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ABSTRACT

The purpose of this treatise will be to explore Verdi’s development of the title role of his opera
Rigoletta The historical timeline will be followed from Verdi's first documented interest in

Victor Hugo’sLe roi s'amuseas a libretto to the critical reaction of the first performances of
Rigoletta The main body of this paper will focus on musical examples that demonstrate how the
composer delineated the dual nature of Rigoletto’s character: the deformed, bitter, court jester
and the impassioned, loving father. Every aspect of Verdi’'s compositional technigue—melody,
rhythm, harmony, dynamics, articulation, orchestration, and form—uwill be explored to discover
how he gave full range to Rigoletto’s emotional expression and the dramatic development of his
character.
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THE WORLDS OF RIGOLETTO
VERDI'S DEVELOPMENT OF THE TITLE ROLE IN RIGOLETTO

CHAPTER 1: HISTORY

“I find particularly beautifukhe representation of the character, externally deformed and

ridiculous and internally impassioneddafull of love.” Verdi — December 14, 1850.
Purpose

This paper will explore Verdi's developntasf the title character in his opeRagoletto
First, a historical time line will be presented starting with the first documented evidence of
Verdi’s interest in the subjetdr his libretto, Victor Hugo’d.e roi s'amuseto the initial
performances dRigolettoand the critical reaction to thenSecond, the main body of this paper
will focus on musical examples from the opera that demonstrate the compositional techniques
Verdi used to reveal the dual nature and regdgdhe dramatic and eanal characteristics of
Rigoletto.

From Le roi s‘amuseto Rigoletto

On April 28, 1850 Giuseppe Verdi wrote eedly to Francesco Maria Piave, “The
subject is grand, immense and there’s a charactewimo is one of the greatest creations that
the theatre of all countries and tine can boast. The subjectis roi s'amus€The King’'s
Amusement) and the character Igpeaking about is Triboulet.”Verdi had a commission in
place for a new opera with the Teatro La Fenice in Venice and the distraught hunchback,
Triboulet, had captured his imagination.

Verdi was well aware of the work of the inéintial Romantic playright Victor Hugo
(1802-1885). He had based his earlier successful &peeai, which had premiered at the
Teatro La Fenice on March 9, 1844, on the Hugo plesnani(1830). The same year as the
premiere ofErnani, Verdi had also shown interest in another Hugo flayoi s’amus€1832),
and had included it on a list of [®iisle operatic subjects in Hopialettere notebooks of

business correspondente.

! William Weaver Verdi: A Documentary Studizondon: Thames and Hudson, 1977), 182.
2 .

Ibid., 179.
3 Charles OsborrRigoletto: A Guide to the Opetaondon: Barrie and Foss, 1979), 12-14.
* Ibid., 10.



Verdi had first suggestdce roi s'amuses a possible subject for an opera to the Teatro
San Carlo in Naples, where Salvatore Cammar@as the resident liettist, on September 7,
1849. Salvatore Cammarano (180852) had previously bearerdi’s librettist forAlzira
(1845) and_uisa Miller (1849) for the Teatro San Carlo, dralbattaglia di Legnang¢1849) for
the Teatro Argentina in Rome.

It is now time to consideseriously the libretto of the opeto be produced on the day
after Easter. Because in order tothimgs properly, Cammarano should have the
sketches ready and give me the firstnbers by the end of October, whelnisa[Luisa
Miller] will have been produced. | shall leaveghss for a while then, and would like to
take the text with me to composAs a subject, suggest Victor Hugd’s roi s’amuséo
Cammarang.
Yet within several months, Verdi had changed his mind about taking the commission and had
managed to be released from his obligatiotheoTeatro San Carlo. The exact reasons and
details of this event are not documented, bist kinown that Cammana was concerned about
the censorship issues involved with the sutgec Verdi had similarly been advised by friend
Cesare De Sanctis that it would be imposdiblperform an opera based on that subject in
Naples® It is clear that Verdi walieved at being freed from hibligation, as he stated in a
letter to his publisher TitRicordi, on January 31, 1850.

As for the other opera | was to write fdaples, I luckily found a way to free myself,
disgusted by the infamous behavior of that Management and Direction; nevertheless,
since the subject has alredualsen settled with Cammarano, | will write it all the same
and, | hope, it will be finished in four or fivmonths. | will give this score willingly to
you, leaving you the charge of having it staged by the end of the month of November of
this year of 1850, in one tfie major theaters of Italy.
Although the proceeding letter expresses Verdi’'s wish to continue his work with Cammarano on
Le roi s‘amuseby Febuaray 28, 1850 the two men Baapped corresponding on that subject
and in its place they had already drafted a lengthy synopsis of Shakeskesya’sar® Verdi
did not wait long to pursuee roi s'amuseagain and on April 28, 1850, with a new commission
offered from the Teatro La Fenice, he begatwlsing the play with librettist Francesco Maria

Piave.

® Franz Werfel and Paul Stefarerdi: The Man in His Letter@dNew York: Vienna House, 1973),
148-9.

® Mary Jane Phillips-Mat2/erdi: A Biography(Oxford: Oxford University, 1993), 263.

" WeaverVerdi: Documentary178.

8 Ibid.
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When Francesco Maria Piave (1810-1876) finet Verdi, he was experienced as a
publisher’s proof-reader and in his spare tmehad written some poetry, but he had never
written professionally for the theatérHe had, however, been wankji privately on a libretto of
Victor Hugo'’s playCromwell(1827) and in 1843 Guglielmo Brenno, secretary of the Teatro La
Fenice, asked Verdi to consider itapossible project for an opera.

On July 26, 1843 Verdi responded, Cromwell from what | know oft historically, is
certainly a fine subject; but everything depeadshow it is handled. | do not know Signor
Piave, but if you assure me he is a good pousilia with the theatrical effects and musical
forms, | beg you give him the enclosed lett€r.”

Piave and Verdi did work together for the Tedta Fenice, but the original libretto of
Cromvellwas replaced by another Hugo plelgrnani Their effort,Ernani, was the first of ten
collaborations and it was inghmidst of their sixth oper&tiffelio (1850) that the subject bk
roi s'amuseresurfaced.

Hugo’sLe roi slamuséhad been banned the mornaiter its initial performance on
November 22, 1832 at the Comédie Francaise forctdegi“Francis | of France as a debauched,
lecherous figure whose jester, Triboukstjs and abets iin his philandering**

So it was not surprising that Verdi was cemed about censorship when he wrote to
Piave on April 28, 1950 suggesting the infamous subjecthat same letter, Verdi ordered
Piave to obtain permission from the censorss® Hugo’s play as a libretto. “As soon as you
receive this letter, start movingin throughout the city, and fireth influential person who can
obtain permission to doe roi s'amuse Don't sleep. Stir yourself. Hurry® Again on May 8,
1850 he urged Piave, “So then, arouse the ist@fe¢he Presidenza, turn Venice upside down,
and make the censorship allow this subjétt.”

Verdi received assurances from Piave thatsubject would be approved, but on August

24, 1850 Verdi was still apprehensive aboetphoblems in obtaining permission for Hugo’s

play.

° Julian BuddenThe Operas of Verdi |: From “Oberto” tRigoletto” (Oxford: Clarendon, 1992), 140.

\weaverVerdi, 158.

1 vicki K. Janik and Emmanuel S. Nelsdfgols and Jesters in Literature, Art and History: A Bio-
Bibliographical SourcebooWestport, CT: Greenwood, 1998), 382.

2\WeaverVerdi: Documentary179.

13 Ibid.



The suspicion thdte roi s'amusenay be forbidden creates serious embarrassment for
me. | was assured by Piave that there waststacle to this subject, and trusting his
word, | set myself to study it and pondeptibfoundly, and the ide#he musical color
had been found in my mind. | could say tthe# main, most toilsome part of the job was
done. If I were now obliged to think aboutcther subject, | would lack the time for such
study, and | could not write an opeheat would satisfy my consciencé.

As he waited for authorization @€ roi s’TamuseVerdi continued composing and warned Piave,

...do not let yourself be induced to make magdifions that would leatb alterations of

the characters, the subject, the situatidhg’s a matter of words, you can agree [...]

But be sure you leave intdbte scene where Francesco [gke] goes to the house of

Saltabadil [Sparafucile]. Without this, tdeama no longer exists. You must also leave

in the business of the sack [with Gilda’s badyhis cannot matter tine Police, for it's

not their job to think about the dramatic effétt.
When Verdi received news on December 1, 1850Lbabi s'amusenow retitled asa
malediziongThe Cursy'® had been prohibited, he was distght and blamed Piave. “The
decree refusing it plunges me into despair, becaogeit is too late tahoose another libretto,
which it would be impossible, quite impsible for me to set for the wintet’”

Piave attempted to resolve the issue gngjing the title to the less offensiN®uca de
VenddomegThe Duke of Vendémand by removing objectionable items from the play. Among
the objectionable items removed were the hunai fihe jester and the sack from the final
scenet?® Verdi's response to these changes on Deeerb4, 1850 was terse, “I| have had very
little time to examine the new libtto: | have seeanough, however, to understand that, reduced
in this way, it lacks character and importarargd the situations, finally, have become very
cold.”

