  o ften  p la y fu l.  In no less than fo u r instances 

i t  is  shown by laughter (d ,h ,o ,p )  and a t other times i t  is  a "jo ke "

( b ,90 /111 ,2 ): Che B e lla  b u r la ) o r enchanting "sorcery" ( c ,109/1,2:

m a lia ). I t  is  also a lo t  o f noise th a t Ford c a n 't  understand ( i ) ,  

Fenton chooses to  ignore (c ) , and F a ls ta ff  fe e ls  is  pervasive (m^).
o

Moreover, i t  is  a sleepy s ta te  in  which people d r in k  and dream ( j,m  ). 

A l l th e se --d rin k in g , s leep ing , dreaming, incomprehensible no ises, 

la u g h te r, and gam es--re flect re-engulfm ent. Most are happy associa­

t io n s ; some, such as being unable to  understand noises and being 

laughed a t ,  r e f le c t  the f ru s t ra t io n  th a t a c h ild  must experience in  

order to  grow. Example 5-10 reveals the conscious and unconscious 

s ig n ifica n ce  o f the events th a t take place w ith in  E major. I t  a lso 

shows the meaning o f the journey from C to E a t each o f these le ve ls  

o f response.
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Example 5-10 

THE SIGNIFICANCE OF E MAJOR

C MAJOR > --------------------------------------------------------------------------------------- ^  E MAJOR

Conscious Content

Control

(neutra l
beginning)

losing contro l

(being "ta ke n -in ,"  tricke d )

Powerlessness

(dreaming, being 
drunk, being the 
v ic tim  o f a game 
o f fun)

Unconscious content

R ea lity  regression, submergence . Fantasy o f Oral Fusion
>  :  ^

(Secondary re-engulfment (Primary
thought process) thought process)

(pleasure in  
powerlessness) 172
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D, D isso lu tion  o f  the Bond o f Fusion: The Return
from E to  C v ia  the Descending 

F if th s ,  E-A-D-G-C

The ascending f i f t h s ,  G-D-A-E,of I ,  i i  have been explained 

as a reversal o f  the descending f i f t h s ,  A-D-G-C, o f I , i ^ .  The 

m irro r  symmetry o f these motions is  a clue to  th e ir  importance. 

Throughout F a ls ta f f , Verdi uses the descending series to  represent 

human growth, from engulfment to  c o n tro l,  from fantasy to  r e a l i t y .  

Each o f the f i f t h s  e x is tin g  between E and C—A,D, and G— re ­

presents one fa ce t o f the growth process. As th is  process is  

f i r s t  depicted in  the "Dr. Cajus episode," we re tu rn  to  the 

opening once again (Example 5-11).

D e ta ils  o f Dr. Cajus1s growth

Dr. Cajus's growth contains many featu res which a lso e x is t  

in  a normal c h i ld 's  development. I n i t i a l l y  a new-born in fa n t 

is  not aware o f h is mother as being separate from h im se lf. 

G radually, because he is  fru s tra te d  a t tim es, the c h ild  becomes 

aware th a t he is  not in  charge o f many o f the pleasures th a t he 

thought were h is  own. His m other's frequent u n a v a ila b il ity  

forces him to  see her as a separate being, someone who can 

both b ring  and w ithho ld  p leasure. Consequently, he forms a 

mental p ic tu re  o f  her p ro p e rtie s , and, in  being able to  

c la r i f y  these, becomes more c e rta in  o f  his own. These steps

}cf. Ex, 4-16)
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Example 5-11

DR. CAJUS1S GROWTH

0  > G
E MAJOR --------------------------------------------------

Conscious Content

C MAJOR

Powerlessness Control
Accusations o f beinq "taken in "

Dreaming-------------------------- )---------------------------------------------------------------------- — —— — ^  Awake
*

Beinq drunk Sober

Unconscious Content

Fantasy R ea lity
Verbal re c a ll o f fru s tra tio n  \

Primary process \ ------------------------------------------------------------------------------------- ^  Secondary process
• Memory o f dream, p ic tu re  o f mother /

Oral fusion Adulthood

174
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toward sym bolization are the beginning o f growth.

F ru s tra tio n , then, sparks growth. I t  occurs because 

the mother is  unable to  provide immediate and constant s a t is ­

fa c tio n s  fo rth e  c h i ld 's  needs. Because we expect the d ire c t io n  

o f growth to  be fo rw ard , f ru s tra tio n s  may look l ik e  backward 

s teps, con tra ry  to  growth. However, th is  is  not the case; 

growth requ ires f r u s t r a t io n . 1

Dr. Cajus must endure f ru s tra tio n s  as he seeks to  emerge 

from the eng u lfing  world o f F a ls ta ff  and h is  fe llo w  rogues.

He must also remember, and thus c la r i f y ,  h is  mental p ic tu re  o f 

being both engulfed and f ru s tra te d  in  order to  separate from 

his c h i ld - l ik e  s ta te . Cajus a lso  grows, from what Bardolpho 

c a l ls  h is "dream," as the psychoanalytic p a tie n t who elaborates 

the fru s tra tio n s  o f a dream in  order to  master the c o n f lic ts  

i t  conta ins. Cajus, leav ing his dream -like and passive s ta te , 

is  l ik e  someone who has ju s t  awakened. Both remember aloud 

an unpleasant dream o f  the n ig h t ju s t  past. In doing so, 

they re tu rn  from prim ary to  secondary thought processes, from 

fantasy to  r e a l i ty .

Since the entrapment and subsequent growth o f  Dr. Cajus 

is  a to n a l, as w e ll as dram atic preview o f what fo llo w s , the 

tonal motions th a t accompany h is growth w i l l  exp la in  the use o f

1
Cameron, P e rs o n a lity , pp, 173-175.
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the f i f th - r e la te d  keys e x is tin g  between C and E: G, D and A.

In the Cajus episode, these s o n o ritie s  are sm a ll-sca le  phenomena, 

e ith e r  s in g le  chords o r b r ie f  p ro longa tions . La ter they be­

come broad to n ic iz a t io n s , governing su b s ta n tia l po rtions  o f 

the opera as i t  po rtrays the growth o f F a ls ta ff .  Remarkably, 

the la te r ,  expanded u t i l iz a t io n  o f each o f  these so n o ritie s  

is  e n t ir e ly  cons is te n t w ith  i t s  i n i t i a l ,  sm a ll-sca le  appearance 

in  the opening, Due to  the g rea te r length and concommitant 

com plexity o f  these expanded, la te r  i.o n ic iz a tio n s , sub tle  

va r ia tio n s  in  the use o f A, D and G do e x is t .  However, these 

va r ia tio n s  do not c o n tra d ic t the basic th ru s t o f  each o f these 

so n o ritie s  as I sha ll describe i t  here.

In Example 5-12, I have o u tlin e d  s ix  tona l gestures 

w ith in  the Cajus episode. Reading from le f t  to  r ig h t ,  

each o f  these presents one o r more descending f i f t h s  among-! 

the s o n o ritie s  under considera tion . These s ix  phases o f 

motion do not represent formal d iv is io n s ,  nor do they in ­

clude a l l  tona l events o f the Cajus episode; f o r  instance, 

the C major opening to  the opera is ,  most obv ious ly , 

om itted . The chart is  intended to  present the descending 

f i f t h  se ries  which characterizes the growth process, not 

the s tru c tu re  o f  the episode.
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For purposes o f d iscuss ion , I have assigned a reference number to  

each o f the s ix  phases o f  motion. A lso, 1 have given a b r ie f  paraphrase 

o f the te x t  o r de sc rip tio n  o f the a c t iv i ty  fo r  each a r t ic u la t io n  o f ,  o r 

motion between, the s o n o ritie s  E-A-D-G-C. Note th a t only the f i r s t  and 

la s t  cycles (1 ,6 ) move a l l  the way to C by descending f i f t h s :  the others

are pa rt o f the zigzag motion th a t so accura te ly  re fle c ts  human develop­

ment.

A major (and m inor) f i r s t  sp e c ifie s  the manner in  which Cajus was 

"taken in " (1 -4 ). T t dep ic ts  the re c a ll o f  the dream--the id e n t if ic a t io n  

o f the s ta te  o f fu s io n , or p ic tu re  o f mother---that begins the separation 

process. F a ls ta ff  uses an A major chord (5) to spec ify  the reason fo r  

his lesson to Cajus. The Doctor uses A minor ( 6) to  id e n t ify  the 

s p e c if ic  lo ca tio n  (the inn ) in  which he drinks o r loses co n tro l. This 

is  s im ila r  to  the f i r s t  use o f A (1 );  then i t  id e n t if ie d  Cajus's house, 

a v io la te d  (rendered passive) lo ca tio n  belonging to  him.

D major (o r m inor) dep icts a new block which fru s tra te s  Dr. Cajus 

(1 ,3 ,4 ) .  F a ls ta ff  (1 ) ,  Bardolpho (3 ),  and P is to la  (4) each make a s ta te ­

ment in  D th a t momentarily d iv e rts  the Doctor from his attempts to get 

even. In the f i r s t  tonal cycle ( l ) ,  Cajus gains temporary con tro l o f 

the s itu a t io n ,  and thus re s is ts  engulfment: the music descends through

G to C. Cajus asserts pc”'e‘ on ly  by den ig ra ting  h is housekeeper. As 

F a ls ta ff  hadn 't touched the woman, the Doctor is  not y e t in  contro l o f 

h is real problems w ith  the rogue; consequently, the music turns back 

toward E. When Bardolpho (3) and P is to la  (4 ) 1 d iv e r t  Cajus from h is 

p u rs u it o f  them, the Doctor is  q u ick ly  "taken in "  again to the E major 

s ta te  o f submission. In  the la s t  example ( 6) ,  Cajus overcomes the

1
As P is to la  attempts to beat Cajus, the music re tu rns abrup tly  to  

C in  a vo ice-lead ing motion (11 /11 ,2 ).
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fru s tra tio n s  th a t ex is ted  in  D by achieving dominance in  th is  s o n o rity .

