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CHARACTERS

The DUKE of Mantua. Tenor | ﬁu /,,/—‘Z
RIGOLETTO, his court jester. Baritone . =
GILDA, daughter of Rigoletto. Soprano = o/,/ =
SPARAFUCILE, a bravo. Bass | - /,/“-%
MADDALENA, his sister. Contralto . iﬁbo/,,“"
GIOVANNA, Gildg’s nurse. Mezzo-soprano e bo
The Count of MONTERONE. Baritone | == ==
MARULLO, a cavalier. Baritone = ﬁff/ﬁ
Matteo BORSA, a courtier. Tenor @FOI//“
The Count of CEPRANO. Bass — =
The COUNTESS, his wife. Mezzo-soprano . %*lbi—
A court OFFICIAL S —
PAGE to the Duchess* i
Cavaliers Chorus (Tenors aﬁd Basses)

Ladies of the court

Pages Supernumeraries
Halberdiers

The action takes place in and around Mantua in the 16th century.

* At the premiere of Rigoletto, this part was sung by a woman.
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Prelude

FIRST ACT

Introduction Della mia bella incognita borghese - I have decided to finish my
adventure

(Countess of Ceprano, Duke, Rigoletto, Borsa, Marullo, Count of Ceprano, Count
of Monterone, Chorus)

Duet [Rigoletto and Sparafucile] Quel vecchio maledivami!! - He laid a father’s
curse on mel!
(Rigoletto, Sparafucile)

Scena Pari siamo!.. - We are equals!..

and Duet [Gilda and Rigoletto] Deh non parlare al misero - Must I recall the
memories

(Gilda, Giovanna, Duke, Rigoletto)

Scena Giovanna?... ho dei rimorsi... - Giovanna?... I feel remorseful...
and Duet [Gilda and the Duke] £ il sol dell’anima - Love casts this radiance
(Gilda, Giovanna, Duke)

Aria [Gilda] Gualtier Malde!..; Caro nome - Gualtier Malde!..; Ah that name
(Gilda, Borsa, Marullo, Count of Ceprano, Chorus)

First Finale Riedo! perché? - I'm back! but why?
(Gilda, Rigoletto, Borsa, Marullo, Count of Ceprano, Chorus)

SECOND ACT

Scena Ella mi fu rapital - Someone has dared to steal her!
and Aria Duke Parmi veder le lagrime - Are you weeping in loneliness
(Duke, Borsa, Marullo, Count of Ceprano, Chorus)

Scena Povero Rigoletto! - Poor little Rigoletto!

and Aria [Rigoletto] Cortigiani, vil razza dannata - Filthy rabble, dishonored,
degraded.

(Page, Rigoletto, Borsa, Marullo, Count of Ceprano, Chorus)

Scena Mio padre! - My father!

and Duet [Gilda and Rigoletto] Tutte le feste al tempio - Let me confess my
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(Gilda, Rigoletto, Borsa, Marullo, Count of Ceprano, An Official, Count of
Monterone, Chorus) .
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N. 11

N. 13

N. 14

THIRD ACT

Scena E lami? Sempre. - You love him? Always.
and Canzone [Duke] La donna & mobile - Woman is changeable
(Gilda, Duke, Rigoletto, Sparafucile)

Quartet Un di, se ben rammentomi - One day, if 1 recall aright
(Gilda, Maddalena, Duke, Rigoletto)

Scena Venti scudi hai tu detto? - Twenty scudi did you tell me?

Trio and Storm [Gilda, Maddalena, and Sparafucile] E amabile invero cotal gio-
vinotto. - Your victim is charming, he’s handsome and gentle!

(Gilda, Maddalena, Rigoletto, Sparafucile, Chorus)

Scena Della vendetta! alfin giunge l'istante! Now comes the moment of vengeance
and Final Duet [Gilda and Rigoletto] V’ho ingannato! colpevole fuil - I deceived
you! I couldn’t obey you!

(Gilda, Rigoletto, Sparafucile, Chorus)
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TRANSLATOR’S NOTE

In a critical edition of Rigoletto designed to
show the work as the composer wrote it, a
translator cannot permit himself to disturb or
confuse the exact musical text with the little
added notes and rests, the ties, the broken or
added beams, etc. found in most bilingual vocal
scores. This translation is tied more closely than
most to the precise note values, rhythms, ar-
ticulations, and underlay of the original. But
there are five places — three of them in recita-
tives — where a very slight adjustment of the
music can be justified as producing, in the new
language, parole more sceniche. They are listed
below, since the main musical text has not been
disturbed to accomodate them.

Number measure character change -

N.4 229 Rigoletto N) for J

N.7 1 Rigoletto adjust stress: y J

N. 13 274 Maddalena J for J\J\

N. 14 38  Sparafucile add J)) C at end of
measure; sing “Let’s /
throw him...”

N. 14 44 Sparafucile adjust stresses, “before

anyone sees you” as

ﬁJ' DA DD

There are several places where the word and is
intended to be sung without a clear sounding of
the final -d (e.g. at N. 4, measures 145, 147,
184, 191, and 193 N. 13, measure 147), but
where typographical representation of shades
between and, an’, and ’n’ would have looked
awkward.

Verdi sets the diphthong in such words as lei,
confidai, etc. sometimes to one note, sometimes
to two, and generally shows by his underlay
when a change of note and a change of vowel
should coincide. The English follows suit. But
at N. 8, measures 171-175 and 211-214, a
Duke who wants to articulate the end of the
phrase, on lei, may sing “The/ pow’r of love
has brought her to / me, and I’ll con/-sole her.”.
At N. 2, measures 184-186, and again at N. 11,
measures 75-78 and 118-121, a Duke may well

. retain the original Italian vowel by singing, in

effect, “say” in the ballata and “eh” in the
canzone.

At N. 3, measures 53-54, Sparafucile’s phrase
will be made more clearly interrogative if he
sings “D’you need it?” — the clumsy looking
but easily understood monosyllable “d’you”
being sung as dew.

Andrew Porter



PREFACE

The Works of Giuseppe Verdi (WGV), a joint
publication of the University of Chicago Press
and Casa Ricordi, is an edition of the music of
Verdi both rigorously- faithful to authentic
sources and suitable for performance. It is
divided into six series:

I. Operas
II. Songs
III. Sacred Music
IV. Cantatas and Hymns
V. Chamber Music
VI. Juvenilia

When works exist in two distinct versions (I
Lombardi | Jérusalem, Simon Boccanegra, etc.),
each is published integrally. Less extensive revi-
sions are accommodated in appendixes. The
main text reflects the definitive state of a work,
not necessarily its final state. Should more of
Verdi’s musical sketches become available, they
will be published in a separate series. '

The music reflects a principal source, almost
always the composer’s autograph manuscript.
Additions to it from other sources in Verdi’s
hand are placed in pointed brackets: < >.
Other additions are differentiated typographi-
cally:

1. In italics: dynamics (f, p, cresc., dim.);
trills (¢r); missing words or syllables in the vocal
lines; tempo markings (4ndante); the number
of wind or brass instruments playing (Solo,
1, a2); metronome markings (] =88), etc.

2. In broken lines: slurs or partial slurs; cre-
scendo and decrescendo hairpins or partial
hairpins. '

3. In smaller symbols: accidentals (b, ¥, b);
pitches; staccati; accents; fermatas. (Symbols
that replace other symbols, e.g., > for A or
J & for J, are printed full size. The replaced
symbol is given in a footnote.)

Additions that extend symbols actually present
in the principal source are not bracketed. Those
derived from qualified secondary sources (a
manuscript copy, the first edition of the piano-

vocal score, performing materials) are placed
in parentheses: ( ). The source of such addi-
tions is specified in the Critical Notes. When an
entire class of additions (e.g., metronome mark-
ings or indications of I or a 2) is derived from
a specific secondary source, this is stated in the
introduction and not repeated each time in the
Critical Notes. Finally, additions deemed essen-
tial by the editor but not found in the sources
are placed in square brackets: [ ]. Exceptional-
ly, stage directions derived from the principal
source for the libretto (usually the first printed
edition) are given in roman type and placed in
parentheses.

Vocal lines employ only treble, tenorized
treble, and bass clefs. The original clefs, togeth-
er with the actual range of each part, are
specified in the list of characters.

The principal musical source is also con-
sidered to be the principal source for the literary
text of an opera. A complete collation is made
with principal sources for the libretto. Only
where Verdi’s text is demonstrably erroneous
does the reading of the libretto prevail. Verdi’s
incomplete punctuation is supplemented from
sources for the libretto. Manipulations of the
punctuation are noted in the Critical Notes only
when they are of real significance. Likewise,
Verdi’s spelling is preserved when it reflects a
historically correct alternative to the libretto or
to modern practice. The division of words into
syllables, on the other hand, is modernized: even

“when the composer divides the syllables, he

does so inconsistently. Singers are expected to
place consonants in an appropriate fashion.
Punctuation is omitted at the close of stage
directions.

Solo vocal lines for the most part follow
precisely the principal source. Singers will find
in the critical edition all the evidence they need
to develop a personal interpretation of a role.
Serious inconsistencies in orchestral and choral
parts or in larger ensembles, on the other hand,
are not allowed to stand. WGV seeks musically
acceptable readings as close as possible to the
principal source. All deviations from that
source are noted: the most significant ones in
footnotes, others only in the Critical Notes.



INTRODUCTION

1. The History'

Verdi wrote Rigoletto, his seventeenth opera
and one for which he himself had the highest
regard? in the aftermath of the widespread
European revolutions of 1848-49. It was a time
when governing authorities in Italian cities such
as Milan, Florence, Rome, and Venice, cities
that had temporarily freed “themselves from
Austrian or papal domination, were especially
sensitive to what they considered dangerous
liberal ideas or tendencies. La . censura, the
police censorship, felt obliged to oversee not
only the political but also the religious and
moral implications of all public utterances. It
is hardly surprising that opera was particularly
suspect, when we recall that a work such as
Verdi’s overtly political La battaglia di Legnano
had its premiere in Rome on 27 January 1849,
days before the proclamation of the Roman
republic. This pervasively repressive atmosphere
was to have a negative influence not only on
the composition of Rigoletto, but also on many
performances of the work during the decade fol-
lowing its premiere (11 March 1851), years in
which the dream of a united Italy became
reality.

Negotiating a Contract

Verdi’s first dated reference to Victor Hugo’s
play, Le roi s’amuse, occurred in a letter of 7
September 1849 to the Neapolitan impresario
Vincenzo Flauto. While composing Luisa Miller,
which was to have its premiere in Naples on 8
December 1849, he was already negotiating to
write another opera for the Teatro San Carlo.
For the subject he asked Flauto to suggest
Victor Hugo’s Le roi s’amuse to the Neapolitan
librettist Salvatore Cammarano. In the musical
setting Verdi envisioned splendid parts for the
soprano Erminia Frezzolini® and the baritone
Achille De Bassini.* It may be observed that

1. This history is an abbreviated version of pp. xi-

xxii of my “Introduction” to the orchestral score of Ri- -

goletto (University of Chicago Press - G. Ricordi & C,;
1983) vol. 1 of The Works of Giuseppe Verdi Series I, 17.

2. In a letter to Cesare de Sanctis of 20 January 1855,
Verdi called Rigoletto “my best opera”.

3. Verdi had previously written two roles for Erminia
Frezzolini-Poggi (1818-84): Giselda in I Lombardi (Milan,
1843) and the title role in Giovanna d’Arco (Milan,
1845). Information about singers throughout the introduc-
tion is derived from The Verdi Companion, William
Weaver and Martin Chusid, eds. (New York, 1979). See
particularly appendix A, “Dramatis personae,” pp. 325-55.

4, The baritone Achille De Bassini (1819-81) had

Hugo’s controversial drama had received only
one performance in 1832 before being banned
by the Parisian authorities.

Cammarano (1801-52) was the resident poet
and stage director at San Carlo. Although
Francesco Maria Piave (1810-72), who filled a
similar position in Venice at the Teatro La Fe-
nice, ultimately prepared both the librettos Ver-
di set in 1850-51 (Stiffelio and Rigoletto), the
composer never held him in the same esteem.
Verdi clearly favored the more experienced
Neapolitan, who had written the libretto for
Donizetti’s Lucia di Lammermoor (Naples,
1835), as well as Verdi’s own Alzira (Naples,
1845). During the year in which the history of
Rigoletto begins, 1849, the poet wrote librettos
for two other operas by Verdi, La battaglia di
Legnano and Luisa Miller, and the following
winter Verdi entrusted him with a subject very
close to the composer’s heart, Re Lear. Final-
ly, before Cammarano’s death cut short their
collaboration in July of 1852, he had prepared
most of the libretto for Il trovatore (Rome,
1853), the first opera Verdi completed after
Rigoletto.

Almost six months after Verdi had original-
ly suggested the idea of Le roi s’amuse, Cam-
marano responded negatively. In a letter to
Verdi dated 3 March 1850, he wrote that he had
reread the Hugo play but was afraid of the
censors. By this time Verdi was unhappy with
the manner in which the terms of his contract

for Luisa Miller had been carried out and

suspended negotiations with San Carlo. To fill
the resulting gap in the composer’s schedule,
on 26 January 1850 his Milanese publisher,
Giovanni Ricordi, suggested that Verdi write
for him the new opera originally intended for
San Carlo. On 31 January Verdi accepted and
agreed to write a stage work for one of Italy’s
leading theaters other than La Scala no later
than November 1850. He also reported that the
subject was already decided with Cammarano.
Although Verdi had prepared a scenario of
Re Lear, the topic he presumably had in mind,
and had sent it to the librettist on 28
February, the opera he ultimately wrote for
Ricordi was Stiffelio (Trieste, 16 November
1850), to a libretto by Piave.

already created two Verdian roles: the Doge in I due
Foscari (Rome, 1844) and Seid in Il corsaro (Trieste,
1848). He was to be the first Miller in Luisa Miller and
later the first Fra Melitone in La forza del destino
(Saint Petersburg, 1862).

Xv



Contemporaneously, Verdi began informal
negotiations with La Fenice to prepare a new
opera for their next major season (Carnival and
Lent, 1850-51). The Venetian house, for which
Verdi had already written Ernani (1844) and
Attila (1846) and was later to prepare La tra-
viata (1853) and the first version of Simon
Boccanegra (1857), was in a weakened financial
position after the revolution ‘of 1848-49. It
could not afford the high fees to which Verdi
had become accustomed, so the composer ar-
ranged matters to make up the initial loss by
retaining possession of the score and libretto
for later sale to Ricordi. On 9 March Carlo
Marzari, the senior of the three presidents who
governed La Fenice, wrote a letter formally
inviting the composer to write an opera for the
Lenten season of 1851. Since the theater was
unable to pay him as much as previously, it
was suggested that Verdi retain rights to his
score. Verdi replied on 14 March with the
conditions that were to become the basis for the
final contract:

1,2) The score was to remain his as was the
responsibility for the libretto (i.e. he would pay
a poet for the libretto and retain publication
rights).

3) He would come to Venice twenty days
before the the first performance.

4) The dress rehearsal was to be fully staged
and in costume.

5) He would receive six thousand Austrian lire,
half on arrival in Venice, half at the dress
rehearsal.

6) He reserved the right to sign the definitive
contract only when he knew the names of the
principals.

The opera house offered a lower fee, four
‘thousand lire, which Verdi refused. But he did
grant them a potentially valuable concession:
La Fenice could copy the score and perform the
new opera in subsequent seasons without paying
rental fees.

On 10 April both Marzari and the secretary
of La Fenice, Guglielmo Brenna, wrote accept-
ing Verdi’s terms. On 18 April Verdi further
clarified several points. He gave himself more
leeway as to the opening date; he was to choose
the secondary singers from the company’s roster;
and all singers were to be available for re-
hearsals as soon as he arrived in Venice. He
added “I don’t waste much time [while]
orchestrating and conducting rehearsals.”

A further exchange completed the negotia-
tions. On 23 April La Fenice sent the formal
contract, the “Scrittura Teatrale”, which Verdi

5. In order to rehearse and direct the first performances
of the opera, as he did for the European premieres of
all his stage works except 1! corsaro (Trieste, 1848).

XVI

modified and signed on 28 April. In almost all
respects the opera house accepted the terms
in Verdi’s letters of 14 March and 18 April,
adding several clauses:

1) The libretto had to be submitted for ap-
proval to the Venetian theater within the month
of June. Verdi changed “June” to “August”.
2) Performances were to begin no later than
20 February 1851. Verdi modified “no later
than” to “about”.

3) Singers were to be at Verdi’s disposal during
the rehearsal period except for days on which
they performed.

4) Verdi was to remain in Venice through the
third performance, attending all rehearsals and

- performances.

In addition, there was a lengthy clause protect-
ing the theater in the event of calamities such
as war, fire, illness of the singers, etc. Verdi
also deleted a final clause arrogating to the
presidency final authority in case of disputes
regarding the staging of the opera.

The Search for a Subject

During 1849 and early 1850, Verdi was par-
ticularly preoccupied with finding dramatic
subjects appropriate for operatic setting. From
this period dates the handwritten list Verdi
entitled “Argomenti d’opere”, an extremely
interesting document and one that has been
consistently misdated. It comprises nineteen
literary works, and is found in a section of
miscellaneous documents belonging to the
second of his five copialettere. The volume
contains drafts of letters or short memoranda
about them, as well as other items (e.g. lists
of performances of his recent works, drafts of
contracts, and accounts of debts owed to him
or owing to others), all dating from January
1849 through 1859. The placement of the
“Argomenti” and evidence in other Verdi
documents suggest it was compiled in 1849 or
early 1850. Roi s’amuse is the fifth entry on
the list, after Re Lear, Amleto, Tempesta, and
Byron’s Caino. It is the only subject among
the nineteen that he actually completed as an
opera. Cammarano is the only librettist men-
tioned on the list, and his are the only preexist-
ing librettos included: Ines di(de] Castro, Giu-
seppe Persiani’s most successful opera (Naples,
1835), and Buondelmonte, which had been set
for Florence in 1845 by one of Verdi’s most
prominent contemporaries, Giovanni Pacini.

