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SOURCES

Autograph Sources

The principal source for this critical edition is
Verdi’s autograph full score. Sketches and/or
drafts for the opera, probably of the type known
from the facsimile of the Rigoletto sketch, are
known to exist, but they are not presently avail-
able for consultation.

A: Autograph Full Score; Milan,
Archivio di Casa Ricordi
Verdi’s autograph manuscript of Il trovatore is
located in the Archives of Casa Ricordi in
Milan, where we can assume that it has been
housed since the season of the opera’s pre-
miere. The manuscript paper is in upright folio
format, with individual leaves measuring c. 25
cm by c. 35 cm (variations in size arise from
cutting and pasting during the binding process,
and from small differences between types of
paper ruled with different numbers of staves).

Verdi appears to have received his manuscript
paper directly from Ricordi, who deducted such
expenses from the composer’s royalty account.
The paper probably arrived as fascicles of five
nested bifolios (“quinterni”), each fascicle con-
taining manuscript paper ruled with the same
number of staff lines. As we shall see, many of
these groups of nested bifolios remain intact in
the manuscript. There are three types of paper:
type A has twenty-four staves and, measured
from the top of the highest staff to the bottom
of the lowest, has a total span (TS) of 30.8 cm;
type B has twenty staves (TS 28.8 cm); and
type C has thirty staves (TS 28.9 cm).

The table below summarizes the fascicle
structure and the distribution of paper types in
the autograph manuscript. The critical notes
present a detailed consideration of the fascicle
structure of problematic pieces (particularly
NN. 4, 11, and 14).

Number Title Location Fascicle structure Paper type
N.1 Introduzione 1-32 3 of 5 nested bifolios (1-30), and 1 bifo- A
lio (31-32)
N.2 Cavatina Leonora 33-53 1 of 4 nested bifolios (33—40), and 1 of B
7 nested bifolios (41-53; the second
half of f. 41 has been cut away)
N.3 Scena, Romanza 54-79 2 of 5 nested bifolios (54-73), and 1 of B
e Terzetto 3 nested bifolios (74-79)
N.4 Coro di Zingari 80-101 originally 1 of 12 nested bifolios A
e Canzone
N.5 Racconto 102-118 1 of 5 nested bifolios (102-111), and 1 B
d’Azucena of 4 nested bifolios (112-118; the sec-
. ond half of f. 112 has been cut away)
N.6 Scena e Duetto 119-142 2 of 5 nested bifolios (119-138), and 1 B
of 2 nested bifolios (139-142)
N.7 Aria Conte 143-162 2 of 5 nested bifolios B
N.8 Finale Atto II 163-182 1 of 10 nested bifolios C
N.9 Coro 183-198 1 of 8 nested bifolios A
N. 10 Scena e Terzetto 199-222 1 of 5 nested bifolios (199-208), and 1 A
of 7 nested bifolios (209-222)
N. 11 Aria Manrico 223-250 1 of 5 nested bifolios (223-234; exclud- A
ing ff. 232-233), and 1 of 8 nested
bifolios (235-250)
N. 12 Scena ed Aria 251-276 1 of 8 nested bifolios (251-266), and 1 A
Leonora of 5 nested bifolios (267-276)
N. 13 Scena e Duetto 277-300 2 of 6 nested bifolios B
N. 14 Finale Ultimo 301-340 2 of 5 nested bifolios (301-310 and B

311-320); 6 single folios pasted
together to form a single fascicle
(321-326); and a fascicle of 7 nested
bifolios (327-340)
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The changing size of vocal and orchestral
forces dictates the presence of different paper
types. The “basic” paper is of twenty staves
(type B), used in NN. 2, 3, 5, 6, 7, 13, and 14.
Verdi used twenty-four-stave paper (type A) in
NN. 1, 4,9, 10, 11, and 12, all of which involve
chorus. He reserved thirty-stave paper (type C)
for the central finale, N. 8, which requires the
greatest number of voices and instruments.

Although the standard fascicle almost surely
contained five nested bifolios, Verdi deter-
mined the size of gatherings in the manuscript
after he had planned (and sketched elsewhere)
the overall design of each piece: as we can see,
he usually managed to predict precisely the
number of nested bifolios he would need.

When the standard fascicle size was too large
or too small, Verdi could decrease or increase
its size by removing bifolios from, or adding
them to the existing gathering. Such procedures
probably account for the smaller fascicles of 2,
3, and 4 nested bifolios in NN. 6, 3, and 5,
respectively, and the larger ones of 7, 8, 10, and
12 (originally) in NN. 2, 9, 8, and 4, respective-
ly. The irregularities noted in NN. 4 and 14 are
the result of revisions and musical decisions
Verdi took after he had drafted the numbers: a
change in the structure of the orchestral intro-
duction in N. 4, and detailed changes in the
working out of the central ensemble
(“Andante”) in N. 14. In N. 10, an error in plan-
ning required the insertion of two additional
bifolios at the center of the second gathering.

There are six numerical series used in the
score:

a) a stamped foliation (from 1 through 340)
in the upper right-hand corner of the recto.
According to a note written on the opening fly-
leaf of each of the four volumes into which the
manuscript is divided, this foliation was added in
1927. The note in the first volume reads: “Contr.
e num. i fogli [the folios checked and num-
bered] / 28-X1-1927 / M. Z. [Maffeo Zanon].”

b) a series of numbers, written in ink in the
upper left margin of the first recto of a new fas-
cicle. Many of these numbers are no longer vis-
ible due to binding and/or cropping. They may
well have been Verdi’s progressive numeration
of the fascicles within each number. Remnants
of this numbering can be seen in NN. 1 (“2”
and “3” for the second and third fascicles), 3
(“1” through “3”), and 14 (“1” through “4”).

c¢) another series of numbers in pencil in the
left margin, usually on the first recto of a new
fascicle. For N. 1, the copyist who added this
numeration used the numbers Verdi had already
written. The table on p. 5 lists their locations.
The pencil series runs consecutively from 4
through 18 in Acts I and II (changing an erro-
neous 12 to 10 and skipping 15—probably both
oversights), and from 1 through 14 in Acts III
and IV (repeating 12, and changing a repeated
13 to 14, perhaps indicating revisions in the
manuscript: see Notes to N. 14). All these num-
bers served to keep the fascicles in the proper
order, and were probably added by an employ-
ee of the Ricordi firm.

d) a series of numbers, written in reddish-
brown pencil or crayon, usually in the lower
left portion of the page, corresponding exactly
to the division into sections and numbering of
pvRI. An employee of the Ricordi firm proba-
bly added these numbers during the preparation
of pvRI. The series runs consecutively from 2
through 23. The presence of the number 2 on f.
1 suggests that the publisher expected that
Verdi would later add a prelude or overture to
the score. In fact, in pvRI the first section is
entitled “N. 1 e 2 Coro d’Introduzione e
Cavatina (Racconto);” and in pRI N. 1 uses
two letters (AB) with the plate number, where-
as the other numbers have only one.

e) seemingly random numbers, written in
ink, usually doubly underlined, most often in
the area of the score in which the woodwind
and brass parts are found. Undoubtedly the
copyists and/or engravers responsible for the
preparation of the orchestral parts added these
numbers, for they all refer to the number of
measures rest between entrances.

f) in NN. 3, 5-10, and 12-14, a series of
numbers written in ink, approximately every
four measures, below the bar line at the bottom
of the page. They were undoubtedly the work
of engravers planning the layout for one of the
Ricordi publications. The following table indi-
cates the boundaries of each series in the num-
ber in which it is found:

N. 3:1-85 N.9:2-44
N.5:1-49 N. 10: 2-73
N. 6: 1-79 N. 12: 1-79
N.7:1-53 N. 13: 1-74
N.8:1-54 N. 14: 1-26
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Number Numeration, characteristics Location
Acrl
N.1 “2,” in ink f. 11, upper left margin
“3,” in ink f. 21, upper left margin
“3,” followed by “2/4” in ink, the latter
changed to “1/2” in pencil f. 31, upper left margin
N.2 “4,” in pencil f. 33, upper left margin
“5,” in pencil f. 41, upper left margin
N.3 “6,” in pencil f. 54, upper left margin
“7,” in pencil f. 64, upper left margin
“8,” in pencil f. 74, upper left margin
Act I
N.4 “9,” in pencil f. 80, left margin, mid-page
N.5 “12,” the “2” changed to “0,” in pencil f. 102, left margin, mid-page
“11,” in pencil f. 112, left margin, mid-page
N.6 “12,” in pencil f. 119, left margin, mid-page
“13,” in pencil f. 129, left margin, mid-page
“14,” in pencil f. 139, left margin, mid-page
N.7 “16,” in pencil f. 143, left margin, mid-page
“17,” in pencil f. 153, left margin, mid-page
N. 8 “18,” in pencil f. 163, left margin, mid-page
Act III
N.9 “1,” in pencil f. 183, left margin, mid-page
N. 10 “2,” in pencil f. 199, left margin, mid-page
“3,” in pencil f. 209, left margin, mid-page
N. 11 “4,” in pencil f. 223, left margin, mid-page
“5,” in pencil f. 235, left margin, mid-page
Acr IV
N. 12 “6,” in pencil f. 251, left margin, mid-page
“7,” in pencil f. 267, left margin, mid-page
N. 13 “8,” in pencil f. 277, left margin, mid-page
“9,” in pencil f. 289, left margin, mid-page
N. 14 “10,” in pencil f. 301, left margin, mid-page

“11,” in pencil
“12,” in pencil
“12” [sic], in pencil
“13,” in pencil

“13,” the “3” changed to “4,” in pencil

f. 311, left margin, mid-page
f. 320, left margin, mid-page
f. 321, left margin, mid-page
f. 324, left margin, mid-page
f. 327, left margin, mid-page

According to Casa Ricordi, the present cov-
ering and binding for the four volumes of I/
trovatore, which are uniform with those of the
other Verdi autographs in the archive, date from
the 1920s. Since Maffeo Zanon’s notes alluding
to checking and numbering of the manuscript
appear on the flyleaves, the four volumes of 1/
trovatore were probably bound in November
1927. The first volume contains ff. 1-79 (Act I),
the second ff. 80-182 (Act II), the third ff.
183-250 (Act III), and the fourth ff. 251-340
(Act IV). The covers are of cardboard, over
which has been pasted green marbled paper. The
spines are stamped with gold lettering as follows:

Vol.I:  “VERDI/IL / TROVATORE / ATTO 1.”
Vol. II:  “VERDI/ IL / TROVATORE / ATTO 2.”