He picks the people who w i l l  d r in k  w ith  him in  the fu tu re  in  D (here, 

a D  ̂ chord), the so n o rity  in  which each o f h is  form er d r in k in g  compan­

ions fru s tra te d  him one more tim e. In essence, the Doctor s ta tes th a t 

by choosing h is fu tu re  companions w ith  g rea te r care, he w i l l  avoid fu tu re  

f ru s tra tio n s .

In the preceding paragraph, 1 h inted a t the use o f  G m ajor: as

the la s t  step in  the descending f i f t h  motion d irec ted  toward C, i t  is  

psycho log ica liy  close to  the r e a l i t y  frame. Throughout the opera, G, 

as p a rt o f a descending f i f t h  s e r ie s , w i l l  not jump back to  E, as do 

both A and D; i t  w i l l  always re tu rn  to  C. Thus, in  the la s t phase o f 

motion (6 ) ,  G major s ig na ls  Dr. Cajus's approaching completion o f  the 

growth process as he extends his con tro l over the forces th a t have taken 

him ir .:  continues to describe h is fu tu re  d r in k in g  companions in  a

cadentia l G so n o rity  so th a t he may emerge a grown person in  the to n ic ,  C.

E. The Dramatic Functions o f A, D, and G 
as Ton ic iza tions

Examples 5-13; - 14; and, -15 i l lu s t r a te  the use o f A m ajor, D 

m ajor, and G major as prolonged to n ic iz a t io n s . The order o f these 

examples fo llow s  the d e sce n d in g -f if th  sequence in  which A, D and G 

fre q u e n tly  appear. Because o f the importance o f the se ries  E-A-D-G-C, 

when possib le I w i l l  fo llo w  descending motions from example ra th e r than 

e xp lica te  each l i s t .  This procedure w i l l  enable the reader to  under­

stand both the dramatic and musical contexts in  which items from these 

examples appear.

Example 5-16 summarizes the s ig n if ic a n t  d e sce n d in g -fifth  motions 

between E and c. Reading from l e f t  to  r ig h t  (as in  Ex.5 -12), each
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Example 5-13 

The Dramatic Function o f A Major

A. Complete tonal-dram atic units

Ref. Act, p t. U nit Content I n i t ia l  location

a I I , i i 3 F a ls ta ff /A lic e  duet

b 111, i 1 F a ls ta ff 's  dejection

c I I I , i i 5 Fairy Scene

B. One o f a group o f tonal centers forming a u n it

d I , i 4 F a ls ta ff 's  desires 25/ I , 1

e 11, i 4 "Fontana" introduced 150/ 11,2

f  I I , i i  9 Final search fo r  F a ls ta ff 284/ 11,1

C. Other uses (nons tru c tu ra l)

g 111, i i  7 F a ls ta ff repents 387/1 ,1

S ig n ific a n t a c t iv i ty

F a ls ta ff states his in te r ­
ests in  Ford's wealth and 
A lic e 's  beauty

"Fontana" describes him self

The men begin th e ir  f in a l 
chase*, A lice  arranges to 
have F a ls ta ff dumped

Women's prayer fo r  F a ls ta ff
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Example 5-14 

The Dramatic Function o f D Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content I n i t ia l  Location S ig n ifica n t A c t iv ity

a 111, i 2 A lic e 's  le t te r  tempts F a ls ta ff

b 3 Legend o f Herne's oak

c 4 Disguises arranged

d 5 F a ls ta ff 's  punishment an tic ipa ted

e 6 Ford plans the marriage

B. One o f a group o f tonal centers forming a u n it

f I , i 4 F a ls ta ff 's  desires 30/ I ,1 F a ls ta ff wants Meg as 
w ell as A lice

9 I , i i 2 Le tte r reading 53/ 11,1 Beginning o f le t te r

h I I , i i 9 Final search fo r  F a ls ta ff  287/ 1,1 A lice  ca lls  Ford

C. Other uses (nonstructura l)

i 11 , i  i 3 F a ls ta ff /A lic e  duet 227/ 1,1 Quickly announces Meg
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Example 5-15 

The Dramatic Function o f G Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content In i t ia l  Location S ig n ifica n t A c t iv ity

a 1,1 5 L e tte r sending

b I , i  i 1 Women's in troduction

c I I , i i 1 Women prepare stage

d 7 Search fo r  F a ls ta ff  I I

e I I I  , i i 6 F a ls ta ff  is  punished

B. One o f a group o f tonal centers forming a u n it

f I , i 4 F a ls ta ff 's  desires 32/ 11,1 F a ls ta ff th inks him self 
a t tra c t iv e

g I I , i 6 Power temptation 166/ 1,2 "Fontana" o ffe rs  F a ls ta ff 
wealth

h I I I , i i 10 Marriage 407/111,1 The ceremony
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reference number presents one o r more descending f i f t h s  among sono ri­

t ie s  under cons idera tion . A fte r  the instances o f A, D, and G appearing 

in  Example 5-16 are exp la ined, those remaining w i l l  be discussed.

EXAMPLE 5-16 

LARGE-SCALE MOTIONS DIRECTED TOWARD C MAJOR

No. A c t, p t. Tonal area

1 E A ~~D G C '
(Ex. 5-8) (Ex. 5-13) (Ex. 5-14) (Ex. 5-15) (Ex. 5-7)

l (a) I , i  * *  d f  f ,a

2 I I , i i

3 11, i  i

4 111, i

5 I I I  , i i

For each use o f a key, the le t t e r  reference from the corresponding 
Ex. is  given. Thus, to  fo llo w  no. 1, read from Ex. 5-8 (d) to  5-14 ( f ) ,  e tc.

*The a s te r is k  ( * )  in d ica tes  th a t th is  so n o rity  acts as a prolonged 
dominant in tro d u c tio n  to  the fo llo w in g  key.

An unresolved motion to  E (16/11,1) fo llow ed the Cajus episode.
See Exs. 4 -2, 3,4.
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Commentary on Example 5-16

1.

This item begins in  A major as F a ls ta ff  s ta rts  to  describe h is de­

s ire s  I I , i  u4 ). P r io r  to  t h is ,  however, the innkeeper's b i 11 poses a

th re a t to F a ls ta ff 's  stomach (E major; 18 /11 ,2 ). When F a ls ta ff  recovers 

momentarily from th is  d iscom fo rt, E passes q u ick ly  over a b r ie f  h in t  o f 

A (20/1 , 1^) and on to  to n ic iz a t io n s  o f F ( I , i  u2; " F a ls ta f f 's  tavern 

l i f e " )  and Db ( I , i  u3; " F a ls ta f f 's  stomach"). Yet, the b i l l  remains, and

the th re a t i t  poses to  F a ls ta f f 's  id e n t ity  remains unresolved.

A f te r  the delay o f  F and Db, a strong a r r iv a l in  A major is  

f in a l ly  achieved ( I , i  u4; "F a ls ta f f 's  d e s ire s "); F a ls ta ff  th inks  o f 

Ford's wealth as a so lu tio n  to his f in a n c ia l p l ig h t .  Thus, he begins 

to  d isso lve  the th re a t o f  entrapment, o r loss o f power, th a t had pre­

sented i t s e l f  in  E. A d d it io n a lly ,  beginning to  deal w ith  his sexual 

problems, he p ic tu res  the b e a u tifu l A lice  as h is  paramour. A ll in  a l l ,  

the use o f A major here is  rem iniscent o f i t s  use in  the Cajus episode.

I t  presents both the p ic tu re  o f  mother ( in  th is  case, A lic e )  th a t i n i t i ­

ates the in d iv id u a tio n  process and F a ls ta ff 's  i n i t i a l  attem pt to  deal 

w ith  a th re a t o f re-enguIfm ent.

As in  the Cajus episode, D major dep icts another block to overcome. 

Here, i t  presents F a ls ta f f 's  desire  fo r  Meg (T , i u4B) which u ltim a te ly  

w i l l  prove another f ru s t ra t io n  fo r  him. G major presents F a ls ta ff  as 

he completes the a n tic ip a t io n  o f h is desires ( I , i  u4C), and appears to  

gain con tro l over the forces th a t would f ru s tra te  him (Bardolpho and

1
I w i l l  discuss events in  Ex. 5-16 by reference number.

2
Cf. Exs. 4 -2 ;-3 ;-4 .
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P is to la  have refused to  take F a ls ta ff 's  le tte rs  to  the women). He sends 

his le t te rs  to  A lic e  and Meg w ith  a page ( I , i  u5) and, lik e  Cajus, appears 

to master his i n i t i a l  problem. F in a lly ,  the music moves to  C as F a ls ta ff ,  

now in  c o n tro l,  sings the "Honor Monologue."

2 .

A major presents F a ls ta ff  as he f i r s t  comes in  contact w ith  the 

ob jec t o f his des ire s , A lic e  ( 11, i i  u3). As in  the preceding item , A 

fo llow s  from a remote entrapment, depicted in  E ( I , i i  u2-9). Also as 

above, the motion A-D represents the re in tro d u c tio n  o f  Meg in to  F a ls ta ff 's  

thoughts, as Q uickly announces her a r r iv a l (227 /1 ,1 ).