Thus it comes as no surprise that even before
the contract with La Fenice had been signed,
Verdi had already begun to think about two
important and related matters: a subject for the
libretto and possible singers for the premiere.
In a postscript to his letter to Piave of 16 March
he suggested that the librettist glance at a



Spanish drama, Gusmano il Buono, another item
from his list of potential subjects. And, in a
letter to Verdi of 10 April, Brenna reviewed
the status of the opera house’s negotiations with
vocalists. The tenor, Raffaele Mirate (1815-85),
was definitely signed. Contracts had been of-
fered to the baritone, Felice Varesi,® and the
soprano, Giulia Sanchioli. The presidency
wanted Verdi to write a part for contralto,
and they had in mind Annetta Casaloni about
whom nice things were said. Furthermore, this
would be especially convenient inasmuch as they
were planning to open the season with Verdi’s
Luisa Miller where there was a part for
her, that of Federica. Verdi responded on
18 April with the names of several sopranos,
conspicuously ignoring Sanchioli. If Frezzolini
were not available, why not try Barbieri’ or De
Giuli?® Although Casaloni did ultimately sing
Maddalena, at this stage Verdi refused to com-
mit himself concerning a contralto part in the
opera. It depended, he said, on the circumstan-
ces and the subject selected. Again he raised the
matter of a subject, this time mentioning
Alexandre Dumas’s play, Kean, another of the
“Argomenti d’opere”. Two letters dated 24
April bear further on the matter of potential
subjects. Writing to the composer Francesco
Malipiero (1824-87), commissioned for an
opera to be performed at La Fenice during the
same season, Marzari pointed out that since
biblical subjects were forbidden to Verdi, they
were also forbidden to Malipiero. No doubt la
censura wished to avoid any possibility of
further identification between Italians and
enslaved or otherwise oppressed peoples, such
as the Hebrews in Nabucco. From the second
letter, written by Brenna to Verdi, we learn that
Piave had not found Gusmano il Buono, but
had begun to study Kean and was planning to
visit Busseto. In an interesting discussion of
Kean, Brenna admitted the value of the play
but warned that the vivacity of its dialogue
would disappear in an opera. Further, it would
be quite difficult for a singer to act the
protagonist with the vivaciousness and lightness

6. Felice Varesi (1813-89), a small, physically unat-
tractive baritone, was an exceptionally fine actor.

Although his vocal technique was far from perfect, he had '

already worked successfully with Verdi in the title role of
Macbeth (Florence, 1847). After much applause for his
portrayal of Rigoletto at the opera’s premiere and else-
where, he went on to create the role of Germont in La
traviata, this time without success.

7. Marianna Barbieri-Nini (1820-87) created the roles
of Lucrezia in I due Foscari, Lady Macbeth, and Gulnara
in Il corsaro.

8. Teresa De Giuli-Borsi (1817-77) sang Lida at the

premiere of La battaglia di Legnano. Her Abigaille in
Nabucco during its second season at La Scala (Fall, 1842)
contributed greatly to that opera’s early success. Verdi
had great respect and affection for her.

given him by Dumas. Brenna also considered
it dangerous for an opera to have only intimate
scenes (“scene di famiglie”) and to be staged in
modern dress. This suggests that objections to
modern dress for Verdi’s next Venetian com-
mission, La traviata, may have originated with
the theater’s management, not with the police
censors.

Shortly after receiving Brenna’s letter, Verdi
wrote to Piave. He referred to Stiffelio for the
first time, a subject presumably initiated by
Piave, and discarded two other alternatives,
Stradella, based on the life of the composer,
and Dumas’s Conte Herman. He continued:

With regard to the genre, it matters little to me
whether it is grandiose, impassioned, or fantastic,
as long as it is beautiful. Nevertheless the impas-
sioned is the safest. As many characters as the
subject demands. If an artist pays attention to
these petty things, he will nevér do anything beau-
tiful, original. We shall find with difficulty
something better than Gusmano il Buono; never-
theless, if the police would allow it, there could
be another subject that would be one of the
greatest creations of the modern theater. Who
knows! They allowed Ernani, they might allow
this one as well, and here there would be no
conspiracies.

Try! The subject is great, enormous, and there -
is a character who is one of the greatest creations’
of which the theater of all nations and all times
may boast. The subject is Le Roi s’amuse and the
character of whom I speak would be Triboulet;
if Varesi is hired nothing better for him or for us.

P.S. As soon as you receive this get a move on;
run through the city and find an influential person
who can obtain the permission to do Le Roi
s’amuse...

The availability of Felice Varesi, then, was
instrumental in Verdi’s proposal of Le roi
s’amuse. In a letter dated 8 May, Verdi ap-
proved Piave’s suggestion of Stiffelius for the
Ricordi commission, but his enthusiasm was
reserved for the Hugo play.

Ah Le Roi s’amuse is the greatest subject and
perhaps even the greatest drama of modern times. .-
Triboulet is a creation worthy of Shakespeare!!
More than Ernani it is a subject that cannot fail.
You know that six years ago when Mocenigo
suggested Ernani to me, I exclaimed: ‘Yes, by
God... that won’t go wrong.’ Now, reviewing
various subjects, when Le Roi passed through my
mind it was like a flash of lightning, an inspira-
tion, and I said the same thing. ‘Yes, by God, that
won’t go wrong.’ Well, then, interest the pre-
sidency, turn Venice upside down and make the
censors allow this subject. What difference if
Sanchioli is no good! If we had to pay attention
to this, we shouldn’t write any more operas.
Besides, if I may be allowed to say so [con li- .
cenza di tutti], who is the sure one among today’s
singers? What happened the first night of Ernani
with the leading tenor of the era? What happened
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the first night of I [due] Foscari with one of the
leading companies of the era? The singers who
can produce successes by themselves... Malibran,
Rubini, Lablache, etc. etc. no longer exist...

P.S. If Le Roi is done and this Bendazzi® really
has great abilities, why doesn’t La Fenice hire her?
Certainly Sanchioli with, as you say, her Michael-
angelesque poses would not do at all for
Blanche...

On 3 June Verdi countered objections raised
by Piave and, paraphrasing Hugo’s preface,
suggested a new title:

There is no hindrance, either with the division of
the stage [Act III] or with the sack. Just stick to
the French and you won’t go wrong.

Regarding the title, if Roi s’amuse cannot be
kept, [the original] would be great... the title must
of necessity be La Maledizione di Vallier or, more
concisely, La Maledizione [The Curse]. The entire
theme is in that curse which also becomes moral.
An unfortunate father who laments the honor
taken from his daughter, mocked by the court
buffoon whom the father curses, and this curse
seizes the buffoon in a terrifying way, seems to
me moral and great, great in the highest sense.
Take care that (as in the French) Vallier should
appear only twice and speak very few emphatic,
prophetic words.

I repeat, the entire theme is in that curse.

La maledizione

The: first part of the summer was largely
devoted to Stiffelio. Though on 13 July Verdi’s
friend ahd student Emanuele Muzio told Ricordi
that Piave had not yet finished the libretto, on
26 July he could report that Verdi was making
great progress on the opera. By the end of July
Piave was in Busseto, where he remained until
24 August, working with Verdi. No doubt much
of his time was spent polishing the libretto of
Stiffelio, but it was the commission for Venice
that now demanded his attention. On 5 August
he sent a completed scenario to Marzari with a
letter in which he reported Verdi’s dissatisfac-
tion with Sanchioli and discussed the problem
of finding a suitable title: He, Piave, would
prefer something other than La maledizione,
and for now he had left the title blank in the
scenario. Marzari responded on 10 August with
a series of objections to the scenario. Piave
answered in detail on 15 August pointing out that
the brutality of the plot had parallels in Ernani,
Macbeth, and other works; that King Francis
was depicted historically and his visit to Blanche
resembled that of Charles V to Elvira [in Erna-
ni]; that the subject was extremely moral, much

9. Luigia Bendazzi (1833-1901) was making her debut
in Venice in 1850 in Ernani. Later she sang the first
Amelia in Simon Boccanegra (Venice, 1857) and at least
twelve other Verdi heroines, with special success as Lady
Macbeth, Gilda, and Violetta.
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more so than Ernani, I due Foscari, etc.; and
that counting on verbal assurances that the
subject would cause no problems, composer and
librettist had already begun work. Now with the
time restrictions, Verdi believed it impossible
to change subjects. Piave also pointed to the
financial problems of the theater and, finally,
assured the presidency that his verses were,
and would continue to be, extremely pure.

Meanwhile, from August until late October
Verdi and the opera house struggled to find a
soprano to replace Sanchioli. Among those sug-
gested were Sofia Cruvelli,’® Fanny Salvini-
Donatelli,"* Augustina Boccabadati,’? and Tere-
sina Brambilla.”® Verdi heard Brambilla in Luisa
Miller during the period 28 September to 8
October when he was in Bologna preparing a
revival of Macbeth. Since Luisa Miller was
scheduled to open the Fenice season, her suc-
cess in the title role may have been an important
consideration in choosing her to replace San-
chioli. She signed a season contract on 19
October and finally the principal singers were
in place.

Meanwhile on 29 September Piave wrote to
Ricordi that only half an act of the libretto for
La maledizione remained to be written. On 22
October Verdi had the complete libretto in hand
and wrote to Piave that Ricordi would send
him five hundred lire as half payment. He also
repeated a familiar theme in his correspondence
with the librettist: abbreviate and polish.

Whether [La maledizione] is fifty-four lines
longer or shorter than Stiffelio is not important:
sometimes twenty lines are long, just as at others
one hundred are not. In the theater those lines
are long that could have been spared. An idea
expressed in two lines is long when it could have

10. The German soprano Sophie Criiwell (1826-1907)
made her debut in Ernani (Venice, 1847) and was much
admired as Abigaille in Nabucco at La Scala in February
1850. As early as 13 May, rumors from Milan reached
Venice that Verdi wanted her for his new opera at La
Fenice. She was later to sing Héléne at the premiere of
Les vépres siciliennes (Paris, 1855). Living up to her
reputation for eccentric behavior, she disappeared from
rehearsals from 9 October to late November 1854,

11. Fanny Salvini-Donatelli (1815-91) portrayed many
of Verdi’s early heroines and created the role of Violetta
in La traviata. Although she was accepted by Verdi only
with the greatest reluctance, she was the most successful
of the three principal singers the unfortunate evening of
its premiere.

12. Presumably the sister (?-1875) of the more famous
singer, Virginia Boccabadati.

13. Teresina Brambilla (1813-95), who was ultimately
to create the role of Gilda in Rigoletto, came from an
extremely musical family. Her father Paolo (1787-1838)
was a composer of operas and ballets and she had three
sisters who were also singers. Trained at the Milan Con-
servatory, Teresina performed extensively throughout
Europe.



been expressed in only one. For example,
Triboulet’s six lines after the Quartet ‘Riedi m’odi,
a casa ritorna’ etc. are excessively long because
that idea could have been expressed in a few
words. If the rhyme troubles you then do it in
recitative, but briefly, with all speed because the
situation requires few words, truncated, etc., etc...
I think it would be well to change Francesco’s
stanza ‘Bella figlia a che giova’ because it is too
reminiscent of other things.

There are many things to remove and tighten
that P’ll tell you in person, and here the ‘polish-
ing’ is even more necessary than in Stiffelio, but
you needn’t wait until the music is written to do it.

Piave accompanied Verdi to Trieste, and
from 30 October until 20 November they
supervised the later rehearsals and the first
three performances of Stiffelio, whose premiere
took place on 16 November. While there, they
were compelled by the local censors to rewrite
the final scene of the opera. There must also
have been serious discussions centering on the
opera for Venice, especially after Verdi received
word from Marzari in a letter dated 11 No-
vember that the previous day the Venetian police
had demanded to see the completed libretto
of La maledizione. The composer complied,
sending a copy on 17 November. On 20
November Verdi passed through Venice on his
way back to Busseto, and despite not yet hav-
ing received formal approval, must have received
enough reassurances to begin sketching.

While it is clear that Verdi had thought a
great deal about the new opera before his
return from Trieste, and possible that he had
written down some sketch fragments, it seems
unlikely that he initiated work on the complete
draft known as the sketch until the end of
November 1850. His efforts in composing and
orchestrating Stiffelio, his statement to Piave
of 22 October that the librettist should polish
the verses before the music is written, his
obligations in Trieste — all these support this
conclusion. When he did commence work on
his draft, Verdi appears to have begun with
the Introduzione and continued in an orderly
fashion through the opera. That La maledizio-
ne was indeed very close to Le Roi s’amuse is

evident in the names of the characters found.

in the sketch of act I where Verdi wrote
“Triboletto”, “Saltabadil”, “Il re si diverte”,
and so on. But his state of mind was not
tranquil, as is revealed by a letter to Piave writ-
ten at the end of November or beginning of
December. Verdi anticipated the need for some
changes to mollify the censors, and he set
precise limits to these changes. He pointed out
that, while he was continuing to compose, he
was uneasy. Specifically he warned against
changing the characters, the subject, or the
situations. He granted the need to alter the

scene in which Francis uses the key to enter
the bedroom where Blanche was hiding, but
insisted that Piave leave intact the situation
where Francis enters Saltabadil’s house,
“without which the drama no longer exists”.
Finally, Piave was to leave the matter of the
sack alone.

Verdi’s worst fears were to be realized. On
28 November, Luigi Martello, chief of the
Venetian Police, communicated a decree from
the Austrian Military Governor of Venice to
the opera house forbidding the libretto. The
subject was deemed “disgustingly immoral
and obscenely trivial”, and La Fenice was not
to insist further in the matter.

Verdi was sent a copy of this decree on 1
December by Marzari who added:

Piave hopes that by substituting for the King of
France a feudal contemporary and by taking out
some of the indecent obscenities with which, in
fact, it is replete, the plot might be proposed again
almost in its entirety...

Verdi responded on 5 December, offering to
direct Stiffelio, which would be new for Venice,
instead of composing La maledizione. If neces-
sary, he was prepared to replace that opera’s
final scene, but he refused absolutely to consider
undertaking a new opera on a different libretto
at such a late date. He blamed Piave for having
written letters dating from May assuring the
composer that permission had been obtained.
Because of this Verdi had written a good por-
tion of the opera and was working hard to
finish by the date agreed upon. It was too late
to choose another libretto and impossible to set
it to music for this winter, even were he to work
to the point of illness.

At this stage the prospects for resurrecting
the opera seemed bleak indeed.

Il Duca di Vendome

Faced with these obstacles, Piave attempted
to rewrite La maledizione as Il Duca di Ven-
dome. This revised text was in fact approved on
9 December by Marzari (for La Fenice), Gio-
vanni Correr (mayor of Venice), and Martello
(for the police). Marzari sent Verdi a copy on
11 December. The composer’s response of 14
December is an extraordinary declaration of
artistic integrity.

... I have had little time to examine the new li-
bretto; however I’ve seen enough to realize that
reduced in this way it lacks character, lacks
importance and, finally, the situations have
become extremely cold.

If the names had to be changed, the locale too
should have been altered, and make of [Francis]
a Duke or Prince of another place, for example
a Pier Luigi Farnese or some other one, or to set
the plot back before Louis XI, when France was
not a united realm and make him either a Duke
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of Burgundy or of Normandy, etc. etc. in any case
an absolute ruler. In the fifth scene of the first
act all the courtiers’ anger against Triboulet makes
no sense. The curse of the old man, so terrible
and sublime in the original, becomes here
ludicrous because the reason that pressed him to
curse no longer has the same importance, and
because he is no longer the subject who speaks so
boldly to his king. Without that curse what
purpose, what significance has the drama? The
Duke is a worthless character : The Duke absolute-
ly must be a libertine; without that, Triboulet’s
fear that his daughter will emerge from her hiding
place isn’t justified, the drama is impossible. In
the last act whyever does the Duke go alone into
a remote tavern, without an invitation, without a
rendezvous? I don’t understand why the sack
should be taken away! What was the importance
of the sack to the police? Do they fear for the
outcome? But allow me to say, why do they want
to know more about this than I do? Who can
play composer? Who can say this will be mov-
ing and that not? There was an objection of this
sort on account of the horn in Ernani; well, who
laughed at the sound of that horn? That sack
removed, it is not likely that Triboulet would
speak for half an hour to a corpse before a flash
of lightning reveals it to be to his daughter. Final-
ly, I notice that Triboulet is not made ugly and a
hunchback. A hunchback who sings? Why not!...
Will it be moving? I don’t know; but I repeat, if
I don’t know, neither does whoever suggested
this change. I find it just great to show this
character misshapen and comical on the outside
and impassioned, and full of love inside. I chose
this subject precisely for all these qualities, and
if these novel features are removed, I can no
longer write the music. If someone should say to
me that my notes can be fitted even to this drama
[i.e. Il Duca di Vendome], 1 reply that I don’t
understand this way of thinking, and I say frankly
that whether my notes are beautiful or ugly, I
never write them by chance and I always try to
give them a character.

Summing up, from an original, powerful drama,
has been made an extremely common and cold
affair. I am sorry that the presidency has not
responded to my last [letter]. I can only repeat
and ask that I be permitted to do as I suggested
[that is, to rewrite the final scene and direct
Stiffelio, an opera new to Venice] because on the
conscience of an artist I cannot set this libretto to
music.

On the same day Verdi wrote a nasty letter
to Piave, taking back the half-payment for the
Venetian libretto. He pointed out that it had
been Piave’s explicit responsibility to obtain
police approval for the work. Despite Verdi’s
rejection of Il Duca di Vendome, however, it
does remain the only early version of the
libretto known to be extant. It therefore
provides a link with the lost La maledizione,
whose first act is presumably the text underlaid
in Verdi’s sketch, and also provides most of
the names ultimately used in Rigoletto.
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Meanwhile, preparations for the forthcom-
ing season were moving ahead. Having received
Verdi’s irate letter, Piave wrote the presidency
on 19 December, absolving himself of any
responsibility should the playbill for the
Carnival season, which was to begin 26
December, announce prematurely that Verdi
was setting Il Duca di Vendome. The opera
house and the police, however, were again
negotiating about the libretto and on 23
December Marzari indicated that the authori-
ties were willing to make concessions. He also
reported that Piave and Guglielmo Brenna
would come to Sant’Agata to work out with
Verdi a mutually satisfactory version of the
libretto. On 30 December an agreement in six
clauses was signed:

1) The plot would be moved to one of the
independent Duchies of France or to a small
absolutist principality in Italy, probably that
of Pier Luigi Farnese.