Vol. III:  “VERDI/ IL / TROVATORE / ATTO 3.”
Vol. IV:  “VERDI/IL / TROVATORE / ATTO 4.”
The fascicles were sewn and glued before bind-
ing. Roughly halfway through Volume I the bind-
ing has broken, and ff. 4253 lie loosely in place.
Verdi used heavy white manuscript paper,
of excellent quality, that has grown somewhat
yellow with time. He wrote the manuscript with
black ink and a fine pen nib. His later corrections
are in two shades of ink. One is a very light
shade of brown, that must have come from ink
that was perhaps somewhat diluted with water,
and dried very quickly. Verdi may have made
corrections with this ink while proofreading his
manuscript. Another set of later entries is in a
bold blue ink. All of the annotations in blue ink
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seem to have been written quickly, and may re-
present last-minute changes that Verdi made
during rehearsals for the premiere. As we shall
see, most of these did not make their way into
pvRI. Finally, there are also corrections and
additions in another hand, written with a nib
broader than the one Verdi used, in dark brown
ink. The ink from these non-autograph entries
has frequently bled through to the opposite side
of the page.

Further information on the autograph score of
each number can be found in the introductory
matter to that number’s critical notes.

Autograph Album Leaves

Verdi penned numerous album leaves with
melodies from 1! trovatore. Toward the end of
his frustrating sojourn in Naples during the
winter and early spring of 1858, for example,
while the project to mount Un ballo in
maschera was falling through, he wrote two
such album leaves on successive days (5 April
and 6 April). The first was offered for sale by
Kenneth W. Rendell Gallery, New York, in
their catalog published during the Summer of
1986, and is reproduced in facsimile on the
cover of the catalog; the second was offered at
auction by the Stargardt company in their
catalog #560 of 28 November 1962 (item
#1203), and is reproduced in facsimile as
“Tafel 15.” Both contain Manrico’s melody in
the “Miserere” scene (N. 12), “Sconto col
sangue mio” (mm. 105-112), with a one-line
bass accompaniment. The melody and text are
essentially as in the opera, except for the text
at m. 111, where some words are reversed:
“[Leono]-ra, addio, Leonora, addio” (instead of
“[Leono]-ra, Leonora addio, addio™).

These album leaves, written out by memory,
cannot be considered true sources for the opera,
and they are disregarded in this edition.

Manuscript Copies

Fourteen manuscript copies of the full score of
Il trovatore were examined, many of them
scores prepared by Ricordi for rental during the
early history of the opera. None has proved to
be of particular value for the critical edition. In
no copy is there any sign of Verdi’s direct
intervention; indeed, few of them can be dated.
Very rarely do these sources assist in clari-

fying ambiguities in the autograph, although, as
will be seen from the notes below, a few offer
interesting hints on matters of performance
practice, and in one case (A-Wn), on establish-
ing the date by which Verdi must have com-
pleted the orchestration of the opera.

A-Wn: Vienna, Osterreichische Nationalbib-
liothek, Musiksammlung, O.A. 367.

This manuscript is in upright folio format. Its
title page reads: “Vienna Prim[aver]® 1854 /Il
Trovatore M.° Verdi / Preludio ed Int." / Atto
1.2.” The score is in Italian, and there are
numerous conductor’s markings in both Italian
and German. The manuscript was undoubtedly
used for many performances in Vienna, from
the spring of 1854 at least through 13 June
1914, the date written at the end of Vol. I. A
number of cuts and transpositions are indicated,
presumably not all for the same production.
The cuts include: N. 2, 96-102; N. 6, 207-249
and 275-286; N. 7, 106-133 and 145-155;

N. 8, 49-57; N. 9: a longer cut of 82-129 and
a shorter one of 99-126; N. 11, 82-103 and
176-258; N. 12, 38-61 and 123-236 (leaving
only the “Miserere”); N. 13, 187-211; N. 14,
303-313 and 332-362. In two cases the music
was re-written to accommodate the cuts: 1) N.
12, 36-37—where a cadence in F minor was
avoided, and the A-flat key of the “Miserere”
was prepared; 2) 128-129 in the same piece,
where the measures were changed to a perfect,
authentic cadence in F major to prepare the
beginning of N. 13.

The transpositions are found in the Count’s
Aria (N. 7), where both the Scena and the
Adagio (“Il balen del suo sorriso”) are marked
“1/, Ton tiefer,” and in Manrico’s Aria (N. 11),
where the string parts are rewritten in 37-38,
followed by the annotation “!/, Ton tiefer.” At
104, the word “Naturale” is found (presumably
meaning in tono), but beneath that is the indica-
tion “Miiller [a singer] !/> Ton tiefer.” On the
same pages containing these transpositions in
N. 7, there are also later indications: at 37-38,
“Miiller Originale;” at the Adagio, “Originale.”

Even more drastic than the cuts and transpo-
sitions is the rewriting in a number of passages.
At the beginning of the Racconto d’Azucena
(N. 5), someone composed two measures of a
C-major fanfare for strings, ostensibly to help
the tenor get his opening pitch for “Soli or
siam.” Following the end of the Count’s Aria
(N. 7) are three pages of full score, intended to
replace Verdi’s coda (134-176). The new coda
consists of a repeated four-measure cadential
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phrase, followed by a new cadential phrase of
four measures, concluding with five measures
of tonic harmony for the orchestra alone: 17
measures in the place of 42! The choral parts in
this new ending are extremely simple, and the
limitations of the Vienna chorus may have been
the main reason for the change.

One other performance indication in the manu-
script is the annotation “Ballo” at the end of the
Coro (N. 9). Whether or not the ballet music of
Le Trouvére is meant cannot be determined, for
the score continues directly with N. 10.

Perhaps the most important information in
A-Wn is the date that the copyist wrote at the
end of the Scena e Terzetto (N. 10): “Li 13

13}

176-224; N. 12, 123-236, after which N. 13
begins with a repeated one-measure vamp for
Vc-Cb: f- bb - a - g (all quarter notes). As in A-
Wh, there are also some transpositions. All of the
Count’s Aria (N. 7) is marked “!/»” (presumably
a half-step lower) in pencil; the beginning of
the Finale Atto IT (N. 8) has been stamped “As
written.” In Manrico’s Aria (N. 11) there is an
indication “!/> tone lower 1927,” referring to the
tempo di mezzo and cabaletta (“Di quella pira”).

Another annotation that suggests familiarity
with Le Trouvére is found in the Count’s Aria
(N. 7), 55-57 (“Il balen del suo sorriso”). Above
the vocal staff, the following variant, associated
with Le Trouvére, is notated in pencil:

:

) = —

B S N
T

T

T " - )
L4 T L - ¥

1

[fa-] vel -

dicembre 1852,” indicating that Verdi had fin-

ished the orchestration, at least of this number,

more than a month before the premiere (see the
introduction to the score).

GB-Lbl: London, British Library, add. ms.
34235.

This manuscript, of two volumes, is in upright
folio format. A label on the front cover reads:
“Il / Trovatore / Conductor. / Atto 1.°2.%.” On
a flyleaf inside the front cover is the following
notice: “Purchased of A. Mapleson / 12 May
1888.” The manuscript served as a performing
score, for there are many conductor’s markings
in it. A number of cuts and transpositions
appear as well. What-ever theater used the
score had printed stickers for transpositions;
these occur in two places. At the beginning of
the Count’s Aria (N. 7), one sticker reads “!/,
note lower 1877”; the last “7”” has been written
in by hand. In the Scena e Terzetto (N. 10),
another is found at 37, but nobody filled in the
blank space after the printed “187__.”

GB-Lcg: London, Archive Office, Royal Opera
House, Covent Garden.

This manuscript is in upright folio format. Its
title page reads: “Il Trovatore / di / Giuseppe
Verdi / Partitura / Atto / 1m.”

Covent Garden used the manuscript for per-
formances at least as late as 1927 (see below). A
number of cuts are marked in the manuscript:
N. 2, 96-102 (as in A-Wn, this cut may indicate
familiarity with a comparable cut that Verdi him-
self made for Le Trouvére) and 210-211; N. 3,
270-281; N. 6, 265-282 and 299-302; N. 7,
106-133; N. 10, 209-241; N. 11, 82-103 and

li in mio fa-vo-re! Sper- deil so- le d’un suo sguar- do la

tem- pe - [sta]

I-Bc: Bologna, Civico Museo Bibliografico-
Musicale “G. B. Martini,” RR 189.

This manuscript is in oblong folio format. Its title
page reads: “Il Trovatore / del Maestro / Giuseppe
Verdi / Atto / 1™.” Two pages at the end of Act IT
contain the Fg, Trn, Cimb, Timp, and Cassa parts
for the Act II Finale. The score is a very clean
copy with no annotations reflecting performance
decisions such as cuts, transpositions, or vocal
variants. Curiously, there are also no metronome
marks in the score. Perhaps the copyist simply
omitted them. It is also possible, however, that the
score was copied from Verdi’s autograph before
the composer had added metronome marks.

I-Fc: Florence, Biblioteca del Conservatorio di
Musica “L. Cherubini,” B IX 270, 271.

The manuscript, in two volumes, is in oblong
folio format. There is no title page, and the
pages have been cropped closely at the top and
bottom, so that most of the titles of the individ-
ual numbers have been cut away. In the
Introduzione (N. 1), 16-106 have been bound
in upside down and backwards. As in the case
of I-Bc, there are no metronome marks and no
annotations from performances. On many
pages, the lower portion has been severely
damaged by water (perhaps during the flood of
1966), and are now nearly illegible.

I-Mc!: Milan, Biblioteca del Conservatorio di
Musica “G. Verdi,” Part. Tr. Ms. 444,

This manuscript is in upright folio format. Its
title page reads: “Me° Verdi Il Trovatore /
Preludio ed Introd." / Atto Primo.” The score is
a very clean copy, with a few corrections
marked but no cuts, transpositions, or variants.
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I-Mc2: Milan, Biblioteca del Conservatorio di
Musica “G. Verdi,” Fondo Noseda S. 42—-11.

This manuscript is in oblong folio format. Its
title page reads: “Il Trovatore / Poesia del Sig":
Salvatore Cammarano / Musica / Del M°
Giuseppe Verdi / Atto Primo.” Like I-Mc?, this
score is unmarked.

I-Nc!: Naples, Biblioteca del Conservatorio di
Musica “S. Pietro a Maiella,” Verdi 970.

