358 F. LIPPMANN ‘ ALLAN W. ATLAS

fernt, und Cimarosa in den pathetischen Teilen von Gli Orazi e i Curiazi
und Artemisia (1797) gleichfalls, Wihrend Mozart zu einer — um Ste- LONTANO-TORNARE-REDENZIONE:
fan Kunze erneut zu zitieren — “geddmpften Empfindung’” gelangt, VERBAL LEITMOTIVES AND THEIR MUSICAL

brechen Paisiello, Cimarosa und Sarti, jedenfalls in einigen bedeuten- | RESONANCE IN PUCCINI’S LA FANCIULLA DEL WEST

den Teilen ihrer spiten Serie, in eine erregtere dramatische Welt auf.
Die “‘passioni” des Romanticismo kiindigen sich an.

In the «Nota Preliminare» that serves as preface to both libretto
and score of La fanciulla del West, Puccini tells us what he thought
the opera was about: it is a «dramma d’amore e di redenzione
 [.]»! While the musical expression of the first of these sentiments
| ~ love — probably caused Puccini little difficulty, either dramatical-
| Iy or musically — it had, after all, become something of his calling-
| card — the second, that of moral redemption, might have been trouble-
| some on two counts. First, not only was this a new theme for Pucci-
| ni, but it was, as Girardi points out, one that stood outside his musical-
' theatrical aesthetic.> And second, for moral redemption to come
about, Puccini had to affect the musical-psychological transformation
of not one but two characters: Dick Johnson, who must give up the
footloose ways of a bandit (in which guise he is known as Ramerrez),

—_—

I References to the score of La fanciulla will be to the first Ricordi pisno-vocal score.
In the libretto, published in 1910 (Plate No. 11330), the ‘Nota' sppears on pp- 3-6.

M. GIrarDl, Puccini: Ia vita e Popera {«] grandi rausicisti / Universal.c tasc_ablle Newtons,
71) Rome, 1989, p. 125, casually attributes the preface to Puccini’s two librettists, Carlo Za:la
garini and Guelfo Civinini. Yet while one or the other of them might have been responsible

for the final prose — and Civinini is more likely given thiat (1) the preface :;s,prf}l:ably d:;:l:s
ten only after the opera was completed (Puccini’s autograph score, presery n.i"l‘l ad:lifmisscd

P
of Casa Ricordi, bears the completion date of 6 August 1910) and (2) Pucci
s pletion date o ug : e
Zangarini in the Spring of 1908 — the idess in the preface must be Puccinl's own. Indeed,

more than in any previous opera, Puccini tightly controlled every aspect of the‘ ].i:retr.o and
initiated a number of its most telling theatrical effects. So complete was Puccini s domindng

that Zangarini later remarked that Puccini himself should be credited with the libretto, while

Civinini published an article in the Giomale d'Italia in which he dc_s‘:“be_d his own sull;;e ie I:
¢ 1o the composer. Puccini’s dismissal of Zangarini and his n'{n{inllu?n of bothN rﬂ;l:;
may be followed in letters published in E. Gara, Carteggi puccimant, Milan, 1958’197?: Nos,
547, G. Avamt, Letters of Giacomo Puccini, trans. E. MaKIN, rev. edn., ndon, a 156‘
102, 105; V. Sericman, Puccini Among Friends, London, 1938frpt. New York, 1971, pp- i

0 Zangarini’s comments, see ibid, p. 144, note 2; on Civinini's article, se¢ GIRARDY,

tit, p. 124,
2 Gmrarmy, Puccini cit., p. 124.
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al:ld Minnie Falconer,’ the gun-slinging, bible-quoting, never-before-
kissed owner of the Polka Saloon, who, before she can save Johnson
must flr-st lea_rn to sutrender to her passions and fall in love. ,
In discussing the musical characterization of Johnson and Min-
nie, Mosco Carner writes that Puccini missed the mark with both
characters: that he «whitewash[ed]» them.* Carner may well be right
about Johnson, who, though often characterized by an aggressively
syncopated, ragtime-like motive that suggests something of his reck-
less abandon (see, for example, his entrance in Act T at 91/4/1);
displays an overall sameness and lack of development in his vocal
line, which tends toward the lyric-heroic throughout the opera. In-
d‘eed, one could probably scramble the order of his main contribu-
tﬁms t0, on the one hand, the love duets of Acts I and II — «Quello
che tacete me I'ha detto il cor» (131/1/1) and «h’io non ti lascio
Plu»é1§7/ 1/1)' — and, on the other, his «farewell» aria in Act III
: «h h cflla mi creda» (394/2/ H - without doing noticeable damage
o the ev:elopment of his musical discourse. In the end, there was
probably little that Puccini could do with this bandit who possessed
a heart of gold.s
. Neln‘llréﬁa, 011 the otl}er h_and, is a rather more complicated charac-
e ;15 . :11 a lt:ase with six-shooter and Bible, gentle one moment,
Lo musicalls toe ni:lxt. And Puccini did anything but «whitewash»
siocly and t});. 1;1 the contrary, I behev.e that he portrayed her inci-
ey : at her musm?l transformation during the course of the
dpc stands as one of his most surehanded examples of character
evelopment.
0 31;1::; t}“:enstf}?rrmanon, I shall argue, may be outlined as follows:
) fpore A hee words — «lontano», «tornare» and «redenzione»
, through both frequent repetition and strategic musical-dra-

# Minnie’ i :
David B elasc:a’ss f;f:;lﬁ(f;l_'l?mc Iz:ver appeats in the opera. It is mentioned once, in Act 11, of
the edition of the pls in ;{ the Golden West, the play on which La fanciulla is based. See
cal, Boston. 1935 Y;g T J. Mosks, ed., Representative American Drama: National and Lo-
Belasco: The Girl ::_.Ftbe < J:; other editions of the play appear in S. FRENCH, ed,, David
and D. C. GErouLp, ed : West, French's Standard Library Edition, New York, 1915;
and ? Drscuprs, Nm Y::i?c?;ag‘_ebdmm’ American Drama Library, eds. B. MARRANCA
M. C i e .
. Refer::::n;up““m' A. Cntfca! Biography, 2nd edn., New York, 1974, p. 404.
to the Ricordi vocal score cited in note 1 and indicate page/system/bar.