2) The characters were to remain the same
types as in Hugo with names altered to suit the
location and era chosen.

3) The scene of Francis and the key was to be
omitted and another scene substituted which
would preserve the necessary decency but with-
out detracting from the interest of the drama.

4) The King or Duke was to be drawn to the
tavern of Maguelonne by a stratagem of
whoever replaces Triboulet.

5) Verdi has the final word on modifications
deemed necessary at the appearance of the sack.

6) Because of the changes in the libretto, the
new opera could not be staged before 28
February or 1 March.

As yet the opera had no title, nor had the
final names of the characters been specified.

Rigoletto

Piave remained in Busseto until at least 5
January working under Verdi’s close supervi-
sion. He submitted the newly revised libretto
to the presidency on 11 January and the list of
necessary stage props the next day. By this
time the opera was undoubtedly entitled Rigo-
letto. On 14 January Marzari reported to Verdi
that the revision had been approved by the
opera house and would be submitted the next
day to the police. Marzari also listed the singers
available for secondary roles and assured Verdi
in particular of Annetta Casaloni’s willingness
to undertake the role of Maddalena, even with-
out an aria.

Meanwhile, Verdi, who had completed the
continuity draft of Act I before the agreement
of 30 December — the names he used proves
this — worked on Act II most of January.
This is clear from letters he wrote Piave on 14
and 20 January about the opening scene and
the cabaletta of the second finale, “Si,



vendetta”. At the same time he was drafting
Act II, these same letters show that he was also
writing out Act I “in netto” (neatly). This meant
entering the vocal lines into what was to become
the full orchestral score. This stage of the auto-
graph, prior to the orchestration, has been aptly
called a “skeleton” score.

On 24 January the libretto was finally
returned to the opera house completely ap-
proved by the censors. In that version there
were some additional changes in the names of
the characters. Monterone replaced Castiglione,
Ceprano replaced Cavriano, and Gonzaga was
dropped from the description of the Duke of
Mantua. Monterone and Ceprano appear only
in acts I and II, and by this time Verdi had
completed sketching both acts. Indeed, he may
also have entered most of the vocal lines into
his “skeleton” full score, since the names
Castiglione and Cavriano were used throughout
these acts and were only later altered to Mon-
terone and Ceprano. By this date Verdi must
have already begun drafting Act IIT and on 29
January could write to Marzari that only the
final duet remained to be composed. This duet,
No. 14, was completed on 5 February, the same
day the composer forwarded to Piave the
skeleton score of Act I minus the Prelude
(Nos. 2-7) and Act IIT without the finale (Nos.
11-13). In the accompanying letter he instructed
Piave to have the vocal parts extracted and
given to the principal singers. He would bring
the rest of the [skeleton] score with him to
Venice the day after the opera by Malipiero had
been mounted and “while we do the rehearsals,
I shall orchestrate”. He arrived in Venice on 19
February. _

As he was completing his basic compositional
document, the continuity draft, Verdi nego-
tiated with Ricordi for the publication, rental,
and sales rights to Rigoletto. He received seven
hundred gold Napoleons paid over a period of
some ten months, and was also to receive
thirty percent of the rentals and forty percent
of the sales of the score to opera houses for a
period of ten years.

~ On 11 March the premiere of Rigoletto took
place, and it was a complete success. Accord-
ing to the critic for the Gazzetta di Venezia in
the issue dated 12 March, Verdi was called out
and acclaimed after almost every number. This
review singled out the orchestral part of the
opera for special praise.

Although the work has had continuous suc-
cess from the day of its premiere through the
present, until the unification of Italy in 1860
censors frequently maltreated the libretto, often
damaging the music as well. It was not so much
the political aspect — the plot to murder a ruler

— that bothered the censors, as the unhappy

fate of Gilda. Many contemporary critics
objected to her kidnapping being shown on
stage. In some adaptations the first finale ends
after “Zitti, zitti”, while Giovanna frequently
accompanies Gilda to the palace and even
emerges from the bedchamber with her! At this
distance in time, it is difficult to gauge ac-
curately the extent to which the reactions of
censors and some critics may have reflected a
significant portion of public opinion. It is note-
worthy, however, that at Bergamo, the second
city to hear Rigoletto, Emanuele Muzio
conducted only a single complete performance,
on 3 September 1851. During the second
performance, the opera was interrupted at the
beginning of Act II and terminated because of
protests from the audience. The evening
concluded instead with Act III of Luisa Miller,
and Rigoletto was subsequently withdrawn for
the remainder of the season.

Other aspects of the censored versions may
be noted. In many of them Gilda and the Duke
meet not at the “tempio”, but “al parco”.
Ceprano’s wife becomes his unmarried sister.
Rigoletto is not deformed — shades of 1l Duca
di Vendome. And, to cap off this list, in some
versions Gilda, though wounded, does not die.
Instead Rigoletto sings “O clemenza del Cielo!”
to the same music as “La maledizione!” These
adaptations, at which Verdi railed but for which
he received royalties, took three forms: Viscar-
dello, Lionello, and Clara di Perth. By far the
most common adaptation was Viscardello,
performed all over the Italian peninsula and
Sicily during the decade 1851-61. It came in
several versions, with differing endings and
diverse locales. Ricordi printed choral parts
and librettos for Viscardello, and the librettos
were even available with a choice of happy
or sad endings. In Naples and its environs,
Lionello was fairly popular from 1854-59. It
was set in sixteenth-century Verona. Though in
the printed plot summary the villain Marcello,
a Venetian patrician, is imprisoned at the end,

* the libretto itself mentions nothing of the sort.

When Lionello’s daughter dies, he cries out:
“Ah mia disperazione!” °

Among the highlights in the opera’s history
may be noted the extraordinarily successful run
of a French translation at the Theétre Lyrique
Imperial, which began on 24 December 1863.
A performance of Rigoletto inaugurated the
new Teatro Italiano in Cairo on 1 November
1869 as part of the festivities celebrating the
opening of the Suez Canal that same month. It
was conducted by Emanuele Muzio. In his “Sag-
gio di cronologia delle prime rappresentazioni di
Rigoletto” (Verdi Bollettino 9, 1982), Marcello
Conati lists more than 250 opera houses
throughout the world at which Rigoletto was
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performed during its first ten years, and its suc-
cess has continued until the present day.

2. The Sources

Surviving sources for Rigoletto can be divided
into four principal categories: autograph sources,
manuscript copies, printed musical sources,
and librettos. Eachi source used for this edition
is described in detail in part one of the Critical
Commentary to the full score.

Autograph Sources

For operas at different stages in Verdi’s career,
we can identify various compositional layers.
Since very few musical documents from Sant’A-
gata are currently available, it is impossible
to judge whether known documents in fact
adequately reflect Verdi’s compositional pro-
cess. In the case of La traviata, for example,
two pages published in facsimile from the
original manuscript at the Villa Verdi represent
a sketch of important textless melodies with
connecting verbal narrative, written by Verdi
even before the composer had in hand Piave’s
libretto. Did such a stage also exist for Rigolet-
fo, representing work accomplished on the
opera during the summer and fall of 18507 At
the present moment we are unable to say. Of
the musical prehistory of Rigoletto, we know
only the manuscript published in facsimile by
Carlo Gatti as L’Abbozzo del Rigoletto di Giu-
seppe Verdi, a document containing twenty-
eight folios grouped in two fascicles. It
comprises a small group of sketch fragments
and a complete continuity draft of the opera,
lacking only the Preludio and ninety bars of
the final Duetto (corresponding to N. 14, mm.
97-186).

The bulk of the Abbozzo is devoted to a
continuity draft of the entire opera. For Verdi
this was the basic compositional stage. When
he had completed it he told Piave that “I have
just today finished the opera”. The continuity
draft comprises most of the vocal lines of Ri-
goletto, with significant instrumental solos, ac-
companimental patterns, and bass lines
frequently provided. Unlike the completed auto-
graph full score, which was a public document,
written neatly for the benefit of copyists,
engravers, and so on, Verdi penned the sketch
essentially for himself, to help fix the succession
of musical ideas throughout the opera in

14. To this valuable listing may be added a performance
at Lemberg (1852?), then a major city of the Austro-
Hungarian Empire. After World War I it was a city in
Poland named Lvov, and after World War II beceme
part of the US.S.R. See I copialettere Tav. 1V, facing
p. 116. In this, his first personal listing of Rigoletto
performances, Verdi cites Lemberg as the fourth of
eight German cities in which early performances of the
opera had taken place.
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preparation for writing out the full score. As
a result, countless details such as clefs, key
signatures, tempo markings, and other perfor-
mance indications (e.g., dynamic signs, slurs,
staccati) are for the most part absent. There
are remarkably few explicit suggestions for scor-
ing, though Verdi probably entrusted to memory
more than he actually wrote down. He avoided
notating the second strophes of songs such as
“Questa o quella” or “La donna & mobile”, and
omitted the text of other passages as well when
he knew precisely how words and music would
fit. In two cases, at least, he omitted the text
because he was dissatisfied with the verses Piave
had sent. Yet enough is clearly specified to
make Verdi’s further compositional tasks seem
largely mechanical. :

- The Abbozzo itself is not a primary source
for this edition of Rigoletto, yet on numerous
occasions its readings have proved useful for
interpreting problematic passages in the auto-
graph full score.

The principal source for this edition of Rigo-
letto is Verdi’s complete autograph full score of
the opera. It is housed in the archives of the
Casa Ricordi in Milan, bound in three volumes:
act I; act II, and N. 11 and 12 of act III; and
N. 13 and 14 of act III.

It is essential to remember that Verdi
prepared the autograph of Rigoletto, as
presumably those of most of his operas, in two
stages. First he entered the vocal parts with text,
orchestral solos when there were no voices, and
an occasional orchestral bass part. The second
stage, instrumentation, was accomplished dur-
ing the “prove al cembalo”, that is, the rehear-
sals with vocalists and piano alone.

Because the autograph score is not merely the
fair copy of a previously completed work, there
are hundreds of alterations visible in its pages.
They range from corrections of momentary
lapses, to changes in the orchestration, to minor
improvements in prosody, to the transposition
or reworking of entire passages. In many cases,
it is not possible to reconstruct these layers
accurately.” The Critical Notes mention
them only when they are of unusual interest
or where there are problems establishing the
definitive text, problems whose solution depends
upon an understanding of the compositional his-
tory of the passage. Despite these corrections,
the autograph is a document of remarkable
clarity. Though signs of articulation, slurs, and
dynamics, frequently incomplete and occa-
sionally contradictory, do bear witness to the
haste with which the manuscript was prepared,
editorial emendations are almost always sup-
ported directly by Verdi’s own markings.

This is particularly important for Rigoletto
because Verdi never directed the work again



after its Venefian premiere, nor did he make
revisions in the score or compose any new
numbers. Indeed, Verdi unquestionably felt
that Rigoletto should not be tampered with.
When the husband of Teresa De Giuli-Borsi
requested a new aria for his wife to sing in the
opera, the composer replied:

If you were convinced that my talent is limited,
that I could do no better than I did in Rigoletio,
you wouldn’t have asked me for an aria for that
opera. Miserable talent! you will say... Agreed:
but so it is. Further, if Rigoletto can stand as it
is, the new piece would be superfluous. In fact,
where would you place it? Some verses and notes
could be written, but they would always lack ef-
fectiveness since there’s no place for them. There
would be one, but God help us! We would be
flogged. We would have to show Gilda with the
Duke in his bedroom!! Understand? In any case
it would be a duet! A magnificent duet!! But the
priests, monks, and hypocrites would shout to the
high heavens. Oh, happy the times when Diogenes
could respond in public to whoever asked him what
he was doing: “Hominem quaero!!” etc., etc.

Regarding the first act cavatina, I don’t
understand where agility is required. Perhaps the
tempo has not been understood: it should be an
allegretto molto lento. With a moderate tempo,
and the performance all sottovoce, there should be
no difficulty — But returning to the first subject,
let me add that I conceived Rigoletto without
arias, without finales, and with an interminable
string of duets because I was convinced it should
be that way. If someone remarks “but here you
could have done this, and there you could have
done that” etc., etc., I reply: That’s fine, but I
could do no better.

«I could do no better.” Written the year after
the premiere of the opera, on 8 September
1852, this letter expresses eloquently Verdi’s
feeling about Rigoletto. No other surviv-
ing sources of the opera can be linked to the
composer. Though we must, of course, be
aware of the secondary sources, there is every
reason to believe that Verdi’s autograph score
was his definitive word on Rigoletto.

Several recent performances of Rigoletto'

have inserted an aria for Maddalena into the
third act between the Quartetto and the Terzet-
to, following a tradition that may date from the
first performance in French (Brussels, 22
November 1858). The composition was printed
as no. 11 in a vocal score of the major
pieces from the opera (Paris, Léon Escudier, pl.
no. LE1764), and the text has appeared in all
French language librettos to the present. The
composition is borrowed without change from
a song by Verdi, Il poveretto. Since there is no
evidence that Verdi played any part in introduc-
ing an aria for Maddalena into Rigoletto, this
edition takes no further notice of the interpola-
tion.

Manuscript Copies

The letters from Verdi to Ricordi and Piave
bear witness to the composer’s concern that the
copying of Rigoletto be strictly supervised. Ri-
cordi even sent a trusted employee, Grolli, to
take charge of the work. They knew that the
sale of illegal manuscript copies of new and
popular operas was widespread. These copies
could be used by unscrupulous opera houses
without paying rental fees, of which the com-
poser received a percentage. The absence of
effective copyright legislation and the geogra-
phical realities of pre-Unification Italy
contributed to the problem. Recall that Verdi
made what he felt was a significant concession
in allowing the Teatro La Fenice to have a
copy of the score prepared and kept in their
archives for future productions. Despite the ef-
forts of Ricordi, however, illegal copies did
indeed circulate. It was almost impossible to
prevent them. Even when an opera house
properly rented a score from Ricordi, there
was little way to guarantee that a copyist would
not extract a new manuscript copy for his own
purposes, despite contractual agreements strictly
prohibiting this activity. Very little is known
about these copies or the copisterie at which
they were made. For the purpose of this edition,
however, none of these manuscript copies is
of primary concern, for none of them, not even
the copy made for La Fenice, shows any sign
of Verdi’s presence. Nor do those legal copies,
prepared and distributed by Casa Ricordi, offer
significant new information, with the exception
of those containing metronome markings (see
section 3 of this introduction).

There are many manuscript copies of the
orchestral score of Rigoletto in libraries and
opera houses around the world. Sixteen were
examined for their possible value to this edi-
tion;’s four of these were selected for special
attention:

VE: This is the copy made from the auto-
graph shortly after the premiere and depo-
sited by special agreement in the archives of
the Teatro La Fenice.

LO and MI*: Both of these copies appear to
have circulated to opera companies during
the nineteenth century. They almost certainly

15. Fully six of these scores preserve the censored
versions of the opera with alternate titles: Viscardello,
Lionello, and Clara di Perth. They testify to the popularity
of these adaptations during the opera’s first decade, but
they have little value for this edition. Indeed, more
generally, the contemporary copies are of greater signifi-
cance for what they reveal about performance practices
of the time, the history of musical taste, and the sociology
of music than as sources for a critical edition of Rigoletto.
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originated at the copisteria of Casa Ri-
cordi, as did the two Washington copies,
WA! and WAZ2 '

PA: This is characteristic of copies that ap-
pear to have been made (perhaps surrep-
titiously) for deposit in libraries or for study
by private individuals. It is far poorer in
slurs, staccati, dynamic indications, etc.

Printed Musical Sources

During the nineteenth century the full score of
Rigoletto circulated to opera houses in manu-
script copies. Not until the end of the century
did Ricordi print a full score for rental; no
printed score existed for sale until 1914. These
very late sources have no textual significance
for this edition. Soon after the premiere,
however, Ricordi began to prepare printed
orchestral parts for rent and a piano-vocal
reduction for sale. Though there is no evidence
that Verdi directly participated in their prepara-
tion or indeed that he was even consulted about
them, their early date gives them a certain
importance as indicators of contemporary
practice.

From the manuscript ledgers of Casa Ricordi
(the so-called libroni), which normally recorded

the schedule of work on each item with a’

separate plate number, we know that several
numbers of the vocal score were sent to
the engravers as early as 6 March 1851, only
a few days after the orchestral rehearsals had
begun. This suggests that Ricordi’s employee,
Grolli, lost no time in transmitting material to
Milan and that the arranger of the score for
piano, Luigi Truzzi, was alerted to begin work
at once.” According to the libroni, almost half
the numbers in the opera were for sale indi-
vidually by April and May of 1851. The

16. These four copies are particularly important for
the almost identical metronome markings they share.
There are no metronomic indications in the other twelve
scores. See section 3 below.

17. The material transmitted must have been copied
from Verdi’s autograph before rehearsals were far
advanced, for in at least one highly significant case, the
setting of the name “Gualtier Maldé” at the end of
Gilda’s aria “Caro nome”, all Ricordi publications and
manuscripts show a reading that Verdi altered during the
rehearsals. When Gilda reflects on the name of her beloved
in the coda of the aria (N. 6, mm. 63-69), she originally
declaimed “Gualtier Maldé” by ascending at the close of
each phrase to e”. This version was transmitted to Milan.
During the rehearsal period, however, Verdi altered the
pitch in order to keep the voice unchanged on the &'
This sequence of events is absolutely clear in the auto-
graph. Verdi’s revision lessens the sense of closure that a
dominant-tonic vocal cadence provides and allows for a
dramatically more reflective declamation of the text. The
only other source giving Verdi’s corrected reading is the
manuscript prepared from the autograph for the Teatro
La Fenice (VE), which suggests that VE was copied at a
later date than the material sent to Milan.
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complete vocal score was ready a year
later, with 231 pages, bearing the plate
numbers 23071-90. It has proved useful on oc-
casion when Verdi’s notation in the vocal lines
is confusing or incorrect. Though its readings
do not have compositional authority, they do
at least reflect the views of musicians close to
the composer.