This manuscript is in upright folio format. Its
title page reads: “Il Trovatore / Dramma Lirico
in quattro parti Poesia di Salvatore Cammarano
/ Musica / Del Sigr M° G¢ Verdi / Rappresentato
nel Real Teatro S. Carlo L’anno 1853 /
Preludio ed Introduz® / Atto Primo.” In the
upper right-hand corner the words “Riveduta
con la copia venuta da Milano e Libretto” are
followed by an illegible signature. In the lower
left-hand corner, the same hand has added:
“Opera nuova per Napoli / Scritta per Roma /
L’anno 1852,” and in the lower right-hand cor-
ner: “Appartenente all’Archivio / del Real
Collegio di Musica.”

The chief interest in this manuscript is the
poetic text, which differs from Cammarano’s in
many places, and reflects the intervention of
political and religious censors. Since many of the
textual variants in this score correspond to the
readings of RO%, it seems likely that this was
the libretto mentioned in the note on the title page.

The score is a very clean copy, with no per-
formance markings.

I-Nc2: Naples, Biblioteca del Conservatorio di
Musica “S. Pietro a Maiella,” Verdi 973, 974.

This manuscript, in two volumes, is in oblong
folio format. Its title page reads: “Il Trovatore /
Musica / Del M.° Verdi / Atto Primo.”

At the end of Act II, there are seven pages
of score for the “8 Strumentini in Fine del
Finale 2.%”; for the “Miserere” in Act IV the
Tr, T, Cimb, Timp, and Cassa parts are also
written on a separate sheet following the end of
N. 12.

At the end of the opera, the copyist wrote:
“Finis Laus Deo / 28. Giugno 1855.”

I-Rse!: Rome, Biblioteca Musicale “Santa
Cecilia,” G. Mss. 506, 507.

This manuscript, of two volumes, is in upright
folio format. Its title page reads: “Il Trovatore /
Opera / di / Giuseppe Verdi.” In the lower left-
hand corner appears the word “Partitura;” in the

lower right-hand corner a note in the same
hand identifies the copyist: “Copiata per
studio proprio / da / Alessandro Orsini.” The
layout of the manuscript differs from the one
used in most of the other full scores described
in these pages. The woodwinds, brass, and per-
cussion are grouped in the top portion of the
page, but in the order commonly found in nine-
teenth-century Italian scores, with Cor follow-
ing Cl, and Fg between Tr and Trn. After the
vocal parts, all string parts appear together at
the bottom of the page, as in a modern score.
The manuscript is a clean copy, with no perfor-
mance annotations.

I-Rsc?: Rome, Biblioteca Musicale “Santa
Cecilia,” A. Mss. 118, 119.

This manuscript, of two volumes, is in upright
folio format. Its title page reads: “Atto 1.0 /11"
Trovatore / di Gius. Verdi.” The distribution of
the parts follows the unusual format of I-Rsc!;
as in that manuscript, there are no metronome
indications and no performance notes. There is
also no evidence of censorship in the poetic
text. It seems unlikely that either of these manu-
scripts in the Roman library was connected
with the premiere of the opera.

US-Bm: Boston, Boston University, Mugar
Library, BSO score #311.

This manuscript is in oblong folio format. Its
title page reads: “Il Trovatore / Musica / Del
Sig.r M Giuseppe Verdi / Atto Primo.” The
score is a clean copy, with no metronome indi-
cations and no conductor’s markings. At the
end of the Act II Finale there is a separate sheet
for the “Strumentini mancanti del Finale 2do”
(Trn, Cimb, Timp, and Cassa). One detail of
interest is that in the repeat of the cabaletta in
the Aria Conte (N. 7), where only the voice part
is notated, 132-133 appear in their unrevised
form (cf. the description of pvPA below).

US-Wc!: Washington, D.C., Library of
Congress, Music Division.

This manuscript is in upright folio format. Its
title page reads “Il Trovatore / Gran Partitura /
Musica / Del Maestro Giuseppe Verdi / Atto
1me” An oval stamp on the title page reveals
that the score once belonged to the Edward
Uhlig Musical Library, New York. The text of
the score is in Italian. There are no metronome
indications, but a number of cuts have been
marked in pencil. A separate page at the end of
N. 1 contains the “Strumentini seguito del
I’Introdre.”
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US-Wc2: Washington, D.C., Library of
Congress, Music Division.

This manuscript, of four volumes, is in upright
folio format. Its title page reads: “Maestro
Verdi / Il Trovatore / Preludio ed Introduzione /
Atto 1.m.” In the upper right-hand corner this
note appears: “Torino S[tagion]e C[arneva]le
Quaresima 1865.” On the front cover a printed
label indicates that more recently, the manu-
script belonged to a rental agency, Arthur Tams
Musical Library in New York. This score does
include metronome indications, and there are
also conductor’s markings, including cuts and
transpositions.

Printed Musical Sources

In establishing the text of a Verdi opera, three
types of printed musical sources must be con-
sidered: orchestral scores, orchestral and choral
parts, and reductions for voice and piano. In the
case of /I trovatore, only the last two types carry
any real authority. Other contemporary publica-
tions—excerpts of favorite pieces, or arrange-
ments of the opera for various instrumental
combinations—are useful for charting musical
taste and the activities of both amateur and pro-
fessional musicians, and for following the dis-
semination of Verdi’s opera during the nine-
teenth century. So far as we know, however,
they are of no significance in establishing the
text of /I trovatore and are not considered here.

Orchestral Scores
The success of I/ trovatore induced Ricordi to
engrave a full score of the opera “in luogo di
manoscritto,” possibly as early as 1888. The
first edition of the full score bears the imprint
“R. Stabilimento Tito di Gio. Ricordi e Francesco
Lucca” (Ricordi acquired Lucca in 1888). The
score, of 595 pages, has no plate numbers. A
second edition of the full score appeared c. 1895,
according to both Hopkinson and Chusid. (See
Cecil Hopkinson, A Bibliography of the Works
of Giuseppe Verdi, 2 vols. [New York, 1973-
78], 2:88-97, and Martin Chusid, A Catalog of
Verdi’s Operas [Hackensack, New Jersey,
1974], 160-63.) The score, of 675 pages, also
has no plate numbers; like the earlier edition,
this score was available for rental only. There is
no evidence that Verdi had anything to do with

the publication of either one of these scores that
came out during his lifetime. Neither one is a
significant source for the critical edition.
Probably in 1913 (Chusid), Ricordi engraved
a new edition of the score, with the plate number
113957. This score, of 445 pages, has been re-
printed frequently. About 1915 (Hopkinson,
Chusid), another full score of 445 pages ap-
peared, with the plate number 115340. In 1955
Ricordi issued a “nuova edizione riveduta e
corretta,” still of 445 pages, with the plate num-
ber P.R. 158. Although P.R. 158 is not a signif-
icant source for the critical edition, a copy of it
served for the preparation of the musical text.

Piano-Vocal Scores

Numerous reductions for piano and voice of /]
trovatore were published during the nineteenth
and twentieth centuries. For the purposes of this
critical edition, the first Ricordi edition has spe-
cial importance. This score dates from 1853,
some months after the premiere of the opera.
All other editions were almost entirely derived,
with or without permission, from it.

pvRI: Ricordi, First Edition of the
Piano-Vocal Score (1853)

Ricordi began preparing reductions for piano
and voice of separate numbers of I/ trovatore
more than a month before the Roman premiere
of 19 January 1853. Facing pages in Ricordi’s
libroni recording this stage of the work note the
assignment of individual pieces for engraving
on dates beginning with 10 December 1852 and
ending with 14 June 1853; the dates for the cat-
aloging of these reductions range from 31
January through 6 August 1853 (see the table
below). Ricordi’s house journal, the Gazzetta
musicale di Milano, advertised a selection of
fifteen separate pieces “da pubblicarsi ad inter-
valli” in its issue of 30 January 1853. Although
a preliminary advertisement appeared in this
issue, the complete score was offered only in
the issue of 7 August.

The engraved score of 252 pages, in oblong
folio format, has the following title page, with
the lettering placed around a central illustration:

[at the top of the page:] Al suo venerato ed
ottimo amico, I’egregio Avvocato | ANTONIO
VASSELLI [ L’EDITORE / TITO DI GIO. RICORDI / IL
TROVATORE / Dramma in quattro parti di
Salvadore Cammarano / POSTO IN MUSICA DAL
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MAESTRO / GIUSEPPE VERDI / Cavaliere della
Legion d’Onore / [illustration, signed S.M.,
representing the moment in the second-act
finale at which Manrico arrives and prevents
the Count from abducting Leonora] / [to the left
of the illustration:] Riduzione per CANTO e
PIANO / di LUIGI TRUZZI / [to the right of the
illustration:] OPERA COMPLETA / Fr. 40—/
[below the illustration:] Proprieta dell’Editore
che si riserva il diritto della stampa di tutte le
riduzioni, traduzioni € composizioni sopra
quest’Opera. — Reg. all’Arch. dell’Unione. /
MILANO / I.R. STABILIMENTO [Hapsburg arms]
NAZIONALE PRIV. DI / TITO DI GIO. RICORDI /
Contrada degli Omenoni N. 1720 e sotto il por-
tico a fianco dell’LLR. Teatro alla Scala. / FI-
RENZE, Ricordi e Jouhaud. — MENDRISIO, C.
Pozzi, che ne ha fatto regolar deposito al
Consiglio di Stato. — PARIGI, Escudier.

The verso of the frontispiece is blank. The
index appears on the following recto (p. [3]).
On the verso of this page (p. [4]) “Personaggi”

and the corresponding “Attori” are listed in two
columns. This list reproduces the information
given in the corresponding page of the libretto
for the first performance (RO*%). The music fol-
lows on pp. 5-252.

This vocal score divides the opera into sec-
tions that correspond only in part to Verdi’s
“numbers.” Each of the twenty-three sections
of pvRI has its own plate number (except for
NN. 1-2, which are combined under one plate
number), moving progressively from 24842
through 24863 and accompanied by one of the
following seven sets of letters: “C. C.,” “HH,”
“KK,” “MM,” “NN,” “SS,” and “UU.” These
letters correspond to individual engravers.

The table below reproduces the structure of
pvRI, comparing it to Verdi’s autograph desig-
nations. The table on p. 11 provides detailed
information for each sub-division, giving the
name of the engraver and the chronology of its
engraving and cataloging.