3-

As E resolves to  A major (284 /11 ,1 ), the men leave the stage to 

search fo r  F a ls ta ff  ( I I , i i  u9; "F ina l search"). A lic e  c a lls  the men's 

hunt an " in fe rn a l"  one. She thus gives F a ls ta ff 's  engulfment a sp e c if­

i c i t y  th a t is  rem in iscent o f the Cajus ep isodeJ

As Nannetta hum ilia tes  F a ls ta ff  fu r th e r  (2 8 7 /1 ,2 ), the music moves 

to D. When F a ls ta ff  is  dumped, the G we would expect in  the descending 

f i f t h  series is  om itted , and the music re tu rns a b rup tly  to  C by a vo ice- 

leading motion (2 9 0 /1 ,2 ).2 

4.

Before he sings the "D e jection  monologue" ( 111, i u l ; A m ajor/m inor), 

F a ls ta ff  is  reminded by a la rge E major in tro d u c t io n , th a t he was duped 

and dumped. F a ls ta f f 's  monologue is  the most expansive use o f A as the 

memory o f  a s ta te  o f  powerlessness (o ra l fus ion ) in  the e n t ire  opera.

1
Cajus ca lle d  Bardolpho's diagnosis a prognosis o f  the "ga llow s ."

2
Cf. Ex. 4-35.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



186

The poor Knight re ca lIs  h is entrapment w ith in  an expansion o f  the same 

key th a t Cajus had used to  re c a ll h is dream, Thus he, as Cajus, forms 

the c le a r p ic tu re  o f  h is engulfment th a t is  required fo r  the in d iv id u a tio n  

process.

The motion toward D begins as Q uickly en te rs , tempting F a ls ta ff  

once again. F a ls ta ff 's  words w ith in  the D p ro longation are s im ila r  to 

the e a r l ie r  words o f  Cajus ( c f ,  Ex.5-12, no .3 ):

F: P c i, quando fu i ben c o tto . Then, when I was w ell roasted,
Ro'if. ’.a, incandescente, Searing, incandescent,
M'han cu ffa to  n e ll'a cq u a . They plunged me in to  the water.
C u rt^ H a !!!  Swine! I !

Q: Essa e innocente, She is  innocent,
Esse e innocente, She is  innocent,
Prencete abbaglio . You're making a m istake.

(306/111,2 f f . )

C: P o i, quando fu i ben ciuschero , Then, when I was good and t ip s y ,
M'hei va c a te  le  tasche. You emptied my pockets.

(8/ 1V,2 f f . )

F a ls ta ff ,  as the true  m ytho logica l hero, requ ires both f i r e  and 

water to rtu re ;; in  order to  be cleansed, whereas Cajus was merely robbed!

Although F a ls ta ff  recognizes th a t he, as Lucius Apuleius in  The 

Golden Ass, has been transformed in to  a beast by the power o f I s is ,  the 

music does not re tu rn  to  C v ia  G. F a ls ta ff  has not y e t given up A lic e . 

Instead i t  re tu rns v ia  Ab, in  a vo ice -lead ing  motion (c f.E x .4 -53). A 

reminder o f ?:.•.<? E +ua t s t i l l  governs fo r  F a ls ta ff ,  e x is ts  in  the enhar­

monic use o f  Fb as an in tro d u c tio n  to  "F a ls ta ff  a t m idnight" ( I 1I ,1 i  u3).

1
The Fb (341/1,1 f f . )  resolves as a neighbor o f Eb, the f i f t h  degree 

o f the Ab chord a t 341/11,1. c f .  Ex. 6- 8 .
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The magical power o f the F a iry  Queen leads to F a ls ta ff 's  f in a l 

d ism issal from his entrapment and h is  long-sought re-emergence in to  

r a t io n a l i t y  ( I I I , i i  u5). Her words, sung in  A m ajor, po rtray  the 

previous s ta te  o f o ra l fus ion  as "enchanted hands" which give b ir th  to 

valuable words. Thus, as the opera begins i t s  f in a l broad descending- 

f i f t h  series d ire c te d  toward C m ajor, Bo ito  and V e rd i, poet and composer, 

procla im  th e ir  c re a tive  ro le s : t h e ir  enchanting hands have taken us

in to  the mysterious engu lfing  world o f F a ls ta f f ; they now prepare our 

departu re :!

D alle fa ta te  mani From our enchanted hands
Germoglino paro le . Let words blossom.
Parole a llum ina te  Words il lu m in a te d
Di puro argento e d 'o r  In pure s i lv e r  and gold

(358/111,1 f f . )

F a ls ta ff 's  f in a l punishment, h is  physical torm ent, is  depicted in  

G major ( 111, i i  u6) .  The presentation o f a complete u n it  in  the dominant 

o f C major emphasizes the near completion o f  F a ls ta ff 's  o rdea l.

There are many s im i la r it ie s  between Examples 5-11 and 5-16, and 

these p o in t to  the s im i la r it ie s  between Dr. Cajus's and F a ls ta ff 's  

growths. Each example involves one characte r, the motions from his 

f i r s t  engulfment to  h is f in a l punishment, and the complete series o f 

descending f i f t h s  from E to  C on ly in  i t s  f i r s t  and la s t  (boundary; 

motions. For F a ls ta ff ,  as w e ll as Cajus, the zigzag motions th a t 

characterize  the growth processes o f l i f e  predominate.

1
I t  is  in te re s t in g  th a t the word th a t occurs immediately p r io r  to  

the quo ta tion  is ,  arcani (m ysterious). I t  is  set w ith  an E major t r ia d  
(358/11,2).
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The uses of A, D, and G omitted from Example 5-16.

The reader w i l l  re c a ll th a t F a ls ta ff 's  i n i t i a l  encounter w ith  A lice  

( I I , i i  u3A) is  presented in  A m ajor, the same key th a t depicted her d e lig h ts  

( I , i  u4A). When "Fontana" i n i t i a l l y  presents h im se lf to  F a ls ta ff  

(E x .5 -13 ,e ) ,  A major is  used w ith in  an F major p ro lo nga tion . 1 Thus, the 

re fe re n t ia l func tion  o f A, as the f i r s t  step in  working out o f the fan­

tas ies  and strugg les conceived in  E, is  maintained even in  a context 

where the fu nc tiona l re la tio n s h ip  o f  A to  C is  abandoned. The remaining 

use o f A ( Ex.5 -1 3 ,g ) represents the lesson o f c h a s tity  th a t F a ls ta ff  must 

lea rn  from his unpleasant experiences. Dominated by women, i t  is  rem i­

n iscen t o f an episode p rev io us ly  explained, th a t o f the "F a iry  Queen."

A l l un its  th a t to n ic iz e  D major ( I I I , i  u2-6; Ex.5-14,a-e ; are 

contiguous. They are used to  plan a new fru s tra tio n  fo r  F a ls ta f f - - 

and also one fo r  Ford. The remaining use o f D (E x .5 -14,g) is  pa rt o f 

a reversal o f the descending f i f t h  se ries  between E and C. 2 As the 

women read F a ls ta ff 's  le t t e r ,  the music ascends, G-D-A-E; F a ls ta ff  is  

c a rrie d  in to ,  ra th e r than out o f ,  a s ta te  o f entrapment.

Whenever G major appears, w ith  only one exception, i t  e x is ts  in  

c lose p ro x im ity  to  the to n ic ,  C. This emphasizes i t s  psychological t ie  

to  the r e a l i ty  frame. As the women are about to  bring  F a ls ta ff  in to  

a s ta te  o f  entrapment ( I , i i  u l ; Ex.5 -15 ,b ), G major presents the f i r s t  

step in  the ascending f i f t h  series d irec ted  toward E. 3 However, i t  

norm ally dep icts the la s t  a c t iv i t y  before re tu rn  to  C major (E x .5 -1 5 ,c ,d .h ) .

1
Cf. Ex. 4-21.

2
Cf. Ex. 4-11.

3
Cf. Ex. 4-11.
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One use o f G major is  re la ted  only ta n g e n tia lly  to  the C major 

r e a l i ty  frame (E x.5 -15 ,g). Here, as "Fontana" o ffe rs  h is  wealth to  

F?.l s t a f f ,  G acts as a space -d iv ide r in  the e q u a l- in te rv a l motion B-G-EbJ 

On a pure ly  loca l le v e l,  G does move b r ie f ly  to  C, as "Fontana" t e l l s  

F a ls ta ff  th a t in  conquering A lic e , he w i l l  be both r ic h  and happy 

C166/IV f f ) .  This C major a n tic ip a tio n  o f  the r e a l i ty  F a ls ta ff  would 

l ik e  to  see is  f a c i l i t a te d  by the choice o f G major fo r  "Fontana's" 

o f fe r  o f gold. However, "Fontana's" tem ptations are fa ls e ; F a ls ta ff 's  

a n tic ip a te d  joys w i l l  no t occur. The even tua l, " tru e "  motion from G 

is  to  Eb, wherein the duped F a ls ta ff  accepts "Fontana's"sack o f  go ld .

Example 5-17 summarizes the ro les o f  A, D, and G, in  the motion 

from E major to  C m ajor. V e rd i's  choice o f the com pelling descending- 

f i f t h  series to d e p ic t the in e v i t a b i l i t y  o f  human growth is  both con­

s is te n t and remarkable.