Also of interest are two early vocal scores,
the first to contain metronomic indications.
The earliest Ricordi vocal score with such
indications has the same plate numbers
as the first edition (23071-90), but it
is in upright format, has 244 pages, and is
identified as “Nuova edizione riveduta”
(pvRI™), Since there are no new plate numbers,
the libroni do not help establish a printing date,
but one of two copies at the Istituto di Studi
Verdiani in Parma carries the blind stamp
“11/65”. To the same general period can be as-
signed Léon Escudier’s “Nouvelle Edition” of
the vocal score, printed in Paris with a
French text (pl. no. L.E. 1761), a reissue of
his edition of 1859. This new edition is dis-
tinguished from the earlier one by its inclusion
of metronomic indications as well as by a list
of the singers for the run of performances at the
Théatre Lyrique Impérial, which began in
December 1863 (see the further discussion of
these metronome markings in section 3 below).

Librettos

The complex history of Rigoletto must have
generated a series of manuscript librettos. Of
these, however, only Piave’s autograph manu-
script of Il Duca di Vendome and a copy of it
survive, both in the archives of the Teatro La
Fenice. In addition, the text underlaid in act
1 of Verdi’s sketch must essentially be the first
act of La maledizione. While not of fundamental
importance for establishing the libretto of Ri-
goletto, both these documents do occasionally
shed light on problems in its primary sources,
the autograph score and the original printed
libretto, and hence have been examined careful-
ly. The principal source for the verbal text of
the opera Rigoletto remains Verdi’s autograph.
In the absence of Piave’s manuscript, the
principal source for the libretto itself is the
original printed edition, prepared by the Tipo-
grafia Gaspari in Venice for the. first produc-
tion. Reconciling these two sources is a difficult
editorial problem. .

Verdi’s previous experience and his aware-
ness of Piave’s pliability led him to make
numerous suggestions to the poet as well as
outright demands for alterations. Many smaller
changes were probably never directly com-
municated to the librettist. Wherever Verdi can-
not be shown to have made a simple error, the
critical edition follows his autograph for the



verbal text. But he does not include all neces-
sary stage directions, nor does he provide
adequate punctuation for the text. There are
essentially four categories of problems.

1. Stage Directions

The printed libretto, VE?!, has an extensive
number of stage directions. Working presumably
from Piave’s manuscript, Verdi wrote many of
these directly into his autograph without change.
On some important occasions, however, he
modified these directions. On other occasions
he omitted Piave’s stage directions altogether.
In the critical edition, all stage directions ap-
pearing in Verdi’s autograph score are printed
in regular type without parentheses. Parenthe-
ses are added for any phrases or words derived
from VE3. When there are significant differ-
ences between the two sources, the edition has
followed Verdi’s autograph and noted Piave’s
text, either as a footnote if the difference is
substantive or within the Critical Notes if the
difference is minor. When Verdi simply omitted
some words from Piave’s stage direction, the
edition integrates them into the printed stage
direction, using parentheses for the added words
or phrases to specify their origin in the libretto.
When Verdi left out entire stage directions, they
have been added in parentheses.

2. Omission of Entire Phrases

Because he felt they impeded the dramatic
flow, Verdi did not set a number of phrases
written by Piave and printed in VE3*.% In act II,
scene IV (N. 9), for example, Rigoletto first
becomes aware that Gilda is in the Duca’s
bedchamber. Here are Piave’s verses:

RI. Ah ell’¢ qui dunquel... Ell’¢ col duca!...
TUTTI Chi?
RI. La giovin che stanotte

Al mio tetto rapiste...
TUTTI Tu deliri!
RI. Ma la sapro riprender... Ella ¢ qui...

After including the line “Tu deliri!” in his
sketch, Verdi omitted it in his complete auto-
graph score, thereby avoiding Piave’s rather
prosaic interruption of Rigoletto’s intense
response.

In the second section of the Quartetto (N.
12), all four protagonists have parallel poetic
strophes, each of six verses in otfonario. Gilda’s
strophe appears thus in VE®!:

18. Some of these verses are found still today in edi-
tions of the printed libretto. It is important to remember
that the task of preparing a critical edition of the libretto
is quite different from that of preparing the text that
must be underlaid in a critical edition of an opera.

Ah cosi parlar d’amore
A me pur I'infame ho udito!
Infelice cor tradito,
Per angoscia non scoppiar.
Perché, o credulo mio core,
Un tal uom dovevi amar!

The triteness of the final two verses was such
that Verdi ignored them. It is possible that at
one point he wished Piave to provide two
alternative verses, for in the autograph here
(mm. 83-85) there is no text in Gilda’s part
(see the Critical Notes to these bars).

To take a final example, at the beginning of
the Terzetto (N. 13), Sparafucile and Maddalena
have the following dialogue in VE3!:

MAD. E amabile invero cotal giovinotto.
sPA. Oh si... venti scudi ne da di prodotto...
MAD. Sol venti!.. son pochil.. valeva di pil.
SPA. La spada, s’ei dorme, va, portami gill.
MAD. (sale al granaio e contemplando il dor-
mente):
Peccato!.. & pur bello! (ripara alla meglio
il balcone e scende.)

SCENA VI

Detti e GILDA [...]
GI. Ah pil non ragiono!..
Amor mi trascina!.. mio padre, perdono...

Once again, though faced with verses whose
meter is quite clear (senari doppi), Verdi omit-
ted Maddalena’s “Peccato!.. ¢ pur bello!”. This
leaves a gap in the meter, to be sure, but the
phrase slows the action and adds no new
dramatic information.

3. Alterations of Individual Words or Phrases

Verdi rarely added completely new text of his
own, but he was ready to replace ineffective
words or phrases or to emphasize by repetition
the most expressive words, the “parole sceni-
che”. As he stands over the body he believes to
be the Duke’s, Rigoletto exults in VE’: “Ei
sta sotto a’ miei piedil.. E desso! E dessol..”.
Verdi substituted for the second “E desso!”
the phrase “oh gioia!” (mm. 64-65 of N. 14),
providing at the same time a musically striking
conclusion to the passage. Similarly, after Ri-
goletto fails to gain entry into the Duke’s bed-
chamber in N. 9, he cries out in VE3!: “E la?.,
E vero?.. tu tacil.. perché?” Verdi substituted:
«E Ia... non & vero?.. tu taci... ohimé!”, subtly
altering the rhythm of the verse, changing the
punctuation, and replacing the meaningless
“perché?” with the poignant “ohimé!” These
alterations intensify the dramatic situation by
implying a greater certainty of Gilda’s fate on
the part of her father.

XXV



Occasionally Verdi caught a dramatic incon-
sistency. When the courtiers report the abduc-
tion of Rigoletto’s “mistress”, the Duke
responds in VE®: <“Bellal e d’onde?” The
“Bella!” is clearly inappropriate after his recita-
tive and primo tempo (N. 8), and Verdi altered
it to “Come?”. The reason for Piave’s slip is
obvious enough. When he originally wrote this
line, and it is present in Il Duca di Vendome,
the shape and tone of the scene were quite dif-
ferent. In the early versions of the libretto, as in
Victor Hugo, the Duke shows not even a
momentary affection for Gilda, and certainly is
never touched by the thought of her suffering.
After the agreement between Brenna, Verdi,
and Piave of 30 December 1850, the scene
was rewritten, softening the libertine character
of the Duke, and Piave’s “Bella!” was simply an
uncorrected element of the earlier text.

Most often Verdi altered words or phrases for
musical reasons. There are dozens of such
instances and one example should suffice to
demonstrate the nature of the problems and
Verdi’s characteristic solutions. In VE?, Gio-
vanna answers Rigoletto’s anxious “La porta
che da al bastione / E sempre chiusa?” with
the phrase: “Lo fu e sara.” (N. 4, mm. 239-
242). But Verdi required two pairs of syllables
for his intended musical rhythm, and eliding
“fu”. and “e” made little sense. Therefore, in
place of Piave’s rather prissy phrase, he sub-
stituted “Ognor si sta”. In every such case, the
reading of VE5! is given in the Critical Notes.

4. Spelling and Punctuation

Nineteenth-century spelling does not always
agree with modern-day Italian. This edition of
Rigoletto, following the editorial guidelines of
the Works of Giuseppe Verdi, maintains Verdi’s
own spellings unless they are demonstrably
incorrect. Where the composer’s orthography
differs from that of Piave, this fact is noted in
the Critical Notes. :

Not only is Verdi’s punctuation incomplete,
but also on occasion the marks he does include
are not identical to those in VE®!. The critical
edition always adopts Verdi’s punctuation when
it is present; when no punctuation is given in
the autograph, it accepts that of VE?*'. No at-
tempt is made to record in the Critical Notes
these manipulations of puncuation, except
when particularly striking changes are involved.

3. Problems in Editing
and Performing Rigoletto
The problems that arise in preparing an edition

of Verdi’s Rigoletto and performing from that
edition can be divided into two distinct though
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related categories: difficulties inherent in Ver-
di’s notation and those that reflect our limited
knowledge of performance practices in the mid-
nineteenth century.

Notational Problems

Considering the speed with which Verdi
composed and orchestrated Rigoletto, the ac-
curacy and clarity of his autograph are extra-
ordinary. This is especially true when we
remember that the composer never expected
the full orchestral score to be printed, and hence
did not prepare his autograph with the punc-
tiliousness that impending publication demands.’
Because of the restricted time available to him,
Verdi employed many shorthand devices for
indicating repetitions of music or doubling of
parts. His meaning is generally so clear that
only in doubtful places, in major repetitions of
entire passages, or when some uncertainty of
interpretation exists, do the Critical Notes an-
notate Verdi’s notational practice.

The physical characteristics of the autograph,
whose upright format allowed a relatively small
number of measures per page, necessitated
frequent page turns and changes of leaf. Several
recurring problems resulted. Verdi never began
a new page, for example, with the continuation
of a hairpin crescendo or decrescendo begun on
a previous page. Instead, he would conclude
the hairpin at the end of the previous page and
begin a new one after the change. Did he really
mean to drop back to a lower level, or return to
a higher one, at the new page? An answer must
be sought for each individual situation. In the
crescendos at mm. 18-25 of N. 12, for example,
we believe that a sudden reduction of dynamics
at m. 21 is attractive and musically justified.
All such problems are logged in the Critical
Notes and reported in a footnote to the score
when they are of particular significance. Seldom
did Verdi write a slur across a change of page
in an unequivocal fashion. Though he rarely
began a slur in the left-hand margin of a new
page, however, he did frequently continue a
slur from the previous page into its right-hand
margin. It is usually possible, therefore, to
ascertain his intent with some degree of exac-

-titude. He was more careful with ties across

changes of page, and although he rarely
included a tie both before and after the change
of page, he usually left sufficient evidence to
allow for a musically convincing decision. Oc-
casionally the change of page gave rise to an
extraneous tie (as in N. 12, mm. 81-82, Mad-
dalena), a confusion in the text (see N. 5, m.
237, where the last syllable of “addio” is
wrongly replaced by “me”), or even the omis-
sion of notes.

Some problems arise from the physical act
of writing or revising the autograph score.



There was a tendency for ink to flow unevenly:
sometimes there was too much ink on the point
of the pen, with consequent blotting or spraying
of droplets; sometimes there was too little, with
rapid drying in the middle of a slur or hairpin.
Verdi’s autograph also contains a large number
of corrections made by smearing away ink that
was still wet or scraping away dried ink with a
knife. Determining his final intentions can prove
troublesome. Most of these problems, though
numerous, are relatively minor, and they are
discussed as necessary in the Critical Notes.

More intractable are those situations in which
Verdi simply did not notate in a rational manner
the music he presumably had in mind. This is
particularly evident with regard to articulation
and dynamic indications for a number of pas-
sages. In each case, the critical edition presents
the evidence of Verdi’s inconsistent markings
and attempts to find a musically feasible solution
as responsive as possible to Verdi’s actual nota-
tion. Readers and performers have all the
evidence they need to attempt alternative solu-
tions.

Performance Practices

Musical research has concerned itself relatively
little with the performance practices of Italian
opera houses in the middle of the nineteenth
century, and almost not at all with the precise
nature of the instruments used there. Given the
speed with which operas were mounted, we
can be relatively certain that performance
standards were far lower than those prevailing
today. Many instruments, most notably the
winds, were distinctly inferior to modern equi-
valents. When the composer was not present
to prevent abuses, the integrity of his work
was only rarely respected. Yet certain aspects
of the performances were undoubtedly more
exciting and freer than those of today, for the
performers were part of a vital tradition, com-
mitted to introducing new operas into the
repertory each season. There were also many
unwritten conventions to guide performers
easily through passages that to modern
performers seem imperfectly notated.

Consider the matter of recitatives. The
concluding number of the opera, N. 14, begins
with Rigoletto alone, singing: “Della vendetta!
alfin giunge Pistante!” Verdi marked this pas-
sage “Recitativo”. He provided neither tempo
nor dynamic level for the voice; nor did he
annotate the entrance of the strings with
sustained, accompanying chords in m. 6. What
is a modern conductor to do? What did Verdi
have in mind? First of all, he did not have a
conductor in mind because there was none—
not in the modern sense of the word. In Italian
opera houses there were no standing, baton-

wielding conductors regularly employed until
the mid-1860’s, and even then the practice
spread slowly. Instead, the leading violinist,
the so-called violino principale, led the orchestra
with violin in hand, seated in the midst of the
other players. But he certainly did not lead
the singers. He, together with the other
instrumentalists, followed them. Composers of
the time expected singers to set tempos and
dynamic levels for recitatives, and to do so
according to the meaning of the text and the
requirements of the dramatic situation. Not one
of the contemporary sources for Rigoletto,
whether printed or in manuscript, provides ad-
ditional performance clues at this point. They
too understood and accepted the convention.
The critical edition has tried not to burden
Verdi’s score with excessive markings, and has
particularly felt it unwise to annotate the vocal
lines more than is absolutely essential.

To what extent did singers of Verdi’s time
take liberties with the vocal lines of Rigoletto?
Did they improvise cadenzas, provide varia-
tions, or interpolate high notes? Unfortunately
we know relatively little in this crucial area.
Rigoletto was written just after the period in
which vocal ornamentation in contemporary
Italian opera was not only normal but even
obligatory. There is significant evidence, some
of it on early recordings, concerning the prac-
tices of singers active late in Verdi’s lifetime,
singers with whose art Verdi must have been
acquainted. Yet no one has succeeded in
establishing a connection between this tradition,
one that persists to some extent in modern
performance, and practices that Verdi may have
expected or sanctioned during the early 1850’s.
The critical edition cannot presume to take a
position on this question and must necessarily
restrict itself to presenting the text of the opera
as Verdi wrote it.

Tempos and Metronome Markings

There are no metronome markings in the
autograph score of Rigoletto. Although use of
the metronome was not widespread in mid-
nineteenth-century Italy, there was a certain
lively and growing interest in the device. Indeed,
metronomic indications appear in four con-
temporary manuscript copies of the orchestral
score of Rigoletto, all of which were probably
prepared in the Ricordi copisteria (LO, ML,
WA! WA?), and in two second-generation
vocal scores (pvRI" and pvES™), as well as
in still later printed editions. These two vocal
scores appeared no later than November 1865,
and the manuscripts were probably prepared
even earlier. There is no concrete evidence as
to who assumed responsibility for adding
metronome markings to Rigoletto, but if Verdi
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did not provide them himself, Emanuele Muzio
is a likely candidate.?

There is a high degree of unanimity among
contemporary sources in the metronomic indica-
tions for Rigoletto. Most discrepancies may be
attributed to errors by copyists or printers (e.g.,
prolonging dots missing; J in place of J or
J in the equations, etc.). On some occasions
the markings were inexplicably omitted in one
source or another. Three discrepancies, how-
ever, cannot be explained so easily:

1. At the Andante, “Deh non parlare al mi-
sero” (N. 4. m. 125), pvRI" and all subsequent
Ricordi publications provide | = 58. WGV
follows the four manuscript copies (LO, MIY,
WA, and WAZ2) and pvES™ in their reading of
J = 50. With the voice part marked “con
espressione”, the slower tempo seems ap-
propriate.

2. At the Allegretto, “Signor né principe”
(N. 5, m. 18), the four manuscripts and pvES"e
read | = 80. There is no metronome mark-
ing at all in pvRI", but the first printed
orchestral score (Ricordi, pl. no. 98189) and
subsequent Ricordi publications have J = 88
(perhaps a misreading based on m. 1 of the
Duetto, which has this very marking). As
indicated in the discussion of printed sources,
the first printed orchestral score is a most inac-
curate and late source. There is no reason to
give it preference in this instance over the five
earlier sources.

3. At the first Pitt mosso in the cabaletta
“Possente amor” (N. 8, m. 197), pvRI" and
subsequent Ricordi piano-vocal scores show
J = 132. The manuscript copies and later
Ricordi printed orchestral scores have ] =
144, as at the second Piit mosso (m. 237). There
is no metronome marking in pvES"™. In view
of the similarity of musical ideas and texture at
these two points, the critical edition follows the
reading given in the orchestral sources.

In each of these instances, the alternative
metronome marking is provided, and performers
are free to make their own decisions.

A related problem, divergent tempo designa-

tions at the same measure in the autograph,
derives from Verdi’s manner of preparing his
autograph in two layers: a skeleton score that
is later orchestrated. He normally wrote tempo
marks in frame fashion, one below the bassi and
one above the violini. Though one of these two
indications is occasionally omitted, more often
that above the violini, this presents no particular
problem and the missing indications are added
in italics. In seven instances, however, he wrote
diverging tempo marks (see table below).

In four instances (N. 2, mm. 458 and 478,
N. 9, and N. 10), the marking above the violini
is a refinement of the tempo marking under
the bassi. From this it appears likely that, fol-
lowing his normal compositional pattern, Verdi
wrote the tempo below the bassi while prepar-
ing the skeleton score, adding the tempo above
the violini when he later orchestrated the opera.
At the beginning of act II (N. 8, m. 1), where
there is no voice part present, he probably first
wrote the simpler tempo, “Allegro”, above the
melody in the violini. The fuller marking below
the bassi, “Allegro agitato assai”, is actually
closer to the sketch, where the passage is
marked “Agitato”. In these five instances, the
critical edition completes the shorter tempo
indication, presenting the additional words in
italics.

There are only two cases in Rigoletto where
the tempo markings cannot be so easily
adjusted, both in N. 4. In the first case, at m.
69, the “Allegro brillante” and “Allegro vivo”
are really not different tempos so much as dif-
ferent ways of expressing a tempo, and the
critical edition has allowed them to stand
unchanged. The diverging tempo markings at
the beginning of the cabaletta, “Ah! veglia, o
donna” (m. 243), are more confusing. It seems
likely that Verdi wrote the vocal line and bass
first, and therefore that he entered the “Mo-
derato assai“ below the bassi at the same time.
This edition has extended instead the “Allegro
moderato”, probably added above the violini
during the process of orchestration, consigning
“Moderato assai” to a footnote.