Verdi ultimately conceded that the locatiordahe character names could be changed, so
long as the ruler remained absolute in his powkithout this condition ta bold defiance of the
old man’s curse “so awesome and sublime” inahginal would lose its importance and driving
force. The ruler must also “absolutely bibartine” or there wouldbe no justification for

Triboulet [Rigoletto] tohide his daughter from him. Verdiso wanted to tain the ruler’s

14 1bid., 180.
15 | bid.
18 1pid., 179.
7 bid., 181.
18 | pid.



amorous rendezvous at the tavern and insisi&dT riboulet’s dying daghter needed to be
hidden in the sack’

Finally 1 note that they have avoided kireg Triboulet ugly and hunchbacked!! For

what reason? A hunchback who sings, sentlesay! And why not?... Will it be

effective?... | don’t know, but if | don’t know, ¢ | repeat, he who proposed this change

does not know. | find it, in fact, very bed#ul to portray this character externally

deformed and ridiculous, and internally pasaterand full of love. | chose this subject

precisely for all these qualiseand if all these originakitures are removed, | cannot set

it to music any longef’
In order to salvage the projecaPe took Brenna to Busseto t@et with Verdi. Together the
three men drafted an agreement, which thgyed would be approved by the censors. The
agreement stipulated that thdiax would be moved from the Cdwf France to an independent
Duchy of Burgundy or another suitable location. The origaspkcts of the characters of
Hugo’sLe roi s‘amusevould be retained, although the nanaad the period could be changed.
The scene in which Francesco [the Duke] useskéy to enter the room of the abducted Bianca
[Gilda] would be replaced. The scene where Fraresinvited to an amorous meeting at the
tavern by Triboulet would remain as would the sack in the final s¢ene.

On January 26, 1851 Piave was finalble to report to Verdi,Te Deum laudamus!
Gloria in excelsis Deo! Alleluja, AllelujaAt last yesterday at the in the afternoon our
Rigolettoreached the directors safe and sowvith no broken bones and no amputatioffs.”
Verdi had finally received confimation that the deformed jestying father character, that had
originally drawn him td_e roi s'amusewould reach the stage.

Critical Reaction to Rigoletto

“Rehearsals had already begun when Vardved in Venice on February 19, 1851 with
only a few bars of the duetto-ite to complete. The premiere followed three weeks later. As
far the public was concern&igolettowas an immediate success.”

The reviews of the opening night performance were mixed. Although there was general
agreement that Verdi’s orchestration wasething new and profound, the worthiness of the

subject matter and the lack ofsemble scenes were debated.

19 1pid.

2 pid.

2 |bid., 182.

2 phijllips-Matz, 277.
#Z Budden, 482-3.



Gazzetta di VenezidMarch 12, 1851

An opera like this is not judged in angle evening. Yesterday we were as if
overwhelmed by the novelty: novelty, or ratiogidities, in the @bject; novelty in the

music, in the style, in the weform of the numbers; and we could not form a general idea
of it. Nevertheless, the opera had the ncostiplete success, and the Maestro was féted
after almost every number, called out, acckdmand two had to be repeated. And what
is true, admirable, stupendous is the worknsfrumentation: the orchestra speaks for
you, weeps, conveys passion to you. Nevas eloquence of sounds more powerful.

Less splendid, or so it seemed to us at atiearing, is the vocal part. It is removed

from the style used until nowgecause it lacks great ensembles, and you barely notice a
quartet and a trio in the last part, ofiafhall the musical thught was not perfectly
grasped

All'in all, it is Victor Hugo’sLe roi s'amusepure and simple, with all its sins. The
composer, or the poet, seizeidh a late-blooming love fathe satanic, which is now out
of style and passé, ar&iq] looking for ideal beauty in deformity, in horror: They are
looking for effects, not in the usual areas ity pnd terror, but in the soul’s torment and
in destruction. We cannot, in goodnscience, praise such ta$te.

Il Lombardo VentpMarch 13, 1851

[The music was] of a truly new kind. Ita unbroken fabric ahstrumentation, easy,
flowing, spontaneous, which either speaks sdtlyour soul, or aakens you to pity, or
horrifies you, according to the development of the dr&ma.
“Although the work has had continuous success from the day of its premiere through the
present, until the unigation of Italy in 1860 censors frequily maltreated the libretto, often
damaging the music as well. It was not so muehptblitical aspect — theqtito murder a ruler —
that bothered the censors,ths unhappy fate of Gild&”
The subject matter proved to be a majablem during the send production six
months later at the Teatro Riccardi in BerganThe second performance was brought to an end
at the beginning of second act by protests ftoenaudience and all the remaining performances

were cancelled®

24 \Weaver Verdi: Documentary182.

% Phillips-Matz, 284.

% |bid.

" Giuseppe VerdiRigoletto: Melodrama in tre attiocal/Piano Scoreed. Martin Chusid (Chicago:
Chicago University, 1983), LV.

2 verdi, Rigolettq ed. Chusid, LV.



Changes were made occasionally in ordeaptpease censors and audiences. Verdi’s
disgusted reaction to one of thedered performances in Rome daseen in a letter written to
Vincenzo Luccardi on December 1, 1851.

These impresarios just aren’t intelligemough to understand that, if operas cannot be

performed exactly as their composers intehdeen it's better not to perform them.

They don't realize that the transposition otarse, or even of one number, almost always

leads to a non-success. Imagine what happens when they change the plot!! It's

surprising that | haven't yet made a publicldeation to the effect that, as given in

Rome,StiffelioandRigolettoare simply not my musiclt’'s as though someone had

placed a black band across the nose of one of your beautiful statues.

Some of the changes that regularly took place included: Giovanna accompanying Gilda to the
palace with the courtiers and even coming oduhefDuke’s chambers with her, Ceprano’s wife
being presented as his unmarried sister, Rigotet being a hunchbacknd having Gilda live

at the end of the production. Ricordi even publisbeme of these alteate versions under the
names oliscardellg Lionello andClara di Perth The latter came with the option of various
endings and locatioris.

Victor Hugo had not been pleased witlaW’'s and Verdi's earlier handling of his
Hernani In fact he was so displeased at the “crueatment” of his playthat he insisted that
the title be changed froirnani, named after his own play, boProscitto (The Outlawy for the
1846 Paris performance.

Consequently, he was initially opposed to the performanBegolettoin Paris. When he
was finally persuaded to séehowever, he did approv&. Hugo even admitted that the Act |
Rigoletto/Sparafucile duet and the Act IIl qiea were improvements on his original pfdy.

On September 8, 1852, Verdi received a request to compose an additional aria for a
soprano singing the role of Gad During the first ten years bis career Verdi had been known
to accommodate similar requedtdyutRigolettohad been written in a mestyle and its sections
could not be added or subtracted without damage to the overall stru¢tnd’'s response to

this request shows his refusaldoange the opera in any way.

29 Charles Osbornéetters of Giuseppe Ver@ew York: Holt, Rinehart and Winston, 1971),
81-2.

%0 verdi, Rigolettq V/P, ed. Chusid, LV.

31 Ruth Lestha Doyleyictor Hugo’s Drama: An Annotated Bibliography 1900-198@estport, CT:
Greenwood, 1981), 148.

%2 Doyle, 152.

* Franis ToyeGiuseppe Verdi: His Life and Worlddew York: Knopf, 1946), 309.

3 william Weaver and Martin Chusi@he Verdi CompaniofNew York: Norton, 1979), 84-5.



If you could be persuaded that my talenswa limited | did not know how to do better
than | have done iRigolettq you would not have requestedmé an aria for this opera.
Miserable talent, you may say... and | agieat; there it is. Then, if thiRigolettocan
stand as it is, a new aria wdube superfluous. And whereowld one put it? Verses and
notes can be provided, but unless they areeatigint time and in the right place, they
will never make any effectWe may know of a place, but God forbid! We should be
flayed alive. Is there anyeed to show Gilda with the Duke in his bedroom? Do you
understand me? Whatever one did, it would Hauge a duet. A magnificent duet!! But
the priests, the monks and the hypocrites daililcry scandal [...] let me add that |
conceivedRigolettowithout arias, without finales, aslong string of duets, because this
was how | wanted it. If anyone adds: ‘But ameild do this here, and that there’ etc. etc.,
| reply: ‘That would be fine, butdid not know how to do any bette?’

In a letter to Antonio Somma on April 22, 1853 rifieagain reiterated the faith in his own
efforts and in the quality of the dramaRigoletta

My long experience has confirmed me in the beliefs I've always held concerning
dramatic effect, though in my youth | didn’tyeathe courage to ptthem wholly into
practice. (For instance, ten yeago | wouldn’t have risked composiiigolettq [...]

As far as dramatic effectiveness is conceriteskems to me the best material | have yet
put to music (I'm not speaking of literary or poetic worthiRigoletta It has the most
powerful dramatic situations, it has \etsi, vitality, pathos; all the dramatic
developments result from the frivolous ditious character of the Duke. Hence
Rigoletto’s fears, Gilda’s passion, etc., whigive rise to many dramatic situations,
including the scene of the quarnéhich, so far as effect mncerned, will always be one
of the finest our theater can boast.

Verdi’s belief in the excellence &igolettoproved to be accurate and by 1855 the opera was
part of the standard repertoire and had played throughout Italy. It had also received
performances in Austria, Germany, Russiatimal, Spain, England, Poland, Greece, and had

even been seen in New York and San Franc&saithin ten years of the premiere, it had been

performed at more than 250 opera houses throughout the forld.

% Osbornel.etters 87-8.

38 Werfel and Stefan, 175.

37 Phillips-Matz, 286.

3 Verdi, Rigolettq V/P, ed. Chusid, LV.



CHAPTER 2: MUSICAL EXAMPLES

Unless otherwise indicated, all musical examplédkbe taken from the critical edition
piano/vocal score dRigolettofrom The Complete Works of Verdilited by Martin Chusid,
which waspublished in a joint effort by The University Chicago Press and Casa Ricordi in
1983. This score is derived principally from Visdwutographed copy as he had prepared it for
the premiere performance Bfgolettoat the Teatro La Fenice, Venice, Italy on March 11, 1851.