The structure of pvRI

Verdi First Ricordi edition
Plate
Number  Autograph title number Number Title
N.1 Introduzione 24842 N.1e2 Coro d’Introduzione e Cavatina
(Racconto)
24843 N.3 Seguito e Stretta dell’Introduzione
N.2 Cavatina Leonora 24844 N.4 Scena e Cavatina
N.3 Scena, Romanza e
Terzetto 24845 N.5 Scena e Romanza
24846 N.6 Scena e Terzetto
N. 4 Coro di Zingari e
Canzone 24847 N.7 Coro di Zingari
24848 N. 8 Canzone
24849 N.9 Coro
N.5 Racconto d’Azucena 24850 N. 10 Scena e Racconto
N.6 Scena e Duetto 24851 N. 11 Scena e Duetto
N.7 Aria Conte 24852 N. 12 Scena ed Aria
N. 8 Finale Atto II 24853 N. 13 Finale secondo. Coro
24854 N. 14 Seguito del Finale secondo
24855 N. 15 Pezzo concertato nel Finale secondo
N.9 Coro 24856 N. 16 Coro d’Introduzione
N. 10 Scena e Terzetto 24857 N. 17 Scena e Terzetto
N. 11 Aria Manrico 24858 N. 18 Scena ed Aria
N. 12 Scena ed Aria Leonora 24859 N. 19 Scena ed Aria, Preghiera e Romanza
N. 13 Scena e Duetto 24860 N.20 Scena e Duetto
N. 14 Finale Ultimo 24861 N.21 Finale quarto. Duettino
24862 N. 22 Seguito del Finale quarto. Scena e
Terzettino
24863 N.23 Scena finale
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The preparation of pvRI
Plate Cataloged
number Engravers Assigned [1853]
24842 Milanesi, Brioschi 10 December 1852 31 January
24843 pe 13 June 1853 6 August
24844 Milanesi, Brioschi, Pé 12 December 1852 31 January
24845 Grassi 15 December 1852 31 January
24846 Milanesi, P¢, Brioschi 15 December 1852 31 January
24847 pe 13 June 1853 6 August
24848 Milanesi 17 December 1852 31 January
24849 Milanesi 14 June 1853 6 August
24850 Grassi, P 19 December 1852 15 February
24851 Grassi, P¢, Milanesi 23 December 1852 15 February
24852 Grassi, Brioschi 27 December 1852 15 February
24853 Milanesi 13 June 1853 6 August
24854 Milanesi 13 June 1853 6 August
24855 Brioschi 13 June 1853 6 August
24856 Grassi 13 June 1853 6 August
24857 Milanesi, Grassi, Brioschi 2 January 1853 22 March
24858 Pg, Milanesi, Brioschi 5 January 1853 8 March
24859 Grassi, Villa 7 January 1853 8 March
24860 Milanesi, Pe 10 January 1853 8 March
24861 Pe 14 January 1853 22 March
24862 Milanesi 14 January 1853 22 March
24863 Brioschi 16 January 1853 22 March

Six of the pieces have corner dates on the

first page:

N.1e2 pl. no. 24842: 4.2.52 [sic for “53”] (p. 5)
N.3  pl. no.24843:9.6.53 (p.17)

N.5 pl. no. 24845: 18.7.53 (p. 39)

N.6  pl no.24846:25.2.53 (p. 43)

N.7 pl. no. 24847: 9.6.53 (p. 58)

N.11 pl no.24851:15.2.53 (p. 84)

We have been unable to explain the discrep-
ancies between these dates and those in Ricordi’s
libroni. But the imprints provide additional
information. Only four of them—pl. nos. 24842,
24846, 24851, and 24862—bear the imprint
“Proprieta di G. Ricordi in Milano™; all the oth-
ers refer to Tito Ricordi. This suggests that
most of the score was engraved after 15 March
1853, the date of Giovanni Ricordi’s death.

The subdivisions established by Ricordi in
this edition were determined by economic and
editorial exigencies. Arias, duets, and ensembles
were offered for sale as they became available,
so that their commercial diffusion would benefit
from any attention gained during early perfor-
mances. Thus, the first complete piano-vocal
score of Il trovatore, as with so many successful
contemporary operas, resulted from gathering to-
gether individual numbers offered for sale previ-

11

ously, with the addition of a cover, frontispiece,
index, and some ensembles or scenas not previ-
ously published. Consecutive pagination was
added to the entire work, and runs alongside the
earlier, independent pagination of each piece. As
we can see from the comparative table above,
Ricordi isolated three solo pieces—Ferrando’s
“Racconto,” Manrico’s “Romanza,” and Azuce-
na’s “Canzone” from the larger numbers to which
Verdi assigned them in his autograph. Ricordi
also broke up the second-act and fourth-act
finales into three and four sections, respectively.

Apart from the extra divisions (and the new
titles and cadences which Ricordi was obliged
to invent), the music of pvRI is structurally
identical to the opera Verdi wrote.

Other Piano-Vocal Scores

A list of reductions of /I trovatore for piano and
voice appears in Hopkinson. None of these re-
ductions was prepared under Verdi’s control, nor
did those responsible for them (after the first edi-
tion) seek further information from A or other
authentic sources. They have not been consid-
ered significant sources for this critical edition.

One of them does have a certain historical
interest, because it may have been published
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before pvRI: the first complete edition pre-
pared by the Stabilimento Musicale Partenopeo
in Naples (pvPA). According to Hopkinson, the
Gazzetta musicale di Napoli advertised this
score on 11 December 1852 (some five weeks
before Ricordi announced the sale of fifteen
individual pieces in the Gazzetta musicale di
Milano), and on 12 March 1853 the Stabilimento
Partenopeo announced that ten pezzi staccati,
together with the whole score, would be avail-
able on 23 April 1853 (about three months
before Ricordi advertised his complete score).

The engraved score pvPA contains 195
pages, in oblong folio format, and has the fol-
lowing title page: “IL TROVATORE / Opera tragi-
ca in 4 Atti / Rappresentata per la prima volta al
Teatro di Apollo in Roma li 19 Gennajo 1853./
Poesia di S. Cammarano / MUSICA DEL CAV. / G.
VERDI.” There follows a table of contents,
dividing the opera into twenty-one sections (in
contrast with the twenty-three of pvRI), with a
separate plate number for each section. The
sequence of plate numbers seems chaotic in
comparison with that of pvRI:

ActI: 10869 Act IIT: 11001
10996 10983
10875 10959
10831 ActIV: 10920
10832 11002
ActII: 10997 10984
10876 10985
10998 10986
10872 10987
10873
10874
10999

The title page then continues: “L’Opera intera
D. 6.00 / [three separate pieces from the opera:
‘Il balen del tuo sorriso [ ... ] in chiave di Sol
per Mezzo Soprano o Basso’; ‘D’amor sull’ali
rosee’; and ‘Tu vedrai che amore in terra.” /
STABILIMENTO MUSICALE PARTENOPEO.”

The verso of the title page is blank. The fol-
lowing recto is divided into two columns. The
left one, “PERSONAGGI ATTORI,” lists the singers
of the opera’s premiere; the right one is an
“INDICE” of the twenty-one sections with the
plate numbers, and titles, into which the opera
is divided. The verso of this page is blank, and
the music follows on pp. 1-195.

Apart from the extra divisions (and the new
titles and cadences) that the publisher invented,
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the music of pvPA is structurally identical to
the opera Verdi wrote. There is an interesting
detail in the cabaletta of the Aria of the Conte
de Luna. In the first presentation of the theme,
measures 104-105 appear in the definitive ver-
sion of Verdi’s autograph. At the repetition of the
theme, in the equivalent measures (132-133),
the vocal part and the right hand of the piano cor-
respond to the earlier, canceled layer of 104—
105 and 132-133 in A. (See Note 104—106 in the
Critical Notes to N. 7.) Since Verdi’s original
version was more elaborate, the publisher’s in-
tention may have been to offer the singer some
ornamentation for the final cadential phrase.

PRI: Ricordi, Performing Material

for Chorus and Orchestra
Certainly before the death of Giovanni Ricordi
on 15 March 1853, and perhaps shortly after
the highly successful premiere of the opera on
19 January 1853, Ricordi began to prepare for
rental printed choral and orchestral parts of 7/
trovatore. We do not know whether the engravers
worked from manuscript parts prepared for the
Roman premiere, from Verdi’s autograph, or
from copies derived from Verdi’s autograph,
but they certainly had at their disposal the most
authentic sources of the opera. At the foot of
the first page of each part is printed the follow-
ing admonition:

“L’Editore Propietario di quest’Opera G.
RICORDI dichiara che la presente edizione non
deve considerarsi quale pubblicazione, ma
sibbene (a sensi e per gli effetti del [articolo]
8.0 della Sovrana patente 19 Ottobre 1846)
venne intrapresa per distribuirne gli esem-
plari in luogo di manoscritti.”

It is not possible to date these parts any more
specifically, for their plate numbers (see below)
all fall within a group of numbers, 21201—
21432, marked in the Ricordi /ibroni as “cori
per copisteria.” Although Ricordi’s plate num-
bers generally follow a chronological sequence
throughout the nineteenth and early twentieth
centuries, there are exceptions: the publication
of a composition with an assigned number could
be held back, while others were moved ahead;
on occasion publications, though assigned num-
bers, were never printed; and finally, as in this
case, entire blocks of numbers could be assigned
for later use. Belonging to this particular block
of numbers were the following Verdian items:



21213-21214

21215-21216
21222-21225
21232-21233
21239-21243
21278-21283
21293-21309

21310-21320
21323
21332-21376

SOURCES

L’assedio d’ Arlem (La battaglia
di Legnano) (chorus)

Luisa Miller (chorus)

Luisa Miller (strings)

Stiffelio (chorus)

Rigoletto (chorus, strings)

1l trovatore (chorus, strings)

1l trovatore (winds, brass, per-
cussion, organ, horn sul palco)

Rigoletto (winds, brass, percus-
sion)

Viscardello (Rigoletto adapta-
tion) (chorus)

La traviata (chorus, strings,

winds, brass, percussion,
violino principale, prompter’s
part, solo vocal parts, full
orchestral score)

Giovanna de Guzman (Les
Vépres siciliennes) (chorus,
strings, winds, brass, percus-
sion)

21403-21426

Before 11 trovatore, Ricordi’s practice had been
to print only choral and string parts. This edito-
rial approach had an eminently practical basis:
multiple parts were required for strings and
chorus, while only single parts were needed for
woodwinds, brass, and percussion. Only after
the extraordinary success of Verdi’s operas
ensured Ricordi a wide market for printed parts
did the firm begin to engrave all instrumental
parts for some works. /! trovatore appears to
mark the turning point, and the explanation is
not hard to find. During its first three years of
existence, there were no fewer than 229 stag-
ings of the opera, thirty-one in 1853 alone. (See
Martin Chusid and Thomas Kaufman, “The
first three years of Trovatore,” in Verdi News-
letter 15 [1987], pp. 30-49.)