F. The Dramatic Function o f Ab

Shakespeare's comic world is  a 
world o f  combination and union;
Shakespeare's t ra g ic  world is  a
world o f  separation and fragm enta tion .^

I f  the t ra g ic  hero is  one who " . . . i s  is o la te d  by the t ra g ic  action  

from his community,"3 the comic hero is  someone q u ite  the reverse, some­

one who helps d isso lve  the b a rr ie rs  o f is o la t io n .  I f ,  as is  the case 

w ith  F a ls ta ff ,  such b a rr ie rs  are the re s u lt  o f  ch ild ishness or fan tasy ,

1
Cf. Ex. 4-22.

2
Holland, Shakespearean Im ag ination , p. 195.

3
Northrop Frye, A Natural Perspective (New York: Harcourt, Brace

and World, in c . ,  1965), p. 102.
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Example 5-17 

DETAILS OF INDIVIDUATION

E MAJOR A MAJOR D MAJOR G MAJOR

Conscious Content

Powerlessness

Reassertion o f control

Recall o f being 
"taken in , "  
Beginning o f 
working out 
o f tr ic k e ry

Learning from experience

Additional 
fru s tra tio n ,
New "tak ing  in "

Final block 
or punishment 
to  overcome

Unconscious Content

Oral fusion Memory o f dream, New fru s tra tio n  Final growth pains
fFantasy) P ictu re  o f mother (F a ls ta f f 's  cleansing)

The in d iv id u a tio n  process v

C MAJOR

Control

Adulthood
(R ea lity )

<£>O
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then they w i l l  be d isso lved only when the hero grows out o f h is p lay world 

o f  o ra l fus ion and accepts the f ru s tra tio n s  th a t  are necessary to the 

development o f  the ego and to  the process o f in d iv id u a t io n J

I t  is  also poss ib le  th a t people may be is o la te d  from one another 

through no fa u l t  o f  th e ir  own. These "o u ts id e 11 d iv is iv e  forces a lso 

d isso lve  in  a comedy. Nannetta and Fenton, fo r  example, are iso la te d  

from the soc ie ty  o f the opera in  th e ir  f i r s t  appearances; i t  does not 

y e t accept them as a couple. Only a t the end are they allowed to jo in  

in  marriage and achieve the dua l, sexual id e n t it y  which is  th e ir  goa l.

When so c ie ty  no longer acts to  is o la te  them, i t  grows to  a mature 

id e n t ity  as w e ll.  Thus, the d isco /e ryo f id e n t ity  in  F a ls ta ff  is  in d i­

v idua l fo r  F a ls ta ff ,  dual fo r  Nannetta and Fenton, and soc ia l fo r  the 

players taken as a w h o le .2

The growth processes th a t guide people from is o la t io n  to  adu lt 

union are bound to  the use o f Ab. This key dep ic ts  the meaningful

lessons o f the opera. I f  the motion C-E is  understood as dep ic ting

re-engulfm ent in to  a s ta te  o f fan tasy , then the motion Ab-C may be

equ a lly  understood as p a rt o f  the lea rn ing  process th a t ,  by d isso lv in g  the

b a rr ie rs  o f is o la t io n ,  makes re-emergence in to  r a t io n a l i t y  poss ib le .

Frame Oral Fusion Is o la t in g  Process Frame
( r e a l i t y )  (fan tasy) ( lessonj ( re a li t y )

C Regression ^  E 
submergence, ^  
re-engulfm ent

1
Cameron, P e rs o n a lity , pp. 173-175.

2
Frye, Natural Perspective , pp. 78 ff.»  conta ins a discussion o f 

s o c ia l,  dua l, and in d iv id u a l id e n t ity .

Ab Growth---------------- < c
re-emergence,
s e lf-d is c o v e ry
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Commentary on Example 5-18

Each use o f  Ab serves a d id a c tic  purpose. Nannetta and Fenton, 

whose devotion to  one another has been shown as a p r in c ip a l teaching 

fo rce , f i r s t  appear in  th is  key (a ,b ).1  They are iso la te d  by m usical, 

as w e ll as dram atic, means from the f ig h t in g  soc ie ty  which surrounds 

them. Verdi d iffe re n t ia te s  th e ir  A l le g re t to , Ab major, and broad ly r ic a l 

s ing ing from the predominant A lle g ro , pervasive E m ajor, and short 

staccato phrasing which surrounds them. By emphasizing the i n i t i a l  

is o la t io n  o f  Nannetta and Fenton, Verdi makes the coup le 's eventual in ­

co rpora tion  in to  soc ie ty  more fo rc ib le .  The i n i t i a l  tonal enclosure o f 

Ab w ith in  E makes the lis te n e r  fe e l th a t i t  w i l l  be d i f f i c u l t  fo r  th is  

key to  move toward the C major r e a l i t y  frame. 2

A dual question emerges: Can Ab be pu lled  out o f the sphere o f

in fluence  o f E and be taken in to  the realm o f C? W ill Nannetta and 

Fenton be allowed to  jo in  in  marriage?

In Ford's "Jealousy tira d e j' Ab dep icts the unpleasant lesson o f 

forced is o la t io n  taught to a supposedly cuckolded man (1 ). Ford 

believes he has been taught th a t matrimony is  an in fe rn o , th a t women 

are monsters. In  add itio n  to  emphasizing Ford's is o la t io n ,  Ab dep icts

T ricke ry , fus ion R e a lity , Adulthood

-  -  ->  Ab 
(love)

I I I I
Ab -  -  

(love)

V

E major C major

See Chapter I I .

2
See Ex. 5-9.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



Reproduced 
with 

perm
ission 

of the 
copyright owner. 

Further reproduction 
prohibited 

without perm
ission.

Example 5-18 

The Dramatic Function o f Ab Major-Minor*

A. Complete tonal-dram atic un its

Ref, A ct, p t. Unit Content

a I , i  i  5 Nannetta/Fenton duet I

b 7 Nannetta/Fenton duet I I

c I I , i  3 Old John's strength

d 111, i  i  1 Fenton's sonnet

e 2 Disguises explained

B. One o f a group o f tonal centers forming a u n it

I n i t ia l  Location

I I , i  

111, i  i 3

10

Love temptation

F a ls ta ff  a t m idnight 

Marriage

160/111,2

341/ 1,1 

417/ I ,1

*  The as te risk  (* )  ind icates the use o f the minor mode.

S ig n ifica n t A c t iv ity

F a ls ta ff  and "Fontana" 
sing o f love

F a ls ta ff  enters

Ford accepts h is son-in - 
law

<£>
CO
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C. Other uses 

Ref. Act, p t. 

i  I , i

3

k I , i  i

1 I I , i

Example 5 -1 8

Unit Content

1 Dr. Cajus episode

6 Honor monologue

6 Women's p lo t

8 Jealousy t ira d e

Continued

I n i t ia l  location  

17/11 ,2

41/ 1,1 

90/111,2 

181/111,1

S ig n ifica n t a c t iv i ty

F a ls ta ff  t e l ls  Bardolpho 
and P is to l a to  steal more 
g ra ce fu lly . (The re­
ference to  Ab is  v ia  i t s  
V7,Eb)

F a ls ta ff  claims honor 
is  only "a word"

Women discuss F a ls ta ff1s 
entrapment (W ritten , G#)

Ford claims tha t matrimony 
is  an in ferno

lO
-pi
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a lesson sta ted both e x p l ic i ty  and v e rb a lly . This con trasts  w ith  the 

use o f  Ab by Nannetta and Fenton; they provide a lesson by example.

There are o ther verbal lessons ( i ,  j ) ,  as we ll as references to 

teaching people a lesson Ik ) .  When F a ls ta ff  and "Fontana" sing o f love 

( f ) ,  a l l  p rev io us ly  described a ttr ib u te s  o f Ab are combined: lo ve ,

a verbal lesson, is o la t io n .  These unfortunate  men sing o f love which 

never leaves them alone, fo llo w in g  them always. Yet, when they chase 

i t ,  love f le e s ; and thus they are l e f t  alone. L i fe ,  in  t h e ir  view, 

poses pervasive paradoxes.

F in a lly ,  toward the end, Ab leaves i t s  o r ig in a l ,  entrapped s ta te  

w ith in  E and, thus , is  enabled to  move outward toward C. This is  in  

the la s t  p a rt as people grow toward s e lf-d isco ve ry  and mutual acceptance. 

The opening o f  111, i  i  (d ,e ,g ) is  an Ab p ro longa tion . This moves to  C 

as F a ls ta ff  (g) learns how love transformed him in to  a beast. The 

close p ro x im ity  o f the Ab solo appearances o f  Fenton and F a ls ta ff  helps 

the audience to  l in k  these two men as prim ary growth fo rce s . F a ls ta ff ,  

the magician who makes the whole s to ry  poss ib le , brings Fenton and 

Nannetta out from th e ir  enforced is o la t io n  by re tu rn in g  the music to  

the r e a l i t y  frame o f  C. However, Ford must s t i l l  bless the young couple 

and learn  the e r ro r  o f h is  ways. A fte r  the marriage ceremony, he does 

both: A lic e  t e l l s  Ford th a t he has been a scornato ("a tr ic k e d  one");

Ford agrees and accepts his new fa m ily  (h ). The music moves from th is  

la s t  Ab to  the C major fugue, as everyone accepts h is  fa te .

Since the comic d rive  o f  Ab is  toward in co rp o ra tion  in to  C m ajor, 

a reverse m otion, from C to  Ab, should reverse the dram atic th ru s t o f 

the comedy. Rather than a motion from iso la te d  fantasy toward r e a l i t y ,  

we m ight expect to  see a f l ig h t  from r e a l i t y ,  an increase in  is o la t io n .  

This is  p re c ise ly  the case when F a ls ta ff  s ings: "Old John's s tre n g th " (c ) .

R eproduced  with perm ission of the copyright ow ner. Further reproduction prohibited w ithout perm ission.