6 Johnson is 1 so; .
ments in GErouLp, A::c“-'h“ A‘?:"‘ 1'0’::d:iti cl:r;cst-er in Belasco's The Girl; see the com-
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matic placement, take on the character of «verbal leitmotives»,’ (2)

the first important occurrence of each of these words (as well as ma-

ny subsequent appearances) either takes place within or almost im-

mediately calls forth a sense of local tonal-diatonic stability, sym-
metry of phrase, and pentatonicism, the combination of which con-

stitutes what might be called the opera’s «redemption #inka» * (and
i ally marked

this, it is important to note, in an opera that is gener

by tonal instability on the local level — chromaticism, wholetone
scales, augmented chords-kaleidescopic, seemingly restless juggling of
motives, and almost seamless asymmetry); and (3) Minnie is trans-
formed in such a way that, after the outer limits, as it were, of her
personality have been exposed, she begins in the non-lyrical, tonally
cloudy (at least on the surface), and asymmetrical world of the vil-

lain, the sheriff Jack Rance, then gradually appropriates the style

characteristics of the redemption #inid, and finally saves Johnson by

quoting literally the beginning of Jake Wallace’s fc_;lk—like mipstrel
song of Act I, which serves as the most explicit musical embodiment

of the «lontano-tornare-redenzione» idea. o
In all, the musical style associated with the verbal leitmotives

stands in stark relief to the prevailing musical language of the opera
and represents the musical goal that Minnie must eventually attain,
for only by travelling a long musical-metaphoric pi-ltl:l, by returning
to a distant state of Jake Wallace-like musical simplicity, can Minnie

save Johnson’s body and soul. -
I shall present the argument in two parts: Part I .deals with tde
musical interrelationships or cross-references that bind the words

«lontano-tornare-redenzione» into 4 single musical-verbal unit; Part

7 Although one or another English equivalent for «lontanos and «tormre? had glfdy
appeared in Belasco’s play, which La fenciulla often does little more t’han trans m:;e 1w d or
word, the following compsarison of score (which often differs h.m.? the hbretto]24 | play § Z\i;.:
Puccini’s far greater use and development of the word:'s: Puccini's «lonnu,n:m.f times }n di .
logue and 17 in stage directions and prefatory materiel, versus Belasco’s «far w'ay:lial‘ ’c'
tancen, 21 times in dialogue and 4 in stage directions; Puccini’s «tornarc, 21 times in dialogu

i irecti ' homen / «back there» / «goin’ backs, 4 times
and 4 in stage directions, versus Belasco's «go e e, it

in di i i 5 fo
in dialogue. Finally, wheress the word «redenziones npg::hile e e ound two s

counterpart, «redemption», NEVEF OCCULS in Belasco. whiie :
waiting for him, the idea of developing them into verbal leitmotives, as 1 call them, was his own.

8 ] use the term finta as it is vsed in the recent monogreph on Tl;:mdot by W. Ask-
§ various finte {or evocative «colorse) that an

sROOK and H. PowErs; that is, it is only one © «e !
opera may have; see their Puccini’s «Turandote: The End of the Great Tredition {«Princeton
Studies in Operas), Princeton, 1991, pp- 89-114.
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II then takes a second sweep through the opera and shows how the
style associated with those words defines the musical path that Min-
nie must travel. Finally the two parts look at the score from very
different vantage points: Part I concentrates in detailed fashion on
the motivic setting of individual words and even syllables; Part II,
on the other hand, steps back and considers eight of Minnie’s state-
ments from a height that may be described as a bird’s-eye view.

I. Tue VERBAL LEITMOTIVES: EQUATING «LONTANO-TORNARE-REDEN-
ZIONE»

A. Establishing the Importance of «Lontanos

1. Jake Wallace’s Song (Act I — 20/1/1): The first moment of
sustained lyrical repose in the opera comes with the nostalgic song
with which the minstrel Jake Wallace entertains the miners who mill
about the bar in Minnie’s Polka Saloon. Jake sings three strains of
a melody that Puccini adapted from a Zuni Indian ceremonial song
(as arranged by the German-American composer Carlos Troyer), while
his words loosely paraphrase those of the parallel scene in Belasco’s
The Girl® Each strain is differentiated harmonically (indicated in
part in Ex. 1) andfor melodically at its cadence: 1

Ex. 1 -
{20£1/3).

Strain 1

The melody of Jake Wallace's song, with some harmonies and bass notes indicated

— !
Che fa —ran-ngi veechi miei 13 fon -ta - no, la fon-13-no?. che fa - ran-no?
I —_——— —_
D vib 1
Strain 2
P o .ﬁ tr - A &
g—i,-i =¥ ¥ ':‘ :— :;v_—_;'

Tri -stie sa _1{i vec-chi miei pian-ge . ran-no, pense - ranno  chenon tor-ni pitl.
i v ii
F# B "

® On Puccini’s model, which was published with the title The Festfve Sun-Dance in a 1904

see my article, Belasco and Puccini: ‘Old
arterly», LXXV, 1991, pp. 361-396.

I distinguish between the original Italian punctuation [...]
.J, the former without spaces beween the dots, the latter with spaces.

issue of Arthur George Farwell’s Wa-Wan Press,
Dog Tray' and the Zuni Indians, «The Musical Qu

10 In quoting from the score,
and my own diacresis [, .
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; i : (1) he
Puccini emphasizes «lontano» 1n two V?‘Y ﬂﬁdlr}}: ;’;;’15; ](:r)gest
sets its first appearance with 2 descer-xdlr}g'dolzt e b melody
leap in any direction within either an individual s o ling of per
as a whole, and with the 6-3 descent a.ddmgd_to Iy, the significance
tatonicism; and (2) he repeats the word immediate ):in: S eain,
of which becomes apparent at the Pgrallel pIaCt?f‘u:1 e aiing of
where, instead of verbal repetition, ‘;’1‘3_ n s - if at all ~
«piangeranno-penseranno». Further, though 1t 15

rmall but important rhythmic differ-

audible in performance, there isas .

i i n and «pian-
ence between the setting of «lontano» in the first stral

! eceives
geranno» in the second. Whereas the final syllable of «lontano» r

ollowed by
a half note, that of «piangeranno» gets onlﬂi a ?;1:“1"3;& firence are.
a quatter rest. And that Puccini conmdert?d this s o the impor-
fully — and as yet another way of calhn%1 ﬂtte:l e econtinuity
tance of «lontano» (?) — is evident from the ?OboI:ﬁ O s were ini-
draft» for the song, where the final sYuablF;‘ h mote followed by an
tially set with a quarter note tied to an m% n:al ble of dontanos
eighth rest.! Thus Puccini lengthened the sy

while he shortened that of «piangeranno».

- . Although
2. The Opening Words of the Opers (Act 1 full;/ Z;I)Jarent et
the s.ignificance of «lontano» does not become

ith the pairing of
the second strain of Jake’s song, whenl,1 Wlt:::mrdedp«lomam»
«piangeranno-penseranno», we mmiss the emphasis

Act 111 is miss-
] hlofActsIde[. -
11 The continvity draft, which has ah?_‘?;t o ﬁe:e‘{ork‘ The manusctipt, ;‘; Morgan
ing}, is preserved at The Pierpont Morgan Library, {on deposit at toc

Tlection
; t Owen Lehman Cf’ ies fols. 14r-15v, where,
;.i?:.hzlryf ;‘un:ibi‘:tir::cg?tr:rfit;geasRﬁ:g}Leh. Jake Wallace's song oocuplt;i :{ Sthc T con strsin.
iy an . Ol'd «plnnscrﬁ.ﬂn

ne inning with the W L Pierpont Morgan

howcverg. lqt ehls bound oﬁt %'ful;fl:: mmmegfbc:nm AH‘% 19};0 M:‘; ;2;:?;0;%21 fagsimile

i e ). i), <Nineteenth-Century Music», IV, nds to Johnson's passage in the

Library: A ef e the beginning of which correspo hano pud entrare per bere .»