Number and Tempo mark Tempo mark
measure below bassi m. m. above violini
1. N. 2, m. 458 Sostenuto J =88 Sostenuto assai
2. N. 2, m. 478 Sostenuto J =80 Andante sostenuto
3. N. 4, m. 69 Allegro brillante J =138 Allegro vivo
4. N. 4, m. 243 Moderato assai Jd =96 Allegro moderato
5. N. 8§, m. 1 Allegro agitato assai 4 =100 Allegro
6. N. 9, m 77 Andante mosso J =80 Andante mosso agitato
7. N. 10, m. 69 Andantino J =80 Andantino mosso

19. Pianist, composer, and fellow Bussetano, Emanuele
Muzio (1825-90) was Verdi’s only serious composition
student. He took lessons from and frequently traveled
with the Maestro from 15 April 1844 at least until the
autumn of 1847, Also a successful conductor, Muzio was
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one of the most important propagators of Verdi’s operas
in Europe and the United States during the second half
of the century. He was devoted to Verdi and undertook
numerous tasks on his behalf.
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CRITICAL NOTES

N. 1. Preludio

1 LO, PA, pvRI, pvES: The meter signature is
¢ . E
1 WGYV: The (p) is derived from pRIL

- N. 2. Introduzione

65-69 Duca VE3l: “De la mia bella incognita
borghese/Toccare il fin dell’avventura io voglio.”
71-73 Duca VE3!': “Da tre lune ogni festa.” /
“lune” is used also in Il Duca di Vendome.

72 Duca A: Here, as in 75, 76, 79, and 94, V
omitted the essential | for d’, as if the key signa-
ture were only three flats.

94-95 Duca VE31: “Le vince tutte”

96 Duca A: Originally V set the name “Cav-
rian”, which is rhythmically superior to the re-
vision, “Cepran”.

142 Duca A: The ornament reads ) ; since all
other such ornamental tones are notated ¥ in
the Duca’s song (134, 140, 175, and 18}), WGV
corrects V’s apparent lapse. At the parallel measure
in the second strophe, 183, V wrote an accent
in place of the ornament.

165-168 Duca VES5l: “Non v’he amor, se non
v’e libertd.”

186 Duca A: The fermata is placed between
notes 1 and 2 and may not be in V’s hand. WGV
interprets it as referring to the entire measure
(cf. 145).

193 WGYV: The (p) is derived from pvRL

197-202 VES!: The stage direction reads: “DU.
(alla signora di Ceprano, movendo ad incontrarla
con molta galanteria.)”

206 C=* A: The ornament reads & ; WGV
substitutes ¥ ,
and throughout the Minuetto.

207-208 C.552 A: “a Cavriano”, the earlier name
for Ceprano. Whoever changed the name else-
where in A neglected to make the correction here,
possibly because he was confused by the page turn
between these two measures.

224-229 Duca VES?!: In the libretto, the Duca
responds “No.” to the “Calmatevi...” of the C.*2
225 C.=2 A: In the Minuetto, V normally wrote
a slur only for the first pair of a three-note figure
in which the last two notes are identical (e.g., 220,
222, and 226). Since this is the only case in which
three rather than two syllables are involved, WGV
retains the unique slur encompassing all three
notes.

as in VI I and II in this measure

232 Rig A: V actually wrote the stage direc-
tion “al Conte Ceprano”; WGV supplies the
necessary “di”.

233 WGV: The “I Tempo”, suggested by the
music, is found explicitly in LO and MI*.

234 WGYV: The (p is derived from pvRIL

238-242 VESL: The libretto assigns only to Borsa
the text: “Il duca qui pur si divertel..”. The
phrase is, of course, the title of Victor Hugo’s
play from which Rigoletto is derived, Le Roi
s’amuse.

242 WGYV: The (p) is derived from pvRL

248 Rig VESL: “Battaglie, conviti”.

257 A, WGV: The placement of the word “Fine”
may at first seem confusing. After the dance had
been notated once through with repeats, V wrote
(at 266): “Da capo a piacere sino al Fine”. By
this the composer intended that performers must
play 255-258a and then repeat 255-257 until “Fi-
ne”. From there they pass to the final chord of
the Perigordino, notated in 267. This notation
ensures there will be rhythmic continuity be-
tween the Perigordino and the returning music for
the Banda. If performers wish, on the other hand,

_they may further extend the dance by repeating

its sections “a piacere”, but they must always
conclude the Perigordino with the obligatory
return of 255-258a and 255-257 through “Fine”.

267 A: On the staves assigned to the Banda and
orchestra “sul palcoscenico” and on three more
blank staves beneath, V changed the meter at this
point from §toc; four additional staves below
the first nine show the correct meter ¢ .

276 Bor A:|/) J ¥ v )|/ WGV alters the
rhythm on the fourth quarter as in the Coro (cf.
also 275, 279, and 280).

281 A: The Ap major harmony in the second
half of 281 is diverse from the F minor harmony
in the parallél 31. Both sonorities are grammatical-
ly possible, although it should be pointed out that
at 31 the notes are written explicitly whereas the
Bass at 281 is a repeat of 280 () . The later
appearance of this passage at 365, where the entire
orchestra joins in the Ap ma]or chord, confirms
V’s intention at 281.

311-313 Duca VES5!: “Ah quanto Ceprano, im-
portuno niun v'el..”

317-319 Duca A: Originally V wrote

by » r-]

> T 2—f X

e . Tt »

— 1 T T o
¥—t :

y—t
Spo - sa

¢un an - giol per me!

Interestingly, the sketch shows a similar process
of correction, though it begins with two quarter
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notes in the measure corresponding to 317 rather
than the dotted quarter and eighth of A.

324-327 VES': “Ri. Stassera. pu. Né pensi tu
al conte?”

332-334 Rig VE’: “Ebben... lesilia.”
336-339 Rig VE®': “Adunque la testa...”

343 WGYV: The [pp] is suggested by V’s explicit
“sempre pianissimo” for Banda at 330.

361-367 VES!: The first printed libretto shows
the following distribution of text:
“CE. Vendetta del pazzo...
CORO Contr’esso un rancore
Pe’ tristi suoi moti, di noi chi non ha?”
V, with fine dramatic insight, assigned the text
at first to Cep alone, though he here omitted the
phrase “Pe’ tristi suoi moti”. When the Coro
repeats the text (375ff), it uses the entire sen-
tence. Note that tradition has substiuted “modi”
for the “moti” of VE’! and V’s “motti”. WGV
follows A.

369-373 A, VE31: The original text here in A
was:
“ce. Stanotte chi ha core

Sia in armi da me.
TUTTI Si.
CE. E detto.
TUTTI Sara.”
This text also appears in Il Duca di Vendome.
When V requested Piave to rethink the time
sequence of the first two scenes (see introduction
to the full score), Piave altered the text to the
reading preserved in VE31:
“cE. Domani chi ha core

Sia in armi da me.
TUTTI Si.
CE. A notte.
TUTTI Sara.”
V then corrected A at 369-373 to reflect the new
text, but he reserved the first lines to read:

“In armi chi ha core
Doman sia da me.”

(See also Note 389-393.)
371 Cep A: The slur beginning in 370 actually
concludes only with the last note of 371. WGV
shortens it in keeping with the shape of the phrase.
371-373, etc. Rig VE51: “Del duca un protetto”
375 Duca WGYV: The accent is derived from the
parallel 393.
375 Mar ‘A: V wrote'“tutti sottovoce” on Mar’s
staff; WGV interprets this as “sottovoce” in all

similar parts. J\_L d J J\_I/

375-376 Duca A: AR sempre ; similarly

at 379-380, V wrote J1d 4 JJ ; at 393
o scherzo

which precedes a repetition not explicitly notated,

V wrote only \l/ . The ties and the text underlay

are mutually exclusivee. WGV has chosen to
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maintain the text underlay and suppress the ties.
If instead the ties are maintained, the text can be

declaimed
TR U NI
Ah sem- pre ° lo scher- zo

is noteworthy that the ambiguity extends to the
sketch. No text is underlaid at this point, but the

J1dd I a
the equivalent of 375-376 and as

J1J J 1 at 379-380 (there is a
change of system after 380, hence the missing

Duca’s part is written as

_ tie). See also Note 382.

382 Duca A:

Y Juld s

all’ estre - - mo

is noteworthy that the ambiguity extends to the
simplest emendation, adopted by WGV, is to an-
ticipate the syllable “al-” on the preceding half
note. A more drastic emendation could anticipate
the syllable to 380, eliding it with “scherzo”, as

4 J4 J_|

_
scher-zo al - - -

384 Rig A: V originally wrote ld. M , but
then smeared away one of the flags on the six-
teenth note. WGV follows the unequivocal models
at 386 and 388.

384-389 A, WGV: V was inconsistent in his
slurs for the descending chromatic figure to the
text “vendetta”. Models range from no slurs to
slurs that fall everywhere between two extremes,

tJJJlo | and |2 JJ)J)]| o] WGV finds
~ ~

no musical justification for the differences and
extends the longer slur as more compelling mu-
sically. Note too that A has no punctuation for
this word here; WGV extends the exclamation
point from 368. In VE?! only a period is found.

389-393 Cep, Coro A: Cep sings “Stanotte chi
ha core sia in armi da me”; Bor, Mar, and the
Coro respond “si, & detto, sard”. This is the
original text of the passage (cf. Note 369-373).
V inadvertently neglected to correct the text here,
and modern editions have blindly copied his error.
421-427 Mar, Cep A: V mistakenly wrote J
for Cep on the second and fourth quarters cf
421, 422, 425, and 426; WGV follows B. II, with
which Cep is in unison. In the first half of 427,
V wrote J ! for both Mar and Cep; WGV fol-
lows the rhythm of B.

429, 431, 433 B. A: V notated the several ap
in these measures with single stems. WGV adds
the necessary second stems to clarify the part.
466, 471 Rig WGYV: The naturals added in these
measures before notes 8 and 9, respectively, are
derived from pvRI.

467 WGV: The (p) is derived from Ob in pRI;
WGYV extends it also to 472.



476 Rig A: The third note is inexplicably can-
celed, though its text, “a”, is untouched. WGV
follows all early sources in ignoring this cancel-
lation, which is not in V’s hand. It should be noted
that VE3 lacks the “a” '

479-481 Mon VE5!: “Ah si a_turbare”

495-499 Mon VE31: “Vendetta chiedere al mon-
do e a Dio.”

504 Vocal parts A: There is an “Oh” in Bor and
an “Ah” in T. The other voices have no explicit
text. WGV selects the more euphonious “Ah” as
do pvRI, pvES, and MI!; the other sources lack
the exclamation completely, as does VE3L

520-610 Rig A: In the Stretta V omitted the
parentheses signifying “fra sé” from Rig’s part;
WGYV derives them from VE31,

“§22 Duca, B. A: V wrote “Tutti sottovoce”
over both staves; WGV extends “sottovoce” in
roman type to all similar vocal parts.

522-557 A, WGV: The slurring in the first por-
tion of the Stretta is extremely inconsistent. The
principal melodic line is sung by all voices save
Rig and Mon, and is doubled by Cb (Vc and

= Cb; Cimb = Cb at 550-557). Not only are
there considerable differences between the slur-
ring of the voices and the instruments; but V also
provided three different sets of slurs for the
voices: Duca (Bor and T. = Duca), Mar (Cep =
Mar), and B. In addition, many of his vocal slurs
carry across logical caesuras in the declamation
of the text; on other occasions, verses in the vocal
parts conclude precisely at the moment that new
phrases begin in the instruments. These considera-
tions all suggest that V’s aim in this passage was
as legato a manner of performance as possible.
Therefore, WGV suggests lengthy, dotted slurs
for voices and instruments at the beginning of
the passage (522-530 and 530-538) and an even
longer slur for the voices alone to link together
the final verses (538-557), where V drew a number
of slurs explicitly cutting across the obvious point
of caesura (see 550). All V’s slurs are preserved
as well by WGV, with any exceptions noted below.

538 B. A: V’s slur extends over 538 into the
right margin of f. 44V, Since there is a rest in the
middle of the measure, WGV assumes this to have
been a carelessly drawn slur and concludes it at
note 2.

561-562 WGYV: The double bar between these
measures and the “(Pit mosso)” are derived from
pRI, pvRI, LO, and MI.

5§62 T. A: The note on the downbeat has only
a single stem; WGV adds a second stem for clarity.
5§62 Rig A: V neglected to write the final syl-
lable of “Che orrore” on the downbeat of 562.
604 A: While beginning a new leaf at 604, after
a group of repetition signs (599-603), V began
writing all the solo parts a staff too low. He caught

the error before beginning the Coro parts and
made the necessary corrections, neglecting, how-
ever, to alter text under Rig’s part at 604
Consequently it still shows “v’¢” instead of “-ror”

'WGY supplies the appropriate syllable.

N. 3. Duetto
[Rigoletto e Sparafucile]

6-16 VESl: “RIGOLETTO chiuso nel suo mantello.
SPARAFUCILE lo segue, portando sotto il mantello
una lunga spada.”

16 Spa A: “le si avvicina” / WGV substitutes
the grammatically correct “gli”.

23, 24 Spa A: The notes on the third beat were
originally double-dotted, although both are .fol-
lowed by eighth notes. In each case, V incom-
pletely scraped away one of- the dots, the first
one in 23, the second in 24.

26 Spa A: The slur begins over the second beat
because  of the position of “con mistero” in A.
WGY extends it back to the downbeat.

38-39 WGYV: The (pp) is derived from pRI.
51 Spa A: [|J). D] / Did V mean ). D
or J. N? WGV selects the latter. Though the
sketch is somewhat diverse here, it declaims the
word “strepito” as |J. N|J , a rhythmic error
itself, but one that shows the sixteenth note.
Furthermore, the double-dotted rhythm emerges
better (with the sixteenth note sounding after the
accompanying eighths) and the sharper rhythm
suits “strepito” admirably.

52 VE3%: “(mostra la spada)”

65-68 Rig, Spa VE31: The final repetitions of
“Sparafucll” and “Va” (at 67-68) are not present
in the libretto.

N. 4. Scena e Duetto
[ Gilda e Rigoletto]

15 WGYV: (p) is derived from pvRIL

34 . Rig A: WGV accepts the p added above
the third note in A, even though it is not in V’s
hand. There is only one flat in the key signature,
but V’s accidentals in Cb (Vc .= Cb) suggest he
was thinking as though the signature had two
flats (see 30, 31, 34, 35). Furthermore, in the
dramatic context, Rig’s negative feelings toward
the Duca are admirably expressed by the simul-
taneous cross-relation.

- 61 Rig WGV: The fermata on the second beat,

implied by the instrumental fermatas, is also
present in pvRI. V’s fermatas in Cl and Vle fall
on the half rest in A; that for Fg falls between the
rests. WGV prefers the more careful notation of
Vc and Cb.

69 VESL The entire description of scena IX
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reads: “Detto e Gilda ch’esce dalla casa e si
getta nelle sue braccia”. WGV eliminates the
“latter part since V adapted these words for use as
a stage direction at 74-77.

96 Rig A: The word “sospira” was added in
pencil, very faintly, by another hand. WGV prints
it in parentheses to emphasize its derivation from
VES31,

119 Rig VE31: “Or ben tu fai.”

124 Rig A: Neither this vocative, “Ah!”, nor
that of 135, nor Gil’'s “Oh” at 144 is present in
VES51,

140-141 Rig A: Since 141 opens a verso, there
are two separate cresc. hairpins in 140 and 141.
The musical content suggests joining them into a
single cresc.

151-152 A: In the sketch, which contains only
the part of Gil, the phrase 148-155 is two measures
longer, the extra bars falling between 151 and
152. V copied this version into A, adding a part
for Rig and altering some of Gil’s text. When V
decided to omit the two measures, he was com-
pelled to adjust the end of 151 and the beginning
of 152. The passage originally found in A is as fol-

182-183 Rig VE5!l: The libretto has “dici?..”
in place of V’s “amici”. WGV adopts punctuation
similar to “Patrial.. parentil..” of VE5%, Since the
musical setting is similar, A has no puntuation
here.

184 WGYV: The slightly louder dynamic indi-
cation, [p], is suggested by the thicker texture
and greater melodic expansiveness of this passage
by comparison with the preceding measures.
216-217 Gil VE31; farlo or potrei...”

217 Rig VE3’!: “Mai?.. mail..” / WGV has
altered the punctuation of the first “Mai” to an
exclamation point, following the sense of the
passage. There is no punctuation in A.

220-221 Gil VES!: “(Che dissi!)”

226-227 Rig VES!: “La figlia, e ridesi... Orror!)”
239-242 Gio VE531: “Lo fu e sard.”

242 Gio A: |J 1 2 | / WGV replaces the
half rest with two quarter rests as in the other
parts.

242 Rig VE31: The vocative, “Ah”, is absent .
from the libretto. WGV supplies exclamation
points, missing in A here and at 302.

lows:
1
/”\

piu,— pa_ - dre, non | piu, pa - dre, non pid, pa~-dre, non
» B ff - » £
E 5—1 1 ¥ 1 ¥
— 152
> Py P o P he -
piu non piu, mio pa dre, ah vi cal-|ma - te
ol r £

243 A: V’s disparate tempo designations, “Al-
legro moderato” over V1 I and “Moderato assai”
under Cb, are found also in VE. “Allegro mode-
rato” occurs in pRI; “Moderato assai” in pvRI.
Some manuscripts combine them as “Allegro mo-
derato assai” (LO, MI!). WGV extends “Allegro
moderato”.

243-256 Rig A: Some slurs are carelessly placed.
At 245 and 247, in particular, they originate near
the tied note on the third beat. WGV, follow-
ing the majority of models in A and the sketch,
adopts slurs that cover only the final three notes.
245-246 Rig A: There is a change to a new
recto after 245. V placed one long cresc. hairpin
in 245, extending into the margin, and another at
246. WGV unites these into a single symbol (cf.
261-262, 'where no page turn intervenes).