Act |

Although Piave narrowed the focus of Hugo’s original play by removing many of the
social and political elements, he maintainedatiention paid to the character’s psychological
and emotional developmentUltimately, however, the librettcan only provide a dramatic
framework for the composer’s musical charaegtgions, and it is the power and insight of
Verdi’s portrayals that givRigolettoan emotional resonance which surpasses Hugo's play.”

In a letter to Piave on June 3, 1950, Verdidjestated his though&bout the motivation
for the opera.

As for the title, if we cannot kedpe roi s’amusewhich would be beautiful...the title

must necessarily dea maledizione di Vallieror to be shortdra maledizione The

whole subject lives in the curse, which atsomes [the] moralAn unhappy father

who bemoans his daughter’s stolen honor, raddby a jester whom the father curses,

and this curse affects the jestn a frightful way, seems to me moral and great to the

highest degree [...] | repeat: the ol subject lies in that curé@.
Accordingly, Verdi establishes the musical idea that repreientaledizionethe curse, in the
first three full measures of the opera. This amagmoment is developed with sharply repeated
octave C’s played by a solo trumpet and solo trombone, vehnédtendand are joined by the
rest of the brass, timpani and bassoons plagim§-flat German 6 chdr The whole ensemble
immediatelydiminuendosand resolves to C minor, the keyRykelude. (Ex. 1) The curse motif is
then repeated and developed numerous time®ishbrt, 35 bar Prelude, which concludes with

the entire orchestra climaxing on two unison C chords.

39 Geoffrey Edwards and Ryan Edwardike Verdi Baritone: Studies the Development of Dramatic
Character(Bloomington: Indiana University, 1994), 61.
“0WeaverVerdi: Documentary179.
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Ex. 1 Prelude,mm. 1-3

The opening scene takes place in the Dukdacpaat a decadent party, as an offstage
bandalaunches into a lively tunéllegro con briq in the Introduction. Near the beginning of
the scene, the Duke expresses his ingeaghilosophy of women in his first aridQuesta o
guelladOne is the same as another.” Shortlyrafggds Rigoletto makes his first vocal entrance
at the end of a minuet, during which the Duke heen flirting with the Countess Ceprano. As
the Duke gives her his arm and leads the Geamaway, Rigoletto immediately seizes the
opportunity to insult hehusband, Count Ceprano.

Rigoletto taunts Ceprano by implying thag thorns of a cuckoldre sprouting on his
head. In testa che avete, signor di Cepran&Pat do you have on you head, Signor Ceprano?’
As Rigoletto chases Ceprano away, lthedareprises its opening tune and Rigoletto launches
into a tirade of commentaty the courtiers aboutétDuke’s party habits.

Il giuoco ed il vino, le feste, la danza,
battaglia, conviti, ben tutto gli sta!

Or della Contessa I'assedio egli avanza,
e intanto il marito fremendo ne va

The gambling and the wine, the parties, the dancing,

the battles, the invitations, they are all well suited to him!

Now the siege of the Countess is advancing

and meanwhile the husband is fuming.
Verdi leaves the lagour measures of this outburstaccompanied, allowing Rigoletto the
rhythmic freedom to enjoy his own bantertlas jester. Verdi also adds the instruction
‘ridenddlaughing’ over the last linef Rigoletto’s text, making itlear that Rigoletto enjoys

Ceprano’s humiliation. (Ex. 2)

10



I Tempo (2 = 112)
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250 (ridendo)

stal..  Ordel-la Con-tes-sa I’asse- dio egli a-van-za, e intan-to il ma - ri - to fremen-do ne va.

Ex. 2 Act I, Scene Ill, mm. 246-254
During Rigoletto’s next enéince, he continues in comgational interjections and
relentlessly torture€eprano over theandamusic as it restates its initidllegro con brio
theme. When Ceprano threatens revenge foathise, Verdi musically separates Rigoletto’s
and the Duke’s vocal lines from the rest of the ensemble, having them pass a melody back and
forth that is set to an eighth note, eighth regthmic pattern that clearly imitates laughter. (Ex.
3) The Duke chastises Rigolettaring this moment for alwayaking the joke too far, but
Rigoletto is not worried because he belehe is safe under the Duke’s protection.
Duke: Ah sempre tu spingi lo scherzo all’estremo

Rigoletto:Che coglier me puote? Di loro non temo

[Duke: Ah, you always force the jest to extremes.

Rigoletto: Who can touch me? | am not afraid.]
The orchestra joins tHegandaat this point and thBuke’s vocal line is played in union with the
crisp bright sound of the first Vias, piccolo and first oboe. Rigotets vocal line is played in
unison with the flute, first clarinet andgt bassoon giving it a darker reedy quality.

As the rest of the ensemble joins the scene, Verdi highlights Rigoletto’s vocal line in
several ways. First, he givesgRletto a vocal line of disjunctdping thirds and fourths with a
repeatecgstaccatomarking. (Ex. 4) This allows Rigotetanother variety of mocking laughter,
different from the eighth-note pattern shown eariin Ex. 3. Second, Verdi colors Rigoletto’s
line darker this time by scoring the cellos and fir@ssoon to play in unison with him. Third,
Verdi allows Rigoletto’s line tatand out by indicating thatdlremainder of the ensemble
should singsotto voceand by giving them a different rhytiecrpattern that allows Rigoletto to
be heard during their restginally, Rigoletto’s straight favard, strong quarter-note rhythm

shows that he continues to think he is untobthhecause of the Duke’s protection. However,
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the Duke’s own syncopated and accented line stibat he is not like minded with Rigoletto.
(Ex. 4)

I Tempo (J =112)
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Near the end of this scene, Rigoletto’s vdrad joins with the rest of the ensemble for
the first time and brings the sceneatalimax as everyone proclain&utto e gioid@All is joy.’
(Ex. 5)
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Ex. 5 Act |, Scene V, mm. 419-422

The festivities abruptly halt as Monterondezn to protest the slionor of his daughter
by the Duke. Rigoletto tells the Duke thatwié speak to Montesne and handle the matter
himself. “Rigoletto’s arioso, mocking tleaitraged father, is accompanied and punctuated by

orchestral figures which vividliflustrate the evil, destructivede of the hunchback’s natur&.”

“1 OsbornRigolettq 53.
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In the middle of Rigoletto’s confrontatianith Monterone, Verdi has written a four"82
note figure that drops an octateean eight note, harmonicaligoving from D-sharp diminished
7 to C major. (Ex. 6, m. 472) This groupingopans three times, with different woodwind
playing the 3%-note octave dropping figure each timeisifirst played by the piccolo, then by
the flute and finally by the first clarinet. Thesene contains the first instances in the score
where Verdi has used the orchestra to desgitigoletto’s deformed awkward movements.
Verdi also reveals the depths of Rigoletto’d by having each woodwind enter an octave lower
and with a darker timber than the one before.

Rigoletto’s only trills also ocur in this section. Verdiould be using these trills to
describe Rigoletto’s movementH.is possible that Rigoletto calibe shaking his jester’s stick
in Monterone’s face at this point. It is certaibiye that the trills add tthe tension and insulting
guality of the moment. Verdi also has the visltrilling with Rigolettoand further heightens the
tension with the rest of the string section filling out an E diminished 7 chord. (Ex. 6, m. 474)
This tension is finally resolved to F mindine key of the next section, where Monterone
explodes at the insults he has endured.
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Ex. 6 Act |, Scene VI, mm. 468-474
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The Duke arrests Monteronehw responds with a curse on bdite Duke and Rigoletto.
Monterone then calls the Duke\alé/coward’ and Rigoletto aserpentésnake,’ and continues
with his focus entirely on Rigolettaiuf che d’un padre ridi atlolore, sii maledettoylou who
laugh at the grief of a father, be curSeRigoletto responds in an asid&€He sento!

Orrore!/What do | hear! Oh horror?

“The malediction is responsible for arading moment of self-knowledge, as Rigoletto
suddenly realizes the horrors in which he is icgdked. It is the man and the father, not the court
jester, who gasps [in horrorf®

Just before Monterone unleaslines curse, Verdi has heightened the tension in the scene
with a G diminished 7 chord accompanied byraiduendo in orchestra and then he completely
silences the orchestra witHexmataover their rests. (Ex. 7, mr818-519) Verdi leaves
Monterone’s rising vocal line unaccompanied until it climaxes on F4 of a D-flat major chord.
(Ex. 7, m. 520) The expected harmony at gast would have moved from the G diminished
chord to an A-flat major chord and then to D-fiadjor, vii dim 7/V-V-I, but Verdi calls musical
attention to the shock and portance of the curse by skipping the dominant and making an
unprepared shift to a new key, D-flagjor, right on Monterone’s high note.

Since Verdi has apparently moved to the &kp-flat major, it is no surprise that
Rigoletto’s reaction is placed over an A-flagjor chord, the dominant of key. The real
revelation of the scene comes with deson into the new key on Rigoletto’solpita/stricken’
response,drrore!/horror”” The dominant A-flat major chord does not resolve to the anticipated
D-flat major, | 6/4-V-I1, buto D-flat minor, | 6/4-V-i.

Verdi uses this unexpected shift te tparallel minor, a sudden drop of the dynamic
level, an increase of tempo¥Wvace and the restriction of the drestral forces to the string
section and the first bassoon, to show that Rigwle overwhelmed bthe situation. (Ex. 7, m.
522)

The third scene begins as Rigoletto resunome, contemplating Monterone’s curse.
Rigoletto’s recollectn of the curse Quel vecchio maledivariihat old man cursed me,’
appeared in Verdi's first sketches (Ex. 8pisimilar musical shape to Monterone’s original

statement of the curse, with an updérrust to a F4. (Ex. 7, mm. 519-520)

42 Edwards and Edwards, 64.
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Ex. 8 Original Verdi Sketch

In Verdi’s final version, (Ex. 9) the recollection is lessoatburst and more a pensive
contemplation of the curse. Verdi presents pihisase in a similar form three more times before
the end of the act to show thagBletto is constantly thinking aboahd consumed by the curse.

