
PERFORMING PIETRO MASCAGNI’S CAVALLERIA RUSTICANA
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likeness with more exactitude than “any picture with my signature”. Or, in other words, this 





recording and the score. The opening f” of the first violins is begun at nulla, so much so that if 

course, is simply marked “pp” or “pp dolce e religioso” for all the entrances of the strings.

—

printed. The c”’ in 

not played under the “poco rall”, but rather in the tempo of the following few measures of music. 

’ and the d” for the violin in both

—



In terms of tempo, both printed scores have “Andante sostenuto”, with the clarification of 

Mascagni’s recording shows a completely different 

. By the 2/4 “Molto animato”, Mascagni is conducting 

, but although he doesn’t write down a ritenuto until 

tempo at which he began the “Molto animato”. 

This brings us to a new theme which will be used throughout the opera, at “molto largo e 

”. Here we encounter for the first time a discrepancy in note duration which is 



note “e” which is a pick

to the third downbeat “f” of this theme, when played by tutti strings, is executed with the 

—



first trumpet and trombone. It also occurs in the first trumpet at the beginning of “Lo stesso 

tempo”, 7/1/3, and as well in the three bars leading up to the introduction of the Siciliana, 

—

In terms of tempo, the “molto largo e sost. moltiss.” 

this passage is not marked “a tempo”. What is, however, is the music which begins at 6/1/1, 

; if the music preceding an “a tempo” is marked “molto sostenuto”

“a tempo”, and yet we see the opposite in play here.

even more pronounced leading to the new section which is marked “Lo stesso tempo”. 



The three bars leading up to the Siciliana are marked “cresc. 

sempre e affrett.”, but the recording exhibits the exact opposite, namely, an immense allargando

“Lo stesso tempo”. 

Gigli’s rendering has a few important deviations from the printed music which must be 

is addition of ornamental mordents, first exhibited at “la vucca a risa”, 

and 12/2/5. An interesting observation comes at 11/1/3, “Ntra la porta tua sangu è sparso”, a four 

wice. The first iteration is marked “affrett.” followed by an “a 

tempo”, whereas the second is marked “poco rit”. However, Gigli follows the first set of 

with technical precision, and therefore speedier is best both times. It is in this phrase, “E s’iddu 

muoro e vaju mparadisu” (12/1/1), 



provided with the addition of an “extra” pickup note. Note as well the stylistic fermata on the f’ 

shortening of the e’ in the word “mparadisu”. 

again, though the music (14/1/1) is marked “I Tempo”, with the clarification of “con anima 

string. e rinforz. sempre”, Mascagni makes a allargando into the “Sostenutissimo”. 

Sostenutissimo indeed, which Mascagni conducts at a tempo of quarter note~44, whereas the “I

Tempo” was conducted around quarter note=58. 

at 15/1/3, “Allegro”, with a parenthetical quarte

averages around quarter note=177. The music which is then marked as “Un poco meno allegro” 

thought of these two tempos as being somewhat equal. Mascagni adheres to his “rall.” writt

around quarter note=130. It is here where discrepancies begin to arise. While there is a “poco 

rall.” prescribed for 18/2/9 in the score, Mascagni in f

=93, and by the bar of the “poco rall.”, the music is recorded at around 69 to the quarter note, 





The theme of the “Andante con un poco di moto” on p. 19 will become the main melody 

the various players of the woodwind contingency. The first violins play far more than “piano 

dolce” as prescribed by the score, and even more importantly, play with a soloistic flair rarely 

e.g. between g’’—a’’

both unspecified in the score (between the two a’’ in 19/2/4), and specified in the 

score (19/2/8). This all contributes to produce what could be described as a “vocal” effect, as in 



The “Largamente sostenuto” of p. 21 recalls the first time it was played, again with the 

“Sempre sostenuto”, the final tempo marking of the opening section of the opera, is indeed quite 



accompanies the “Allegro giocoso” at the beginning of this number 

particularly in the first violins, between the F#’’ and C#’’’ that is between 24/2/5 and 24/2/6, the 

D#’’ to A#’ between 25/2/3 and 25/2/4, and the C#’’ to F#’’ in 25/2/5. In the case of the last 

the rehearsals and performance of the “Brindisi” from Verdi’s 

prevalence of this “Viennese” style of playing music in 3/4 is not the purpose of this study, it is 