256 Rig WGV: The added cresc. hairpin is sug-
gested by the similar 272.
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257 Rig A: V’s placement of the syllables is

U\_J\ D B wev folows

ri—do ~ -~ na al geni- tor
V’s beaming and elides “-na al”.

260-261 Gil VE3: “Che temete” / V used this
version at 305-306.

271 Gil A: The third note is ¢". V seems to
have changed his mind several times about the
shape of this melodic figure. In the sketch, the
held note is repeated only at the equivalent of
255. In A, however, after using the note a step
lower in 243-244 and 247, V began to repeat
the tied note at 255 and did so consistently
throughout the remainder of the cabaletta (259-
260, 263, 271, 275-276, 303-304, 307, and 315).
He then decided once again to lower the note a
step and altered all the repeated notes except at
271. This was clearly an oversight, which WGV
corrects.

faulty:



271-272 Gil VE®L: “divelto o infranto”

273 Gil A: Originally V wrote an ornament
after the third beat. He canceled it by using its
note head as part of the first sixteenth on the
fourth beat. V may well have been working from
the sketch, where this measure is:

—— z

P 1" s s |
¥ Y—

278-279 Rig VE’': “Alcuno ¢ fuori...”

279 WGYV: The added [pp], repeated at 281,
283, and 285, is suggested by the dynamic shape
of the phrase.

292 Duca A: V forgot the parentheses to mark
the Duca’s aside. WGV adopts them from VES5L

293-295 Rig VES': “Se talor qui picchiano /
Guardatevi da aprir...”

296-297 Rig VES5': “Meno che a tutti a lui...”

302 Gil, Cb A: In the parts he wrote together
with Rig, V notated the fermatas as follows:

~ ~

Gl |Jr =] ;Cb 3 =12
WGYV prefers the reading given in every other
instrumental part, |= ’; ¥ fourteen times in

all, even in those instruments that do not other-
wise appear in these measures.

303 WGYV: pp is added following the sense of
“Come prima” (cf. 243) and the explicit “dol-
cissimo”. )

311 Gil A: + / The sequence from 311 to 313
would seem to preclude internal differences in
articulation. Given the use of > in Ob at 311
and 313 and in Gil at 313, WGV substitutes >
for Gil also at 311.

327 Gil A: [J_DIIDI / WGV believes

— =

that V intended the cresc. to peak at the start -

of the third beat, as in VI I and II. The notation
has been modified accordingly.

N. 5. Scena e Duetto
[ Gilda e Duca]

. 10-13 Gil A: It is uncertain whether V intended
four separate slurs or two longer slurs. Between
10 and 11 there is a change of page in A, but
the slur in 10 goes well over the barline into the
margin. V originally wrote a slur for 12 alone;
when he added a second slur at 13 he began it
before the barline, suggesting that here too he
intended a single slur. Since the longer slurs are
musically appropriate, WGV adopts them.

18 pvRI": The earliest printed source in Italy
with metronome marks, pvRI", lacks an indica-
tion at this point. Although the first Ricordi

printed orchestral score (pl. no. 98189) has
J = 88, this source is highly unreliable and

quite late (ca. 1890). WGV adopts J = 80, fol-

lowing all contemporary sources with metronome

marks (pvES", LO, MI!, WAl and WA2),

35-38 Gil A: “e P’alma in estasi le dice t'a...” /

WGYV follows the grammatically correct version
of VE51,

36 VES3': The stage direction reads “fa cenno a

Giovanna”.

39 Duca WGV: The fermata is derived from
PvRL, LO, MIY, and PA. V’s instrumental fermatas
clearly suggest this emendation.

43 Duca WGV: The fermata is derived from
PYRIL As at 39, V’s instrumental fermatas suggest
the emendation.

44-58 A: In these measures V made extensive
changes in the vocal parts, whose significance can
best be understood by considering the sketch.
There, the music quickly modulated to B major,
which is then the key of “E il sol dell’anima”.
What is more, the cabaletta is an entirely different
piece in the sketch, in the key of Ap major. When
V began preparing A, he followed the tonal scheme
of the sketch at 44-58. When he decided to lower
the key a half-step, correcting the vocal line
accordingly, V neglected to enter all the necessary
accidentals. Many are added in a different hand
(for example, natural signs in 52 and 54). At 56,
where V scratched out a # before the third note,
he forgot to add before the second note an essen-
tial i, which has been supplied by WGV.

64 Duca VE31: “un fuoco” / WGV retains V’s
poetic “foco”, which is certainly easier to sing
than the diphthong of VE31,

76-80 Duca A: The text originally read: “suo
regno ¢ il palpito dell'uman core”, as in Il Duca
di Vendome. Though the corrections in A are not
in V’s hand, they are seconded by VE5! andWGV
accepts them. This version seems both musically
more fluent and dramatically more personal, less
abstract, and therefore more effective.

78 Duca A: 1N MM / The correct emen-
dation is suggested by 86.

92-95 Duca VE’1: “E amor che agli angeli”

93 Duca A: The —— begins on the last
note of 92 and ends after the first note of 93.
WGYV adapts it to the natural shape of the line.
107 Duca A: |N MDD/ The correction is
suggested by 123.

109-138 Gil WGV : The parentheses in the text,

indicating that Gil’s words are an aside, derive
from VESL

111, 123, 127 Gil, Duca A: The pp are placed
just after the following barlines, that is, at the
start of 112, 124, and 128. WGV anticipates them,
as in similar situations at 78, 86, and 131. V may
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have been unconsciously influenced by the numer-
ous vocal ff, which properly begin with the high
note on the downbeat.

121 Gil A: The final two notes are written
ﬁﬁ ; following the sense of the -declamation,
- Ct
WGYV beams them together.
137 Gil, Duca A: The cadenza poses a number
of difficult problems, for some of which the
sketch proves to be a helpful additional source.
(Although V sketched this entire section in B
major, with a short cadenza in that key, he also
wrote out an almost complete draft of the Bp
major cadenza in his sketch on empty staves at
the bottom of a page.) To take the problems in
order:
1. The first six notes in Duca were originally
different, and the section concluded p‘/ , as
te

in Gil. Presumably there was no turn at this
point. When V made the corrections, and added
the turn, he scraped away the rest but still no-
tated the new final pitch, f, as ff ; WGV
substitutes a quarter riote, which corresponds to
the note values in Gil and moves smoothly into
the turn.

" 2. At the climactic moment in the cadenza,
where Gil ascends to the high bp”, the values in
A for the two parts diverge significantly, with
those for Gil half those for Duca.

ai  fT) .
DucaJ g J g

>

In the sketch. Duca = A, but Gil = ﬁJ J 5
although this version is also rhythmically incorrect
in part, it does suggest that the most appropriate
emendation would be to double the note values of
A in the soprano part. It might also be possbile to
maintain the two sixteenth notes in Gil and halve
the first quarter note for Duca, but this solution
seems musically less convincing, for it allows no
preparation for the leap to the high bh”. An inter-
pretation that syncopates the voices at this point,
as in most modern editions, would seem to be
excluded by the clear note placement in both A
and the sketch.

146-148 Gil VE5!: “Saperlo non mi lice?”

. 148-151 Cep, Bor A, VE3!': Parentheses are
lacking in both parts in VES!., surely a printer’s
error. In A, V supplied parentheses for Cep, but
neglected those for Bor, perhaps because a page
turn precedes 150. WGV adds the missing pa-
rentheses.

152-154 Duca VES5!: “Studente sono... povero...”
156 Gio A: & ] / The

e
Rumor di passi &
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fourth note. was corrected from bp’ to a’, and there
is an eighth note too many in the measure. A
comparison with the parallel 158 has suggested the
correction adopted by WGV, eliding “passi ¢” and
eliminating one of the repeated a’. This is also the
solution adopted by pvRI. An alternative emenda-
tion would be to convert the final pair of notes
to sixteenths = g A—h—hh

B V—  — — )1 —

Rumordi pas-gi ¢
160-162 Gil VE3': “Di qua al bastione... ite...”

162 Duca WGV: The colon following “Di’” is
an editorial addition.

171-223 A: The articulation of the main me-
lodic motive in this cabaletta, J |J7 J, is ex-
tremely problematic. It is true, of course, that
at “Vivacissimo” details of slurring and accent
have only a limited practical importance; none-
theless, it is the purpose of WGV to convey the
readings of A in as accurate and yet in as coher-
ent a manner as possible. The central problem,
which is flanked by others, is whether the slur
should cover only the two eighth notes or the
two eighth notes together with the following half
note. V was inconsistent, and no principle has
been found to account for his notation. In the
absence of greater certainty, WGV has sought to
ensure that each phrase is governed by logical
procedures, derived as closely as possible from
A, while allowing diversity to exist from phrase
to phrase when such diversity seems called for
by A.

171-179: The shorter slur was used by V in
172, 173 (Duca), and 176-177; the longer slur
in VIT (Ob = VI I) in 173, therefore, has been
shortened by WGYV. Accents in V1 I (Ob=VI I)
at 172 and 173 fall on the downbeat. Accents
at 176 in Fl, Cl, and Gil, on the other hand, fall
quite clearly on the half note, although there is
also an accent on the downbeat in Gil. This
downbeat accent, which seems to have been
written in imitation of the accents in 172-173, is
somewhat lighter and probably represents an
earlier conception. WGV therefore suppresses
it. V presumably neglected to elimjnate it when
he added the syncopated accents, which -domi-
nate the remainder of the piece. The possibility
cannot be ruled out that V also intended to alter
the accents at 172-173 so that they, too, should
be syncopated, but WGV allows his reading to
stand. Finally, the difference between the longer
slur at 175 in VI I (Ob = VI I) and the shorter
slur at 179 (Cl, extended to Fl) has been pre-
served. The shorter slur at 179 may reflect the
melodic leap of a fourth and the syncopated ac-
cent. The staccati explicit in Duca on the word
“anima” at 175 have been added to Gil at 179.

179-187: Interpreting V’s notation coherently
in this canonic passage is unusually difficult.
One would hope either for a vertical consis-



tency, in which lines played simultaneously
agree in articulation, or a horizontal one, in
which each melodic fragment retains its articu-
lation throughout the canon. Neither principle
works very well. The problems at 180, 182,
184, and 186 are relatively simple. WGV re-
tains V’s markings and extends slurs and accents
to all instrumental parts. In the vocal lines, how-
ever, accents are reserved for the latter part of
the passage, 184 and 186, as in A (at 186, an
accent is provided for Duca). More uncertain is
the proper interpretation of slurs at 181, 183,
185, and 187. There seems to be no logic behind
V’s markings (compare, for example, Duca at
183 and 187). WGV has imposed the following
principle, which accounts for the evidence as
well as any other: when the slur accompanies the
text J |J7) J. it covers only the two eighth
sa-ra - t
notes (the syllabification is explicit in A); when
the slur accompanies the text J |J7J) J, it
per me

also includes the half note. Instrumental parts
are regularized following the vocal lines they
accompany. This procedure requires extending
the shorter slurs in Ob and Duca at 183; other-
wise, it preserves all V’s explicit markings. Since
at 179-185 the different . text corresponds to
different melodic figures, the procedure has mu-
sical integrity. At 185-187, however, V provided
no text for Gil, who should normally con-
tinue with “sol tu sarai”. The composer surely
wished to avoid this text here because it would
have left Gil’s part grammatically incomplete
and would not have allowed the voices to come
together at the cadence. Therefore, WGV sup-
plies the words “sarai per me” for Gil at 185-
187, and extends the appropriate slurs. Final-
ly, the accents in Cl at 183 and Fl at 187 have
been extended to the other instrumental melodic
parts in these measures only. This extension im-
plies an articulation of the eight-measure pas-
sage in a pair of four-measure segments. There
is no way to know whether this corresponds to
V’s intent.

188-223: Here the overwhelming evidence of
autograph models favors a long slur for the word
“addio”, and WGV extends shorter explicit slurs
at 189 (Duca), 191 (Cl), and 212 (Duca). For
obvious reasons the shorter slur is preserved in Gil
at 193 and is extended to parallel instrumental
parts.

176 Gil A: See Note 171-223.

185-187 Gil A: See Note 171-223.

196 Gil A: There is a superfluous pp, not in
V’s hand, in the left margin (196 begins a verso).
WGYV deletes it.

209 Gil A: Because a page turn intervenes be-
tween 208 and 209, it is not certain that V really

intended two independent cresc. hairpins. The
musical context, however, suggests this to be an
appropriate interpretation.

211-243 Gil, Duca A: After having set the
complete quatrain in this cabaletta, V concluded
with a modified version of its first two verses:
“Addio! speranza
Sola sarai per me.”

216 WGV: The () is derived and adapted to
the orchestral context from an explicit sign in
pvRL

230 Duca A: The first note is f. A comparison
with 228 and 232 suggests this to be an un-
corrected lapse. Perhaps V was anticipating 233,
where the f and f* in Duca and Gil make
excellent musical sense, even though they occur
simultaneously with the dominant harmony in
the orchestra.

237 Gil, Duca A: Distracted by a page turn
after 236, V forgot he was in the middle of the
word “Addi-[o]” and wrote instead the end of
the second verse of the quatrain, “[per] me”.
WGY adjusts the text.

243 Duca VE?!: The final stage direction in
VES! suggests that in Piave’s imagjnation the
Duca enters into the house and then leaves
through a back door that leads directly to the
street. This implies that one of the walls of the
house must be an integral part of the protective
walls around Rig’s property.

N. 6. Aria
[ Gilda]

1, 11 WGYV: V provided no dynamic levels for
either the Allegro assai moderato (1-10) or the
beginning of the Allegro moderato (11). Fl I is
marked “dolce” in 1 and “dolcissimo” in 11,
however; WGV assumes V intended the differ-
ence in degree to be reflected in dynamics and
suggests [p] and [pp], respectively. The only
explicit dynamics in the passage, pp in VI Soli
at 20 and Fg at 24, support this reading.

8-10 Gil VES3!: “Scolpisciti nel core innamorato!”

26-32 Gil VE5!: “Col pensiero il mio desir
A te ognora volera,
E pur l'ultimo sospir,”

31, 33, 74, 76 Gil A: WGV has followed pre-
cisely V’s notation of ornaments in these mea-
sures, though the inconsistencies suggest that
the composer may have omitted some by mis-
take. See particularly 74, where almost surely
the upper ornamental notes should be added on
the third and fourth beats. As the sketch presents
a slightly different melodic line, it is of no real
assistance. Variation plays such an important
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role in this aria, however, that WGV prefers not
to tamper directly with the readings of A.

47 Gil A: There is a staccato on the fourth
note. As it is unique in this passage (47-49),

© WGV deletes it.

49 Gil A: The last two notes are beamed to-
gether. WGV uses two separate sixteenth notes,
as is suggested by V’s clear text underlay.

60 Gil pvRI: To provide a more attractive
vowel for the cadenza, pvRI anticipates the syl-
lable “sa-” on the b”. Though this emendation
is understandable, it fails to provide a syllable
after the trill, where V clearly wanted one. WGV
follows the reading of A, allowing each singer to
adapt the vowels to her own needs.

70 Gil A: Gil’s “mio [cor]” has been altered in
A to “tuo”, probably by a hand other than V’s.
WGY, following the sense of the text, restores

[ »

mio~.

73 Gil A: The slur passes slightly over the
barline into 74; WGV restricts it to 73, in keep-
ing with the sense of the phrase.

74 Gil A: See Note 31, 33, 74, 76.

N. 7. Finale Primo

1 WGYV: (Recitativo) is derived from pvRI.
4-7 Rig WGYV: The parentheses, signifying an
aside, are missing in A. They are derived from
VE31,

8 LO, MIY, PA, pRI: Although the tempo
indication in A, “Andante assai mosso”, is
perfectly clear, it is striking that a group of con-
temporary sources, including LO, MI!, and PA,
have instead “All° assai sostenuto”. pRI are
inconsistent : some parts have one, some the other.
9 Rig VE’1: “Chi ¢ 1a7”

17, 19 Rig VE3': There are parentheses for
"~ both “Chi parla qua?” and “Chi va 13” (the
punctuation lacks for this last phrase). WGV
deletes them, following A and the dramatic sense
of the passage.

27 Mar A: V originally wrote .. J on the
third and fourth beats, then clearly changed the
rhythm to that given in WGV.

41 Rig A: [T DIDDIDY |/ The dot de-
rives from an earlier, now largely illegible ver-
sion, in which notes 2-3 were )

53 Rig A: |[DAJ 2 = | / WGV deletes
the superfluous quarter rest.

60-125 VES': The stage directions spread out
over these measures in A are slightly different in
" VE®': “(alcuni salgono al terrazzo, rompon la
porta del primo piano, scendono, aprono ad altri
ch’entrano dalla strada, e riescono, trascinando
Gilda, la quale avra la bocca chiusa da un fazzo-
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letto. Nel traversare la scena, ella prende [sic]
una sciarpa.)”

65 Bor A: V originally wrote a slur over the
first two notes, then added staccati directly on it,
as if to cancel the slur.

72 Mar, Cep A: The word “cresc.” is found
written between these two staves. The explicit
hairpins render it superfluous, and WGV deletes it.

76 Bor, T. A: The slurs intended for 76 extend
slightly past the barline, while the slur intended
for 77 in Bor begins just before the barline. On
musical grounds, separate slurs seem distinctly
preferable, '

90 Bor A: The f actually appears on the final
eighth note of 89. WGV adjusts its placement,
following the instrumental parts’ as well as the
musical sense of the hairpins in 88-90.

91 Bor A: Some of the dynamic signs are
carelessly placed in these measures. The p of
Bor appears on the fourth note; WGV moves it
to the third beat, as in B. The pp in VI I appears
at the beginning of the measure, below the staff,
while the “dim.” appears above. The difference
in shading of the inks suggests they were written
at different times. WGV follows the more log-
ical placement of dynamic levels in Cb (V¢ = Cb)
and B.

98 Cep, B. A: Many of the staccati, obviously
written in haste, appear to be bar accents. WGV
follows the clearer notation of 100, 102, and 104
in the vocal parts.

|
103-104 T. A: #BEFEEE=LF2— / The nota-

tion is similar to the parallel progressions at 99-
100 and 101-102. At 104, however, the T. I
should surely have Ny , as in Bor. WGV
modifies V’s notation, using separate stems, to
clarify the situation.