196

A fte r  Q u ick ly , having enticed F a ls ta ff ,  leaves the stage, the music 

moves from C (as V/F) to  Ab. F a ls ta ff  is  le f t  alone w ith  thoughts o f 

his s tre n g th , thoughts perhaps appropria te  to  his d is ta n t,  iso la te d  

pas t, but c e r ta in ly  not to  h is  present overblown and weakened s ta te .

The ro le  o f Ab in  the 
d is s o lu t io n  o f the bond o f fus ion

Two seemingly a lte rn a t iv e  motions toward C have been discussed: 

Ab-C and E-C. Each has been associated w ith  growth or s e l f  d iscovery, 

but in  a d if fe re n t  manner. The growth process which moves from E to  C 

has been associated w ith  in d iv id u a tio n  caused by the unpleasant f ru s t ra ­

t io n s  and punishments th a t l i f e  provides. Ab has been re la te d  to  is o ­

la t io n  and the d id a c t ic  teaching o f  lessons o f  an in d iv id u a lly  more 

s a t is fy in g  im port. The growth lesson th a t brings Ab to  C is  one th a t 

brings to le rance , acceptance, and f e r t i l i t y  in to  the world o f  the 

opera. These a t f i r s t  iso la te d  v ir tu e s ,  most obviously symbolized by 

Nannetta and Fenton, are accepted by a l l  in  the f in a l ac t.

Ye t, Nannetta and Fenton present one fa ce t o f the u n ify in g  fantasy 

o f  o ra l fu s io n . The re tu rn  from E to  C th a t incorpora tes the lessons 

taught in  Ab is  the true  d is s o lu tio n  o f  the world o f fan tasy : th is

is  the path toward m a tu rity . As t r ic k e ry  and is o la t io n  must be synthe­

s ized , the close re la tio n s h ip  between them is  made c le a r by the re ­

peated use o f  Ab (G#) as the I I I #  o f  E major ( c f .  Ex.5-9) and E (Fb) 

as the bVI o f Ab. 1 As both the lessons o f Ab and the punishments o f  

E are aspects o f  the to ta l growth process, Verdi synthesizes them a t

1
For an example o f  E as bVI/Ab, see the in te rn a l s tru c tu re  o f

111, i  i  u l "Fenton 's sonnet" (C h a p .I II ) .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited w ithout perm ission.



197

key po in ts o f  the drama. From the beginning, Verdi incorpora tes Ab in to  

the re tu rn  from E to  C. This may be in te rp re te d  as showing th a t the 

to ta l growth process is  s te a d ily  a t work. Note the i n i t i a l  re tu rn  from 

E minor (pp. 2-3) to C major (4 /1 ,1 ) .  The V? o f C is  preceded by a 

passing Ab in  the bass (.3/111,2). This seems inconsequential a t the 

tim e; but we note th a t the beginning o f  Dr. Cajus's growth, as revealed 

by h is  sarcasm, is  tem pora lly linked  to  the appearance o f Ab. Before 

Dr. Cajus leaves, Ab appears again, as the bass tone o f a passing chord

w ith in  motion from E back to  C (1 5 /IV ,1 ;.

The importance o f  the in te g ra tio n  o f Ab in to  the descending / i f t h  

motion from E to  C is  made c le a r by i t s  use in  111, i  i u l - 3 J  Follow ing 

the descending f i f t h s  E-A-D o f  I I I , i ,  Fenton, Nannetta and A lice  are 

presented in  Ab ( 111, i i  u l-2 ) .  Then, accepting th a t love has transformed 

him in to  a beast, F a ls ta ff  brings th is  Ab to  C (u 3 j. Thus the opera 's 

fo u r p r in c ip a l teachers are in tim a te ly  bound by tonal means as th e ir  

common Ab moves to  the f in a l extended C major pro longation o f the opera 

( 111, i i  u 3 - l l ) .

The three la s t  to n ic iz a t io n s  o f  the opera are E, Ab and C. They

r e f le c t  the emotional changes th a t occur when laugh te r a t Ford (E m ajor,

s ta te  o f  fu s io n ) turns to  h is  acceptance o f his daughter's marriage (Ab, 

lesson) and, f in a l ly ,  the fugue (C m ajor, frame) . 2

1
Cf. Ex.5-16, no.4 and Ex.4-54.

2
Cf. Ex.4-51.
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G. The Dramatic Function o f  C#/Db 
(Commentary on Example 5-19;

The use o f Db/C# is  h igh ly  s p e c if ic ;  as a to n ic iz a t io n ,  i t  re fe rs  

to  F a ls ta ff 's  power (E x .5-19, a -d ). This power may be: (a) a p roperty  o f 

his stomach, (c) something th a t he is  a fra id  o f lo s in g , (d) something 

th a t he must re lin q u is h , or [b)  something th a t Ford fea rs .

Usually Db/C# is  pa rt o f  an A major p ro lo nga tion , e ith e r  complete 

(c : I - I I I  [Db/C#] - V - I ) o r incomplete td: I I I  [Db/C#] - V - I ) .  The use

o f Db/C# in  " F a ls ta f f  s stomach" (a) is  s irn iia r  to  i t s  use in  an incom­

p le te  p ro lo nga tion ; the music moves from Db/C# to  a V3 o f A, to A m ajor. 1 

The close re la tio n s h ip  o f  Db/C# to  A reveals the function  o f  Db/C# as 

a pa rt o f the d e s c r ip tiv e  e labora tion  o f the s ta te  o f im aginative power 

or fus ion .

When Db/C# is  not used as a part o f an A major p ro longa tion , i t  

is  l i k e ly  to  be c lo se ly  attached to  the s ta te  o f  entrapment represented 

by E, a f i f t h  above. The motion from E major to  C# f i r s t  occurs (5 /1 ,1 -2 ) 

as F a ls ta ff  f la u n ts  h is  power over Cajus. F a ls ta ff  agrees w ith  the 

Doctor, th a t h is  claim s are tru e ; F a ls ta ff  acted purposely. Here C# 

has a passing fu n c tio n  between E and A.

An a n t ic ip a t io n  o f  the use o f C# to  represent F a ls ta ff 's  power 

occurs w ith in  the E m inor pro longation o f both the sketch and the f in a l 

version a t m. 8 [ c f .  Ex.5 -2 ). When Cajus en te rs , upset by F a ls ta ff 's  

power, C# appears in  the bass (a half-dim inshed chord). Ignoring Cajus 

and c a llin g  fo r  more Sherry, F a ls ta ff  begins to sing on the p itc h ,

C# (m. 9).

1
24/111,1 - 25/1 ,1 .
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Example 5-19 

The Dramatic Function o f Db Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content I n i t ia l  loca tion  S ig n ific a n t a c t iv i ty

a 1,1 3 F a ls ta ff 's  stomach

B. One o f a group o f tonal centers forming a u n it 

b I , i i  4 Men's exposition

C. Other uses (nonstru c tu ra l) 

c 111, i 1 F a ls ta ff 's  de jection

d I I I , i i  7 F a ls ta ff  repents
repent

78/ 1,1 Bardolpho and P is to l a t e l l
Ford F a ls ta ff 's  p lo t

299/111,1 F a ls ta ff claims tha t when
he dies true  v i r i l i t y  w i l l  
disappear

382/11 ,2 F a ls ta ff is  forced to
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Later in  the opera, the motion E-C# again in i t ia te s  the d isp lay  

o f  F a ls ta ff 's  power (76 /11 ,2 ). As Ford, too t e r r i f ie d  to  understand, 

asks h is  companions to  repeat F a ls ta ff 's  p lans, the motion E-C# a n t ic i­

pates the fo llo w in g  to n ic iz a t io n  o f  Db (E x.5 -1 9 ,b). E a r l ie r ,  when 

F a ls ta ff  began to  count the innkeeper's b i l l , the same motion (E-C#) 

in i t ia te d  the K n ig h t's  fe a r  th a t he would lose h is  power (18/111,2 - IV ,1).

We have seen th a t F a ls ta ff  brings the Ab which had begun w ith

"Fenton 's sonnet" ( i l l , i i  u l)  to  the f in a l C major pro longation  

( I I I , i i  u 3 - l l ) .  Bu t, there is  also an e a r l ie r  assocation between F a ls ta ff ,  

Nannetta, and Fenton th a t may now be explained. When the C#/Db consis­

te n t ly  associated w ith  F a ls ta ff 's  power, moves to  Eb, i t  may in troduce 

Nannetta and Fenton. Here, Db func tions  as p a rt o f  a IV -V -I progres­

sion in  Ab major (94/11,2 -  95 /1 ,1 ). This is  lo g ic a l :  F a ls ta ff  brings

the opera's fun and games to  l i f e :  th e re fo re , he also brings Nannetta

and Fenton, as a m arried couple, in to  existence.

Fenton's Bocca bacciata is  always stated on a Db s o n o rity , w ith in  

an Ab m ajor/m inor pro longa tion  (pp. 87, 99, 335):

Fenton: Bocca bacciata non A kissed mouth doesn 't lose
perde ventura luck

Nannetta: Anzi rinnova come fa Rather i t ' s  renewed, as the
la  luna moon is

When these words are sung, the Db (C#) is  always preceded by an Fb [ E) ,  

which acts as the bVI, passing between I (Ab) and IV (Db). Thus, there 

are two renewals come la  lu na : th a t o f  F a ls ta ff  and h is t r ic k e ry , 1 and

th a t o f  Nannetta and Fenton w ith  th e ir  lesson o f love.