B o et m Sahich he sings «{Ritrovarvi] o o ecrpis and Printed Editions in
o _

(122/1/2) — see J. R. TURNER, Four Centunies op. 98.99.

The Pierpont Morgan Library, New York, 1983,
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through repetition, Puccini had already planted a clue about the word’s
importance almost immediately after the opening curtain had gone
up. There amidst the pitchless shouts by an off-stage chorus of «Hel-
lo», «Alla ‘Polka’» (the saloon), and «Alle ‘Palme’» (a nearby restaur-
ant), the first sung words of the opera — and the first by a soloist
(also off-stage) — are «La lontano, 1a lontan» (3/2/3). Moreover, the
unnamed baritone who sings them does so to a lilting, 6/8 preview
of Jake Wallace’s opening phrase:

Ex. 2 - The first sung words of the opera (3/2/3).
" e T 12 £ f .

' 1 | - 1T T T
¥ S —| | 7 — 11
I YT ¥ 1 17

La lon-ta - no, 13 lon - tan, Guan-to pian-ge-ral...
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This preview of Jake Wallace’s «ontano» is significant for another
reason. If we allow for the clashes between the preview’s E major
in 6/8 and Jake’s D major in 4/4, we can — retroactively, of course
— construct a ‘synthetic’ version of Jake’s song in which an entire
strain is sung to almost nothing but the words «la lontano»:

Ex. 3 - Synthetic strain of Jake Wallace’s song, connecting the opening of the preview
with its «joint» in Jake’s first strain.
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la Jon-ta - no, 1& fon-ta-mo?..

And perhaps Puccini intended to call attention to just such a con-
nection, In Morg/Leh, fol. 2v, the vocal line of the E-major setting
of «La lontano, Ia lontan» was originally in 4/8 — against the already
established 6/8 background of the orchestra — with the melody di-
sposed entirely in even eighth notes except for the sustained note
of the final syllable. Thus as it originally stcod in Morg/Leh, the
setting of «La lontano» at the opening curtain was rhythmically iden-
tical to Jake Wallace’s opening phrase. And whether in 4/8 or 6/8,
the «lontano» at the curtain both sets us up for and then retroactively

reinforces the conclusions that we draw about the significance of the
word from Jake Wallace’s song.

3. Sife.nt Appearances of «Lontano» (Act 1-[v] £f.): Even before Jake
Wallace sings his first «lontano», the word had already appeared in
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the score ten times in the stage directions ’and oné 'I?(}),Td tnfl;:r;g
the «Nota Preliminare». In contrast, Belasco’s The ‘"‘t : re?erence
but a single instance of that \xford.up. to the sfa;m? Eom , 8 referenes
to «far western land» (my italics) in its own f.re a c:gl Nt 1:,15 e
by the time Jake Wallace has completed the first s

i i 15 Puccini has made us
n minutes into the opera),
o ety ho are reading the score) fully aware

(and particularly those of us W g the SCOT®) - ally and
of thE importance of «lontano»: he emphasizes it — musicaly

ilizes it i i of the
verbally — in Jake’s song, atilizes it in the first sung }s)har::(siepreface
opera, and virtually saturates the silent stage direction

with it.

B. Eguating «Lontano» with «Tornare»

1. Jake Wallace’s Song (Act T — 20/1/1): g;uSth?:th:ll?:stttesr:i?;?l
of Jake's song had emphasized «lontano», so the t ::C L e had
to «tornare», as Puccini sets «s’io non tomog ’3Pl;i i Yo fourth,
«3 lontano»: the initial «tornoy is sung t0 _thel -( e And s
and the words are then repeated 1mrnechattl!1 y f'srfal syliable f «tor-
he had with «lontano», Puccini l_engthened the fi oy ralLieh to
no» from the quarter tied to eighth that appear

the half note of the finished version. re» relationship har-
Finally, Puccini underscores the «logtgn0-t0fll'fl € sets clontano-

monically. Although the descending 6-3 fOl.l.I‘tis e o6 harmoni

piangeranno-tornare» in each successive strain

i s above a first-
with 2 B-minor triad, the «lontano-tornare» palrrtszzﬂfn foot position
inversion chord, while «piangeran}r.llo» 1sfts%iaopenetrating pizzicato

i 50
(made even more noticeable by the o ccompany the

jes th .
in the double basses). Moreover, the harmoanrlc» e firet and third
immediate repetitions of dlontano» and «torn

nseranno» in the
strains and the single statement Pf the par:d}l el‘,,?gf a tonic D major
second strain are even further differentiat 2 e the middle. Thus
in the outer strains and a mediant F-sharp min

i f 1910 {sec
1 i 54. Even the libretto ©
tative American Drama cit-. B- = e o ory nove
D e MOSES;ﬂRﬁr::?nstmccs of «lontanos — 1 uding d:l-eufr:fm n the prefatery oo
n"‘é i COﬁI:ams " };trcrch Can there be any doubt, therefore,
— during that same ,
was Puccini's idea?
13 The timing is based on the
419640-2 GH2.

mpect disc recording on Deutsche Grammaphon —
col
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Puccini treated «lontano» and «tornare» in parallel fashion at almost
every turn (there are, though, differences in orchestration) ** and
consistently disassociated the two words from the «piangeranno-
penseranno» peir that they surround, even in the smallest of details.

2. The Miners’ Role in Jake’s Song (Act 1 — 23/2{1). After Jake
has completed the three strains of his song, the miners join him
(23/2/1), and, after introducing some new melodic material, pick up
Jake’s melody with the words «il mio cane» (28/1/1). But here, too,
in the miners’ chorus, it is «lontano» and «tornare» that come to
the fore, if only owing to their sheer frequency: first there are four
separate statements of «torno» or «torni» (beginning at 26{1/2) and
thenfﬁve of dontanos (starting at 30/1/3). No other words are stated
as olten.

C. Equating «Redenzione» with «Lontano-Tornare»

Puccini closes the triangle of equated words at two places that
are remote from one another: first in the so-called «Academy» scene
of Act I and then in Johnson's farewell aria, «Ch’ella mi creda», in
Act IIL I shall consider the two numbers in reverse order, since
in Johnson's aria, Puccini integrated «redenzione» into the musical-
verbal equation at the same motive-word level used for «lontano-
tornare», whereas his method is different — and more immediately
apparent to the eat — in the Academy scene.

L Jobnson's «Ch'ella mi creda» (Act III — 304/2(1): Johnson’s
aria, probably the most famous number in the opera, begins as follows:

Ex. 4 - The opening of Johnson's «Ch’ella mi creda» (304/2/1).

‘Ch'eHa micre-da L - be-roe Ion-ta-no, SO-Prayend nuo-va via,.. di re-den-zio - nel...