The parts were prepared in two groups.
String parts are in oblong format, whereas
woodwind, brass, and percussion parts are
upright. String parts use the initials “HH,” “JJ,”
“KK,” “NN,” “SS,” and “VV” to identify
engravers; woodwind, brass and percussion
parts use all the same initials except “JJ.” No
copy of the choral parts has been located.

All orchestral parts use a series of letters to
stand for the fourteen numbers of the opera: the
sequence is from A through Q, skipping J and
K and pairing A with B for N. 1. These letters
appear directly after the plate number, which is
usually engraved in the bottom margin on the
left-hand side of each page; the letters repre-

senting the engraver are engraved in the bottom
margin toward the right-hand side.

The list below indicates the part (or parts),
the plate number, and the number of pages in
that part (when known).

The preparation of pRI
Plate Number

Part number of pages
Cori donne 21278
Cori uomini 21279
Violino 1.m° 21280 [81]
Violino 2.4 21281 [79]
Viole 21282 [79]
Basso e Violoncello 21283 [94]
Flauto e Ottavino 21293 61
Oboe [I, II] 21294 53
Clarinetti [I, IT] 21295 64
Fagotti [, IT] 21296 60
Corni 1.m Coppia 21297 46
Corni 2.4 Coppia 21298 45
Trombe [I, II] 21299 34
Tromboni 1.m e 2.9 21300 31
Trombone 3.° e Cimbasso 21301 30
Timpani 21302 17
Cassa 21303 9
Arpa 21304 3
Tamburo sul palco 21305 1
Triangolo 21306 1
Campana sul palco 21307 2
Organo sul palco 21308 1
Corno sul palco 21309 1

All woodwind, brass, and percussion parts
have a dual system of page numbers: pagination
for individual numbers in the upper corners;
continuous pagination in the lower. In order to
plan convenient page turns, Ricordi sometimes
left pages blank, but counted the blank pages in
the continuous pagination. For string parts there
is no continuous pagination: the pagination for
individual numbers is found in the upper cor-
ners. As with wind, brass, and percussion parts,
there are often blank pages between numbers,
both to accommodate page turns and because
the string part for each number was printed in a
separate fascicle; the totals given in square
brackets for the string parts include blank pages.

Copies of the orchestral parts at the Metropol-
itan Opera Library, at Princeton University, and
at the University of Wisconsin, Madison, were
examined for this edition. Many individual parts
are enclosed in light blue wrappers of a thick but
somewhat porous paper on which was printed:
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“IL TROVATORE / MUSICA DI / GIUSEPPE VERDI /
[the name of the instrument is handwritten here
in ink] / Proprieta esclusiva di / TITO DI GIO.
RICORDI / in Milano.”

The name of Tito di Giovanni Ricordi sug-
gests that these particular parts were distributed
after March 1853 but before Tito’s death in 1888.

Librettos

The primary source for the text, punctuation,
and stage directions of Salvadore Cammarano’s
libretto is a manuscript located in the archives
of the Villa Verdi at S. Agata: ISA. The manu-
script, in the handwriting of Cammarano, Leone
Emmanuele Bardare, and Verdi, served as the
composing libretto for Il trovatore. The intro-
duction to the score discusses the significance
of this source, its relationship to the text, punc-
tuation, and stage directions found in the auto-
graph, and the way it has been used in prepar-
ing this critical edition. Here we shall present
its main features and describe its structure.

ISA
The composer received the libretto from
Cammarano and Bardare in installments. In all
they sent ten bifolios, and the contents and
organization of these bifolios are described
below. There is also a separate title page and a
single folio (of considerably smaller dimen-
sions) containing changes prepared by Bardare
after Cammarano’s death. For further details,
see “The Genesis of the Libretto” by Carlo
Matteo Mossa in the introduction to the score.
The title page, in Bardare’s hand, includes
the cast and setting. There is no evidence as to
when it was sent to Verdi:

“Il Trovatore / Dramma in quattro parti / Parte
1.211 Duello / Parte 2.2 La gitana / Parte 3.2 Il
figlio della Zingana. / Parte 4.[*] Il Supplizio. /
La poesia & di Salvadore Cammarano. La musi-
ca & di Giuseppe Verdi. / N. B. Il subbietto &
tolto da un dramma di Antonio Garcia Guttie-
rez, che porta lo stesso titolo. / Personaggi / Il
Conte di Luna / Leonora / Azucena / Manrique
/ Ferrando / Ruitz / Un Messo / Compagne di
Leonora e Religiose — Familiari del Conte —
Uomini d’arme — Zingani e Zingane / L’avveni-
mento ha luogo parte in Biscaglia e parte / in
Aragona.”
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The following notes, based on the description
of the manuscript given by Mossa, provide an
overview of the structure and contents of ISA.

Parte prima

The text of Act I is in Cammarano’s hand, except
for a few changes made by Verdi himself.

Bifolio 1, mailed to Verdi on 7 June 1851:
Scene 1—the text of N. 1.

At the top of p. [1] Cammarano wrote “II
Trovatore / Parte 1.2/ Scena I.” The text is
found on pp. [1] through [3]. At the bottom of
p- [3] the librettist added: “Parte a momenti la
Posta; vi / scriverd con 1’altra.”

Bifolio 2, mailed to Verdi on 12 April 1851:
Scene 2—the text of N. 2.

The text is found on pp. [1] and [2]. On p.
[3] Cammarano wrote: “Ho scritto questa
cavatina, aspettando il vostro riscontro sul /
Programma. . .” Leonora’s Cavatina was the
first scene that Cammarano versified. At the
top of p. [1] he left a blank space for the num-
ber of the “Scena;” Verdi later added the
Roman numeral “IL.” At this stage Leonora
was called “Olimpia.” Verdi changed every
occurrence of this name to “Leonora” on p.
[1], and “Leon.” on p. [2].

Bifolio 3, mailed to Verdi on 19 July 1851:
Scenes 3, 4, and 5—the text of N. 3.

The text is found on pp. [1] through [3].
When Cammarano mailed this text to Verdi,
the authors had planned to suppress the
Cavatina that the librettist had sent earlier.
Therefore Cammarano numbered the scenes
“2,”“3,” and “4,” and repeated the scene
description that he had previously provided at
the beginning of the Cavatina: “Giardini del
Palazzo [etc].” Once Verdi had decided to use
the Cavatina after all, he crossed out the scene
description on p. [1], and altered the scene
numbers to “3,” “4,” and “S,” respectively.

Following the end of the text on p. [3], Cam-
marano wrote “Fine della Prima Parte.”

Parte seconda

The text of Act II is in Cammarano’s hand, with

some annotations by the composer, except for

the “long” version of Finale II, of which Bardare

made a copy when the original manuscript (sent

by Cammarano on 23 July 1851) failed to arrive.
Bifolio 4, first folio, mailed to Verdi on 18
October 1851 (for the second folio of this
bifolio, see the beginning of Parte 32): Scene
1—the text of N. 4 and all but the last verse
and a half of N. 5.
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At the top of p. [1], Cammarano wrote
“Parte Seconda / Scena 1.2.” The text fills pp.
[1] and [2]. On p. [1] “Stride la vampa” is in
its original form: two quatrains of settenari
(see the introduction to the score, and Note
89-206 to N. 4). The folio ends after Manrico’s
“Che dici? . .” and lacks Azucena’s conclud-
ing “Ahi! dall’orror / Sul capo mio le chiome
sento drizzarsi ancor!” and the final stage
direction.

Bifolio 5, the first of two bifolios set within
bifolio 4, mailed to Verdi on 9-10 July 1852:
the remainder of Scene 1 and the rest of Act
II—the concluding text of N. 5 and the text of
NN. 6 through 8 in the “short” version (with-
out an aria for the Count), which Verdi did
not use (see the introduction to the score and
Note 1 to N. 7).

The text fills pp. [1] through [4]. In the
right margin of p. [2], adjacent to the line
“Vibra, immergi all’empio in cor!”, Verdi
wrote “Si ti giuro questa lama / Scendera
all’empio in cor” (see Note 109-124 to N. 6).

In the left margin of p. [3], before Cam-
marano’s designation “Scena 3.2” (at the be-
ginning of the equivalent of NN. 7 and 8),
Verdi wrote a sign, which he repeated on p. [1]
of bifolio 6—the text of the long version of the
Act II Finale, in Bardare’s hand (see below).

Following the end of the text on p. [4], Cam-
marano wrote “Fine della Parte 2.2,

Bifolio 6, the second of two bifolios set with-
in bifolio 4, mailed to Verdi on 23 August
1851, to take the place of the manuscript pre-
viously sent on 23 July 1851, which failed to
arrive: the final scenes of Act [I—the text of
NN. 7 and 8, in the “long” version. This bifo-
lio is in the hand of Bardare. Presumably the
bifolio sent on 23 July had been in the hand of
Cammarano.

The text fills pp. [1] through [4]. On p. [1]
the “Scena” number is not filled in. To the left
of the word “Scena” Verdi drew a sign, refer-
ring back to p. [3] of bifolio 5, “Scena 3.2,” and
indicating that the text on bifolio 6 was to be
used instead of that on bifolio 5, pp. [3]-[4].

On p. [1] Verdi also drew a sign directly
after the Count’s line “Novello e piu possente
ella ne appresta,” then crossed out several
lines that he would not use ultimately (see
Note 24-86 to N. 7), and wrote “2” to the left
of the first line of the cabaletta, “Per me ora
fatale.” These signs served to remind him to
insert the material found between the equiva-
lent signs on pp. [1]-[2] of the folio Bardare
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sent him on 23 October 1852, with “Il balen
del suo sorriso” (see below), in place of the
canceled material.

The text of the Count’s Aria (N. 7) con-
cludes on p. [2]; it is followed immediately
by the text of the Finale Atto IT (N. 8). The
new “Scena” for the entrance of Leonora is
unnumbered, as is the “Scena” at the arrival
of Ruiz on the bottom of p. [3]. Verdi made
a few changes on p. [4], at the beginning of
this scene. They are discussed fully in Note
120-125to N. 8.