The curse phrase is sung by Rigoletto oepeated C4, the conan tone between the
two accompanying chords in the orchestra, ah#mmony moves from an A-flat 7 to C major.
Verdi orchestrates this momenith clarinets, bassoons and strings, with all the instruments
restricted to their lower registers.

The remembrance of the curse wells updadRrigoletto, with the peak emotional
moment being placed at the height of thescendan his vocal line ad with the restrained
colors of the orchestra playing an A-flat GernGachord. (Ex. 9, m. 12) The G-flat in the chord

43 Budden, 486.

16



represents enharmonically a F#, which is hbgopening orchestral gance with the first
presentation of the curse phrase is written. (Er1.12) As Rigoletto represses the disturbing
thought, Verdi writes diminuenddor his vocal line and the orektra resolves to C major and
‘morendddies away.’ (Ex. 9, m. 13) The final tensioiithe moment is not ultimately released

until beginning of the next duet, where the C major chord functions as the dominant and resolves

to F major, Ger6-V-I.
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Ex. 9 Act I, Scene VII, mm. 10-13

Verdi spent over a year in Paris shortly before writkigolettoand in a letter on
September 6, 1847, he statedtthe has just seen theélodrame.e Chevalier de Maison-Rouge
by Alexandre Dumas at the Théatre Historiftidde would have had ample opportunity to see
moremeélodramdn the Parisian theater at this timedat is possible that these performances
influenced the Rigoletto/Sparafucile duet in thiedtlscene. “The musicééxture is all in the
orchestra, the voices are reseutto pure dialogue, with onlggential questions and answers,
never singing together, eating the effect of mélodrame’ *°

The melody in this section @esented in unison by a mdtsolo cello and a similarly
muted solo double bass and accompanied by piglaicatochords in the strings arsflaccato
chords in the woodwinds. Over this instrunaiain, Sparafucile introducésmself to Rigoletto

in a conversational grarlantestyle. (Ex. 10)

4 Emilio Sala and Mary Ann Smart, “Verdnd the Parisian Boulaxd Theatre, 1847-9Cambridge
Opera Journal7:3 (November 1995): 186.
%> Sala and Smart, 205.
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The melody in the muted low strings givedamgerous, illicit quaty to the entire
conversation. The rising and falling of the meladyer four bar phrases reflects the smooth, oily
quality of Sparafucile as he offers his services as an assd&sst.of Rigoletto’s responses are
clipped interjections, demonstnadi his surprise and possible fearfinding Sparafucile outside
his home.

SparafucileSignor?

Rigoletto:Va...non ho niente.

SparafucileNe il chiesi...a voi presente un uom di spada sta.
Rigoletto:Un ladro?

[Sparafucile: Sir?

Rigoletto: Go away...l have nothing

Sparafucile: Nor did | ask...in your presenstands a man who bears a sword.
Rigoletto: A thief?]
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Although Rigoletto turns down Sparafucile’s sees as an assassin for the moment, he
does inquire about the extra cost requirgdaisassinating a gentleman, where it would take
place and where Sparafucile coulddomtacted. “Rigoletto is nalriven to act at this time
because he still believes that he can keepwlo spheres of his exénce separate, but the
collapse of this dichotomy has already begfth.”

Rigoletto’s following scenePari siamo;, does not fit the traditional expectations of a
recitative or an aria. “It isather, the operatic equivalent,form and in stature, of a great
Shakespearian monologu&.”Presenting many emotions in shoeeriod of time, Verdi uses this
scene to give insight into Rigoletto’s tortured mind.

The scene begins with a spaly accompanied recitative in the same key that has just
ended the preceding duet, F major. Rigoletto masehow he and Sparafucile are alike, in that
they both attack men. He attacks with his jesid Sparafucile attacks thia knife. Rigoletto’s
line saying thatl'uomo son io che ridéam a man who laughs’ is set by Verdi in a high tessitura
with a laughing rhythm. His nekne referring to Sparafucileet quel che spegniéle the one
who Kills!,” is written an octave lower and withmore sedate rhythm in order to bring out the
darker, menacing timbres in thagister of the baritone voice.

The strings then play a sequence of four five-note figures, alternately descending and
ascending with rests in between that prolongstispense of the moment and lead Rigoletto’s

thoughts back to the moment of Monterone’s curse. (Ex. 11)
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Ex. 11 Act |, Scene VIII, mm. 7-11

Verdi treats this secorrdcollection of the cuesexactly as he did éffirst, (Ex. 9) except
now the violins have been removed from thehesstration, creating a more dismal color.
In the followingAllegro section, Rigoletto vents his hatrefithe world and blames it for

what he has become. Instead of resolving f@major to F major as t&f the first recollection,

46 Edwards and Edwards, 64.
4" OsbornRigolettq 56.
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Verdi composes a false resolution to flat-VI, Rtfinajor in the key of F, and so surprises us
harmonically as well as texturally witht@moloin the strings.

Then in a dynamic rhythmically drivergfire, rising chromatically in pitch as it
progresses through three repetis, the orchestra pushegBlietto to the point ofrabbia/rage’
over his fate of beingdifformédeformed’ and abbuffondbuffoon!” (Ex. 12, mm. 19, 21, 23)

Allegro (J =120)
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Ex. 12 Act |, Scene VIII, mm. 19-24

Rigoletto continues in a raagainst the Duke arttle courtiers in a declamatory section,
blaming them for causing his wickedness, wherslsuddenly interrupted by a flute presenting
an arching melody. (Ex. 13, mm. 53) This is the first time Verdhas scored the flute with a
solo line. This happens in oniyyo more scenes in the opera and they are both associated with
Rigoletto’s daughter, Gilda. The next time a dblte is featured so pminently is during the
introduction of Gilda’s main arigCaro noméand then again as she is dying in the final scene.
Here the flute is foreshadowing Gilda’s chaeacnd the hidden world that she represents.

Leading into this moment, Rigetto has been caught up in hegtred of the outside world
and his own wickedness. He blamesrgone else for what he had beconper‘cagion vostra e
soldfor [the] reason is yours aloneVerdi directs Rigoletto to 8¢ this concluding line of the
section (Ex. 13, mm. 49-51) witkutta forzdall his strength’ and then calls upon the full forces

of the orchestra to begin what appears ta bé/4-V-I cadence. The E major | 6/4 chord is
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delivered in three fortissimo quarter notes (Exrti351), but instead of the fully orchestrated B
major chord that is expected to follow, Verdoats only the dominant root, B natural, to be
played dolcdsweetly’ by the solo flute.

Verdi uses this moment to show the dual ratf Rigoletto’s pemsnality. Rigoletto’s
jester world occupied by cursequrtiers and the Duke is swgdy replaced with comforting
thoughts of his daughter represented by the fl\exdi also gives Rigoletto his first lyric
melody at this point, echoing the #uline, as he about to enter haurtyard. This dual nature is
reflected specificallyn Rigoletto’s text, Ma in altruomo qui me cangiBut here into another
man | change myself.” (Ex. 13, mm. 55-57)

The harmonies under the flute solo never cotepleeir cadence, but alternate between
| 6/4 and V7. Rigoletto echoes the flute limgh the same chord progression and Verdi
ornaments his line with suspension tones thaglwut a weeping qualitylnstead of Rigoletto’s
line ending on an anticipated G sharp and conofyithe cadence in the key of the E major, the
line goes awry and drops an extra half step @natural in a C7 chord. (Ex. 13, m. 57) The
recollection of the curse is regded a third time and orchestrated exactly as the second, (Ex. 9)
but instead of an eighth-note, doted quarter-rtogghm, Verdi gives Rigetto a sixteenth-note,
double dotted quarter-note rhythm.

This unexpected harmonic shift to @idd the rhythm of theecollection becoming more
exaggerated suggest that Rigolsttstruggle with the curse istensifying. Placed at this
moment dramatically, with the foreshadowing@ifda in the flute soloit could also indicate
that Rigoletto’s biggest fear is thidite curse could involve his daughter.

Verdi abandons the resolution to E major at this point as Rigoletto struggles to free
himself from these thoughts. Rigolettceetually does free himself and proclairegollia!/ it is
folly!” This is written on arE4, but the stressed syllablefoliia is traditionally sung on an
interpolated G4. With this Verdi moves outtbé unresolved tonal section with a clear cadence,
| 6/4-V7-1, into the bright key of C major.

Rigoletto is finally able to leave the oigs world behind and greehis daughter in the
sanctuary of their courtyard. Gilda’s young, inndgcenergetic entrance into the opera is set by
Verdi with anAllegro billiantetempo, syncopated rhythms throughth orchestra and trills in

the strings and woodwinds. (Ex. 14, mm. 69-72)
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Ex. 13 Act I, Scene VIII, mm. 52-57

During this joyous reunion, Rigoletto embracesdaughter, stating that she is his entire
life and without her on earth he would have no.o@Gdda attempts to comfort her father and
then inquires about her relativegerdi interrupts the duet this point with a series of accented
diminished chords and the former joyous @stihal melody with the syncopated rhythms and
trills is unexpectedly cut off. (Ex. 15, m. 113)

Rigoletto’s response is abrupt,u non ne hd¥ou have none.’ In this brief, connective
section Gilda reveals thatesknows nothing of her family background, not even her father’s
name. In an attempt to shield Gilda from the outside world, Rigoletto refuses to answer her
guestions and instead asks h&ité che importa®hy is it important to you?’