—

which are observed. The first, 26/1/2, is of much importance in understanding Mascagni’s 

interpretation. The measures prior to the one in question, marked simply, “rit.”, h

to play continuous eighth notes. The measure of the “poco rit.”, 26/2/2, is executed with a 



around 125 to the quarter. The bar of the printed “rit.”, is considerably slower at around 93 to the 

quarter, and the following bar, 27/2/5, which has printed “rall.” in the oboe part, slower still at a 



composer’s intent to have this music be interpreted strongly, which is in strong contradiction to 

rallentando which begins in 32/1/1, and leads to the written “rit.” in



116 to the quarter note. Though a “rit.” is printed in 34/1/2, again we hear Mascagni beginning 

— f the previous “a tempo” at 33/1/5! 

speed up. Indeed, despite the “a tempo” being written in 

35/1/2, the tempo does not truly stabilize until the new section, marked “Meno”, at 35/1/2.

“Meno” is indeed such,



leap of a fourth between G#’ and C#’’ helps to exaggerate the 

“fior”, for both” 

The next phrase, “tempo è si mormori”, is marked as “Lo stesso tempo”, with the metre 

changing from 3/4 to 6/4, and with the additional written suggestion to the conductor, “si può 

battere in due”. However, the tempo which Mascagni has been employing, and 

the quarter note! Obviously, the “rit. assai” is an understatement, and begins two bars earlier in 



Mascagni’s

—

cagni, or at the very least been discerned by the players and chorus of the composer’s 



preceding beat four, “ri “ of the word “riposando”, are accentuated and slightly lengthened. 

bar of “al suo richiamo”, 41/1/1, being

“rit. assai” in 38/1/2, here not a single modification is found in the score. 

As has been noted several times before, the “rall.” in 46/1/4 is preceded by three 



of the printed “rall.”, which is considerably slower

three quarter notes with a “rall.”

chorus’ theme, 47/1/1, begins quite steadily at 125 to the quarter 

In terms of what is printed in the music, the tempo marking here is “Maestoso”, 

compared to the “Allegro giocoso” at the beginning of this number. 



By the moment of the printed “rall.”, 52/1/1.5, the music has slowed to an 

impressive 80 to the quarter note, and by the “rall. molto” of 52/1/3, the tempo drops to an 

95 to the quarter note. However, p. 53 specifies a “sempre rall. e dim.”, and this is very much 

winds. Also of note is the quasi “a tempo” feeling of the final 



the recording of the celli is a true representation of the printed indication of “legatissimo ma 

marcato”. However, the dynamic marking of piano is not adhered to, in terms of color or volume. 

“piano” soundscape. So too is the acc

As has been typical in Mascagni’s rendering of his melodies thus far, one can ascertain 



—



portamenti, for example between the b’’ and  e’’ in 





—and not in the same place within the triplet (between b’’—c#’’, then c#’’—d#’’ in the 

This printed “rall.”, on beat three of 57/1/6, is the 

generally understood that she was the composer’s favorite interpreter 

which was in the composer’s ear. 

—

“Dite, 

Giorgio Feliciotti, “Lina Bruna Rasa” (Record Collector, 66).



mamma Lucia” from Bruna Rasa, with the second syllable of “dite”, a’, being sung with a great 

syllables; “di” of “dite” sung tenuto, and the triplet rhythm of 

prolong the first syllable of “mamma”. The first note, c#’’, is not sung “cleanly”, but “scooped” 

between the first two notes, and the g#’ to the f#’ of the final 

paced faster. Again in 58/1/4, Bruna Rasa sings “Turiddu ov’è?” in ritenuto, with

—

“sapere” in the printed score, and the return of the original three syllable form. To make this 

notes: f’, eb’, eb’. 

d produces the “perdonatemi voi” with a chest mix 

resonance. The affrettando is observed, not without a slight stress on “na” of the word 

In Maria Callas’ famous lectures at the Juilliard School in the 1970s, at one point she discusses what she considers 



“perdonatemi”. “Dove trovarlo” is sung slower, with a ligatura between the final c’ and the bb. 