Still on p. [4], after the Count’s exclama-
tion “Ho le furie nel cor! . .”, Cammarano had
provided a text that he evidently envisioned
for a stretta: a quatrain each for the Count,
Manrico, and Leonora, and a couplet each for
“Ruiz. Armati” and “Ferrando. Seguaci”—all
in decasillabi (see Note 134—157 to N. 8). At
the end of the scene Bardare wrote “Fine della
Parte 2.2, after which Verdi added these two
lines: “Vieni: & lieta la sorte per te / Cedi: or
ceder viltade non &.”

Parte terza

The first four scenes of Act III are in Cam-
marano’s hand. Scenes 5 and 6 are in Bardare’s
hand, but Cammarano signed his name to them
(“Salvadore Cammarano”), thereby asserting
his authorship.

Bifolio 4, second folio, mailed to Verdi on 18
October 1851 (for the first folio of this bifo-
lio, see the beginning of Parte 22): Scenes 1,
2, 3, and the beginning of 4—the text of N. 9
and the beginning of N. 10.

The text fills pp. [3] and [4] of bifolio 4.
At the top of p. [3], Cammarano wrote “Parte
Terza / Scena 1.2.” After giving the entire
text of N, 9, Cammarano continued with the
“Scena” for the Count that begins N. 10, and
followed it with the beginning of the text of a
Romanza for the Count; he completed it on
the top of p. [4]. This Romanza, “I miei giorni
tu rendesti” (see the introduction to the score
and Note 13 to N. 10) consists of fourteen
lines of ottonari; Verdi crossed it out. In the
single folio he mailed on 23 October 1852,
Bardare wrote out some verses to allow for
this omission (see below), but Verdi disre-
garded them.

p. [4] concludes after only four verses of the
Terzetto (Azucena’s “Mi lasciod! . . m’obblia
I’ingrato!”). It is likely that Cammarano had
completed the number (on bifolio 7), but that
the remainder was not sent to Verdi until
much later.
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Bifolio 7, mailed to Verdi on 9-10 July 1852:
the conclusion of Scene 4 (N. 10) in Camma-
rano’s hand, followed immediately by Scenes
5 and 6 (N. 11) in the hand of Bardare.

The text fills pp. [1] through [4]. At the be-
ginning of p. [1] Bardare wrote: “N.B. Mi las-
cio! . . m’obblia I'ingrato! (a questo verso attac-
ca cio che segue),” indicating clearly that Verdi
must have had bifolio 4 in hand before receiv-
ing bifolio 7. On p. [1] and the first half of p.
[2] Cammarano wrote the remaining text of N.
10. It is followed immediately by the text of N.
11 in Bardare’s hand, beginning in the middle
of p. [2] and concluding at the end of p. [4].

At the bottom of p. [4] Bardare wrote “Fine della
Parte Terza.” Cammarano signed his name be-
low, to the left.

Parte quarta

The text of Act IV is in Cammarano’s hand, ex-
cept for some important changes and additions
entered by Verdi himself.

Bifolio 8, mailed to Verdi on 9 August 1851:
Scene 1—the text of N. 12.

The text is on pp. [1] and [2]. At the top of
p. [1] Cammarano wrote “Parte Quarta / Scena
1.” After Leonora’s line “Deh! pietosa gli ar-
reca i miei sospiri. . .”, Verdi drew a small,
cross-shaped sign, and canceled the stage di-
rection “(Suona la campana dei morti.).” Di-
rectly below the canceled stage direction he
repeated the cross-shaped sign, and wrote the
complete text of “D’amor sull’ali rosee” in
the right margin, adding at the end the stage
direction canceled above, “Suona la campana
de [sic] morti” (see Note 38-61 to N. 12). He
presumably copied it directly from Bardare’s
manuscript of 23 October 1852 (see below).

On p. [3] Cammarano wrote a brief letter
to the composer (dated 9 August), which be-
gins : “Eccovi ’aria di Leonora, con la Ro-
manza, e la Prece mortuaria: ho scritto per
quest’ultima versi endecasillabi e senza tronchi,
come quelli che meglio si adattano ad una
musicale recitazione, mentre parmi che il Coro
debba pil: tosto recitare che cantare, onde
avere un contrapposto con la melodia del Tro-
vatore ed incutere maggior tetrag[gline [ ...].”

Bifolio 9, mailed to Verdi on 23 August 1851:
. Scene 2—the text of N. 13.
The text is on pp. [1] and [2]. At the top of
p. [1], in the right corner, Cammarano wrote
“Parte Quarta; dopo I’aria di / Leonora.”
P. [3] contains a brief letter from Camma-
rano (dated 23 August), which begins: “Lo
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scorso mese parti da Napoli [ . . . ]"—a refer-
ence to the mailing of 23 July containing the
original manuscript of the “long” version of
Finale II, which never reached Verdi.

Bifolio 10, mailed to Verdi on 25 November
1851: Scenes 3 and 4—the text of N. 14.

The first three pages of this bifolio contain
the text of the Finale Ultimo (N. 14), in Cam-
marano’s hand, through the death of Leonora.
The last verses on p. [3] and all the verses on
p. [4] are in Verdi’s hand.

At the top of p. [1] Cammarano wrote
“Scena. . .”, leaving the number blank, as if
he were not yet certain how many scenes
would precede this one in Act IV. At the en-
trance of Leonora, on p. [2], he proceeded in
the same way. On p. [3], to the right of Leo-
nora’s line “Padre del Cielo. . . imploro. . .”,
Verdi added a stage direction “Entra il Conte
e si arresta sulla soglia.” The last line Camma-
rano wrote on this page reads: “Io. . . volli. . .
tua. . . morir! . . (Spira.).” Immediately after
this, through p. [4], is the earlier, longer ver-
sion of the ending of the opera, in Verdi’s
hand, from the Count’s “Ah! volle me delud-
ere” to his final “E vivo ancor! . .” (see Note
312-362 to N. 14). The revised, shorter ver-
sion of the ending, also in Verdi’s hand, is
found at S. Agata on a separate sheet.

Revisions in the hand of Bardare

On 23 October 1852 Bardare sent Verdi (through
Cesare de Sanctis) a single folio, of smaller size,
with four texts: 1) a new version of Azucena’s
“Stride la vampa” in N. 4; 2) a cantabile for the
Count’s Aria, N. 7; 3) some verses to make up
for the omission of the Count’s Romanza in N.
10; and 4) a cantabile for Leonora’s Aria, N. 12.

1) At the top of p. [1] Bardare wrote:
“Canzone d’Azucena / Atto 2.° Scena 1.2.”
This is the new text of “Stride la vampa,” in
two six-line stanzas of quinari doppi, the pas-
sage ends “Azu: Del pari mesta ecc. ecc.,”
below which Bardare drew a horizontal line.

2) Bardare then continued with “Atto 2.
Scena 3.2/ Aria del Conte,” with “ecc ecc ecc
ecc ecc desiri” as a cue line. To the left of this
Verdi drew a cross-shaped sign, which he re-
peated at the appropriate place on bifolio 6,

p- [1], to remind him where the new text be-
longed within the Count’s Aria. The remainder
of p. [1] has the text of “Il balen.” The tempo
di mezzo follows on p. [2], ending with the
first line of the cabaletta: “Conte: (nell’ecces-
so del furore) / Ora per me fatale ecc.” To the
right of the stage direction “(Nell’eccesso
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[etc]),” Verdi wrote “2,” an indication he re-
peated on bifolio 6, p. [1] to the left of the
first line of the complete cabaletta text (“Ora
per me fatale”).

3) In the right margin of p. [2], at mid-
page, Bardare turned the sheet sideways and
wrote: “All’Atto 3. Scena 2. / (togliendo la
romanza del Conte) / Conte— Come persecu-
tor demone ovunque / M’insegue! (Odesi
tumulto) / Scena 3 / Che mai fu?” This note
provided a suggestion for how to suppress the
Romanza text that Cammarano had provided
for Act III, Scene 2, but Verdi ultimately dis-
regarded Bardare’s suggestion and simply fol-
lowed the original text, minus the Romanza.

4) On the remainder of p. [2], after the
words “Ora per me fatale ecc.,” Bardare drew
another horizontal line, then wrote “Atto 4 /
Deh! pietosa gli arreca i miei sospiri. . .”, fol-
lowed by the ten lines of the Adagio of the
Aria Leonora (N. 12), “D’amor sull’ali rosee.”
The last line on p. [2] reads “Voci interne—.
miserere d’un alma ecc ecc ecc ecc—.”

Further remarks concerning ISA can be found
in the introduction to the score, and in the
Critical Notes for each number.

There is another manuscript libretto of the
opera at S. Agata. It is in the hand of a copyist,
and contains numerous emendations in the hand
of the Roman censor; many of the text changes
found their way into RO%3. The text is not yet
in final form: “Stride la vampa” is in the origi-
nal version, “Il balen” is lacking, the Finale is
present in its short form, and the Count’s
Romanza still figures in Act III. This libretto,
interesting because of its relationship to RO
and for the light it sheds on the whole question
of censorship, is nonetheless not a significant
source for the critical edition.

Two other librettos are of importance for the
critical edition of I/ trovatore: RO%3, the printed
libretto prepared for the first performance of
the opera at the Teatro di Apollo in January
1853; and MI%3, the earliest libretto not associ-
ated with a specific production of the opera,
published by the Ricordi firm in 1853.
Descriptions of these librettos follow.