1
F a ls ta ff  is  ca lle d  a "plump f u l l  moon" (p a ffu to  p le n ilu n io ) by 

Bardolpho (p. 107).
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V e rd i's  supple enharmonic use o f C#Db and E/Fb is  one more technique 

whereby he suggests th a t  the Ab o f is o la t io n  and the E o f t r ic k e ry  are 

opposite sides o f  the same co in , o f a fan tasy o f  o ra l fu s io n .

Ab-: A b (I) -  Fb(bVI) -  Db(IVJ -  Eb(Vj - Ab ( I ;
l t
I tI t

E: E ( I ) -  C#(VI) -  A(IV) - B(V) -  E ( l)

H. The Dramatic Functions o f F and Eb 

F major fre q u e n tly  portrays dram atic development and tonal de lay; 

o fte n , i t  dep icts the un fo ld ing  o f a c o n f l ic t  conceived in  E major. 

Extending the s ta te  o f  o ra l fu s io n , F major accompanies a postponement 

in  the re tu rn  to r e a li ty .

Ton a lly , F fo llo w in g  E delays the re tu rn  from E to  C (Example 5-20, 

a -d ) l Used in  th is  manner, F provides a tonal lo ca tio n  which in t r o ­

duces in te ra c tio n s  th a t w i l l  la te r  prove the mastery o f  one person over 

the o the r. The re tu rn  from F to  the r e a l i t y  frame o f C begins w ith  the 

motion F-Eb. In Eb, (Example 5-21) a loss o f power becomes f in a l and 

is  made e x p l ic i t .

Ex.5-20,a; c f .  ExS. 4 -2 ,3 . 
E x.b-20,b-d ; c f ,  Ex. 4-37
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Example 5-20 

The Dramatic Function o f F Major

A. Complete tonal-dram atic un its

Ref. Act, p t. Unit Content I n i t ia l  Location

a I * i  2 F a ls ta ff 's  tavern l i f e

b 11, i  1 Bardolpho and P is to l a repent

c 2 Quickly ensnares F a ls ta ff

B. One o f a group o f tonal centers forming a u n it

d I I , i  7 F a ls ta ff 's  acceptance 176/ I ,1

C. Other uses (nons tru c tu ra l)

e I I , i i  3 F a ls ta ff /A lic e  duet 218/ 1,1

f  I I I , i  3 Legend o f Herne's oak 318/ 1,4

S ig n ifica n t A c t iv ity

F a ls ta ff  de ligh ts  at the 
prospect o f cuckolding 
Ford

F a ls ta ff and A lice  ex­
change pleasantries

A lice  warns Ford to avoid 
jealousy

ro
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Example 5-21 

The Dramatic Function o f Eb

A. Complete tonal-dram atic units 

Ref. Act, p t. Unit Content 

a* I I , i  8 Jealousy t irade

b 9

c I I , i i  6

I n i t ia l  Location S ig n ifica n t A c t iv ity

F a ls ta ff  and "Fontana" depart 

Nannetta/Fenton duet I I I

B. One o f a group o f tonal centers forming a u n it

II,i Power temptation

F a ls ta ff 's  acceptance

169/ 11,2

170/ I ,1

"Fontana" says tha t 
his own hopes w i l l  
be enhanced by Fal­
s ta f f 's  success w ith 
A lice

F a ls ta ff  accepts "Fon­
tana 's " sack o f gold

f The as te risk  (*)  ind ica tes the use o f the minor mode or a high degree o f modal m ixture.
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REALITY FUSION 

E major

REAL11Y

C major C major

F

C ■> c

in te ra c tio n vpower loss 

made e x p l ic i t

Twice the whole step descent F-Eb is  f i l l e d  in  by the chromatic 

passing tone E. " F a ls ta f f 's  tavern l i f e "  ( I> i u2j in i t ia te s  a motion 

from F to E by ascending f i f t h s  C20/IV,2 -  2 1 / I I I , 2 ) ; 1 these dep ic t 

F a ls ta ff 's  fe a r o f re-engulfm ent. As E passes to  Eb, F a ls ta ff 's  temporary 

loss o f power is  made e x p l ic i t :  he t e l ls  Bardolpho and P is to la  th a t

they are destroying h is  fle s h  ( 22/ 1,1 f f . ) .

S im ila r ly ,  as F a ls ta ff  accepts "Fontana's" b a i t ,  the broad F 

major o f I I , i  (E x.5-20, b-c) moves through E to  Eb (E x.5-21,d -e ) . How­

ever, a dram atic and tonal reversal fo llow s s h o r t ly :  F a ls ta ff  appears

to  gain c o n tro l. As he sings o f  cuckolding Ford (Ex.5 -20 ,d ) , the music 

moves back from Eb to  F. Now Ford fears th a t the t r i c k  is  on him; he 

a r t ic u la te s  h is loss o f power in  Eb (E x.5-21,a ). The audience knows 

th a t the t r ic k  is  re a lly  on both Ford and on F a ls ta ff ;  they leave the 

stage together in  Eb ( Ex.5 -21 ,b).

The Eb th a t ends I I , i  leads d ire c t ly  to  the G major opening o f 

I I , i i  u l.  G m ajor, in  tu rn , leads to  C as the women a n tic ip a te  th e ir  

fun w ith  F a ls ta ff  (u 2 ). Example 5-22 i l lu s t r a te s  the re tu rn  from Eb

1
22/1,3. A lso , c f .  Exs.4-5,6.
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to  C v ia  G. I t  is  a motion w ith in  C m ajor-m inor. 1

EXAMPLE 5-22 

I I ,  i______________ _________ I I , i i

U n it: 7 8 9_ 1 2

I

c i

F leading to  Eb may continue to  Ab. People rendered power­

less are often  ready to  accept a lesson. There is  general laughter 

a t Ford (E major; p .414) a f te r  the marriage o f Nannetta and Fenton. 

As F a ls ta ff  asks Ford who the scornato ( " tr ic k e d  one") has been, 

the s ta te  o f fus ion  is  b r ie f ly  developed (F m ajor; 4 1 5 / I I I , 4 f f ) .

Eb resolves to  the Ab o f f in a l acceptance, as A lice  proclaims th a t
2

Cajus, Ford, and F a ls ta ff  are a l l  s c o rn a t i. The re tu rn  to  C major 

fo r  the f in a l  fugue is  shown in  Example 5-23.

] Cf. Ex. 4-37.

2Cf. Ex. 4-45.
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EXAMPLE 5 -2 3

Act I I I ,  p a rt i i  
416 417 421
1,1 11,5 1,1 1,1

From the la s t  two examples i t  can be seen th a t Eb, always 

preceded by F, provides a convenient re tu rn  to  C major. This may 

be accomplished e ith e r  by a harmonic descent from G (V) or by a 

vo ice -lead ing  ascent from Ab (bV I).

A note on the unexplained uses o f F and Eb

Mo attem pt has been made to  exp la in  two sm a ll-sca le  uses o f 

F major (Example 5-20, e - f ) .  Depicting a moment o f happiness 

(between F a ls ta ff  and A lic e )  th a t cannot be continued (e)^ and a 

warning ( f ) ,  these b r ie f  duets may p oss ib ly  be considered as a 

dram atic development in  the contests o f c o n tro l associated w ith  F.

One use o f Eb is  re la te d  to tonal procedure ra th e r than loss o f 

power. In Nannetta and Fenton's th ir d  duet (Example 5-21,c ) ,  Eb

The reader w i l l  re c a ll th a t M artin Chusid has found a cor­
re la t io n  between the key o f F major and " lo v e rs ' happiest moments." 
He also noted, th a t in  a case in  which the romance is  not perm itted 
( th a t  o f Riccardo and Amelia in  Un B a llo  in  Maschera) ,  the "actual 
dec la ra tions  o f love fo llo w  the F major sections and are heard in  
o ther keys." Chusid, "F m ajor," p .119. The same happens here: the
moment th a t F a ls ta ff  is  about to  embrace A lice  (220/1,1 ) and de­
c la re  h is love (220 /11 ,2 ), the motion away from F (e ve n tu a lly , 
toward E) begins.
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fu n c tio n s  as the b i l l  o f  C, bounded by I and V. The Eb o f th is  duet 

corresponds to  the Ab o f t h e ir  e a r l ie r  duets, enclosed by the I and 

V o f E: 1

(duet)

Act I ,  p a rt i i ;  E maj: I (E) -  i f I  (Ab) - V(B) -  1(E)
M

Act I I ,  p a rt i i ;  C maj: I (C) -  b i l l  (Eb) -  V(G) -  1(C)
M

Conclusion

In F a ls ta f f , repeated associa tions between tonal areas, tonal 

m otions, and the drama combine to  create a coherent musical drama. 

E ig h ty -f iv e  to n ic iz a t io n s ,  in  nine out o f a possib le twelve tonal 

cen te rs, have been e xp lica te d .^  Not a l l  examples are equa lly  con­

v in c in g . Some may lend themselves to  o ther in te rp re ta tio n s , o r may 

operate p r im a r ily  w ith in  pure ly  musical contexts. The c la r i t y  o f

a m a jo r ity  o f those cases c ite d , however, is  marked. This provides
3

strong evidence th a t V e rd i, in  his la s t ,  "most r e a l is t ic  opera," 

gave organic meaning to emotional inner events sensed by us a l l ,  

through his trea tm ent o f musical u n it ie s .

Because B, Bb, and F# a p p e a r 'o n ly 'b r ie fly ,  and never as 
the s tru c tu ra l to n ic iz a t io n  o f a u n it ,  they have been om itted from 
th is  d iscussion.
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CHAPTER VI 

SUMMARY AND CONCLUSION

F a ls ta ff  is  a h ig h ly  in teg ra ted  work. I ts  most frequent motions 

are: by major th ird s ,  such as the ascent from C to  E which dep icts

entrapment; and by p e rfe c t f i f t h s ,  such as the descending f i f t h s  which 

d e line a te  the growth process. Both o f these are ev ident in  the back­

ground plan ( c f .  Ex. 4-54).