The response of “Non lo so” comes in quite quickly, without waiting for the second half of beat 

The written portamento in 60/2/1 of “brighe” is observed, as is the one in the following measure 

the f’, and then a ligatura down int

Rubato employed in Santuzza’s “Mamma Lucia, vi supplico piangendo”



uick answer from Mamma Lucia, the “no” of beat two in 

with not too much of a crescendo being audible. The eighth note of “l’han” in 61/2/5 is to be 

but eliminates or shortens the rests between each short iteration of “Che dici?”. The notation



At rehearsal 15, 62/2/3, Bruna Rasa seems to add an additional syllable between “non” 

and “po” of “posso”

The rhythm of “casa” on beat three again is stylized to become a 

The portamento written between the syllables of “vostra” in 

62/2/5 is not observed, however a portamento between d’’’ and a’’ in the first violins is clearly 

completely different vocal line; the high a’’ written for Santuzza begins on beat two of 63/1/1, 

’ which is to come in the following measure. 

the quarter note. Though still noted in the score as “marcato e legatiss.”, the marcato nature is not 



Mamma Lucia’s rendering of 63/2/3—

the word “core”. 

later. Thus begins the introduction of Alfio’s aria, which is an amazing composition 



“masculine”



this also completely disorients the listener. One doesn’t know whether the problem or the 



The women chorus “Ah!” in 76/1/1 is the same little motive 

Alfio’s final note are sustained for three whole measures, and are released on the final note of the 



joins Simionato in stylizing the rhythm of “Mamma” in 89/1/2, and does so in the 

Simionato’s 

following pickup, that of “vi” of “vicino” in 90/1/2 is stylized as a sixteenth note, as is the two 

notes of 90/1/3, where the two notes of “mia” have a li

than what is printed in the score; Simionato speaks with astonishment the “come” in 90/1/3 

instead of singing the notes, and Bruna Rasa half speaks and half sings her “Tacete!”. Even 

does so are not the printed ones, but starting on c’, an octave lower 

than the printed note, and following with two d’s. 



The a’ on beat four is

placing slightly the interjected “Alleluja!” which occurs three times

dispersion of the first syllable of the bar, “li”. While it is slightly difficult to ascertain, it does 

Each time, octave d’ and d’’ are printed in the organ. For the first iteration, 90/1/4, this is what is played by the 

asked by Mascagni to happen, there is a certain logic to it, as it subtly makes each successive “Alleluja” be 
—

“Alleluja” sing it 



Alfio’s opening aria, the lack of rubato here can only be explained as an interpretive choice; a 

“In neg” upbeat in 92/1/7 taking up the space of a half note, the entire rhythm is diminuted by 

At “morto!” in 9

there is indeed a “catch breath” which happens between beat three and four in 93/1/1. This also 



The tempo of Santuzza’s line moves slightly faster, at around 53 to the half note (the 

fluidity into the ensuing downbeat. The g’ of 97/1/3 is sung in chest voice and cut off 

s for the first time “Innegiam’”

“Innegiamo”. This troncamento allows her to breath after beat three. What is of utmost 

with “oggi aceso alla gloria” in 97/2/2, Bruna Rasa sings 

“Alleluja” response by



reaching a “resting point” of around 67 to the half note, which is considerably faster than where 

for “alla gloria del ciel”. 

Rubato in the “Inneggiamo” concertato



“Allargando con espressione” in 104/1/2. The way this is done is by making a very large gap 

e five note pick up of “Inneggiamo al Signor”, are sung and played 

—

first, the stylization of the eighth note in “Alleluja” of the chorus, to be sung faster than printed 

Rasa. Each “Oh Signor” is sung slightly slower than the speed of the chorus, particularly the 



to listen to. Each note of the last two measures of 115 is quasi fermata, with the “Alleluja” of the 

second half of the bar, marked “presto”, is played 



Mamma Lucia’s one line of recitative is sung with the 



Santuzza’s celebrated aria begins with an almost as famous introduction, marked in the 

score as “Largo assai sostenuto”, a suggested quarter note value of 50. The first four measures 

the second beat being anticipated slightly, allowing the oboist to hold the g’ slightly longer, and 

by Mascagni in the opening. The first c’, “Voi”, is sustained slightly longer than the following 

“Mama”, and sings the e’ in full chest voice. She sustains her chest voice for at least the first two 

nance still being heard in the a’ and b’ of “d’andar”. In 

—

and is ready to make the minute changes along with her. The octave jump from e’’ to e’ in 



with a portamento from the a’ upbeat to the f#’ downbeat of 120/2/3. The rhythm of the first beat 