4 One must marvel at the way in which Puccini coordinated a sense of closure and
balance, on the one hand, and forward movement, on the other, in Jake’s three strains: the
parallel harmonic treatment and immediate repetition of «lontano» and «tornares produce an
¢ b a format; the thythmic-metrical variation in the third strain brings sbout & a b; while
the ever-changing orchestration results in an 2 & ¢ format.
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The relationship between «lontano» and «redenzione» seems clear:
both words come at the end of eleven-syllable lines, and both land
squarely on 5, with the upward leap of a fifth on «lontano» inverting
the descending fourth to which the word was sung in Jake Wallace’s
song. And on both occasions, the line-ending D flat is harmonized
by a plain dominant triad that lacks the customary seventh, as if
Puccini wished to keep to 4 minimum anything that would detract
from the evermore pervasive pentatonicism to which which the aria
slowly moves (see Ex. 3, below).”* In addition, the next three lines,
which complete the first half of the aria, run as follows (my italics):
«Aspettera ch’io forni ... [ E passarano i giorni, / ed io non fornero».
Thus four of Johnson’s first five lines end with one or another of
the verbal leitmotives, with the first three verses presenting them
in succession.* Finally, the tendency toward pentatonicism in the
first two lines becomes blatant in the cadential phrase that sets «ed

io non tornerdm»:

Ex. 5 - Pentatonic setting of «ed io non tornerd» (305/1/2).

[/ £ b o
T -——— re f | I I 13 H
F 4 L LA | - = 1 X 1 ] L
| 02 Tl i N — i | I | T ¥ 174 p—
ol > "R 1 i rl L I L |
G_ L T
gior - ni, € o, ed ic non tor-ne.rd, ed  io non tor-ne - 1O

That Puccini completed in Johnson's Act II1 aria 2 com’posmon'al
plan that, as I perceive it, he had begun in Jake Wallace’s song in
Act I fits well with my belief that Puccini at least occasionally set
up significant musical-dramatic cross-references between pg.ra]lel struc-
tural points in the outer acts of his operas. In La fanciulla, Jakcst
song and Johnson’s aria manifest that tendency In 2 number of ways:
each stands as the first solo, the first lyrical-closed fmmbcr, and the
first extended point of tonal stability in its respective act. Furthe;:,
Johnson’s key of G flat — enharmonically F sharp — recalls tnl e
significance of that sonority in Jake Wallace’s song, where not only

15 CARNER, Puccini cit., p. 410, characterizes the aria 35 being «marked by 2 few ‘Ameri-

can’ pentatonic turns». . , i
16 None of the three words has g literal countetpart in Johnson's parallel speech in The

. : ) ; nson’ in both play and
Girl: sce MosEs, Representative American Drama ct-) P- 94. Johnson’s texts 1:n -
opera are conveniently layed out side by side in C. OSBORNE, The Comp of Puccinl

New York, 1982, pp. 184-185.

LAl




368 A. W. ATLAS
did it play an important melodic role as the sustained melodic note
in the 6-3 descending fourth that set Jontano» and «tornate», but,
as a harmonic substitute for the tonic beneath «penseranno», l}elped
differentiate the middle strain from the two that surrounded it (see

Ex. 1.7

2. The Academy Scene (Act 1 — 67/3[1): Soon after she enters,
Minnie conducts her Bible class for the miners, and concludes it with
a moralizing message about redemption, truth, and love, at the end
of which the orchestra enters with an entire strain of Jake Wallace’s

song (see Example 6 on pp. 381-382).

Though Jake’s melody is now harmonized rather more ‘artfully’
than it was when he sang it earlier in Act I (see below), there can
be no doubt that the simple, folk-like melody, already close}y as-
sociated with «lontano-tornare», now takes on a semantic association
with «redenzione» and the supreme truth through which it can be
achieved: unselfish, guiltless love.*

In addition, Minnie's passage in Ex. 6 also shares a strong verbal
connection with Johnson's «Ch’ella mi creda», one that goes beyO}ld
the mere appearance in both of them of the word «redenzione». Min-
pie’s message is that there is no sinner for whom «non s’apra una
nuova via di redenzione». In Act III, Johnson plays upon her words
with the wish that, after he is hung, Minnie, who would have been
ignorant of his fate, will believe that he has left and embarked «sopra
una nuova via di redenziones. The «sopra/s’apra» allusion is undenia-
ble, and it is Puccini’s, for there is no counterpart in Belasco’s play.

17 On cross-references between parallel structural points in the outer acts of Madama Bus-
terfly and Tosca, see my articles Crossed Stars and Crossed Tonal Arcas in Puccini’s ‘Madama
Butterfly’, «Nineteenth-Century Musics, XIV, 1990, pp. 191-192; Puccini's «Tosca»: A New
Point of View, «Studies in the History of Musics, Iil: The Compositional Process (in press).
The G-flat { F-sharp sonority also serves as tonic at two important intermediate places 1D
La fanciulla: Johnson’s «Quello che tacete me Vha detto il cor» in the Act I love duet G
flat) — the final cadence of which (131/1/1) resembles the cadence to which Johnson sings
«&d io non tornerd» in «Ch'ella mi creda» — and the Minnie-Rance card game neaf the en
of Act II {F-sharp minor). One might also note the deep structural parallels between the outer
acts — I and IV — of La Bobéme, about which, see A. Groos and R. PARKER, Gigcomo
Puccii: La Bohéme {«Cambridge Opera Handbooks»), Cambridge, 1986, pp. 60-63. Sec also,
the exhange between Paricer and me entitled A Key for «Chi?» Tonal Relationships in Puccinth
«Nineteenth-Century Musics, XV, 1992, pp. 229-234.

18 GiraRDI, Puccini cit., p. 128, also interprets the entrance of the melody at this point
as an expression of the idea of redemption.
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In all, I would summarize Puccini’s strategy as follows: the words
«lontano-tornare-redenzione» are closely interwoven with one another
through a series of musical cross-references. As a unit, they find their
most explicit expression in Jake Wallace’s song. The three words func-
tion together as verbal leitmotives that extend across the opera and
spell out the opera’s underlying theme: to redeem Johnson, Minnie
must leave behind the often seamy life of the mining camp — the
violence, gambling, and drinking (the last of which she herself, as
owner of the Polka Saloon, liberally promotes for her own profit)
~ and return to a distant state of moral and emotional innocence,
which, from a musical point of view, is expressed most explicitly
by the simplicity of Jake’s minstrel song,” but also by other in-
stances of tonally stable (through diatonicism/pentatonicism), sym-
metrical, redemption-tinta-related passages. And with this in mind,
we may turn to the process through which the musical style associat-
ed with both the «ontano-tornare-redenzione» complex in general
and Jake’s song in particular marks the musical path that Minnie
must travel and thus defines the course of her musical transformation.