RO*
page [1]: Title page
IL TROVATORE / DRAMMA / IN QUATTRO PARTI /
POESIA DI / SALVADORE CAMMARANO / MUSICA
DI / GIUSEPPE VERDI / DA RAPPRESENTARSI / NEL
TEATRO DI APOLLO | IL CARNEVALE del 1852 in

1853 / PARTE PRIMA — IL DUELLO / PARTE SECON-
DA — LA GITANA / PARTE TERZA — IL FIGILIO DELLA
ZINGARA / PARTE QUARTA — IL SUPPLIZIO / [typo-
graphical mark] / ROMA 1853. / Presso Gio.
Olivieri Tipogr. dell’Univ. Rom. / Con permesso

page [2]: Cast and setting, and list of theatrical
personnel

PERSONAGGI ATTORI
IL CONTEdi Luna  Sigg. GIOVANNI GUICCIARDI
LEONORA ROSINA PENCO
AZUCENA EMILIA GOGGI
MANRICO CARLO BAUCARDE
FERRANDO ARCANGELO BALDERI
INES FRANCESCA QUADRI
RUIZ GIUSEPPE BAZZOLI
UN VECCHIO Zingaro RAFFAELE MARCONI
UN MESSO LUIGI FANI

Familiari del Conte — Uomini d’arme
Zingari — Damigelle

L’avvenimento ha luogo parte in Biscaglia, /
parte in Aragona. / Epoca dell’azione: 1409. /
[typographical symbol] / (Nota bene — Il Sub-
bietto é tolto da un Dram- [ ma di Antonio
Gargia [sic] Guttierez, che porta [ lo stesso
titolo) [ [typographical symbol] / Direttore di
scena Giuseppe Cencetti. /| Pmo Violino Diret-
tore d’Orchestra Cav. Emi- / lio Angelini. |
Maestro Istruttore dei Cori Pietro Dolfi [ La la,
3a, e 4a scena & di Bazzani, la 2a di / Prampo-
lini, 1a 5a, 6a, 7a, e 8a di Fornari / Machinista
Eugenio Venier — Attrezzista Gio- [ vanni
Celli / 11 vestiario ¢ di proprieta dell’Impresario
/ [typographical symbol] / AVVERTIMENTO / [typo-
graphical symbol] / Il presente libretto essendo
di esclusiva pro- / prieta dell’ editore Giovanni
Ricordi, restano diffi- | dati i Sigg. Tipografi e
Libraj di astenersi dalla / ristampa dello stesso
o dalla introduzione e vendita / di ristampe non
autorizzate dall’editore proprietario.

pages [3]-32: Text of I/ trovatore

MIs3
This is a libretto of 40 pages, with the opera text
concluding on p. 40. Its title page is as follows:

“IL / TROVATORE / Dramma in 4 parti / POESIA DI
SALVADORE CAMMARANO / MUSICA DEL M.° /
GIUSEPPE VERDI / [Hapsburg arms] / Milano /
DALL’LR. STABILIMENTO NAZIONALE PRIVILEG.® DI
/ GIOVANNI RICORDI / Cont. degli Omenoni, N.
1720 / sotto il portico a fianco dell’L.R. Teatro
alla Scala. /24279  1853.”

The cast list gives the names of “Gli attori [ .. .]
che eseguirono quest’opera per la prima volta a
Roma nel carnevale 1852-1853.”
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CRITICAL NOTES, N. I

N. 1. Introduzione

Source
A: ff. 1-32 (32¥ blank)

The manuscript consists of three fascicles of
five nested bifolios (the second and third of which
are numbered “2” and “3” in ink, perhaps by V),
and a single bifolio (numbered “3,” followed by
“2/4” in ink, the latter changed to “1/2” in pen-
cil), all of twenty-four-stave paper (type A).

The measures are laid out as follows:

f.1 1-6 f.17  155-159
f.1v 7-11 f. 17 160-164
f.2 12-17 f.18  165-169
f. 2y 18-23 f. 18 170-174
f.3 24-29 £f.19 175-179
f. 3v 30-35 f. 19 180-184
f. 4 36-40 f.20  185-189
f. 4 41-45 f.20v  190-194
f.5 46-50
f. 5v 51-54 f.21  195-198
f.6 55-59 f.21v  199-201
f. 6v 60-63 f.22  202-205
f.7 64-66 f.22v  206-209
f.7 67-70 f.23  210-213
f. 8 71-74 f.23v 214217
f. 8 75-78 f.24  218-222
f.9 79-84 f.24v  223-227
f. 9 85-90 f.25 228-234
f. 10 91-95 f.25v  235-239
f.10r  96-100 f.26  240-244
f. 26" 245-251
f.11  101-105 f.27  252-257
f.11v  106-110 f.27v 258-264
f.12  111-115 f.28  265-271
f.12v  116-119 f. 28" 272-278
f.13  120-123 £.29  279-285
f. 13 124-127 f.29v  286-292
f.14  128-131 f.30 293-303
f. 14v  132-135 f.30v 304-311
f.15  136-139
f.15v  140-144 f.31 312-318
f.16  145-149 f.31v  319-326
f.16v 150-154 f.32  327-331
f.32v  blank

In accordance with the Italian copyright law of
1865, the following words have been written
near the bottom of f. 1: “N.° 687 Ministero / di
Agricoltura Industria e Commercio / Visto per
gli effetti dell’Art.° I.° del R.° Decreto / del 29
Luglio 1865 N.° 2439. / Firenze addi 11 Di-
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cembre 1865. / Il Direttore Capo della Divi-
sione / Industria e Commercio.” The signature
“B. Serra” follows, together with a round stamp
with the words “DIREZIONE DEL COMMERCIO” in
the center, surrounded by “MINISTERO DI AGRI-
COLTURA INDUSTRIA E COMMERCIO.”

Introductory Notes
Instrumentation
At the beginning of N. 1, V distributed the parts
on the twenty-four-stave paper as follows (WGV
also notes subsequent additions and alterations):
ST | |
Violini [
Viole
Flauto
Ottavino
Oboe
Clarini [in Do]
Corni in Mi
Comi in Mi; ar 291:in La
Trombe in Mi
Fagotti
Tromboni
Cimbasso
Timpani in Mi; ar 235: in La
Cassa
[blank]; at 287: Una Campana
[blank]; at 289: Tamburri [sic] interni
Ferrando

(2]
(2]
(2]
[2]
(2]
[2]
3]

[Tenori]
[Bassi]
[Tenori]
[Bassi]

Coro di Famigliari

Coro d’ Armigeri

Violon[celli]
Bassi

Title
At the top of f. 1, V wrote “Introduzione” in the
middle, “Atto 1.°” to the left, and “N.° 1 / G.
Verdi” to the right.

Critical Notes
1 Sources: The title “Il duello” is found on the
title page in ISA (in Bardare’s hand) and RO%3;
in MI®? it occurs in the text, between “Parte
prima” and “Scena prima.” ISA and MI* place
the indication “Scena I”” directly before the phys-
ical description of the set: “Atrio nel palazzo del-
I’Aliaferia.” RO, on the other hand, followed by
WGY, places it just before the words “Ferrando,
e molti famigliari del Conte,” found at 21 in A.
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For the wording of the scene description WGV
follows RO%3 and MI*3, both of which read “agli
appartamenti,” whereas ISA reads “all’apparta-
mento.”

7 VII(VII =8 VI1I) A: fff / The evidence in
favor of the indication ff is overwhelming, and
WGYV alters V’s notation accordingly.

7-9 Vle A: “col Basso.”

8 Corl, II (Cor III, IV = Cor I, II) A: In this
one measure V forgot to continue the double
stems he had begun in 7, and would resume in
9. WGY assumes that he intended the horns to
play “a2” from 7 to 9.

8-9 Ob A: From the fourth beat of 7 V notated
Ob as “82” Fl; according to this notation Ob
would be required to play a on the fourth beat
of 8, a note that exceeds the range of the instru-
ment. WGV follows the reading of pRI from
the fourth beat of 8 through 9.

9 Cimb A: V inadvertently wrote double
stems in this measure.

11 Cor I WGV: The dynamic indication, (pp),
is derived from pvRIL.

11-14 CorI A: An earlier, canceled layer read:

A Solo

<

S 3 3 3
15-17 VII (VLI = V11I) A: The slur begin-
ning on the third beat of 16 extends into the
downbeat of 17. Since this notation contradicts
other models in Vle and Vc, WGY shortens the
slur to the six-note model.

17 VII(VIII = VII) A: In this, the last mea-
sure on f. 2, the slur extends across the bar line.
The musical situation at 18 (harmony and
dynamics) favors the slurring in Vle at 17, and
WGY adjusts V11 and V1 1I accordingly.

18 VII A: An earlier, canceled layer read:

==

18-28 CorI, Tr I A: An earlier, canceled layer
read:

22  Stage direction ISA: “familiari” /
Cammarano uses this spelling throughout the
manuscript, while V, except for occasional slips
of the pen—such as “Coro di familiari” at 43—
uses the more common, equally valid, “fa-
migliari.”

22-28 V11, V11I, Vle A: Revisions written
over a partially erased and unrecoverable layer
give the page a confusing appearance, especial-
ly in 25-26; nevertheless, V’s final version is
clearly decipherable.

23-24 ROS%3, MI%3: The stage direction reads:
“Uomini d’arme che passeggiano in fondo”;
WGY follows A and ISA.

24 VI1I A: There is an accent at the end of 24,
belonging to an earlier, canceled layer; a sec-
ond slur over the third and fourth beats in 24,
and in the middle of 25 also belong to the earli-
er layer. WGV deletes the accent and the extra
slurs.

26 V1IWGYV: The § on the second note of the
third beat, c¢’, absent in A, is derived from
pvRL

28-29 Fer RO%3, MI*®: “Parla ai famigliari” /
WGY omits “Parla,” as in A and ISA.

31-34 A: V notated only VI I and Cb (Vc =
Cb), signaling a repeat of 7-10 by numbering
corresponding measures from “1” through “4.”
He wrote accents only at 33, on all four beats of
Cb. WGY follows the more completely notated
model at 7-10, and deletes the accents in Cb on
the first two beats of 33.

36 Fer A: An earlier, canceled layer read:

ikl

L4 T T
I Con-te

39-40 Fer A: “presso i verroni” [sic].

40 Fer A: The third note originally had an
eighth flag; V smeared it away while the ink
was still wet.

4041 Fer ISA, RO%, MI%: “della sua vaga.”
44-45 Cb (Vc=Cb) A: V wrote “cres.” with-
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in the —=— at 45; WGY suppresses the redun-
dant indication.

45 Coro T. A: The two sixteenth notes on the
second beat are beamed together, clearly an
error; WGY follows the notation of Coro B.

48 Fer RO, MI3: “muove.”

54 Coro B. A: The second slur starts on the sec-
ond note; WGV begins it instead on the third
note, as in T. at 54, and T. and B. at 56.

57 Coro T. A: The upper fork of the —=— actu-
ally begins on the fourth beat of 56. Since the
lower fork starts at the bar line of 57, WGV
interprets the indication as beginning there, as
in Coro B.