The bar of 121/1/3 is suspended from time, with the most beautiful portamento from the c#’’ to 

the b’ of 121/1/4. This tempo is sustained throughout the resolution of the B major chord, only to 

Indeed, with “Tornò”, Bruna Rasa sings with a movement forward which outpaces 

; her portamento down to the e’ in 121/2/1 does not line up with the bassoon 

being very cantabile. The portamento between “fiamma” is obser

of 122/1/1, with an explosive rendering of the “bru” of “bruciava”, and each note of beat two 

However, by the measure of the written “accel.”, 122/1/5, Mascagni is already around 59 to the 



broadening beforehand. Bruna Rasa begins her a’’ on “Ah!” late, on the downbeat rather than the 

printed syncopation. The ensuing “l’amai” is characteristic of the “sobbing” portamento which 

“quell’invida” in 125/1/1—

happens in 125/2/5, leading to a dramatic and unspecified rallentando in 126/1/4. The g’’ of 

asi fermata, before a dramatic portamento down into a chested e’. The three 

upbeats of 126/1/7 are also senza tempo, each one held with emotion, the last one, the “ra” of 

“rapito” being the shortest and least emphatic, leading to the downbeat of 127/1/1. The second b’ 



—again exemplifying Mascagni’s unique musical way of playing the first bar of a phrases 

—

each bar, leading to a rallentando and fermata on the a’’ in 129/1/2. 

— Bruna Rasa’s interpretation must be noted. The final 

a’ of “piango”, is not only held for an impressive length of over six seconds, but is a raw, almost 

musical theatre belt, leading to an unwritten passing g’ upbeat, and a downbeat which again, is 

g at the beginning, but wailed, with a portamento down into the final e’. 

people, one wonders, would hear this interpretation, and be aghast at the “poor taste”, or the 

h the rest of Bruna Rasa’s interpretation, it is wholly 



relates to what has happened previously. Before coming in with “Io son dannata” in 130/1/4, 

The a’’ is held as 

with an immediate quasi doppio presto in lieu of the printed “affrett.” in 131/1/2, only for the “io 

son dannata” again to be sung a piace

but before moving onto the a#’’, the b’’ de

written animando doesn’t happen until the bar later. In a similar way, the “poco rall.” of 133/1/5 

happens the bar before written, and is anything but “poco”, leading to a

—

written with a “rall. sempre”, are played somewhat s



line in the first violins, which in this recording is indeed played “stacc. in punta d’arco” as is 

However, the feeling is not that of “Allegretto”, nor is the tempo at 108 to 

ngs her “Qui t’aspettavo” slower than her tenor counterpart. 

the final syllable of “Pasqua” with “in” to make one syllable on bea

The two “Qui no!” of 

main difference is in Gigli’s rendering of 138/2/2— the “un 

poco di pausa” or the following “pausa”. One imagines that these were originally put into the 

iddu was taken aback by Santuzza’s question, perhaps betraying a sense 

she has changed the lyrics from “No, non è ver” to “No, ti dirò”. Because of the quality 



—2, only giving way on the last c’’ before the Andant

’s response in 140/2/1, 

between the e’’ and the c#” in the firsts. Bruna Rasa enters on her a’’ in 141/1/2 later than the 

The “cresc. molto e affrett.” in 141/1/3—



one might suggest an “a tempo ma poco piu veloce”.  The menacing jagged arpeggiation of a 

Rasa begins her “Tu l’ami dunque”, in

Gigli essay the music. Bruna Rasa’s “Assai più bella è Lola” is dripping with venom, the f#’s 

vowel of her name with a slight bit of nasality. Gigli comes in with the “Taci” of 143/1/2 early, 

with the two “L’ami”, very much 

tempo, finishing very quickly to allow Gigli to hold his a’ as a fermata, as well as the a an octave 

Here, at “Bada Santuzza schiavo non sono”, the music has no written tempo marking, but 



; the “poco rit.” 

written on beat four isn’t executed more

recapitulation of the “Bada Santuzza” is conducted by Mascagni at exactly 60 the quarter note; a 

Bruna Rasa’s anger was described earlier, so is Gigli’s; the 

unwritten portamento on “vana” in 145/1/3, for example. As has been heard previously, both in 

between the g’’ and f’’ on beat three in 

attacks with slight scoops by Bruna Rasa on the e’’s in 

slightly. Gigli’s triplets in 149/1/2—



more like an eighth note with two sixteenth notes. The octave a’’ and a’ respectively in 149/1/3 

into the next g’’ and g’. 