During this exchange, Verdi has giver thrchestra rests on the downbeats of the
measure, de-stabilizing the rhythmic foundatiothef music and then he writes a full bar with
no orchestral accompaniment witfeamataover the rest. (Ex. 15, m. 11@)his silence after the
unresolved diminished chords could indicate théda is unsure how to respond her father’'s

guestion.
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Ex. 14 Act |, Scene IX, mm. 65-72

When she does continue, Verdi changes the tempdadgioand accompanies her with
half-note chords in the horn¥erdi uses this elongated pulsedahe tonal quality of the horns
to show Gild’s tentativeness. After the uncitiaof the previous diminished chords, Verdi
attempts to reestablish C major with Gilda’s ante and also the happiness associated with that
key from the first part of the duet.

Rigoletto interrupts Gilda’'s melody again with another outbukkin‘uscir mabDon’t
ever go out.” This outburst leadstad C major to the tonality dE-flat. Gilda supplicates to her
father and her line also follows into the keyEsflat major. Along with this outburst showing
that Rigoletto is not listening to what Galdhas said, Verdi alsgpves the following stage
directions to Rigoletto,dssorto ne’ suoi pensieri interrompend@agrossed in his own
thoughts, interrupting e (Ex. 15, mm. 117-118)

Gilda persists with questions of her mother and Rigoletto findiypte “Rigoletto’s
solo in which he speaks of the ‘angel’ who took pity on his deformity is like an aria movement in

miniature - a compressed equivalent of MacbetRista, rispetto, amoreihich it resembles to
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the extent of having a similar modulation tergjor (‘Ah...moria’) just where a reprise would
be expected*®

Allegro vivo (J =138)
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Ex. 15 Act |, Scene IX, mm. 112-120

Leading up this modulation in the aria, Rigitd gives a short deription of his life
before meeting Gilda’'s motheSolo, difforme, poverélone, deformed, poor.” This
description is set with interruptebrief, declamatory spurts as he struggles to speak about his
past. The next phrasg€er compassion mi arnfaut of compassion she loved me,’ is marked as a
smooth, legato phrase, as he vividly remerslihe moments of their love. (Ex. 16, mm. 133-
135)

Harmonically, Verdi begins these measures ifidd major, the initial key of the aria and

then moves to the parallel minor. Here he ukesnelancholy feel of the temporary minor key

48 Budden, 494.
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to highlight Rigoletto’s textrhi amdshe loved me’ and also indicates that it be sung
‘dolcdsweetly.” He finishes the phrase with a fatlence on an E-flat major chord. All this
combines to arouse the memory of the death of Gilda’s mother.

The development of this memory is a peiexample of Verdi’s ability to portray a
complex emotional inner life through his mugigéx. 16, mm. 135-136) First, he brings the
preceding phrase to a halt on a half cadeneatiolg harmonic tension. Second, he increases
this tension by delaying the entrarafenext phrase with rests andeamatain the orchestra.
Third, the next phrase begins in F-flat major, a false resolution of the previous dominant chord,
and it then takes several measures before trencads finally completed to A-flat major. (Ex.
16, m. 138) Fouth, the teiself is provocative,Ah moria!./Ah, she died!..” Finally, he places

the vocal line relatively lgh in Rigoletto’s voice and marks it to be suogr doloréwith pain.’

Ex. 16 Act |, Scene X, 133-139

The next section of the duet starts as Gildan‘agitazionavith agitation,’ interrupts her
father and tries to calm him. Verdi sets Rigolsttesponse in a halting, desperate manner as he
pleads with her,Tu sola, sola resti al miseféou remain alone to the wretched one.” This gives

way to some of Rigoletto’s most challengwvaral passages in the opera, with the highest
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tessitura and some of the most difficult musicatgras. Rigoletto’s degpation is reflected in
thesestaccatopassages (Ex. 17, mm. 156-157) and the chtioatly rising legato sections show
his anxiety about protecting the one remagniove in his life. (Ex. 17, mm. 158-160)

The two voices come together later in thistem separated by thetarval of a third on
descending 1®Bnotes. These f6notes are tied together im@peated two note slurring pattern.
(Ex. 17) In Rigoletto’s text,Dio, sii ringraziatoYGod be thanked!the musical pattern
indicates his supplication 8od and in Gilda’s textmi lacera, padre tal visa.l'in torn, father,

by such a sight...,” this pattern represethts concern she feels for her father.

Ex. 17 Act I, Scene [X, 153-162

In the next connectingllegro section, Gilda caimues to ask Rigoletto about his name,
his homeland and his family. He responds thaoitild be dangerous for her to know and that
she alone is his entire universe.

Rigoletto has been overprotediof his daughter during thestahree months that they
have lived in this new town and has only alloWeer outside to attend church. Gilda is now
sixteen and yearns to see moféhe city, but Rigoletto warrfser never to go out and to be
careful of strangers. Then in an aside he ptede dire consequencésnyone were to follow
Gilda home from church. (Ex. 18)

Ben te ne guarda!

(Potrian seguirla, repirla ancor!

Qui d’un buffone si disonora la figlia,
e se ne ride!

Orror!)

Watch carefully!

(They could follow her, abduct her even!

Here they would dishonor the daughter of a buffoon,
and they would laugh about it!

Oh, horror!)
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The possible threats and fear found igdtetto’s aside are intensified by the
chromatically rising pattern in his vocal linghe low strings also follow this chromatically
rising progression as thégemolandiin unison. While Rigoletto’éine ascends, Verdi also
incorporates arescendand with no chords to define tharmonic progression of the scene, the
key and foundation of the music are lost. Trst thefinable chord heard leading into this
moment was a C#7. (E. 18, m. 222) If this chams functioning as the dominant of the key it
would be expected to eventually resolve tooFfossibly a false resdlan to D or D-flat, but
the next chord heard is aashing B major chord afte®©tror!’ (Ex. 18, m. 228, spelled
enharmonically as C-flat major)

Once again, Verdi has set up a cadence and ticasitaation leading to the expectation
one thing and surprised us wigbhmething totally unpreparedh this case the unexpected
resolution to B major illustrates Rigoletto horror of the scenario he has just envisioned.

Ex. 18 Act I, Scene IX, mm. 221-228
At this point Giovanna, Gilda’s nurse, comes out of the house. Rigoletto asks Giovanna

if she has seen any strangers near the house ansl lnarto keep the gate to the garden locked.
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This leads into the final section of the duegibaing with Rigoletto’s simple melody, in which
he asks Giovanna to watch ovgquésto fior&his flower.” Gilda triedo comfort Rigoletto, with
same melody in the subdominant key, by assuinim that the angel who loved him is now
watching over hef? In Rigoletto’s second statement oisttheme, he is distracted by a noise
and abruptly ends his vocal line.

While Rigoletto is investigatg the sound, the Duke slips past him and hides in the
courtyard. Rigoletto is unawareathhis worst fears have beemlized and that the two worlds
he has tried to keep separate have now collittlcontinues his farewell again with the main
melody of the scene and Gilda jsithe duet with a simple lovirdpscant above Rigoletto’s line.
(Ex. 19)

Ex. 19 Act I, Scene IX, mm. 302-310

Rigoletto leaves and during his brief abseigié&la meets and falls in love with the Duke
under the assumed disguise of a poor studergol&to returns after éhDuke’s departure,
reflecting a final time on Monterone’s curse. ide¢hen confronted by the courtiers, who
convince him to help them in their plot to abtGeprano’s wife. Rigotéo is blindfolded and
unwittingly helps them abduct his own daughter.

After a frantic search for Gilda, he realizbat he has fallen prdfe courtiers’ revenge

and that he is responsible for his own daughtdvduction. Rigoletto now understands that he

4% Budden, 495.
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has reaped the consequences of higgti With a final cry, he calls oda‘maledizionghe
curse’ and faints.
Act Il

Act |l takes place in the drawing room of thel®is palace. The Duke has just returned
from a second trip to Rigoletto’s home and mdmting that the one woman whom he could love
has been stolen from him. The courtiers taeter celebrating their victory over Rigoletto and
tell their abduction story to the Duke. The Dukimes at the news and hurries to meet Gilda in
his chambers.

Rigoletto enters the soe singing a jester tune on the resrse syllables ‘larala ra.’
This entrance is marked in the score with Verdi’'s stage directiordéfegdndo
indifferenzdaffecting indifference.’” (Ex. 20) “Hamg Rigoletto pretendonchalance by singing
meaningless syllablesantarellandg an especially powerful dramatic stroke, may have been a

late thought of Verdi, for in the [original] skt the part is assigneahly to the orchestra>®

Ex. 20 Act Il, Scene Ill, mm. 5-9

Rigoletto continues in the scene, mockingp@a@o by declaring him ‘more tiresome than
usual’ as he secretly searctiessigns of his daughter. EvenliyaRigoletto uncovers that Gilda
is with the Duke. At the same moment in whiRiigoletto realizes thagilda is in the Duke’s

chambers, the tempo changes as does the orchiesgtiak with the upperrsngs ceasing to play

9 Verdi, Rigolettq V/P, ed. Chusid, LXXIII.
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and the lower strings changifigm a consistent eighth-noséaccatoaccompaniment to a 76
notetremolopattern. The low strings’ music is alsoitten as a rising chromatic line, which
doubles Rigoletto’s vocal line.