II. THE MUSICAL TRANSFORMATION OF MINNIE

As noted eatlier, Part II steps back and considers the score in
more general, almost bird’s-eye-view, terms. The focus is on a num-
ber of Minnie’s major musical gestures, eight broad swaths that either
constitute or at least approach the idea of a closed number (her en-
trance in Act I is an exception), whether for Minnie alone, for Min-
nie and the miners, or the two love duets for Minnie and Jo}_mspr,l.
Finally, I shall argue that Puccini’s strategy in portraying Minnie's
transformation was not to lead her in one unbroken direction from
beginning to end. Rather, 1 believe that be first exposed the two
opposite poles of her personality and then started afresh, slowly trans-
forming her from the rough-edged girl who is pcrfccfly at home :thh
the musical language of Jack Rance and the shoddier side of the miners
to the touching lover-moralist who saves Johnson by gradl‘lal‘ly ac-
cumulating and adopting as her own the musical characteristics —

1% For g different reading of Jake's song, one that sees it as an expression of the «figurs

Maternan, see L. BALpacct, Naturalezza in Puccini, {Nuovd I
Pp. 45-46; I shall try to reconcile Baldacci’s interpretation with my own at

Nuova rivista musicnl:heitm,g, 1?75?
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simplicity, tonal stability, symmetry, and pentatonicism — of the
redemption tinta.

A. The Two Musical Poles of Minnie’s Personality

1. Minnie's Entrance (Act 1 — 58{1/1): It is the rough and tumble
owner of the Polka Saloon that we meet first, as Minnie bursts upon
the scene in the midst of an argument between Jack Rance and the
miner Sonora, one in which the bone of contention is Minnie's own
affections. The Rance-Sonora dispute plays out against a background
of stark wholetone writing, chromaticism, and rapidly shifting tonal
centers {54/1/1). To be sure, Minnie's entrance provides at least some
resolution of the tension, as it firmly establishes C major. But it
is 2 C major that, at least on the surface and despite its lyricism,
is liberally spiked with and thus somewhat clouded by majot-seventh,
ninth, and augmented chords, while Minnie’s «Sempre tu, Sonorar
transfers the wholetone writing to her own vocal line (see Example
7 on pp. 383-385).%

In addition, though Minnie enters with a flourish — courtesy
of the orchestra and a barrage of gun shots — she is rather res-
trained in terms of her own vocal line, as she is immediately drawn
into a dialogue that is characterized by an ever-shifting series of charac-
ters, motives, and meters, a melodic style that is predominantly ario-
so, and a lack of real closure, as the piece leads seamlessly to the
Academy scene that follows. Both musically and dramatically, then,

2 As Graxol, ibid., p. 127, points out, Puccini had also used augmented triads to l'f}af‘k
the entrance of Cio-Cio-San in Madama Butterfly, which stands chronologically in Puccini $
output as the opera just before La fanciulla. But whereas in Busterfly the augmented churt_is
had been reserved for the heroine’s encrance and thus highlighted it, they do not do so in
Fanciulla, since they have already been used extensively. ,

What does distinguish Minnie’s entrance from all that preceded it is its 12/8 meter, Whl,Ch
appears for the first time in the opera together with Minnie. On Puccini's tendency t0 1“&
troduce his leading ladies with 2 compound meter or at least with a meter that he had h4
in reserve for the occasion, see H. GREENWALD, Dramatic Exposition and Musical Structure i
Puccini'’s Operas, Dissertation, The City University of New York, 1991, pp. 57-66, with dit
cussion of Minnie's entrance on p. 62. We might note that in his draft in Motrg/Leh, folv
[35bis}, Puccini notated Minnie's entrance with the prevailing thythmic figure of quarter f? ’
lowed by eighth instead of the more tightly wound quarter tied to sixteenth followed by $1*-
teenth that appears in the final version.
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Minnie's entrance shows how comfortably she fits into the everyday,
unsentimental reality of life in the mining camp.

Finally, Puccini underscores his purely musical depiction of Min-
nie’s ability to move within the grimmer circles of the mining com-
munity — represented by Rance and the less-than-gentlemanly be-
havior of the miners — with his own small but subtle dramatic touch
by having Minnie challenge not Rance or both Rance and Sonora,
but only Sonora: «Sempre tu, Sonora?». This one-sided challenge is
significant, since throughout the opera it is always Sonora who rush-
es to Minnie’s defense, and it is Sonora who will be the first {and,
for a time, only) miner to come around to her side when, in Act
111, she pleads with the miners to forgive Johnson and spare his life.
And that it was Puccini who aligned Minnie with Rance at this point
can be seen from the parallel scene in The Girl, where Belasco had
Minnie take no sides at all in the Rance-Sonora altercation.”

2. The Academy Scene (Act 1 — 617/3/1): Having shown one side
of Minnie’s personality, Puccini immediately moves to the other pole:
Minnie as contemplative moralist and mother figure to the miners.”
Minnie now has the central role in a closed number, one marked
by an overall sense of tonal stability and direction, symmetry a‘nd
tepetition, a ‘regular’ accompaniment (see below), and a vocal line
that relies upon the simplicity that pentatonicism represents in the
opera. In short, she has what comes close to being a somewhat dcla):ed
«entrance» aria, albeit with some interjections by and dialogue with
the miners (see Example 8 on pp. 386-387).

621 For Minnie's entrance in The Girl, sce Moses, Representafre American Drama it
p. 62,

22 In Belasca’s The Girl, this scene did not occur antil well into Act _111,' fﬂd Tsl:n:h“tr;e
much too late to serve as an effective introduction to @ new aspect of Mmm: swli)cth oud }oe.
It was also Jess tightly organized, as Minnie taught everything from readmg. GG el realived
Miller’s Jokes as the primer — to arithmetic, to patriotic songs. Pufﬂm-mr'n ; izn to the
the problems with the scene and both moved it to Act 1 and limited its lmulm:t from two
Bible. Just how quickly Puccini’s instinctive sense of the thester operated is cea:tm v
letters 1o his friend Sybil Seligman: on 12 July 1907, he told her that he w;§ 8 e
for the Italian translation of Belasco’s Acts 111 and v (w}.ﬁCh be wouid.;orl:“;ﬂ:}u last twt;
1t two days later, on the 14th, he wrote again, now saylng d?nt hl:e ords «io school epi-
#cts, describing the changes that he would make, and underscoring the WO'CS B pig,
sode (in Act ITT)»; in other words, he made the decision to move the scene t0

¥i see SELIGMAN, Puccini Among Friends cit., PP 138-139.
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And if, as we have seen in Example 6, the clear sense of tonality mo-
mentarily gives way to a series of augmented triads at «al mondo, pec-
catore», it returns emphatically at the end, with a solid cadence in
E flat and the recollection of Jake Wallace’s song, which, perhaps,
we might judge as having been almost musically inevitable, given -
quite aside from the semantic association with «redenzione» — the
flutes” constant reference throughout the number to the descending
fourth that set the words «lontano» and «tornare» in Jake’s song.