Because the la rge -sca le  motions are d ia to n ic , though fre q u e n tly  

enhanced by mode m ix tu re , they may seem out o f place in  a la te  n ine­

teen th -cen tu ry con text. Indeed, when Verdi f in is h e d  F a ls ta f f , Wagner 

had been dead ten years and the Prelude a "L 'ap resm id i d 'un  faune 

(1892-94) was s h o r t ly  to  receive i t s  f i r s t  performance. V e rd i's  pre­

ceding opera, O te llo  (1887), had been more chrom atic. Further d is ­

cussion, th e re fo re , is  necessary, in  order to  understand the progres­

sive  facets o f V e rd i's  tonal procedures in  t h is ,  h is f in a l  opera.

A. The f if th - r e la t io n s h ip  and d ia to n ic  organ iza tion

I be lieve th a t there is  a subs tan tia l reason fo r  the composer's 

dependence on d ia to n ic  o rgan iza tion : In the f in a l stage o f his e l im i­

nation o f the number concept from his work, Verdi sought, instead, an 

inner fo rm -crea ting  d e v ic e - - t r ia d ic  to n a l ity .  Dealing w ith  episodes 

th a t were shorte r and boundaries th a t were more f le x ib le  than before, 

he re lie d  on t ra d it io n a l harmonic re la tio n s h ip s  to  create organic 

coherence.
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The f i f t h  re la tio n s h ip  and i t s  harmonic expansions a r t ic u la te

la rge -sca le  musical spaced Frequently the f i f t h  appears in  the mid-

dleground or background, w h ile  the musical surface is  enriched w ith  
2

m a jo r- th ird  ju x ta p o s it io n s . As the opera t ie s  the descending f i f t h  

series to  stages o f human development, music and drama become i n t i ­

mately bound through gestures based on the broadest possib le musical 

and emotional appeal.

The fugue is  the f in a l to n ic  statement. I ts  su b je c t, in  a sense, 

encapsulates the basic d ia to n ic  vocabulary (Example 6 -1 ). The ou t­

l in e  im plies the harmonic motion: I - I I - V - I ;  the ending^the to n ic  t r ia d :

so l-m i-do .

Example 6-1 

The fugue sub ject

3

Tutto nel mando e burla

Dramatic as w e ll as harmonic m ate ria ls  are summarized in  both 

the sub ject and the e n t ire  fugue. Whereas Tutto  nel mondo e burla  

("Everyth ing in  the world is  je s t 1; sta tes a lesson to be learned, the

^Expansions o f the f i f t h  re la tio n s h ip  were described in  the in ­
tro d u c tio n  to  Chapter IV. See a lso , Exs. 4-16, 34, 37, 52, 53, 54.

2See Exs. 4-50, 51.
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ending T u t t i gabbati ( "A ll are taken in " ),  encapsulates the u n ify in g  

fan tasy. As a l l  who have been engulfed in  th e ir  search fo r  in d iv i­

dual pleasures jo in  in  expressing a shared fa te ,  a l l  who have been 

contrasted in  th e ir  music s ing together as w e ll:  they are taken in

by the contrapuntal context o f  the fugue. As the sharp d iffe rences 

between various keys reso lve  in to  a C major harmonic framework in  

the course o f the opera, the C d e fin in g  fugue acts in  the t ra d it io n  

o f voces aequales: i t  is  the most apparent way whereby the sharp

d iffe rences  th a t e x is t  between the characters a t the beginning resolve 

a t the end.

B. Other in te r v a l l ic  successions (non-leading tone m otions}. 

Motion by th ird s

A progressive fea tu re  o f the f i f t h  re la t io n s h ip  in  F a ls ta ff  is  

th a t i t  fre q u e n tly  disappears from the foreground and i t s  s p e c if ic a lly  

lo ca l d r ive  is  e lim ina ted . P lacing the V -I motion a t more remote s tru c ­

tu ra l le v e ls ,  Verdi o ften  in te rp o la te s  a more " f lo a t in g "  ascent o f a 

major th ir d .  This less in ten s ive  connection enables him to  achieve 

the f in a l to n ic  w ith  a common tone and avoid the fo rc ib le  con tra ry 

m otion, so much a p a rt o f the au then tic  cadence (Example 6-2).

Motion by th ird s  allows Verdi to  "smooth over" seams between 

tona l areas. Two frequent motions are: C-E, and C-A (Example 6 -3) . 1 

These can susta in  a common tone in  the top vo ice , and avoid both the 

lead ing-tone and con tra ry  motion.

] Cf. Exs. 4 -4 , 17, 31, and 52.
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Example 6-2

In te rp o la tio n  between V and I

Example 6-3

Motions which re ta in  a common-tone in  the top voice

C E C A

V e rd i's  p r e d i l ic t io n  fo r  the a s c e n d in g  major th ir d  and h is  sen­

s i t i v i t y  to  the s tru c tu ra l fo rce o f  the f i f t h  fre q u e n tly  lead to  a 

t ra d it io n a l combination o f the two motions: I I I  may act as a f i l l e r
2

between I and V. The use o f the repeated p a tte rn , I - I I I - V ,  w ith  i t s

^Adapted from Example 4-50. Another d iv is io n ,  in  which the as­
cending major th ir d  precedes the semitone is  i l lu s t r a te d  in  Ex. 4-7.

^Cf. Exs. 4-33 and 52; and 5-3. The motion I - I I I - V - I  a lso  ex­
is ts  w ith in  in d iv id u a l u n its ,  such as I , i  ul and I I , i i  u8 .
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modal v a r ia n ts , is  g rea te r here than in  any o the r Verdi opera. 1 In 

I I , i i ,  fo r  example, two tona l cycles e x is t  s id e -b y-s ide  (Example 6 -4 ). 

M ixture ( f i r s t  C m inor, then C major) provides tonal v a r ie ty  fo r  the 

second cyc le , which i t s e l f  encloses a s im ila r  cycle in  E.

Example 6-4 

The cyc le : I - I I I - V - I  in  I I , i i :

U n it 8

:>— | — i — - - I — p-— —

i

I-TST-T- X

1

I b i l l  V I I I I  V I
M

Ascending major th ird s  may act independently as voice lead ing , 

or em be llish ing , chords. Here Verdi avoids the s tru c tu ra l f i f t h  en­

t i r e ly  and provides in  i t s  place a smoother, less in te n s ive , connec- 
2

t io n .  A lso , Verdi adopts the n ineteen th -cen tu ry technique o f motion 

by equal in te rv a ls .  This perm its him to move from p o in t to  p o in t,  

f i l l i n g  in  tonal space, w ith ou t reference to  a consonant t r ia d ic  

o u tlin e  (Examples 6-5 , 6 ).

David Lawton has demonstrated th a t,  beginning w ith  Nabucco (1842), 
the repeated tona l cycle is  a frequent Verdian device fo r  crea ting  
la rge -sca le  tona l coherence. See "T o n a lity  and Drama," Chap. I I .

2Cf. Ex. 4-51.
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Example 6-5 

The th ir d  as a f i l l e r  between I and V

213

C major I I I I

Example 6-6 

Equal d iv is io n s  o f major th ird s  in  I , i  

U n it 2 3

.1

The th ird s  o f Example 6-5 serve a harmonic fu n c tio n : f i l l i n g

in  the space between I and V, they a ff irm  t r ia d ic  to n a l ity .  The th ird s

o f Example 6-6 are not an ad junct t r  t r ia d ic  motion; t h e ir  fu n c tio n  is

qu ite  d i f fe re n t .  F e lix  Salzer and Carl Schachter have w r itte n :

subd iv id ing  the octave in to  equal (o r enharmoni- 
c a l ly  equ iva len t) in te rv a ls  creates a pervas ive ly  
chromatic tonal environment . . .  We re g is te r  the 
equal in te rv a l l i e  progressions w ithou t re fe rr in g  
them to  a supposed, d ia to n ic  o r ig in a l.  This tem- 
porarary lack o f a d ia to n ic  frame o f reference

^Adapted from Examples 4 -4 ,5 .
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creates, as i t  were, a suspension o f tonal 
g ra v ity . 1

An im portant progressive aspect o f s ty le  in  F a ls ta ff  is  the use

o f n o n -tr ia d ic  motions through equal in te rv a ls  in  order to  a r t ic u la te  
2

dramatic events.

Other non-leading-tone motions

The d r iv in g  fo rce  o f the descending f i f t h s  (E-A-D-G-C) d ire c ­

ted toward C major is  so great th a t Verdi fre q u e n tly  is  able to  create 

a tona l s h o rt-c u t (Example 6 -7 ). S u b s titu tin g  a vo ice -lead ing  chord 

fo r  the dominant, he can s t i l l  m aintain an e f fe c t iv e  a r r iv a l on the 

to n ic . The avoidance o f the leading tone and the use o f the common 

tone combine to  create a smooth connection, which avoids the d rive  

o f the V -I cadence. The a r r iv a l on C is  s t r ik in g ;  i t  seems to  come 

too soon. Yet, i t  is  we ll-prepared by the preceding f i f t h s .

Verdi achieves a s t r ik in g  e f fe c t  when he uses a neighbor or 

other prolonging tone in  the lowest voice. This fre q u e n tly  produces 

a " fa ls e "  bass which soon resolves in  an inner voice above. Just be­

fo re  "F a ls ta ff  a t M idnight" ( I I I , i i  u3), Ab is  prepared by i t s  dom­

in an t (Example 6- 8). V, however, does not resolve d ire c t ly  to  I .