The courtiers have assumed that Gilda is Rijols mistress, but they are shocked when
he reveals that she is his daughter. Thixpeeted revelation occurs with an unprepared
harmonic shift to E-flat major. Rigolettokasthem why they arérnlaughing now. This
guestion is written in the loweange of Rigoletto’s voice taring out the menacing timbre
available there, whilstrings play at gianissimaolevel. The harmony also moves back and forth
between tonic and Neapolitan chords, emphasizing the scornful quality of Rigoletto’s question.

Rigoletto then shouts at theuwrtiers to give her backThis is accompanied by a shift
from E-flat major to the relative minor of Gt the full orchestra reaching top volume on the
dominant of C minor, a G7 chord. (Ex. 21, m.7he strings then rush furiously forward for
three jagged measures of activity expanding to &l@&@d. All of the momentum gathered since
Rigoletto’s entrance intthe scene is now brought to a sudden stop, markegddoypausa (Ex.

21, m. 76)

Verdi uses this extended sit@nas a pivotal moment in th@era. Up to this point
Rigoletto has put all of his energy into keepimg two worlds of existence separate. Although
he had verbally abused the courtiers in the, peestelt that he had been safe under the Duke’s
protection. He also felt that liad securely hidden his dadghaway from the evil of the
outside world. Now Rigoletto realizes that gstbing he has worked for is gone, but he has not
surrendered. His daughter is irtimidst of the world he hatesdRigoletto finds strength in his
role as father as he preparesiédy the courtiers and the Duke.

Verdi releases the pent up tension ofghen pausaand resolves the G9 fully into the
key of C minor as Rigoletto’s launches ints lirade against the courtiers. (Ex. 21, mm. 76-77)

In Rigoletto’s aria Cortigiani,” Verdi allows the libretto to dictate the dramatic and
emotional progress of the characters and deterthenéorm of the music. As a result the aria
can be divided into theedistinct sections.

The first section, markefindante mosso agitgt¢ex. 21, mm. 77-78) ia direct attack
against the courtiers witRigoletto calling them avil razza dannatadamned cowardly race’ and

threatening them with bloodshed if they do natmghe door to the Duke’s chambers. Piave has
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streamlined the original text here, eliming the extended attacks that Hugo’s Triboulet
unleashes against the courti¥s.

Ex. 21 Act I, Scene IV, mm. 71-78

The vocal line is declamatory throughout thgstion, delivered in short one or two word
outbursts separated by rests. The predominant orahtestture of this séon is in the strings, a
sextuplet made up of a two-note slur followed by fstaccatonotes. This figure provides
forward thrust and emotional tuaih while Rigoletto shouts overéhtop of it. The vocal climax
of the section happens as Rigtdetays that ‘a man fears natbion earth when he is defending
his children.” Verdi scas the last syllable ofleferde/defending’ on an accented E-flat4, which
is traditionally sung on an interpolated G4.

The next part of the fitsection incorporatessdaccatosextuplet rhythm in the strings.
These sextuplet figureseawritten as descendingtaccato arpeggioalternating between tonic
and subdominant chords, C minor and F minor éenkitly of C minor. This sextuplet rhythm is
alternated with a triplehythm, which is scored for the entivechestra with accents on the last
two notes of the triplet. These accents repreRajuletto frantically beating on the door of the
Duke’s chambers.

Rigoletto is now exhausted from his eged verbal attack and from physically
attempting to enter the Duke’s chambers. Yshdws this exhaustion by bringing the dynamic

level of the entire ensemble downgi@ano. This allows Rigoletto’dines to be delivered less

5! Edwards and Edwards, 71.
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forcefully and Verdi scores longer intervals of riesbetween them. Near the end of this
section, Verdi also makes a strong musical statement by waipipgggiaturasn Rigoletto’s
line on beats one and three of the measure, shahengven in his weakened state he is still
struggling to fight. (Ex. 22, m. 101ln this same moment, Varshows Rigoletto’s unsteadiness
by writing a series of rising paralle‘f"mtervals in the strings, eating an unstable harmony.
The final chord of this series is an E dimirgdh7 with the root omitted. By omitting the root
and writing Rigoletto’s accentedh!’ on the 7" of the diminished chord over silence in the
orchestra, Verdi places Rigoletto in a preaasi place harmonicallynd emotionally. (EX. 22,
m. 102)

This E diminished 7 chord resolves to thevrkey of F minor, vii dim7-i, leading into the
second section of the arldeno mosso With a slower tempo and in minor key, Rigoletto
changes tactics and makes an emotional plea to Marullo.

Ebben, piango... Marullo...
Signore, tu ch’hai I'almagentil come il core,
dimmi tu ove I'hanno nascotsa?..

Very well, | weep... Marullo...

Sir, you who have a kind soul in your heart,

Tell me where they have hidden her?..
Verdi supports Rigoletto’s plea withdescending sextuplet figure, d"Iote rest on the beat
and a staccato Ténote followed by a pair of two Yénote slurs. This figure is played in
octaves by the first violins andolas echoing Rigoletto’s line. V@i also introduces for the first
time thecor anglais English horn, playing quarter-notesactaves with the first bassoon on the
second and fourth beats of the measure. uRgue quality of their combined timbres adds
pathos to Rigoletto’s line. (Ex. 22, mm. 103-106)

Verdi has turned the expected dramatic fmien of a slow section transitioning into a
fast cabaletta, upside down i@drtigiani’ and written an aria that goes from a fast and
declamatory section transitioning into a slow aminate section. The shift to slow and intimate
is apparent in Rigoletto’s line starting with thiekup to measure 105. (Ex. 22) The vocal line is
fully melodic with indicated dynamic nuancesescendanddiminuendo clearly showing that

Rigoletto has gone from attackj and hurling insults to a comgaéy different emotional facet.
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Ex. 22 Act Il, Scene IV, mm. 101-106

Rigoletto’s appeals to Marullo remain unevesed and Verdi's stage directions call upon
Rigoletto to weep leading into the final sectafrthe aria. Verdi scores the first violins and
violas in octaves with a ¥note figure, to transition into this last section. The figure starts after
a 16"-rest on C, moving down a half-step to B mat@nd then moving back to C, the strings
gradually widen the downward interval until theytloe of an A-flat 7 chord. Rigoletto’s vocal
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line leads the resolution from the A-flat 7 ctidunctioning as a dominant chord into D-flat
major.

This final section comes closest to the traditidoah of an aria, in that it starts off with
conventional four measure phrasesl begins and ends in thergakey. Rigoletto has never
before appeared in front of the courtiers reduoeslich a vulnerable position, as Verdi has only
shown him in public on the attack. Now Rigoletto has no choice, but to plead for forgiveness for
his past deeds. Begging the courtiers for pitystages that his daughterhis entire world.

At this point, the orchestra is also redutedn intimate chamber feel and Rigoletto’s
line is accompanied lightly by asbbligatopattern in the solo cello amilzzicatochords in the
strings. Verdi also makes full use the Enghsiin’s unique timbre in this small ensemble by
having it double the voice line a sixth above. Yeuld have used the oboe in this place or a
bassoon (as he had done previpiiaving the bassoon play in unison with Rigoletto’s lyric
melody in the Act | Gilda duet), bhere the English horn lendsrere vulnerable and plaintive
guality to the moment than the other woonas would have been able to offer.

This is an excellent example of what Verdi meant when he wrote to Piave, “l set myself
to study it Le roi s'amusgand ponder if profoundly, and theeid, the musical color had been
found in my mind.?? (Ex. 23)

Rigoletto’s pleas are paionate, “His finalpietd’ however, is met only with silence in
the extended rest that concludes the aria; andriteEmoment of joy when Gilda rushes to his
arms is crushed by the realizatiof his daughter’s defilement® Piave and Verdi did not make
clear whether Gilda wasethvictim of rape or seduction while in the Duke’s chambers, but it is
certainly clear that her chastity had beeslated. “Historically, the chastity of a woman
‘belonged’ to the man in authority overrh#éhus its loss wasommonly viewed as a
transgression not against a woman, but againshbkr authority figure — in Gilda’s case, her
father.®* Thus when Rigoletto discovers that Gilda baen violated, it ialso another violation

against him.

2 WeaverVerdi: Documentary180.

3 Edwards and Edwards, 73.

> Elizabeth Hudson, “Gilda Seduced, A Tale Untol@@mbridge Opera Journa:3 (November 1992):
247.
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Ex. 23 Act II, Scene IV, mm. 114-11%

At the same moment that Rigoletto discou@ssdaughter's shame, Gilda sees her father
for the first time dressed as a jester and leafiés humiliating profession. The two worlds that
Rigoletto has striven to keep separate have comwe face to face. Before attempting to console
his daughter, Rigoletto warns theuctiers to move away and t@&p the Duke away also. Verdi
sets Rigoletto’s warning on repeated C4s stlime pitch as the recollection of Monterone’s
curse, accompanied by a unigoemoloin the violins. The intense feeling of menace this
creates conveys the seriousness of Rigoletassion and the cowts depart comparing
Rigoletto with madmen and children, ‘itagten helpful to let them have their way.’

Finally they are alone and after a shoditaive, Gilda beginga duet by confessing
everything that has led up to this point.e3tad seen a young man in church, who came to her
yesterday and presented himselbgsoor student. He confessed his love for her and she told

him that she loved him also. After he depadsshe was abducted and brought to this place.