vocal inflections, such as the large scoop into “gli angeli” of 150/1/4, the unwritten portamento 

between the two syllables of “cielo” in 151/1/2, the emphatic singing of “ma” in 151/1/4, the 

binds the two syllables of “solo”. 

this recording, the “poco rit.” 

sexual desire, going all the way back to Mozart (i.e. “Vorrei spiegarvi oh Dio!” K. 418, or the final moments before 
Fiordiligi finally succumbs to Ferrando’s advances in the Act II duet). 



the following tempo modifications to take place: each bar where Lola sings “Ah” (152/1/3, 

following “ma non può tardare” even more suggestive; here the portamento in 153/2/2 is 

The very suggestive trombone and horn line is played indeed “molto 

sentito” as is written in the score. The slow tempo 

list of such “vocalic” attributes being employed by the instruments of the orchestra. 

obvious representation of Santuzzas ire. This makes Marucci’s quiet, almost placid rendering of 



the following “non venite alla messa” even more striking. 

charge, the “affrett.” being felt rather than heard, almost imperceptible, leading to the “chi sa” in 

to sing the e’s of “peccato” in chest voice, a choice which is very arresting, as it has 

not been her approach in general, and especially after the very powerful c#’s which proceed 

It is too much for Santuzza; Bruna Rasa colors her “Fate bene” with such 

contempt, aided by shortening the final note of “fate” in both 155/2/4 and 155/2/5. Despite the 

ed “L” the 

The first two bars of Gigli’s response are a tempo, but the final two 

Lola’s final word, beginning in 157/1/2, is sung with liberty and slower as is implied by the 

“rall.” The a tempo in the next bar is not done in this recording, with 

After a quasi fermata on her penultimate note, Marucci sings her final f’ with

dotted quarter note, which while in the realm of its other iterations, is the quickest. The “rall.” 



—

is mostly exhibited when Bruna Rasa begins to get ahead of Mascagni in 160/1/6. The “ascolta” 

“ ”

Her final “Turiddu ascolata” is sung with body to 

chooses to emulate the upcoming bar of 164/2/4 by putting the final syllable of “Turiddu” on the 

“abbandorami” are changed to the following rhythm: 

pitches bb’ bb’ c’’, we have a sixteenth note bb’, a dotted sixteenth note bb’, followed by a 

second note c’’. In 163/2/1, again, it is hard to distinguish for certain, but it sounds from 



this recording that Bruna Rasa again has changed the words from “abbandonarmi dunque tu 

vuoi” to “abbandonarti pur questo vuoi”. The first reason that comes to mind for doing this is to 

eliminate the vowel of “tu” on the final note of the bar, f’’, changin

in “questo”. More puzzling is the shift from “abbandonarmi” to “abbandonarti”, which 

Gigli’s response again is colored with contempt, using a more nasal sound in places to 

“chiesa” in 164/1/4 is full of 

slightly modified rhythm of Bruna Rasa’s “abbandonarni” complete with pitiful ligature; this 

the length of the first syllable of “Turiddu”, and for the amount of passion which is brought 

often when Bruna Rasa sings her line, Gigli’s anger fueling the music forward. Also very 

interesting is at the return of the phrase, “con anima” is



“animando e cresc. molto”. However, just as had happened in the preludio, the final three notes 

it is very interesting to note that Mascagni’s internal 



more rubato. She scoops into the first “la”, and then immediately does a very subtle catch

in order to sing “tua Santuzza” in one breath whilst still slowing down the phrase. Before the 

lable of “tua” in 167/1/3, she adds a sob, and then a pitiful ligatura down between the 

eb’’ and d’’, and another portamento betwee

—

—



ritard of the third measure even more impactful. Gigli connects his final “va” on the f’ to the 

of 173/1/1, the oboe has a bb’ which begins the recollection of a melody from the second part 