Considered together, then, Minnie’s entrance and her role in the
Academy scene present the two opposing sides of her personality. On
the one hand, she can mix it with the boys, and speak their language
of wholetone scales and seamless asymmetry; on the other, she can
sustain the tonally clear, symmetrically lyrical, pentatonic dialect of
the redemption finta as it is defined by «lontano-tornare-redenzione».
And it is to the process through which Puccini will now back up and
gradually lead Minnie from the one to the other during the remainder
of the opera that we now turn.

B. The Musical Transformation of Minnie

1. «Laggis ... nel Soledad» (Act I — 88/2/3): Minnie’s first solo
number — the Academy scene was not quite such — follows directly
after and responds to Rance’s autobiographical «Minnie, dalla mia ca-
sa son partito» (86/1/1), which is marked by intense passing chromati-
cism, lack of symmetry, and virtual seamlessness. Like Rance’s
«proposition» (for that is what it ends up being), Minnie's response
— a description of her own childhood — stands far removed from
the Jake Wallace-inspired redemption #in£a. Indeed, with its asymme-
tFical, parlante-recitative style and irregular accompaniment, which at
times simply disappears — not to mention the downright intrusive,
illogical-sounding motivic recollection that accompanies «Mamma ...
era bella ...» (Ex. 9b), where, prompted by Minnie’s reference to het
father as a faro dealer, the first violins offer the motive originally used
to accompany the entrance of the card-game-seeking miners (6/1/1)
— the number seems often to verge on disintegrating (see Examples
9a, 9b, 9¢c on pp. 388-391). Only at «S’amavan tanto» (Ex. 9¢), where
she tells Rance how much her parents loved one another and that she
would !ike to experience a similar kind of love, does Minnie approach
the lyrical symmetry and clarity of Jake’s song. And significantly, 25
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we shall see, the change in style occurs in connection with a reference
to the virtues of the family, the quest for which weighs heavily on
Minnie’s mind (see note 19 and below). In sum, Minnie’s first solo
places her firmly in the musical orbit of Jack Rance and marks the
point from which her musical transformation begins.

2. The Waltz (Act 1 — 107/1/1): Although Minnie is silent
throughout the waltz (she does, however, dance for the first time
in her life, and with Johnson, who had entered shortly before [91/4/1D),
the simple, almost artless melody (Ex. 10) will soon prove signifi-
cant, first in both the Act I love duet and in the ‘preparation’ for
that of Act II, where it recurs literally, and then in the Act II love
duet itself, where a new love theme seems to be derived from it.
As was Jake Wallace’s song, the waltz is characteristic of the simple,
almost naive style that Minnie must attain; and with its strong pen-
tatonic leanings (once past the ascending scale with which each of
its two strains begins), the waltz even recalls the minstrel’s melody,
especially in its second strain, where the 6-1-2 ascent both symmetri-
cally mirrors — even though it is partially filled in — Jake’s falling
6-3 on «lontano» and «tornare» and provides an intervallically clos’e
sequential answer — though now a whole step higher — to Jake’s
opening 5-6-1.

EX. 10 . The waltz melody (107/1/1).
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3. The Act I Love Duet (120/4/1}): Just as ignpomp:.i as "’i‘-”’wﬁ’fﬂ
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Minnie and Johnson never sing together),® is what she does not
sing. But first to Johnson: there can be no doubt that the lyrical
highpoint of the duet is Johnson’s self-contained «Quello che tacete
me I'ha detto il cor» (130/1/1), in which he sings the waltz melody
in its entirety, and adds to it a short tag that underscores and prolongs
its pentatonic character. It is here that Johnson offers his most sus-
tained and lyrically impassioned declaration of love for Minnie, and
it is here that the waltz melody gains its semantic association with
love and, at the same time, a tighter musical association with Jake
Wallace’s song.* It is therefore significant that, although Minnie
has her own moments of Iyrical passion in the duet,” she herself
never sings the waltz-love theme. The closest she comes to it is near
the beginning of the duet, where, in a style that approximates what
Abramo Basevi — with reference to Verdi — called «parlante melodi-
co»,® her own vocal line weaves in and out of the theme as it is
presented by the orchestra, brezking off for good at the very point
at which the melody strains to be its most expressive — the 6-1-2
ascent (see Example 11 on pp. 392-393).

Puccini had good reason to withhold the waltz-love theme from
Minnie: she is simply not ready for it. For as Minnie herself says
early in the duet: «Ma il primo bacio ... debbo datlo ..., debbo darlo
ancora» (123/3/3). And when the curtain falls on Act I, she has still
not surrendered that first kiss. Minnie, in other words, still has some
distance — both emotional and musical — to travel, and the conclu-
sion of the duet (and thus the end of Act I) finds her mired in exact-
ly the same major-seventh, ninth, and augmented chords with which
she entered. As Ashbrook has observed, the Act I love duet is any-
thing but «one more tired example of the love-at-first-sight cliché».”

2 On the term «dialogues duet, see Asusrook and Powers, «Turandot» cit., p. 116.

# Thete ate two very audible cross-references between the beginning of the duet s #
whole and the opening of Jake Wallace’s song: both are «introduced» with a IV+6.I cadence
a_nd.btoth start Wllth a solo oboe sitting on — and emphasizing — the tenic. I discuss the
slgmflu:a_m:': of this cross-reference in a forthcoming article, Multivalence, Ambiguity, and No#-
gnmirrg;:?: Puccini and the Polemicists, Journal of the Royal Music Association», spring, 1992

% See, for example, Minnie's «Ma il primo bacio ... debbo darlos (123f3/3), or scome
15, stelles (129/2/2), where, as Girart, Pucgim' cit., p. 130, notes, her h(xgh i'{ r)r;ﬂtChfs the
&’ that Johnson had sung ar «e ancor bells m’appart» (126f5/3).

:: A. Basew, Studio sulle opere di Giuseppe Verdi, Florence, 1859, p. 31.
W. Asuproox, The Operas of Puccini, New York, 1968/rpt: Ithaca, 1983, p. 143. K.
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4. The Preparation for the Act II Love Duet (Act I -
165/1/3): % Act I had taken place at the Polka Saloon, beginning
at sundown and ending later in the evening. Act II shifts to Minnie’s
cabin about one hour later, as Johnson — at Minnie’s invitation —
has come to continue their conversation and say goodbye. The good-
byes, though, are not quick in coming, and to Johnson’s «Rimango?»
(165/1/2), Minnie nods yes. The waltz-love theme begins immediate-
ly, but now with an important difference. Whereas in Act I, Minnie
had only been able to hint at the melody, and then almost acciden-
tally, she now sings almost its entire second strain, with its yearning
612 motive and the pentatonic tag that Johnson had introduced
in the Act I duet. Thus for the first time since the process of.her
transformation began — if not in the opera itself — Minnie sings
a ‘lyrical’ melody marked by tonal clarity, symmetry, and pentatoni-
cism; she has begun moving toward her musical goal — the redemp-
tion finta — and inching closer to Johnson in their soon-to-come, mu-
sically reciprocal statements of love.