106-110 Tutti VES!: The text “attenti all'opra”,
etc., absent in VE3!, was probably suggested to
V by Bor’s “all’opra... badate a me” of 2-4.
108-109 B. A: The double stems are missing
in A. WGV adds upward stems to V’s downward
ones for clarity.

130 Gil A: [~ 2 v )M  / WGV prefers to
add a flag, rather than delete the prolonging dot.
134-136 Rig VE53': The stage direction reads:
“(si tocca gli occhi)”.

136-153 Rig VE3l: The long stage direction
is slightly different from that given in A: “(si
strappa impetuosamente la benda e la maschera,
ed al chiarore d’una lanterna scordata riconosce
la sciarpa, vede la porta aperta, entra, ne trae
Giovanna spaventata; la fissa con istupore, si
strappa i capelli senza poter gridare; finalmente
dopo molti sforzi esclama):”




N. 8. Scena ed Aria Duca

1 Sketch: The tempo indication is “Agitato”.
Drawing on this further evidence of V’s thought,
WGYV extends the “Allegro agitato assai” written
below the score in A rather than the “Allegro”
written above.

22 Duca A: The “Allegro” in the vocal line
occurs in the second half of 22, after the word
“Rec.*”. WGV shifts it back to its logical
position at the beginning of the measure.

26 Duca VES!: “Che un mio presagio interno”

30-33 Duca VE3!: “Schiuso era l'uscio!.. la ma-
gion desertal..”

37-39 Duca VES3': “Colei che poté prima in
questo core”

41-45 Duca VE3L A: VE3! reads:

“Colei si pura, al cui modesto accento.

Quasi tratto a virtd talor mi credo!..”
The sketch has “accento”, but A shows only
“sguardo”. Both the sketch and A substitute
“spinto” for “tratto”, although a later hand in
A crossed out “spinto” and wrote “tratto” in its
place. WGV follows V’s original reading.

43-44 Duca A: A new slur begins at 44, the
first measure of f. 141. Since the slur in 43
extends past the barline, WGV suggests a single
slur for 43-44. The break is musically unde-
sirable, coming in the middle of a word (“virtd”)
and interrupting the flow of the melodic line.

49 Duca A: The last two notes share a common
beam, although the physical separation of the
syllables in A argues against an elision. WGV
follows the model of 50, where the separate
beams are clear, a reading adopted also by pvRIL

§7 WGV: The dynamic level, [pp], is sug-
gested by the explicit pp in Ob and Fg at 63.

64-65 Duca VE5': “Quando fra il duolo e l'an-

a¥

s1a

68 Duca A: There are corrections on the first
and third beats. The second note was originally
dy’, which explains the precautionary flat ap-
pearing in A on note 3. After V deleted the
‘natural, he neglected to move the flat. WGV
shifts it to note 2. Beat 3, on the other hand,
includes a confusing residue of additional notes
interspersed with the final pitches. At one time
V beamed these notes as . When he
began to write the text and realized he would
need detached notes, he tried to delete the last
three notes and the offending beams. With the
text more clearly in mind, he changed note 3 to
g , and completely rewrote notes 4-6 as ] gg -
71-72 Duca VE5l: “Ned ei potea soccorrerti”
74 V1 I WGV: Although there is a long tradi-
tion for an fp’ on the second beat and an f§’ on
the third beat, neither A nor pRI nor any manu-
script source supports it. Indeed, pRI and PA

have an explicit § on the second beat. Musical
arguments can be adduced in favor of either read-
ing. WGV follows A in the belief that V was
unlikely to omit by inadvertence such an important
musical effect.
75-78 Duca Sketch: The text originally set by
V in these measures was:

“Ah tal pensiero lacera

Quest’alma sventurata.”
The revised text, as given in VE3, is:

“Ei che vorria coll’anima

Farti quaggiu beata;”
It has an accent on the first syllable of the second
verse, “Farti”, rather than on the second syl-
lable, “Quest’alma”. To accommodate the pre-
viously written musical line, V inserted an “ah”
in 76,
85-86 Duca A: The two large fermatas in A
are needed because of a page turn after 85. With
a change of system at the same point, WGV
preserves the two fermatas. V clearly intended a
single melodic unit, sung with freedom.
86-87 Duca A:. The concluding text was orig-
inally: “no, per te non invidio.” Probably to
avoid the placement of “-dio” on the conclud-
ing high note, V altered the words as in WGV.
97-98 Duca VES5!, Sketch: “Bella! e d’onde?”
“Bella” is found also in Il Duca di Vendome.

112-114 Tutti VE5!: “Rara beltade ci si scopri.”

134-136 Tutti VE3: “Ci venne fatto quinci
asportar.”
136-161 VE5!': The sequence of verses in VES!
does not correspond exactly to V’s setting. Note
too the different opening of the Duca’s first verse:

TuTTI Quand’ei s’accorse della vendetta

Restd scornato ad imprecar.
DUCA (Che sento!. & dessa la mia dilettal..
Ah tutto il cielo non mi rapi!)
Ma dove or trovasi la poveretta?.
" (al coro)

tutTI Fu da noi stessi addotta or qux
141  Bor, B. A: At the beginning of 141 there
are superfluous. ppp, which duplicate those of
140. WGV deletes them.
146-147 Bor A: V wrote “ad imprecare” in-
stead of “restd scornato” as in 142-143. Since
this is part of a repeated passage, there is no
reason to consider the anomaly more than a mo-
mentary lapse, WGV follows the earlier passage.
150 Voices WGV: The (p) is derived from
pvRI. A softer vocal dynamic level is also im-
plicit in the pp and pp of the orchestra.
155 Bor A: \I/J ! = | / WGV rewrites the
rests and adds a fermata as in the other parts.
156, 159 WGYV: The suggested dynamic level,
(p), is derived from the accompaniment in pvRI
at 156.
174 Duca A: In the libretto the “a” must -be
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elided with the preceding syllable, “-gio”. As if
to suggest this, V beamed together the last two
notes of 174. Nonetheless, the composer placed
the “a” below the final note. WGV follows his
notation. See also 189 and 190, where WGV
remains faithful to the notation of A.

185-187 Duca VE3l; “Conosca appien chi so-
no” / It is certainly possible that V’s repetition
of “alfin” is an unintentional lapse.

191-192 Duca A: The text from 191 (beat 3)
through 192 (beat 2) was originally J\,}\n 1J J’

an- - ¢o in tro-no
After making the correction, V forgot to beam
together the last three notes of 191; WGV uses a
single beam.

194 Duca A: The last triplet is beamed to-
gether. Since the two syllables of “degli” can-
not be elided, WGV splits this beaming into
JJ ), which seems more appropriate to the
word than the alternative J}) J7J

197 pvRI": J = 132 / This metronome
marking is found also in subsequent Ricordi
vocal scores. The manuscript copies and later
Ricordi printed orchestral scores have J =
144, adopted by WGV, as at the second “Pin
mosso” (236). There is no metronome marking
here in pvES"e,

197-209 Tutti VE31: “(Quale pensiero or I’agita;”
/ V actually wrote this text for Bor and Cep at
201 and 203, but altered it to “Oh qual” as
elsewhere in this passage. From 197 through 203,
text appears explicitly only in Bor, Cep, and T.
See also Note 204.

204 Bor, T. A: “Iagita, quale pensiero or” /
The declamation of “quale” is very poor. This
measure opens f. 157, where from 204 to 209 V
wrote text only in Bor and T. That he corrected
“quale” to “oh qual” four times on f. 157 (cf.
Note 197-209) strongly suggests that he intended
to correct the words throughout, and WGV alters
the score. Compare also 236-238.

206 WGYV: The () is taken from pRI, winds
and percussion, and from pvRIL. -

236 Duca A: Following the repetition of the
cabaletta theme, V forgot that the last word sung
by Duca was “amor”. Instead of “-mor” at 236,
he wrote “cor”, an error corrected in WGV.

239 Orch WGV: The () is derived from VE
(Cb), LO (VI II and Cb),.and MI! (VI I, VI II,
and Cb). See also Bor, Cep, and B. in A. There
are several models in pRI, including one for Trn
IIT at 247.

239 T. A: There is an accent (>) on the
second beat. Since there are no other examples
among the vocal parts in 239-240, WGV deletes it.
240-241 Cep A: From the second note of 240
through the downbeat of 241, A also shows the
lower octave. A similar reading in B. on notes
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2-4 of 240 was clearly altered by V, who erased
the lower part. WGV presumes that the composer
intended to do the same in Cep and deletes
the lower part. It is not possible for Cep to sing
these notes alone.

248-249 Bor, Mar A: Originally V wrote on
these staves the parts that should have been as-
signed to Mar and Cep. Realizing his mistake,
he erased them and rewrote them on the proper
staves. During this first stage, there appear to
have been accents (>, on notes 2-4 in Mar.
When he erased the part, however, V failed to
carry the accents over to the newly written part
on the correct staff. Since there are presently no
vocal models for the accents, WGV leaves them
out.

250-251 A: V signaled a repeat of 248-249
by writing | # | in all parts; he notated ex-
plicitly only Duca and Cb (Vc = Cb). This works
for everyone except T. II, whose resulting part
(c#’-fi-dff") would be extremely awkward. WGV
therefore substitutes a d’ for f§ on the downbeat

~of 250, as in V’s own resolution at 252,

N. 9. Scena ed Aria
[ Rigoletto]

Introductory Note
Paggio
Though Verdi wrote the part of the Paggio in
tenor clef, at the premiere it was taken by a
woman, S. Annetta Modes Lovati, who pre-
sumably sang the notes an octave higher.

Critical Notes
§-9, etc. Rig VE3': “La ra, la ra, la ra,” etc,
is absent from the libretto. Having Rig pretend
nonchalance by singing meaningless syllables
(“cantarellando”), an exceptionally powerful
dramatic stroke, may have been a late thought of
V, for in the sketch the part is assigned only to

" the orchestra. The punctuation is editorial. - The

use of an accent on the final syllable at 9 and 23
follows V’s notation at 23.

9 Rig A: It would appear that V wrote “la”,
then changed it to “ra”, but the reverse inter-
pretation cannot be excluded. WGV has been
influenced by the clear “rd” at the parallel 23.
9 Tutti VE3!: “Buon giorno, Rigoletto...” / The
“Oh” was already added by V for musical reasons
in the sketch.

11-13 Cep, Rig VE3!: “CE. Ch’hai di nuovo? /
Buffon?” / Given V’s setting, WGV replaces the
first question mark with a comma. Rig’s sarcastic
repetition is not indicated in the libretto, but it
is already present in the sketch.

1§ Rig A: On the second and third beats, V
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wrote only ¢ ) : WGV corrects the obvious
error, replacing § with v

16-17 Rig VE3': The stage direction reads
“(spiando inquieto dovunque)”.

17 Rig A: The final syllable in Rig’s tune is
missing. WGV adds “ra”, as in the parallel 7, but
see 21 and 34, also similar, where V wrote “la”.
17-18 Rig VE3l: “(Dove Pavran nascosta?.)”
32 WGYV: The p is extended here from 1.

34 Rig A: J 3, / Following the declamation,
WGV beams the first two notes separately, as
in all similar passages.

36 Rig VES5l: The stage direction is “(gettan-
dolo)”. :

42 Mar VE3: The libretto assigns “Dorme.”
to Cep.

46-48 Tutti VE3: “E non capisci / Che ve-
dere per ora non pud alcuno?...” / In the sketch
V used the word order of VES!, but altered it
in A.

55 Tutti VE51: An extra line of text for the
courtiers, “Tu deliri!”, follows Rig’s “al mio
tetto rapiste...”. Although V included this line in
his sketch, he omitted it in A.

§7-5§8 Rig VESL: “Ella & qui..” / V used this
variant in his sketch. In some respects it is
preferable to the version of A, “Ella ¢ 1a...”, which
Rig repeats at 68-69, since it allows for a psycho-
logical progression from realization that Gil is
“qui”, in the palace, to “la”, in the Duca’s
bedroom.

70-71 Rig VES: “la renderete.”
93.98 VE3!: The stage direction reads: “(si

getta ancor sulla porta che gli € nuovamente
contesa dai gentiluomini; lotta alquanto, poi

torna spossato sul davanti del teatro)”

98, 99 WGV: The (p) is derived from pvRI,
where it is found at 98.

101 Rig A: There are the equivalent of eleven
eighth notes in this measure. The prosody sug-
gests adding an eighth rest to complete a triplet
on the second beat.

106-113 Rig VE’l: “Dimmi or tu dove I’han-
no nascosta?.. / E 142.. E vero?.. tu tacil.. perché?”
112-113 A: The double bar occurs between
112 and 113, perhaps because 112 is the con-
cluding measure on f. 176. WGV follows the
earliest printed sources, pRI and pvRlI, in plac-
ing it after 113, where V inserts the new key
signature. The sketch has no double bar at- this
point, but the sketch has relatively few double
bars anywhere.

113-114, 117 WGV: The [pp] is suggested by
two pp in C. I, at 117 and 122. (See also the
pp in Rig at 112.) The pp at 117, however, has
been removed as not consonant with the hair-
pins. A sudden pp in C. I, furthermore, would

clash with the dim. in Rig (cf. also 114-115).

113-115 Rig VE?!: “Miei signori... Ah perdono,
pietate...” :

114 Rig, C. I. A: The readings of modern edi-
tions, which ascend to ep’ in Rig (and g"
sounding ¢”, in C.I.) on the last note of 114, are
contradicted by A, the sketch, and pvRI, which
reserve this intensification of the melodic line for
116. At 116, the last note in C.I. was originally
also written f“ (sounding bp’), but V altered it to
g" (sounding c¢”) and annotated the part “sol”.

117 Rig A: There appears to have been an
ornamental dp’ (¥ before the second beat, which-
V smeared away. This ornament is present in the
sketch.

117-122 Rig VE?': “Ridonarla a voi nulla ora
costa, / Tutto il mondo & tal figlia per me.”

120 Rig Sketch: In the sketch V wrote this ar-
ticulation for the last five notes: 2, , . P

121 Rig A:- The first beat is written J: ;
WGV omits the dot, preferring to continue the
basically duple notation.

124 Rig A: On the third beat V wrote J 3,
a notational error found also in the sketch. WGV
separates the beams.

127 Rig A: The fourth beat is written J. ; see
Note 121.

N. 10. Scena e Duetto
[ Gilda e Rigoletto]

20 Rig A: The first note is imprecisely written
and could be construed as an ep’. WGV follows
all sources in reading dp’.

25-27 Gil VES: “Il ratto... Ponta, o padrel.”
65-168 Sketch: This entire section was sketched
a half-step higher, in F minor and D major.

83-85 Gil VE®: “giovane / S’offerse al guardo
mio...”

96-97 Gil VES’': “Sono studente, povero,”

97 GilA: . JN / WGV follows pvRI in in-
terpreting this mistake as ) ﬁ ; it would
also be possible to emend the passage by omit-
ting a dot. It is more likely, however, that V
made an error of omission than one of commis-
sion.

101 Gil A: The final three notes are beamed
together, which could imply that “palpito amor”
should be elided. V wrote the “a-” of “amor”
far to the right of “~to”, however, even to the right
of the last note of 101. Furthermore, in the
poetry “Amor mi protestd” is a new verse and
hence should not elide with the previous verse.
WGYV consequently adjusts the beaming and places
the “a-” under a separately beamed sixteenth note.
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-mor mi

Realizing he would need the word “mi” later in
the measure, he smeared it away and placed “mi”
again under the following triplet. Since only a
single syllable now remains to be sung on the
first beat, WGV emends the beaming.
110-111 Gil VE3!: “Quando improvvisi appar-
vero” .
111 Gil A: There may be a second dot after the
first note (J) J)) . The sketch unquestionably
has this reading, though the sketch also shows

N JV at the start of 106, where A has Jy \
13 GilA: | N+ ]| / WGV substitutes ¥
118 Gil WGV: The orchestral fermatas sug-
gest that V forgot to provide a fermata for Gil.
WGV adds it by analogy with 88 and 102. The
fermata is also present in pvRI and pvES.

119 Rig WGV: Fermatas in the orchestra and
Gil suggest that V forgot to provide one for Rig.
WGY accepts the reading of pvRI and pvES.

119 Rig VE31: The libretto suppliés two addi-
tional verses not set by V:

102 Gil A: Originally V wrote

“Non dir... non pid mio, angelo.
(T’intendo, avverso ciel!”

(The comma in the first verse should precede
“mio”.) In their place, V inserted the exclama-
tion “Ah”; WGV adds the punctuation.

120 WGV: “(Piti mosso)” is derived from
pRI, LO, MIi, and PA.

120 A: [pp] is suggested by V’s explicit dy-
namics at 127.

129 Rig, Cl A: The final notes are written as
JV; WGV alters them to § , as in Rig at
131, etc.

136 Rig A: As at 119, V’s “Ah” is not in
VE3L, and the punctgglion is editorial. More im-
portant, V writes I ) r | » without a dot after

the quarter note. Although the sketch has

Dy | » both the placement of the fermata
in A and the fact that it seems more likely V
omitted a dot than a rest favor the solution of
WGYV.

137 A: Pia lento, which appears only over
Gil’s staff, was clearly a late addition and may
not be in V’s hand. It it preesnt in all sources
except VE, however, and is therefore accepted by
WGY. ‘

137-142 Rig VE’1: “Piangi, fanciulla, e scor-
rere”

139 Rig A: There is a staccato on the second
note, which WGV deletes as inconsistent with
the tie. Cl, which is doubling the voice, has
staccati only on notes 3 through 7 (139, 143,
148, and 152).

XLII

139 Rig A: The pp falls variously between
the second note of the triplet on the third beat
and the first note of the triplet on the fourth beat
in the appearances of this figure at 139, 143,
148, and 152. WGV normalizes them all to fall
directly after the tie and its accompanying dim.

145-165 Gil A: V used both variants of the
spelling: “angiol(0)” and “angel(0)”. VES3! ijs
also inconsistent: while it has “angelo” here, it
reads “angiol” later in act III. WGV selects
“angiol(0)” in this passage, since V both began
and ended the section with it (see 145-149 and
164 in A).

151-152 Rig A: The hairpins are very care-
lessly placed: the cresc. covers only the last note
of 151 and first note of 152, while the dim. lasts
from notes 3 through 6 of 152. WGV follows"
the more logical models of 139, 142-143, and
147-148.