% Giuseppe VerdiRigoletto: Melodrama in tre attiFull Orchestral Score, eMartin Chusid (Chicago:
University of Chicago, 1983), 244.
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Before she can continue with the details obwmappened when she was alone with the Duke,
Rigoletto interrupts her story with an anguished moan. (Ex. 24, m. 119)

Gilda’s interrupted confession aattes in the orchestra in C major, |1 6/4-V7-1, with her
solocadenzeending on C5. Rigoletto’s moan likewiseters on C an octave lower, the common
tone as the string section movesm C major down a third to tHeey of A-flat major, in thd?iu
mosso Verdi then uses the same rhythm in thimgs that he used ithe first section of
‘Cortigiani,” a sextuplet made up oftao-note slur followed by foustaccatonotes, to drive
Rigoletto forward. Only this time instead ofgRletto cursing the courtiers, he is desperately
guestioning God. (Ex. 24, mm. 119-120)

Solo per me l'infamia & chiedeva, o Dio!
Ch’ella potesse ascengequanto caduto er’io...

| asked that this disgrace baen to me alone, oh God!
so that she could rise up as far as | have fallen...

Rigoletto then turns his atteon to comforting his daughtes the duet proper starts at
thePiu lento. Rigoletto offers long arching phrasescoinfort to Gilda, asking her to cry her
flowing tears over his heart. Gilda in turtkéa comfort from her father, ornamenting lightly
over his line and calling him her consoling angéhis section ends with father and daughter
comforting each other, moving in thirdsarsoftly articulated syncopated rhythm.

Monterone interrupts the scene on his wagrieon and bemoans the fact that the Duke
is still alive and happy, and that his curse on the Duke has beféective. After Monterone has
passed though the stage, Rigoletto declares that the old man is wrong and that vengeance will
indeed be taken upon the Duke.

This is the end of thact in the Hugo dram®. Verdi and Piave conceived an additional
section to the scene, tastruggled to find the appropriate texid dramatic setting. On January
20, 1851, Verdi wrote to Piave to let him know ttie second act was almost finished.

| say almost because thiettaof the last duet was ineffieee because of Gilda’'s aside.

| realize that two actgrwho tell their business, one in atieection, the other in the other
direction, are ineffective, particularly in tfest sections. | havwherefore decided to
redo thisstretta but | need your help [...] Write tme soon and send me the verses at
once so that we can finish.

*% Budden, 502.
> Phillips-Matz, 275.
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“Verdi then outlined the entire duet beten Gilda and Rigoletto with the tefi, vendetta
[Yes, vengeance] which later became onthefmost dramatic moments in the opeta.”

Ex. 24 Act I, Scene VI, mm. 117-121

The end of the act in its final form hRgyoletto proclaiming vengeance against the
Duke. Rigoletto’s melody, stated in the tokey, is propelled forward by the triplet placed on
the final beat of the first three measures oflihis. (Ex. 25) Gilda enters in the subdominant key
with the same melody and rhythm, pleading for mdot the man that she still loves. (Ex. 26)
In this final version the two characters are digtded by asides, but even here “There is no
reconciliation of Rigoletto’s wvegeance and Gilda’s pleas for merhence, even in the final

strettathe vocal lines do not joim standard unison declamatiot.”

%8 |bid.
® Edwards and Edwards, 75.
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Ex. 25 Act I, Scene VIII, mm. 195-198

Ex. 26 Act Il, Scene VIII, mm. 223-226
Act Il

Act Ill takes place on a divided stage. As in the Hugo play, there is a decaying two-story
inn situated on a deserted bank of the MincigeRi This divided stage allows up to three
separate scenes to take place at the same time, one on each floor inside of the inn and one
outside. Verdi wished to keep the setting the sasne the original play and in a letter on June
3, 1850 told Piave, “There is no problem aboutdivésion of the stage or for the sack [with the
censors]. Just follow the French and you can’t go wréfg.”

During his recent stay in Paris, Verdi had probably seen or at least heard of the
convention of the divided stage as useth#glodrameroductions. New importance was being
placed on scenic design in the Parisian theatre at that time and the stage space was expected to
function “not merely as décor, as mere $céxackground for the actn, but rather tends to
interact with the characters and to play a part in the dramatic discStirse.”

Verdi did indeed expect the stage spadeitation as an extension of the drama. As
dictated in the score, the dilapited inn has a hole in a wall large enough to allow people to view
the action on the inside, while remaining unotsedron the outside. Trseediness of the inn
allows the audience to believe that prostitutiod enurder might take place there. The darkness
and remoteness of the outsideaaids in the disposal of bediand the sudden flashes of

lighting reveal unexpected surprises.

0 WeaverVerdi: Documentary179.
¢l Sala and Smart, 198-9.
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The act begins with a murky introduction iretlow strings and thas then passed to the
violins. Rigoletto enters with Gilda and asks iiahe is cured of her love for the Duke. In the
sparsely accompanied recitative that followsdd&reveals that she still loves the Duke and
believes that he adores her. Rigoletto vowsmge for his misguided dghter and as the Duke
approaches the inn, he orders her to watch the Duke’s actions.

Upon entering the inn, the Duke immedigtedquests two items from Sparafucil€ya
sorella e del vintrour sister and some wine.” The wadrellasister is found in Verdi's
original autographed score from the first perforoggnt is also present imis original sketches
and in Hugo’s play. However, before theicat edition Ricordi score was available, the
commonly used Schirmer edition has a word change berellasister is replaced with
stanz@&room. This change can be traced back tmpy of Verdi's autographed score made
“shortly after the premiere andplasited by special agreement in the archives of the Teatro La
Fenice.®® Replacingsorellawith stanzaavoids making it clear that the Duke pays for
prostitutes and that Sparafucile is prostituting his own sister. “The change was undoubtedly
made to mollify the censor§®

After the Duke ironically reflects about theKleness of women in ¢hfamous tenor aria
‘La donna e mobileSparafucile retrieves &isister for the Duke and steps outside. Rigoletto
and Sparafucile have a briafroversation presented by Verdinrélodramestyle, similar to their
first meeting. (Ex. 10) Only this time as théigcuss the arrangement of the Duke’s death, the
underlying melody in the orchestratimat of the Duke’s last ariaSparafucile then departs the
stage. Verdi usesa donna & mobileas the underlying melody inithsection to juxtapose the
Duke’s pursuit of pleasure, verdegyoletto’s pursuit of revenge.

The next scene is actually two scenes takiage at the same time on the divided stage.
The Duke and Sparafucile’s sistdfaddalena, are together insitthe inn. Rigoletto and Gilda
are outside in the streeRigoletto’s worlds are now separaiadc physical sense, with the Duke
and his excesses located inside the walls ofltieeepit inn and Gilda isolated outside in the
darkness.

Verdi took full advantage of this scene differentiating, emotionlly and vocally, all

four characters in the quart@&élla figlia del’amore’ In this quartet, “The Duke is

62 Verdi, Rigolettq V/P, ed. Chusid, LVII.
% |bid., LXXVI.
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characterized by soaring phrases [as teagits to seduce Maddalena], Maddalenathgcato
semiquavers [as she laughingly rebuffs his adeah) Gilda by legato semiquavers with rests

like sobs or by a drooping lidike a wail as in her duePiangi, piangi, fanciulla[as she

recognizes the Duke’s betraydRigoletto’s part is more neutrdout at times his grimness is
reflected in a static slow-moving 8rsuch as Verdi writes more usually for his basses rather than
his baritones [as he pressures Gilda to acknowldalg Duke’s womanizing ways]. All this is
expressed simultaneously within the most métljtranslucent] lyrical writing imaginableé®

(Ex. 27)

Ex. 27 Act lll, Scene Ill, mm. 73-77

4 Budden, 505.
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After seeing the opera Hugo himself acknowleald‘If I could only make four characters
in my plays speak at the same time, and hlageudience grasp the words and sentiments, |
would obtain the very same effeét”

Following the quartet Rigoletto gives instructioto Gilda to return home, gather money,
men’s clothes, and a horse and depart fooWar Verdi leaves this recitative completely
unaccompanied to create a sensarticipation. It is literallyand figuratively the calm before
the storm.

Rigoletto quickly meets with Spardfile to give him a deposit of tesctudi. Verdi keeps
this exchange succinct, asking the performedeclaim the dialogue without the usual
appoggiatures This brief exchange ends when Sparidéuasks the intendedctim’s name and
Rigoletto replies dryly thatEgi e Delitto, Punizion son fble is Crime, | am Punishment.’ (EX.
28)

Ex. 28 Act lll, Scene IV, mm. 24-28

During the ensuing storm scene the Dukedi@sn to sleep, whiléladdalena bargains
with Sparafucile and convincesito choose a different victim. At the same time, Gilda returns
in male attire and resolves tocsifice herself for the Duke’s sake.

Gilda enters the inn, where she is cornere@parafucile and receivesfatal blow at the
height of the storm. In order to intensifygimoment, Verdi requests the use of an onstage
thunder machine at this point iretlscore. Verdi also achievesother unique effect during this
storm scene by using the men’s chorusrgate “wind noises” from offstage.

Rigoletto returns as the storm is waning dedlares that his moment of vengeance has
come at last. Verdi’'s thunder and lightegiflashes are stilldard in the background,
represented by figures in the lomatrings, and the flute and pidodhat appeared throughout the
previous trio. Verdi also places eiqil cues for flashes of lighteningdmpg in the score. (Ex.
29)

% OsbornRigolettq 25.
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Ex. 29 Act lll, Scene VII, mm. 10-12°
At the stroke of midnight, Rigoletto knocks thre inn’s door to retriee the Duke’s body.
His request for light to see the victim is denydSparafucile, who thegirects Rigoletto to a
deep section of the river tteposit the body. Now in custodythe body, Rigoletto’s short,
excited mutterings rise in pitch.
Egli & la! morto!
Oh si! vorrei vederlo!

His is there! dead!