5. The Act IT Love Duet (174/2/1): The duet opens with a new
‘love’ theme, one that is pentatonic almost throughout {until the chro-
matic twist near the end) and that bears some resemblance — melo-
dically, harmonically, and, given both its compound meter and
Johnson’s earlier transformation of the 3/4 waltz into 6/4 in «Qu'ello
che tacete», metrically — to the waltz-love theme of Act I, from which,
I would argue, it was probably derived (see Example 12 on‘ pp-

G. Bere, Giacomo Puccinis Opern: Musik und Dramaturgie (Marburger Beitrige zur M >

senschafts, 7), Kassel, 1991, p. 39, note 22, even questions its being called a2 «Iov:ln duf':t.

8 Begrg, Giacomo Puccinis Opem dt., p. 39, considers 1 65/1/3 1o be the ‘mundbﬁ:.
ning of the Act IT duet and refers to the place at which 1 will cite the duet &5 gem:lsthoush thi
(1742/1 = see below, No, 5) 4s being the beginning of its “‘““",,}“umm I might point
difference in labels makes little or no difference at all in the present o +6] cad;P:nce

i i i v
out that there is evidence — both musmal-structur:lr (havltlgAt; (;1;' \;:h zd;.eza, (o1 cadence
ably having thought of the duet proper
heoming article cited in note 24.

the melody in 4/4, then chan-

that introduces 174/2/1) and paleographical (in M
sponds to 165/1/3) — that points to Puccini’s prob
as beginning at the later of the two spots (174/2/1); sce my fort

5 In Morg/Leh, Act IL, p. 40, Puccini originally notated
ged it, in the draft itself, 1o 12/8. 39, also considers

3 Although Bere, Giacomo Puccinis Opem cit., p. 3%, 830 cons ions
10 be retated, \ffe should note that the melody had already been mtmmtcilono?:roc;ﬁ':nie-
in Act 1, neither of which is related to the idea or function of either the Weu:zMinnie that he
ohnson love affair, First there is a close relative, in 9/8, # Rance t

the two melodies
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394-395).% The melody will be sung three times, first by Johnson
alone: «ch’io non ti lascio pitw» (187/1/1), and then by Johnson and
Minnie together: «Dolce vivere e morir» (188/1/1) and «Eternamente»
(189/3/1). Minnie has surrendered to her passions and offered her love.

As noted at the outset, Puccini said that La fanciulla was about
love and redemption. And while Minnie has by now appropriated
the two melodies associated with love — the waltz and its Act II
derivative — she has yet to show, whether musically or dramatically,
that she is capable of forgiving Johnson’s past and thus redeeming
him.”* For that she will have to move still closer to Jake Wallace’s
song, which, though musically related to the waltz-love theme and
its derivative (see discussion of the waltz, above, and note 24), has
a different meaning, something that Puccini underscores in the way
he treats Jake’s song and the waltz after their initial appearances.

Both Jake’s melody and the waltz appear for the first time —
and function — as pure and simple ‘song’. But whereas Jake’s melo-
dy remains just that throughout the opera — despite both its never
again being heard as such by those on stage and its increasingly rich
harmonization {about which, see below) — the waltz tune quickly
turns ‘artful’. Indeed, it does so immediately, when a clearly audible
variant of it supports the dialogue and action that follows its first
presentation (110/1/3), and it does so again when Puccini adds a coun-
ter melody and biting 2-3 suspensions to it at the beginning of the
Act I love duet (see Ex. 11). Thus by appropriating the waltz-love
theme and its Act II derivative, what Minnie is telling us — and

?vould pay «Mille dollari, qui, se tu mi baci! ...» (83f1/1); later, Sonora sings the headmotive
ina rat?ler off-hand way — and with dotted eighths-sixteenths in 2/4 — when he says «Buona
sera Mister _Iohnson» {102/3/3}. Obviously, in a work «marked [...] by pentatonic turns», as
'Carner puts it (see note 13), the task of arguing that any two of them in particular are relate
is problematical.

in]l.ml"urt}'mr, the “love’ theme of the Act II duet provides a fine example of the problem
Inherent in trying to assign non-ambiguous semantic meaning to Puccini’s themes. First, a5
st 1:10tt:d. close }'clatives of the melody had already appeared in Act I within contexts having
mhlunnﬁete do with thc’ Minnie-Johnson love affair; and second, later in Act II, the melody
hile 1 rscore Johnson’s cry of «la mia vergogna! Ahima! ... Ahime! Vergogna mial» (216{3{1):
while in Act iI, the melody will be used as background for the manhunt that results in John-
T°1't1 s ;39“_11'3 {2692, On the problem of labelling themes semantically as it applies specifical
c)::l OM ‘Eﬂm s Tosca, see R. PARKER, Analysis: Act | in Perspective, in Giacomo Puccini: Toscé:
e IHA:NFI-R {«bCemn;ngc Opera Handbooks»), Cambridge, 1985, pp. 134-142. ]
o act, when Minnie soon learns that Johnson has lied to her about one of his ol
gI;:hr_ln f‘::cndls, not only does she fail to forgive him, but she throws him out of the house (217/4/1)-
es later, though, she sheiters and hides him after he is wounded by Rance 219/2/1)-
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it is no small thing — is that to this point what she has learned
to express is only physical love and sexuality. The final goal of
dontano-tornare-redenziones — the redemption #inta — to which she
has certainly moved closer by means of the waltz-love theme and
its derivative, still lies in the future.

6. «E anche tu lo vorrai, Joe?» (Act III — 320/1/1): In Act III
Johnson is captured and has a noose placed around his neck. Minnie,
of course, comes to the rescue at the last moment. She pleads with
the miners to forgive Johnson and spare his life, and though rebuffed
at first, she succeeds when, after repeatedly hinting at and winding
up towards it, she finally quotes the first two phrases of Jake Walla-
ce’s melody, ending with the word «lontano» and with a cadential fi-
gure that recalls Johnson’s «io non tornerd» in «Ch’ella mi creda» (Ex.
13 on pp. 396-398). A few measures later, she quotes Jake’s melody
again, this time to the phrase «fratelli del mio cuore ...» (324/1/1).
With her direct quotation of Jake’s melody, Minnie has finally arri-
ved at the musical goal toward which she has been steadily moving:
dontano-tornare-redenzione». Her quotation of the melody saves John-
son’s life, as forgiveness, in the form of Jake’s tune, breaks out all
over, first with Sonora (see the penultimate measure of Ex. 13), and
then among the miners as a group (333/1/1).