Counterpoint in  Composition (New York: McGraw-Hill, 1969), p. 
215. This d iscussion is  in  reference to  an excerpt from the "Sanctus" 
o f Schubert's Mass in  E - f la t . Another e a r l ie r  example o f th is  tech­
nique can be found in  the development section  o f the f i r s t  movement 
o f Beethoven's Sonata in  F m inor, Op.57 ("Appassionata").

2See also examples 4-22 (B-G-Eb), 4-27 (D-B-G#-F-D), and 4-38 
(Ab-E-C). F i l l in g  in  the octave by equal in te rv a ls ,  such as the major 
th ir d ,  is  s im ila r  to  motion w ith in  the augmented t r ia d .  However, in  
the augmented t r ia d ,  the f i f t h  is  a con trac tion  o f space when i t  oper­
ates in  the confines o f tra d it io n a l to n a l ity .  I t  s u b s titu te s  fo r  a 
passinq tone between the pe rfec t f i f t h  and the major s ix th . No such 
co n tra c tive  purpose e x is ts  in  these examples.
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(a)

Example 6-7 

Connections to C 

(b) (c)

Example 6-8 

Transfer o f the neighbor tone in  111, i i  

U n it 3

1 1 1 ,2

1
(lower voice) (inner j©  

voice)!—

Ab major:

Delayed
Resolution

Ex.6-7 is  adapted from Exs. 4-35, 47, and 51. Ex. 6-7(a) i l ­
lu s tra te s  the fa m ilia r  nineteenth century use o f a lead ing-tone chord 
which is  not used as such bu t, in s tea d , has a su rp rise  non -functiona l 
re so lu tio n .
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Instead, the " fa ls e "  bass moves to  a deceptive cadence (on b V I); the 

true  bass, which supports the V -I p rogression, is  b r ie f ly  absent.

Soon the Fb, o r ig in a l ly  an upper neighbor to  Eb, is  tra n s fe rre d  up­

wards. The delayed re so lu tio n  from V(Eb) to  I(Ab) occurs when Fb 

f in a l ly  resolves to  the in ner voice f i f t h  o f the to n ic  t r ia d .

Ambiguous func tions  o f chords

Using t ra d it io n a l lead ing-tone chords such as the dominant and 

dim inished sevenths o f Example 6-7 (a ,b ) in  a n o n -tra d it io n a l way,

Verdi e lim ina tes  th e ir  leading-tone assoc ia tions . This fa m ilia r  n ine­

teenth century technique perm its the re te n tio n  o f a chordal vocabu­

la ry  w h ile  the tonal func tion  o f th is  vocabulary is  in  a s ta te  o f 

f lu x .

Tonal a n t ic ip a t io n  is  another device whereby Verdi creates musi­

cal u n if ic a t io n  and achieves smooth connections between d isc re te  dra­

m atic events. The composer fre q u e n tly  h in ts  a t a fo llo w in g  s tru c tu ra l 

so n o rity  by f i r s t  using the chord in  a n o n -s tru c tu ra l, o r p ro long ing, 

ca p a c ity . 1

Smooth connections c rea ting  musical u n if ic a t io n  can also be seen

in  V e rd i's  frequen t enharmonic re in te rp re ta tio n s , fu r th e r  evidence o f
2

the f l e x i b i l i t y  o f  the composer's tonal vocabulary. For example, the 

i n i t i a l  episodes o f Nanetta and Fenton ( I , i i  u5,7) are in  Ab as the 

I I I /E .  W ith in these episodes E appears as the bVI/Ab. By th is  tu rn ­

ing o f  ins ides o u t, Nannetta and Fenton are t ie d  in  to  the surrounding 

t r ic k e ry ,  fo r  which th e ir  words are so o ften  a metaphor.

] See Ex. 4-21.

2
The on ly  semi tonal motion o f s tru c tu ra l importance is  the F-E-Eb 

o f I I , i  ( c f .  Exs. 4-24,25).
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Conclusion

The bass graph technique has been used s p e c if ic a lly  to  o u tlin e  

tona l d ire c t io n . I t  has allowed us to  discern foreground (ton a l dra­

m atic u n i t ) ,  middleground (p a r t ) ,  and background (tona l gestures which 

serve to  u n ite  the pa rts ) le ve ls  o f tona l o rgan iza tion . An a l l- in c lu s iv e  

considera tion  o f vo ice -lead ing  such as can be accomplished by Shen- 

kerian  ana lysis would have revealed m u lt i- fa ce te d  d e ta ils  o f s ty le .

This would have c la r i f ie d  the tona l o rgan iza tion  even fu r th e r .  Melo­

d ic  cons idera tions , such as V e rd i's  use o f recu rren t motives and themes, 

would a lso have provided im portant s t y l is t ic  in fo rm a tion . C e rta in ly  

design fre q u e n tly  enhances the a u d ib i l i t y  o f s tru c tu re . However, my 

goal has been d ire c te d  toward a very s p e c if ic  task: th a t o f de te r­

mining the basic tona l d ire c t io n  underly ing  the musical m ate ria ls  o f 

the opera, and p o in tin g  out the re la tio n s h ip  o f th is  d ire c t io n  to  the 

progress o f the drama. The to ta l consideration o f musical s tru c tu re  

is  a form idable and d i f f i c u l t  task fo r  a work the s ize  o f F a ls ta f f : 

i t  could not be re a lize d  in  the scope o f th is  study.

Since the determ ination  o f the tonal motion and the boundaries 

th a t are described thereby are dependent upon hearing, no in te rp re ­

ta tio n  can be ca lle d  f in a l .  However, I have o u tlin e d  a d iv is io n  which 

I fe e l is  convinc ing, one which goes fa r th e r  than previous studies 

o f F a ls ta ff  in  i t s  attem pt to  re la te  d irec ted  tonal motion to  under­

ly in g  dram atic events.
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GLOSSARY OF PSYCHOANALYTIC TERMINOLOGY

A ffe c t.  "The sub jec tive  experience o f emotion, in  con tras t to  i t s

behavioral s igns.

Ego. "An organized p o rtio n  o f the to ta l p e rs o n a lity . . . I ts  p r i ­

mary fu n c tio n  is  the synthesiz ing and u n ify in g  o f man's responses 

to  the demands o f inner and outer r e a l i t y .  Thus, the ego is  the 

re p o s ito ry  o f  consciousness, judgment, in te l lig e n c e ,  a ffe c ts ,  per­

cep tion , motor c o n tro l,  defense mechanisms, and id e n t if ic a t io n s  
2

w ith  e a rly  o b je c ts ."

Fantasy. W ishful im aginative th in k in g  ra th e r than thoughts based on 

r e a l i t y .  May be conscious o r unconscious.

In d iv id u a tio n . See S e lf-o b je c t d if fe r e n t ia t io n .

Oral fus ion . See Symbiosis.

O ra l ity  . "The c lu s te r  o f  d rives associated w ith  the l ip s ,  mouth,

tongue, and n o s t r i ls ,  w ith  e a tin g , d r in k in g , o r b rea th ing , o r ,  in  

genera l, w ith  the fo n d lin g , warmth, and to ta l environment o f 

maternal n u rtu rin g  in  the e a r ly  months o f l i f e . " 3

1
Holland, D.ynamics, p. 361.

2
Ib id . ,  p, 362

3
Ib id . ,  p. 363,
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Parent f ig u re .  "A person toward whom the sub ject has the emotions 

and a ttitu d e s  appropria te  to  a parent. " 1

Primary Process th in k in g . " I r ra t io n a l and u n re a lis t ic  though pro­

cesses l ik e  those in  dreams o r psychoses. Ideas are associated 

w ith ou t regard to  lo g ic ,  consistency, c o n tra r ie ty , o r the l im i t -
o

a tions o f  space and tim e, usua lly  by p ic tu re s  ra th e r than words."

Re-engulfment. A person's re tu rn , in  fan tasy, to  the sym biotic re ­

la tio n s h ip  he imagines he shared w ith  h is mother.

Regression. The re tu rn  to  an e a r lie r  stage o f  th in k in g  (prim ary 

. process; q . v . ) ,  fe e lin g , or behaving. Normal people regress when 

they dream, become in to x ic a te d , o r are placed in  an extremely 

s tre s s fu l s itu a t io n .

Secondary process th in k in g . "Rational and r e a l is t ic  thought pro­

cesses l ik e  those used in  problem -solving. A fu n c tio n  o f  the 

conscious ego (q .v . )  Cf. Primary process th in k in g ."^

S e lf-o b je c t d i f fe r e n t ia t io n .  The gradual d is s o lu tio n  o f  the sym biotic 

bond. As re s u lt ,  the c h ild  is  "psycho log ica lly  born ," and comes 

to d is tin g u is h  between h is own a ttr ib u te s  and those o f h is mother.

Symbiosis, This re fe rs  to  the mother in fa n t re la t io n s h ip , where the 

in fa n t,  w ith  no ego o f  s own, is  com pletely dependent on the

1
Ib id . ,  p. 363.

2
I b id . ,  p. 363.

3
Ib id . ,  pp. 363-364.
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nu rtu ring  mother fo r  s a t is fa c tio n  o f  i t s  needs and p ro tec tion  

from r e a li ty ,  The mother, on her p a r t ,  develops strong emo­

t io n a l t ie s  to  the in fa n t.  I t  is  "the  f i r s t  im portant love 

re la tio n s h ip  o f  an in fa n t 's  l i f e . " 1

1
Cameron, P e rso n a lity , p. 53.
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