Santuzza’s

of the “andante molto sostenuto” is very slow, around 44 to the quarter note, with maximum 

ly, for “t’implora”, a very 

Gigli’s anger results in a tempo of around 

—

—



“sempre cresc. ed animando”. Even more paradoxical is two measures later, when the written 

music again specifies a “con anima e cresc.”, and Mascagni has more than halved the tempo at 

fermata, the respective “dunque tu vuoi” and “va ti ripeto” are sung very quickly down the scale, 

quite steadily, and again, despite the indications of “anim.” and “sempre animando”, the music 

ab’’ and ab’ of Bruna Rasa and Gigli, as if the music 

pure theatre, until, of course, the final “spergiuro” in 179/1/1



—



scene begins with a recollection of Alfio’s aria, in the syncopated version. 

written “Allegretto” corresponds to a tempo of around 100 to the quarter note, with the second 

outburst of “Che avete detto” in 183/2/1, being sung with the prescribed “sorpreso” in his voice. 

The recollection of a theme from Santuzza’s aria is played with sweep and agitation, beginning 

ing of agitato and movement returns whenever possible. “Sole” 

in 183/3/3 is replaced with “vento”, again probably to provide the singer a more agreeable vowel 

word “pane”. Bechi’s response, without any accompaniment, is sung with a freedom and 



—

the double “d” of Turiddu to cleanly attack the f’’ of 

184/2/6, with light ligaturas in said bar connecting the tones. The final syllable of “tolse” is sung 

bar they are sung tenuto; the oboe solo does its best to match Bruna Rasa’s interpretation in this 

to evolve naturally, leading to a fermata on the g’’ of “moglie”. After a breath following the 

185/2/4 is modified to have the final syllable of “rapiva” sung as its own 

moment, Bruna Rasa sings the higher option, changing the words to “Ah” for the first three notes 

of 186/1/1, with “Tu” of “Turiddu” occupying the a’’ and g’’ after the high bb’’, and “ri” of the 

same name taking the final g’’ of the bar. Bechi’s response is sung with power, the “poco rall.” 

Santuzza’s 



expression of the word “vergona”. The rhythm of the first be

of the measure is rushed by Bruna Rasa to lead to the f#’’ of “dolore”, with the notes following 

being sung marcato. In 188/1/1, the “un poco affrett” is not adhered to at all, but rather the music 

he penultimate note of the measure, and after a breath, the final a’ is 

“l’onore” of 189/1/3, Bruna Rasa, along with the orchestra, sing and play a 

subito forte starting with the words “e vostra moglie”, and sustain this dynamic until 190/1/1, in 



Bruna Rasa’s 

of internal rubato; the bars in which Bechi sing “essi non per ”, 

This final section is built in a ternary form, with the first “A” section being thus 

described. We now enter into the “B” section, starting in 195/1/3



“anim. sempre” and “sempre anim.” which are written in the score, the tempo actually remains 

’s entrance in 197 slows 

down the tempo, as does the very vehement dominant preparation of the return of the “A” 

begins with a written “Piu mosso” at 200/1/1. Instead, Mascagni in this recording plays a meno 

penultimate word (“infame” and “vendetta”) on the tied eighth note on beat four, thus allowing 

them to breath and hold their final f’’ and f’ as long as possible. 



f’’ and a’’ in the first bar. There is an ever so slight feeling of crescendo to 204/1/2, making a 

very subtle two measure swell. Again, the reach up to the d’’’ is heard with a light ligatura in the 



between the d’’ and the a’’ in 204/2/2 in the first violins more pronounced. The next measure has 

between the d’’ and f’’ is very prominent. 

nothing in comparison to that of the first violins which by the d’’’ are 

between the a’ and the e’’ in the same measure in t



maximized the instrument’s ability to come out of the texture of forte strings. 



serves as a study within the larger study of Mascagni’s musical tendencies. Yes, the overall 

For reference, the various minute markings are notated in the “Minute” column. However, because of the 









52 and 65 to the measure. The “Poco meno” at 211/1/1 is 

The entrance of the men’s chorus is marked as “Larghetto”, with the suggestion of 88 to 

consequential “ove ci aspettono”, marked with a legato in the tenor part in the score, is indeed 

sung with a very smooth and legato texture, which makes the punctuation of “andiam” in 213/1/2 