One may argue, perhaps, that Minnie’s quotation of Jake's melo-
fiy has been undermined by its harmonization, which, with its pass-
ing chromaticism, sevenths, and ninths, is as rich as anything in
Rance’s «Minnie, dalla mia casa son partito» of Act I — the number
that stands as the very antithesis of Jake Wallace’s song — and that
Minnie has not, therefore, learned the lesson of forgiveness and
redemption symbolized by Jake’s simplicity. But this is to misund‘er-
stand Minnie and, I think, Puccini’s view of love and redemption
in La fanciulla. Unlike another of Puccini’s heroines, Turandot, Min-
nie does not make a sudden and psychologically implausible abo‘ut
face. Rather, she has moved toward and accumulated the characteris-
tics of Jake’s melody gradually, largely via the waltz-love complex
in the duets of Acts I and II, and she has appropriated her ever
greater sense of symmetry, pentatonicism, and overall snm;?llclty in
slow but steady fashion, adding these to — rather than'lllst sub-
stituting them for — the more complex melodic-harmonic charac-
teristics and seamlessness that defined her personality at her entrance
and in a number such as «Laggil ... nel Soledad» (see above). This
Mix of characteristics is neatly demonstrated in the meter of «E anche
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tu», as Minnie shifts from a prevailing 9/8 (recalling the compound
meters in which she both entered in Act I and sang the waltz-love
theme and its derivative in Act IT) to a ‘simpler’ 3/4 precisely at
the point at which she quotes Jake’s melody. In all, by the end of
the opera, Minnie has become musically and dramatically all-embracing:
she can redeem Johnson, but she can still communicate with her be-
loved miners.

Two relationships between the scene in which Minnie saves John-
son and the earlier, moralizing Academy scene illustrate the notion
of Minnie as musically all-embracing. First, both of these scenes have
Minnie singing the words «una suprema verita d’amore». In the Acade-
my scene, she sings them to the simplest of harmonic-cadential for-
mulas: an almost hymn-like (one recalls that the Bible is at the center
of this scene) VYV-V'-I (73/1/3). In the later scene, on the other
hand, the same words are enveloped by an orchestral theme associat-
ed with Johnson’s passion for Minnie (327/1/1), one of the most strik-
ing characteristics of which is a series of parallel augmented
chords.” Second, Jake Wallace’s song figures in both scenes. But
whereas in the Academy scene Minnie merely triggers an orchestral
recollection of it, she sings it herself when she saves Johnson. Thus
Minnie’s «supreme love» can absorb the extremes of La fanciulla’s
harmonic language and can call forth thematic recollection in the form
of both vocal discourse and orchestral reminiscence.

There is one more point to be made about the rich harmonization
of Jake’s melody when Minnie sings it in «E anche tu ...» Just as
Minnie has, through the course of the opera, moved ever closer to
Jak.e’s song in terms of her own vocal line, so Jake’s melody has,
in its successive appearances, moved closer to Minnie’s original, more
complicated harmonic language. After Jake delivers the main state-
ment of the melody with its simple, folk-like harmonization, the tune
picks up major-seventh and ninth chords at the end of the Academy
scene (73/2/1),” and then passing chromaticism when it is quot

32 The theme is heard, among other places, at the very apening of the Prelude to the
~opera and in the Act II love duet, at the moment at whichryMirr)lcniengurrcndcrs her first kiss
to J°:;“3°“ (181/2{1), from which point it derives its semantic association.
lace's sowe m!s}gt note .that, in wha.t must certainly constitute his earliest sketch for Jake Wal-
bat thenngl'xl “‘:d““' initially harmonized the opening of the melody with a major-seventh Ch‘_’fd=
toft it with anged it to a plain tonic triad, which, from the point of view of my interpretatiofi,
it with someplace «to go», harmonically. The sketch is preserved at The Pierpont Morgsn

Library, Koch 989, ltem 3, fol. 2v; it is transcibed and discussed in my article, Belasco and

Puccini (cited in note 8).

fanciulla extolling the virtues of «family» —
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by Minnie. Finally, it comes full circle when the miners sing it nostal-
gically for the last time (333/1/1). Significantly, no other of the opera’s
themes — including the waltz-love melody — undergoes so drastic
a development with respect to its harmonic underpinning. Like Min-
nie herself, then, Jake’s melody — the most explicit musical symbol
of «lontano-tornare-redenzione» and thus of the redemption tinta —
is also, at least harmonically, all-embracing. And when Minnie says
that «v’¢ ... al mondo, peccatore cui non s'apra una via di reden-
zione ...», as she puts it in the Academy scene (see Ex. 6), she might
have added that there is also no one in the world who is not capable
of being the redeemer and that there is no single path — at least ‘har-
monically’ speaking — to the state of redemption.

Finally, I should like to consider one last cross-reference for Min-
nie’s quotation of Jake Wallace’s song, and though it might at first
seem to undercut my own interpretation of the song as a symbol
of «lontano-tornare-redenzione», it more likely setves to remind us
that a work as rich as La fanciulla displays a thick web of interrelat-
ed ideas and is open to a number of plausible interpretations. As
noted earlier, Luigi Baldacci interprets Jake Wallace’s song as one
in praise of the «figura materna» (see note 19). And indeed, Jake's
song itself and the dialogue that both precedes and follows it are
saturated with references to «mammay», nowhere more boldly than
at the beginning of Jake’s third strain, where he finally enters (after
singing the first two strains off-stage) and his «mamma» is followed
by a dramatic pause (see Ex. 1). Moreover, for the miners, Minnie
is herself nothing less than an almost mythic, mother figure.

Baldacci’s point, then, is well taken. Yet it can probably be ex-
panded and at the same time be reconciled with my own interpreta-
tion of Jake’s song. When Minnie quotes Jake’s melody in Act III,
she does so to the following lines: «la sorella che adoti ...» (see Ex.
13) and «e voi tutti, fratelli del mio cuore ...» (324/1/1). Both times,
therefore, Minnie’s quotation of Jake’s song carries with it references
to family. In addition, when Minnie fitst set out on 'hcr musical-
Psychological transformation in «Laggilt ... nel Soledad» in Act I, the
first indication that she was capable of lyricism, symmetry, and tonal
stability came at the words «S’amavan tantol» (see Ex. 90), whe‘re
she told Rance how much her parents loved one another. Thus while
Baldacci’s emphasis on the «figura materna» is on the mark as far
a5 it goes, it can be placed in a wider context, one that sees La

both immediate and,
in order to subsume Minnie’s beloved minets, extended — in gener
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al. And though Puccini’s «Nota Preliminare» makes no mention of
it, the family — the notion of going back to one’s roots (to use
a cliché) — is one of the goals, together with love and redemption,
that Minnie and Johnson constantly pursue and ultimately achieve
in what I take to be Puccini’s grand triangle of «lontano-tornare-

redenzione».
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Ex. 6 - The conclusion of the Academy scene (72f1{1}.
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Ex. 7 - Minnie's entrance in Act T (58/1/1h
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Ex. 8 - The beginning of the Academy scene (671311).
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Ex. 9 - Minnie's «Laggid ... nel Soledad» (88/2/3): (a) the opening, mm. 1-13; {b) «babbo
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Ex. 11 - The opening melody of the Act I love duet (120/4/1).
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f the Act 1T love duet (174/2/2).

Ex. 12 - The opening melody o MINNIE
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Ex. 13 - The beginning of Minnie’s «E anche tu lo vorrai, Joes (320f1/1).
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