61 Coro WGYV: The stage direction “(i fami-
gliari eseguiscono)” is taken from RO* and
MI*.

62 Coro di Fam WGYV: The (4) is derived from
pvRL

63 Coro di Fam T. A: A tie, lacking in B.,
connects the two f§; in pvRlI, it is present in
both T. and B. Given the two syllables to be
declaimed (“[u]-di-te””), WGV deletes the tie.
64 A: In the skeleton-score layer (Fer, Coro di
Fam, Coro d’Arm, Cb [Vc = Cb]), V originally
changed the key signature to E minor here, but
later erased the single sharp.

65 Vle A: The first three notes were originally
an octave higher; V smeared them away while
the ink was still wet.

65 Cb (Vc =Cb) A: A slur serves to indicate
the triplet on the third beat. In the absence of
other models, WGV deletes it.

65-67 Vc A: On the staff, across the bar lines
of 66 and 67, there are two slurs of uncertain
significance. Since there is no separate Vc part
and the slurs are too far away from the Cb staff
to refer to the notated part, WGV deletes them.
74 Fg 1 A: The slur begins on the downbeat.
WGY moves it to the second beat, as in Cl,
which better reflects the motivic construction.
75 Cl A: V accidently began writing Cl one
staff too low, on the Cor line. Realizing his
error, he smeared away the still wet ink and
rewrote the part on the correct staff.

76-78 Coro A: “?” after the word “favella” / V’s
punctuation is wrong; WGV adopts that of ISA.
76-78 Fg A: A single slur begins on the sec-
ond beat of 76 and concludes at the downbeat
of 78; WGYV substitutes two four-note slurs, as
in Cl I, a notation that supports the motivic
groupings.
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79 A:V wrote “Allegro” above V1 I, and
“Allegretto” below Vc-Cb. Given the metro-
nome marking (J = 112), WGV favors
“Allegretto.”

79 Fer A: Underneath the instruction “con
mistero,” an earlier, canceled layer reads “Tutto
sotto voce.”

79 Ob WGYV: The dynamic indication, (p), is
derived from pRI. WGY extends it to similar
parts in Fl, Cl, and V1 L.

79-84 Vc A: In an earlier, canceled layer, Vc
were “col Basso.”

79-121 VII A: At 79-80 V wrote the octave
dyads in full; at 81-121 he wrote only the
lower notes, with the marking “divisi 82 at 81,
followed by a wavy line through 121. WGV
shifts “divisi” to 79.

79-125 (143-189 = 79-125) A: The slur over
the two grace notes in Fer and V11 (Fl, Ob, Cl
= V11I) is derived from models at 79 (Fer, V11),
83 (Fer), 143 (Fer), and 175 (Fer). WGV ex-
tends the slur throughout, without typographi-
cal differentiation.

83-86 Fer RO%: “Mostrava al tremito 1’alma
bugiarda:” / The change surely reflects de-
mands imposed by Roman censors.

85-90 Fg A: V accidentally notated these
measures (= f. 9) on the T staff. To clarify
his intention, he wrote “Fagotti” at 85, and
drew a connecting line from 90 to 91, the first
measure of f. 10, where he repeated the indica-
tion “Fagotti,” now on the correct staff.

87 Cb A: > beneath the G / From 88 to 94 V
indicated that 87 was to be repeated. Although
the repeat would normally include both note
and accent, the latter has a special function in
the musical context at 87, and WGY retains it
only there.

87-88 Cor, Vle A: Earlier, canceled layers read:

The Cor part is presumably a mistaken repeti-
tion of 85-86.

91-92 Fer RO%3, MI*®*: “affiggeva.”

95-102 VII (Fl, Ob, C1 = V11I) A: Within this
sequential passage, WGV largely preserves the
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discrepancy in beaming and articulation
between 97-98 and 101-102. On the other
hand, this edition has regularized several other
minor inconsistencies in the passage (e.g., the
absence of accents in Fer on the third beat of 99
and the second note of 101).

97 Fer, V11 (Fl, Ob, Cl = VII) WGV: The §
on the last note is derived from pvRI.

104-105 Fer RO%: “che il labbro.”

104-121 Orch WGYV: Although V provided de-
tailed dynamic indications for Fer, he neglected
to supply any for the orchestra. It seems clear
that the orchestra should be responsive to the
dynamics of the vocal part. Although there are
no additional dynamics given in pRI, dynamic
markings in the piano part of pvRI reflect those
of the vocal line (“cres.” at 105-106, “pp” at
108, “cres. a poco sempre cres.” at 115-117,
and “f” at 118).

113,115 FerISA, RO*3: “uri” / WGV respects
the “urli” found in A and MI®.

116, 180 Fer A: At 116, V originally wrote a §
before the g, sixth note of the measure, then
erased it. At the parallel 180, where only Fer is
notated, he neglected to erase the sharp. WGV
suppresses it also at 180.

118 VIII, Vc A: On the second beat, in an ear-
lier layer, VI II = g + €', Vc = b. V smeared
away this version while the ink was still wet.
120 Cor I, II A: V originally repeated c” + eb”
(concert e’ + g’) on the third beat, then substi-
tuted the double-stemmed ¢” (concert e’).

122 Coro di Fam T. A: in an earlier, canceled
layer, V mistakenly notated this measure in
bass clef. He smeared the notes away, and
réwrote the part in tenor clef. The accents
belong to the final layer.

123 V1II, Vle A: Earlier, canceled layers read:

Hd o °
»
VLI f :;
D) —
HE) % r ] b' Y
Vie

124-126 Trn, Cimb, Timp A: V first wrote
these parts one staff too high, then erased them
and notated them on the correct staves. At the
second beat of 126, V wrote an accent (=) in
this layer for Timp. Rewriting the part, V omit-
ted the accent, which appears nowhere else.
WGYV also omits it.

127-128 A: Originally V wrote “Dal A. al B.”
at the top and bottom of the page, indicating a
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repeat of the music beginning at 64. Even
before writing “A” at 64, however, he decided
not to continue the passage as a literal repeat
and erased his original instruction.

127 Ob A: The word “Solo” appears over this
empty staff.

130-131 Fer A: V originally wrote the word
“Bugiarda” and its music from the last beat of
130 to the beginning of 131, then moved the
phrase to the middle of 130.

134 VIII A: V drew a superfluous eighth rest
at the end of the measure.

136 Vle A: There appears to be a staccato mark
over the third note. As there are no other exam-
ples in this passage, WGV deletes it.

139-140 Fer Sources: RO% = “Avvelenato
egli era”; ISA, MI®® = “Ammaliato egli era.” /
In A at 139 the original text may have read
“ammagliato [sic] eg[l']”; V scratched out this
layer and wrote the final version directly above.
143-146 Fer RO%: “La delinquente persegui-
tata.”

143-189 A: Only Fer and Coro are notated;
for the orchestra, V signaled a repeat of 79-125
by writing “Dal A. al B.”

145 Fer A: V mistakenly placed a § (instead of
a$) in front of the last note (d).

154 Fer ISA: There is a comma after “maledet-
ta.” Since “maledetta” is an adjective that mod-
ifies the noun “figlia” in 155, WGV omits the
comma.

163-164 Fer ROS%3, MIS3: “Sparve il bambino.”
169-170 Fer RO%, MI53: “Nel sito stesso” / V
follows Cammarano’s “sito istesso.”

170-177 Fer RO%*: “Ove la zingara arsa un di
venne! ../ E d’un fanciullo. . . ohime! . .” / MI%?
follows A and ISA, but uses the “ohime! ..” of
RO%,

180 Fer A: See Note 116, 180.

187 Coro di Fam B. A: “o donna” / In Coro
d’Arm B. (the only other choral part with text),
V wrote “oh,” as in ISA.

190 Coro pvRL l J ! | , a reading which
has persisted into modern editions. WGV fol-
lows A.

190 VI I A: An earlier, canceled layer read:

m . In revising the part, V failed

to alter the beaming; WGV separates the first
eighth note, as in all similar parts at 190 and
191.
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190 VIII, Vie A:

VL. 1L J)D JJ J3 .h
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the beaming to conform with models in V1 I (but
see Note 190, V11), Fl, Ott, Ob, Cl., and Fg.
192 Cor III, IV WGV: The tuning indication
anticipates V’s notation at 291.

194 Cb(Vc=Cb)A:| J ¥ ¥ |/ WGV alters
V’s notation of the rests to conform with all
other instruments.

194-195 Coro di Fam, Coro d’Arm ISA,
RO%3, MI%3: Although all librettos specify
“Alcuni,” V assigned the line to both choruses.
Given the libretto indication, one might con-
sider using only part of each chorus here.

195 A: V originally wrote “Adagio” above
and below the score, then substituted “Ande”
without erasing the earlier indication.

196-197 Fer A: An earlier, canceled layer read:

/ WGV adjusts
Vie

TP—
7 S S S A —) i S .

L4
se!

Bre-vi, e tri-sti gior - ;:i \;is-
197 A:V originally wrote “Adagio” below Cb,
as well as over the vocal staff. Later, he erased
the former, adding the metronome mark “/ =
80” in place of his original indication and above
V1 1. At the same time he probably changed his
mind about the tempo at 195, replacing “Adagio”
with “Andante” (see Note 195). WGYV retains
“Adagio” for Fer at 197. Together with the
metronome mark in the strings, the indication
suggests a slight broadening of tempo with
respect to 195..

197-198 Vc A: In these measures, the last on
f. 21, V neglected to write “/”, indicating that
Vc = Cb. From 199 the sign is present. WGV
assumes that Vc and Cb should play together
from 197.

201 Fer A: “figlio:” / WGY substitutes the semi-
colon of ISA for V’s colon.

206-207 Coro di Fam B. A: V originally in-
tended Coro di Fam B. to sing this phrase; he
notated the part up to the fourth beat of 207
before changing his mind. The earlier layer,
also once present in Coro d’Arm B., differed
from the fm::l version: o)

¥

— R,
I - - — -

Y
r—

I S —— | — &
7 A — R V S /¥ } — 1~ -

T

} ¥
E di co- lei non s’eb-be con-tez-za mai?

206-208 Ve A: “col Basso.”
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207 Coro d’Arm RO%3, MI53: “si ebbe.”
209-210 Fer, Cb (Vc = Cb) A: Earlier, canceled
layers read: o

4

Fer.

o

di!

rin - trac- ciar- laun

Cb. !

GERE

T

After changing the earlier layer, V neglected to
correct the eighth-rest to a quarter-rest in Fer at
210.

211-212 Ve A: V wrote “/7” on the 211/212
bar line. It is unclear whether this sign means
that Vle are to play with V11 and V11, or “col
Basso.” Since Vle are <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>