Oh yes! | want to see him!
These mutterings progress to full phrases, sutigempper-middle of kirange, as Rigoletto
declares,

Ora me guarda, o mondo!
Quest’e un buffone, ed un petente e questo!
Ei sta sotto i miei piede!

Now look at me, oh world!

This is a buffoon, and a powerful man is this!

He is under my feet!
Now Rigoletto prepares to take hiadi revenge and twice exclaims on D#4l/’'dbndal/Into the
water!” His second exclamation is traditionadlyng with the D#4, of the stressed syllable of
onda, replaced with an interpolated F4#. Astmoment of highestiumph, Rigoletto is
suddenly interrupted by the Duke/sice in a final reprise ol'a donna & mobilé(Ex. 30)

% Giuseppe VerdiRigoletto in Full Scor¢New York: Dover, 1992), 404.
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Ex. 30 Act lll, Scene IX, mm. 74-80

Shaken, Rigoletto opens the sack to discokarrnano corp#it is a human body,’ at the
same instant lightning flashesreveal that it is his daughteXerdi moves through the entire
range of the baritone voice hefimm the trepidation of finding lbody on B2, to the grief ridden
cry to ‘Dio/God’ on F4. (Ex. 31)

Not believing his eyes, it takes anotherHflas lighting to confim his worse fears.
Rigoletto runs to the inn and bangs on the dbsrknocking punctuated in the orchestra with

fortissimoB naturals.
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Ex. 31 Act lll, Scene IX, mm. 118-125

Verdi originally conceived # opera as a series of diétnd it is fitting that the final
scene is a duet between fathed daughter. In the first semti of this duet, Rigoletto hears
Gilda’s voice and realizes thslie is not dead. When shiedicando il cordéindicating her
heart,” tells him thashe has been stabbequi mi piagéhere I'm wounded,’ (Ex. 32, mm. 172-
174) Rigoletto demands in a declamatory outburst, set on E-flat4, to know who had struck her.
His declamation is accompanied by a suddemissimofull-orchestra owiurst on a dissonant’3
inversion D-flat diminished7 chdy which progresses to a firstviersion A-flat major chord and
resolves to the tonic chiof D-flat minor at thé.argo, ii7-V-1 . (Ex. 32, mm. 175-176)

Verdi once again builds to a loud, dramatic climax that ends in the middle of a cadence,
followed by a long silence in the orchestra, whickuim is followed by the surprise of a soft
resolution and change of tempo. This hadrbseen earlier #te transition intoCortigiant’

(Ex. 21, mm. 75-77) and in the middle of the Act Il duet bef&ieVendettd A similar

moment can also be found at the originalldmation of the curs€Ex. 7, mm. 518-522)

57 Oshorneletters 87.
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Ex. 32 Act lll, Final Scene, mm. 172-176

Moments later, Rigoletto reaks that she was stuck by tls&ralearrow’ of his own
revenge. Gilda is content withrhehoice to sacrifice herself fordtDuke and tells Rigoletto that
‘Lassu... in cielo, vicina alla madrdUp there... in heaven, close to my mother,” she will pray
for him. Her floating lines @ accompanied by a serene flabbligata (Ex. 33)

Ex. 33 Act lIl, Final Scene, #5£°
Rigoletto’s responsenbn morirédo not die,” is markegianissimafor the orchestra, but
his desperation is revealed through the coloth®fivoodwinds (flute, clarinet and oboe) playing
in unison to his vocal line and the outlining of the pulse by the brass and string basses. (Ex. 34)
Gilda dies peacefully and Rigoletto is lefoaé onstage. At this point, Hugo’s play and
Piave’s libretto differ significatly. Hugo has Triboulet seeklpeby running and ringing a ferry
bell. A curious crowd gathers on stage abdulet desperately trgeto convince everyone,

% verdi, Rigoletto Full Scorg(Dover), 423.
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including himself, that his daughter is stiive. When a doctor pronounces her dead, Triboulet

cries out J'ai tué mon enfantt have killed my child!” ad falls lifeless to the grourfd.

Ex. 34 Act Ill, Final Scene, mm. 197-199

Piave has eliminated this unnecessary crowdec After Gilda dies, Rigoletto cries out,
‘Ah! la malediziondAh! the curse!,’ on F-flat4 and coflaes over her corpse. (Ex. 35) This
high pitched cry, writteon the very unstablé™f a dissonant G diminisil 7 chord, represents
the most extreme emotion possible.

To broaden this moment of highest emotigardi also avoids the common final cadence
formula, vii dim7/V-V-i (G diminished 7 to A-8t major resolving to D-flat minor), and extends
the tension with a longer more dissonant cadencdim?7/V-i6/4-vii dim7-i (G diminished 7 to
D-flat minor 6/4 to C diminished 7 [over a dorait pedal point of A-flat] and finally resolving
to D-flat minor). (Ex. 35)

This F-flat4 is the highest notieat Verdi wrote for any of Rbletto’s recollections of the
curse, even so in performee the stressed syllable afaledgzioné€ is generally sung on an
interpolated A-flat4. (Ex. 35nm. 220-221) Although Monterone’s original statement of the
curse climaxed on a higher gitd=4, (Ex.7, m. 519) Verdi wasqirably aware that Rigoletto’s
F-flat4 or enharmonically E-natural is one the leigthnotes that the banite voice can sustain in
a wide-open or chest-voice sound. The effectbmastunning, more so than Monterone’s F4 and
possibly even more than an interpolated A-flat4.

% Victor Hugo,Le roi s’amuséParis: Nelson, 1930), 179.
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At the end of Hugo'’s play, Toulet finds some relief ihis own death, however Piave
and Verdi have not allowed Rigolettiuis reprieve and he is forcéal remain alive in a loveless

world.

Ex. 35 Act I, Final Scene, mm. 219-222

47



CHAPTER 3: SUMMARY

As demonstrated through the musical examgissussed in the body of this paper, Verdi
succeeded brilliantly in delineating the dual natfrRigoletto’s character: the deformed, bitter,
court jester and the impassioned, loving fatievery aspect of Verdi’'s compositional
technique—melody, rhythm, harmony, dynamicsicatation, orchestration, and form—was
carefully employed to give full range to Rigtio’s emotional expression and the dramatic
development of his character.

From the first moment of the Prelude as¢hese motif is played in the brass section,
Verdi is already foreshadowing the tragic enat #waits Rigoletto. In the opening scene that
follows, Rigoletto’s own deprawitand physical characteristiceeaepresented tbugh the use
of the text and descriptive orchestral passagdse encourages the Duke’s debauchery, taunts
Ceprano mercilessly and attacks Monterone. Hdreor that Rigolettodels after being cursed
by Monterone is revealed by unexpectedrafes of key, dynamic level and tempo.

Verdi’s possible influence by Frenamélodramas demonstrated in the conversational
duet between Sparafucile and Rt as Rigoletto considersolénce and immoral methods of
dealing with the Duke. The boiling ragegoletto feels towards mankind iRari siamd is
marked by chromatically rising and rhythmicadlgiven figures in the strings. Syncopation and
trills are used to display they and exuberance that Rigolete®ls as he reunites with his
beloved daughter in their Attduet and his first developed hody reveals the tender memories
of Gilda's mother.

In Act I, Rigoletto’s nonsense jestessng disguises his search for his daughter.
Rigoletto’s fury when he becomes aware af &éeduction is shown by Verdi through dramatic
harmonic shifts, which lead into §letto’s musically diverse ari€ortigiani.” This aria
begins with Rigoletto overcomings fear and openly attacking the courtiers in a declamatory
section driven by a sextuplet figumn the strings. Verdi shoW&igoletto’s exhaustion from the
attack with a dramatic harmonic shift into avgér tempo and lengthens his vocal lines. The
final section, showing Rigoletto in his most vuialele position, is presented in a traditional aria
form and accompanied by an English horn, whose color Verdi had saved for this special

occasion.
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In Act Ill, Verdi is able to develop eacharacter at the same time in the famous quartet
‘Bella figlia dell’'amoreé by bringing out their individual rhythra and melodic characteristics.

In the final scene, Verdi reveaRigoletto’s misery and self-m@émination upon learning that he
has brought about his daughtemsirder by his own actions. This is done through specific
orchestral choices in the woodwilis and judicious edits of Hugde roi s’amuse

Verdi's intense interest ibe roi s"amusecan be seen in his baglevith the censors as he
fought to retain the critical dramatic elementshaf play. His willingness to follow the structure
of the original drama by modifying or abandontrgditional musical forms and his refusal to
make any changes in the opera once it had peblished, show the faithe had developed in
his own abilities.

Verdi’s belief that he hadeached a milestone in his confidence and in the development
of his abilities calls for compatige studies of the resif his operatic repesire. This could be
done by studying operas that concentrate omlévelopment of one main character as in
Rigoletta These operas should come from both before and after the time paRigblettoin
order to determine the development of Verdramatic and compositional skills. Some operas
that immediately come to mind that focus oe tfevelopment of baritone characters, as in
Rigolettq areNabucce Macbeth Simon BoccanegrandOtello.

Rigolettohas long been viewed as one of Verdreatest operas. It also held special
significance to the composer, of all the operas tie had written tthat point in time he
considered it, “my best operd” Verdi's Rigolettorightfully represents one of the outstanding

examples of drama and chaexization through music in aiif the operatic literature.

O Verdi, Rigolettq V/P, ed. Chusid, XLIX.
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was a District Winner of the Metropolit&@pera Competition and twice a finalist in the
MacAllister Awards. He is in demand as a ta@st and was recentlywvited to give a solo

recital at the NATS Southern Bienal Conference. Waltersasirrently coaching through the
Verdi repertoire with the distinguisiédmerican baritone Sherrill Milnes.
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