—

Gigli’s interpretation is filled with a bravura and brilliance 



“allieta”, first written in 226/1/5, away from the “ci” and onto the first beat of the following 

despite only a “poco rit.” being written measures later, the following four bars slow down an 

it. The first bar, written as a “rit,”, has far more severe of a tempo modification to it. The 



happens, with the “rit.” in the score, there are simply two very long fermatas on each bar. As the 

an “anim.” written 



The “Più mosso” at 227/1/1

marked “Più mosso” again in the score at 235/1/1. Mascagni 

ns the first tenors to sing a high b’. This chord, although written out for three measures in the 



Gigli’s response is sung in contrast a piacere, with the 

e’ of the following 

—2. The “a piacer vostro” of Gigli comes very quickly after the 

Lola’s final line, which doubles a viola 



forgiven.  Bechi’s reaction is also again filled with great anger, which is produced by elongating 

ugliness as he sings “morso a buono”. The text is changed in 246/1/3; “a quanto pare!” is 

changed to “a quel’ che pare!”. One suspects that this again is to make for a better vowel for 

Gigli begins the next section with “Compar Alfio”, sung 

vulnerability. His final note sung is a b, but the written note is a c’

Gigli’s part, as the written c’ in 246/2/3 

written score, in which an “affrett.” is marked 

but in the bar written “affrett.” 

’s entrance 



f#’s in 247/2/3, ending with a nasality to express disgust we have come to hear in his singing in 

with the “poco affrett.” being di

measure of “rit. molto” to be actually as written, with a semblance of an “a tempo” on beat three 

. After the quasi fermata on “povera Santa!” in 249/1/5, the violin and oboe response 

he “poco rit.” is executed more like a true ritenuto. Interes

—



Bechi’s response seethes under the surface, with certain notes sticking out of the slow 

and decisive aura he has created. Because the tempo is on the slower side, the “rall.” in 251/2/1 

The recollection of part of Alfio’s aria is marked 

“Moderato” with a suggestion of 80 to the quarter note. Mascagni begins the first measure quite 

Turiddu’s famous final aria begins with tremolo strings. The first bar is played slightly 

immediately Mascagni begins a decrescendo, in direct conflict with the “sempre f” 

The “rall.” of 253/3/3 is begun one measure earlier, with 

The “Molto Ritenuto” at 254/1/1 

niente to begin the “And. moderato”. 

average tempo being around 36 to the quarter note. Gigli’s interpretation over this tempo is very 



fermata in 255/1/6. After sustaining the ab’, Gigli ends the note with a violent portato do

ects the f’ to the ab’ between the first to measures of 256 with a portamento up, and then 

breathes after the ab’. 

Gigli’s response is the spriteliest of the aria, and is sung 

However, by the time of “m’ha suggerito il vino”, 



the basses and bassoon. The “affrett.” of 259/1/2 is adhered to, but the “un poco calando rall.” in 

hich he sustains the bb’ in 261/1/1 for 

quite some time, and then rushes beat three into the next downbeat. The final “un bacio mamma 

addio!” has pauses indicated in the score, and Gigli fills these with sobs. 

’ before bringing in the downbeat of the orchestra. 

“ itato” of 261/1/4 in the orchestra is very erratic in terms of tempo, but the 

values written are respected; the first “Turiddu!” is longer than the second, as is written. The 

final “Ah!” is more shouted than sung, on a pitch higher than the written f’’. 

Santuzza’s aria, with each beat at the beginning 

score). Despite the “a tempo” written, the ch

great agitation screams out the first “hanno ammazzato compare Turiddu!”. Again, the chord is 



louder than the first, but the reading of the “hanno ammazzato compare Turiddu!” is less 

Alfio’s music of revenge blares out of the orchestra, 



editions called “Urtext”. 

of what it means to play or sing something in the Italian Style. “Come scritto”, the idea that on

maestro’s lead, and have begun themselves to present Italian Opera “come 

scritto”. 

Yet the grand tragedy is that “come scritto” does not mean “senza interpretazione”. It 

What “scritto” is, in my opinion, is a 

James Oestreich, “More Drama for an Opera” (New York Times, 2011).



Mascagni’s, which was written at the height of romanticism. Urtext editions help eschew long 

And the “come scritto” ideology has allowed, at least in terms of Italian Opera, for the works of 

Bellini. But where did these “bad traditions” come from? One idea is that they came from the 

recordings made by the first “stars” of the 20

interpreter or conductor should be given the freedom to do whatever they’d like with the music, 

significant. We see how much “ritenuto” 



one “rallentando” works in conjunction to the next, to name two of thousands of such insights. 
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