156, 160 Gil A: Notes 4 through 6 are written
with a single beam. The requirements of the
declamation and the actual text underlay in A
both suggest Jh ﬁv , adopted by WGV.

157 Rig pvRI: The dp of A is replaced by an
f. The parallel with 161 does suggest this to be
a possible emendation, but V’s notation is clear
and WGYV preserves it. The sketch is not helpful
here: Rig’s melodic line is diverse and in any
event 153-156 are enclosed in repeat signs.

163 Gil, Rig A: The rhythm in the second half

of 163 is Jh ‘7ﬁﬁﬁ| . By presuming a third
triplet of sixteenth notes, it is possible to preserve
V’s notation. An alternative solution would halve
the value of the rest and following note, but the
almost total absence of sixty-fourth notes in this
passage (the sole exception is Gil at 118) makes
us wary of that solution.

164 Gil A: The final rest reads ¥ ; the extra-
neous dot has been deleted in WGV.

164 Rig A: The third note reads .h ; its value
has been corrected to ) , as in Gil.

167-169 Rig VE5!': “Compiuto pur quanto a
fare mi resta.”

168 Rig A: |/ e, / Given the rhythms
at 167 and 169, WGV deletes the augmenting
dot.

172 Rig WGVY: (m») is derived from pvRIL
The orchestral fermatas suggest that V intended
Rig to sing his part with a certain rhythmic free-
dom.

173 A: Moderato, which appears under the
Cb staff, is a later addition to A and may not be
in V’s hand. It is, however, present in all sources.

174-179 Usc VES!': “Schiudete... ire al carcere
Castiglion dee.” This uncorrected reference to an
earlier version of the libretto is found also in A
at ff. 196 and 196", where V identified the charac-



ter as “Castiglion(e)” three times. A different hand
later corrected the name to “Monteron(e)”.

186-188 Mon VES1: “colpiva il tuo petto.”
192-193 Rig VE3!: “No, vecchio, t’inganni.”

from pvRIL

204, 205 Rig A: V wrote “3” to indicate trip-
let eighths on the last quarter note of each bar.
(The same occurs in Gil at 248.) Since a triplet
subdivision of the beat is understood throughout
the cabaletta, WGV deletes these reminders.
219-222 Rig VESL: “Il buffone colpirti sapra.”
223-226 Gil VES3!: The stage direction, “(da
s&)”, appears incorrectly at the end of Gil’s
verse: “O mio padre qual gioia feroce”. It should
instead accompany the last two verses of her
strophe (243-250). Indeed, V explicitly wroté
“fra s&” at 243.

229 Gil A: There is a dim. hairpin over the

first note. The measure, however, originally read
T

£ re,

The height of the hairpin

suggests it was intended for this first version and
V neglected to remove it even though it is no
longer appropriate for the revised version. WGV
deletes it.

251 WGV: The (f) is derived from pvRI and
pvES. *

262 Gil A: Notes 2-4 are beamed together;
WGYV alters the beaming to reflect the declamation
suggested by V’s text underlay.

N. 1 1. Scena e Canzone
[Duca]

1-17 A: V wrote the description of the scene
across these measures in a single line, just
above the vocal staves. Since no precise coordi-
nation with the music is implied, WGV has placed
the description at the start of the number, as in
VES51. In the latter, part of the text differs slightly:
“Sparafucile nell’interno della osteria, seduto pres-
so una tavola”.

10 WGV: The term “(Recitativo)” here and
the “(a tempo)” at 25 are taken from pRIL

16 Rig VESl: “Ma avrai vendetta” / V ap-
pears to have added the “ne” as part of a revision
of the vocal line in A.

32-33 Duca VES!: “Una stanza e del vino...” /
In A, “tua sorella” is canceled and “una stanza”
written above in another hand. WGV follows V’s
original reading, present also in the sketch and in
Hugo’s play. In this regard, see V’s letter to
Marzari of 14 December 1850: “Come mai il Du-
ca nell’ultimo atto va in una taverna remota solo,
senza un invito, senza un appuntamento amoro-

so?..”. The change was undoubtedly made to mol-
lify the censors.

36 VES5!: “entra nella vicina stanza”

51 Duca A: The autograph originally read
7 ; above this V wrote “legate” and
———— . WGV retains the slur as con-
sonant with the “legate” and with slurs in the
parallel 53 and 94. (These also justify the added
slur in 96.)

52, 54 Duca WGV: The vocal slurs are de-
rived from V’s models at 60 and 95; similar slurs
have been extended to 62, 97,103, and 105. The
difference in length between the vocal model
and the instrumental model has been allowed to
stand.

67, 69 Duca WGV: The —===== and
pp are derived from 110 and 112, respectively.
69 Duca WGV: The slur is derived from 73.
The word “leggero” was originally written very
close to the staff. V scratched it out and rewrote
it somewhat higher, leaving a residue of poten-
tially confusing dots above the triplet.

80 Duca A: U v7] / WGV’s correction fol-
lows 123 and the other settings of “pensier” at
74 and 117.

98 Duca A: There is an extraneous > be-
tween the final note and the barline, perhaps an
uncorrected slip of the pen for the accent in 99;
WGYV deletes.

103, 105 Duca A: The value of the ornament
is uncertain. At 103, at least, V seems to have
written » ; WGV prefers } , the unequivocal
reading of 95 and 97.

111 Duca A: V appears first to have written an
f alone just before the downbeat, as at 68. He
then substituted a cresc. at 110 with a conclud-
ing f, the latter falling just after the downbeat.
WGV employs the cresc. and the more logical f
of 68 and the first version of 111.

124-131 A: V provided no dynamic level for
this concluding statement of the ritornello, al-
though he wrote the music out in full. Only
when the instrumentation is reduced at 132 did
he specify p and dim. Extending the dynamics
from the opening ritornello, with its pp accom-
paniment and f-p contrast in the melody, seems
neither musically nor dramatically appropriate.
WGV has preferred to adopt and extend the
dynamic level found here in pRI: (#) at 124 with
no reduction in dynamics until 132.

124-141 WGYV: The first and concluding parts
of the stage direction are taken from A with
additions from VES3l. For reasons of space, V
abbreviated the second part in “Scende Mada-
lena [sic] sulla et...”. WGY follows VE3!. Describ-
ing Spa’s gesture, V wrote “colla pomo della sua
spada”; VE5! has “col pome”. WGV uses the
grammatically correct “col pomo”.
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140 WGV: (ppp) is derived from pRI

145-146 Spa A:  |AMN 1) M / WGV,
assuming two successive uncorrected errors, adds
Y to 145 and deletes the prolonging dot at 146.
147 Spa A: V’s punctuation is “!”, which seems
most unlikely; WGV accepts the “?” of VES!,

N. 12. Quartetto

1 VESL: The stage direction reads “nel piano
terreno” instead of V’s “nella stanza terrena”.

3 A, WGV: V’s pp is musically attractive, and
it would be perfectly appropriate for performers to
adopt it on the downbeat each time this pattern
recurs. Since V wrote it only this once, however,
WGYV does not explicitly extend it to the many
similar measures.

18-25 A: V’s successive cresc. have been re-
tained. Their meaning is ambiguous, since 21
begins a new recto: a single uniform cresc. might
be wanted, but a sudden reduction of dynamics
before the cresc. continues is attractive. WGV
also deletes the superfluous word “cres.” from
under the Cb staff at 21 and over the VI I staff
at 22. Finally, the £ in VI I is carelessly placed
at 24 in A; WGV postpones it until the end of
the cresc. at 25.

20 Gil VE31: “Ah padre mio!..” is absent from
the libretto.

42-48 Rig VE’l: “Ebben?.. ti basta ancor?.”

53-54 Duca A: The words “un detto” are not
repeated; the resulting prosody is given as a foot-
note in the score. Although V wrote the passage
identically in the sketch and at 61-62 and 78-79,
the awkwardness of the declamation and the
absence of an appropriate syllable at the start of
54 have induced WGV to follow the reading
adopted in most contemporary sources, including
LO, MI4, PA, and pvRL

74 WGV: The “(a tempo)” is derived from
pRL '

75-81 Rig VE5!: “Ch’ei mentiva or sei secura...”
/ V wrote “Che ei” clearly at 75. At 77 he
originally wrote “sei”, then altered it so as to
repeat the earlier words. Because of the correction
it is uncertain whether he wanted “Ch’ei” or “Che
ei”. WGV has been guided by 75.

81 WGV: The dynamic level of the accom-
paniment, pp, is derived from V’s explicit sign
in Cb (Vc = Cb) at 89.

81-82 Madd A: Confused by a page turn after
81, V drew an extraneous tie from the third beat
of that measure; WGV deletes it, following the
models of 82-83, 83-84, and 84-85.

82 Gil A: pp / Because of the dynamic context

and the explicit p for Gil at the parallel 84,

WGY adopts p also at 82.
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83-85 Gil A: V wrote “scoppiar”, then omitted
the text completely until the second beat of 85. In
VE31, Gil is assigned a six-verse strophe, just as
the Duca, Madd, and Rig, but V omitted the
final two verses:

“Perché, o credulo mio core,
Un tal uom dovevi amar!”

It is possible that he found these verses un-
acceptable and intended to ask Piave for replace-
ments, but there is no evidence that replace-
ments were forthcoming. Rather than use Piave’s
verses, WGY follows the model of pvRlI, repeat-
ing the text of 81-83 and emending “scoppiar”
to “scoppiare” at 83.

85 Gil A: There is an accent (> on the
second note, c”, but it makes no sense in iso-
lation. No other models exist in 85-86 or 93-94.
Rather than continue the models exemplified at
81-82 throughout this concluding phrase, with the
consequent risk of monotony, WGV omits this
single example.

87 Madd A: This measure concludes f. 226.
In Madd and Duca, slurs lead over the barline
into the margin. Since the slur of Madd makes no
sense in the context of 88, it has been deleted.

88 Gil, Ob, Cl A: The signs on the second beat
are ambiguous: too large for accents, too small
for proper decresc. WGV interprets them as de-
cresc., while recognizing that both accents and
decresc. are inherent in the musical phrase.

108 Rig A: On the second beat, V began to

write '7'hﬁ'hﬁ

u-na ve-
declamation that would result, he erased the syl-
lable “ve-” and rewrote it beneath the eighth note
on the third beat, but he neglected to make the
necessary correction of the rhythm on the second
beat. WGY follows pvRI in substituting v for J
and omitting one of the sixteenth notes.

: recognizing the infelicitous

N. 13. Scena, Terzetto e
Tempesta

1 VES1: The stage direction, which occurs at
the conclusion of scene III, begins: “durante
questa scena e la seguente il Duca”, etc. WGV
follows A in placing this direction at the start of
N. 13 and in eliminating the opening words of
VE31,

1, 118 Sketch: The meter signature on the single
notated staff of V’s sketch at 1 reads ¢ ; at
118, two staves read € and two ¢ . Although
the metronome markings implies “alla breve”, A
unequivocally employs € on all staves for both
1 and 118.

20 Spa A, Sketch: “basto solo.” / WGV fol-
lows the grammatically more correct version of



VES51, also present in pvRI, “basto io solo”.
23 Rig VE5L: “Vuoi saper anco il mio?”

39-41 Coro WGV: The slurs are inconsistent
here, too, but the evidence predominantly favors
a continuous slur for the entire phrase. Even
when A shows two separate slurs (see 72-74),
they tend to overlap, with the first reaching the
downbeat of the second measure and the second
beginning at that same note.

43  Duca VE5!: “Tanto meglio. / Io qui mi trat-
terd... tu dormirai”

46 Spa A: V’s “Oh” is absent in VE51,

54 Duca A: The last note is erroneously writ-
ten as J))

57 VE3l: The stage direction reads: “all’orec-
chio di Mad.”

62-67 Madd A: Both vocal phrases originally
began one bar earlier, and each was supplied
with a slur. When V shifted the phrase ahead by
one measure, he inadvertently omitted the slur at
66-67. ‘

72-74 Madd VES1: “qual mai notte & questal!”

74 VES5L: The stage direction begins “giunto al
granaio”.

78-82 VES!l: The stage direction begins: “de-
pone il cappello, la spada e si stende sul letto,
dove in breve addormentasi”. It is noteworthy
that VES3! does not specify the reprise of “La
donna & mobile”. WGV follows A.

86-890 Duca A: Because of a change of folio
after 88, V failed to complete his stage direction
“ripetendo la canzone si”; WGV suggests “fad-
dormenta}.”

128 WGV: The (pp) is derived from PA.

131 Madd VES!: Between the two portions of
the stage direction, Madd says “Peccato!.. & pur
bello!”, a sentence not in A.

143 VES': The stage direction ends: “Spessi
lampi e tuoni”. Since A specifies where light-
ning and thunder occur, the phrase has been

deleted.
I Jdl) Jdle |

144-146 Coro A:

The continuous cresc. is anomalous and is surely
an uncorrected remnant of an earlier version, in
which the choral parts continued to ascend from
144 through 146. WGV believes that V intended
to employ the earlier dynamic pattern,

— T —

168-169 Coro A: Both autograph models show
the cresc.-decresc. coming to a peak on the third
beat of 169. WGV adjusts this reading on the
assumption that V intended the peak to come on
the downbeat of 169, as in other appearances of
the figure. (But see also Note 144-146.)

222 Spa WGYV: The accent is derived from
Madd at 226. Note that in the sketch there is an
accent in Spa but none in Madd. The evidence
suggests that V intended accents for both parts.
222,226 WGYV: ff is derived from Cb in 288.
258 Spa VE31: “Ancor ¢’¢é mezz'ora.”
266-267 Gil VE31: “al mio amore”
270 Gil A: The first note in 270 could possibly
be read as b’. Because it omits the vocal part in
this measure, the sketch offers no assistance.
WGYV follows the traditional reading of a'.
271 Gil A: V notated Gil’'s knocking with
quarter notes above the staff; WGV substitutes
diamond-shape symbols to avoid any suggestion
of pitch.
271 Gil VE3!: “picchia alla porta”
274 Gil VE31: The stage direction reads “torna
a bussare”.
277-278 VES1: Spa’s “Chi &?” is assigned to
Madd, as it is also in Il Duca di Vendome.
291 Madd VES31: “con altra salvar.”
298-300 Gil VE5L: “Oh cielo pegli empi ti chie-
do perdono...”
308 Madd A: The second note was originally bp’
(J.) . In altering it to d” ()) , V neglected to
remove the dot.
314 Spa A: The second and third notes are on
a single beam; WGV substitutes ;\ J\ , follow-
ing the declamation. The same substitution is
made in Madd at 318, fourth beat.
320 Gil, Madd A: The text has been corrected,
but V did not adequately remove the earlier
version. WGV follows the unequivocal declama-
tion at the equivalent 325.
333342 VESl: This extraordinary concluding
dialogue is not present in Piave’s libretto, but it
is already to be found in V’s sketch.
355 VII(Fl, VIII = V11, Ott = Fl) WGV:
The j for the f is derived from pvRIL It is also
suggested by the sketch, which is clearly con-
ceived with a D minor key signature. In fact,
when V required a C# in the sketch, as in the bar
corresponding to 358, he notated it explicitly
twice. Given the harmony at 355, WGV believes
that 'V became momentarily confused about the
signature in A.
376 T. A: The slur from 374 ends on the first
beat of 376 and a new slur begins at the same
point. WGV prefers a continuous slur as at 384.
388 A: Another hand has written “la pioggia &
cessata” over V’s “la pioggia cessa”; WGV fol-
lows V’s original wording.
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N. 14. Scena e Duetto Finale
[ Gilda e Rigoletto]

30 Camp A: V clearly wrote six strokes with
four small dots, the latter to be interpreted as
representing the reverberations of the bells. The
sketch is unequivocal here; indeed, it lays out
the six strokes in six identical measures:
|J =] . And, of course, at 11:30 (see N.
13, 250), V supplied five strokes for the hour
and two additional strokes on a separate bell for
“mezz’ora”. There can be no doubt that, in
parts of Italy, at least, it was common practice in
the nineteenth century to begin counting the
hours from the Angelus, at dusk. Hence, six
strokes corresponded to midnight. V’s intention
in Rigoletto seems certain, and it is supported by
VE. Nonetheless, many contemporary sources,
including LO, MIL, PA, pvRI, and pvES, show
twelve strokes.
37-38 Spa VE’: V’s “Un lume! no! il de-
naro!” is absent in VE3L clearly an oversight,
since these words are found in Il Duca di Ven-
dome. The punctuation of this phrase and the
preceding one is uncertain. The librettos show
Rig’s “un lume” with an exclamation point, while

Il Duca di Vendome has Spa’s reply as: “Un

lume?”. WGV follows V’s markings, which have
their own logic and seem to correspond better
to the shape of the melodic line.

§2 Rig A, Sketch: On the third beat V wrote
only _h ; WGY corrects the rhythmic deficiency
by adding an eighth rest, as in pvRL

55 Rig A: There is a question mark after “Ec-
co i suoi sproni”. The sense of the phrase is bet-

ter served by the punctuation of VES1, “1 »
adopted by WGV,

58-61 Rig A: V concluded the phrase with a
question mark, which seems dramatically inap-
propriate. WGV adopts the punctuation of VES51,
63-65 Rig VE’: “E desso! E desso!l.” / Vs
“oh gioial” is already present in the sketch, but
there “oh gioia!” preceded “E desso!”

74-18 Rig VE3!: “All'onda! al’onda!” / Already
present in the sketch, this phrase does not appear
in VE51, Although the surrounding text is quite
different, at this point in Il Duca di Vendome ap-
pears the phrase “Alla Senna! alla Senna!”
79-102, 105-114 Duca VES!': The libretto does
not explicitly repeat the text of “La donna &
mobile”.

92 Duca A: The ornament is written J ; WGV
substitutes ¥ , which V adopted everywhere else.
97-102 Rig VE’: “No!. Nol. egli ¢ desso!..
€ desso!..” / V omitted the repetition of “& desso!”
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115-116 Rig VE3!, pvRI: “Chi ¢ mai,”

115-176 pvRI, pvES: The earliest vocal scores
have a key signature of one sharp for this passage.
121 VE53!: “lampeggia” / The stage direction
has been omitted, since V specified precisely where
the “lampo” is to be seen.

132-133 Rig VE3': “Fu vision!” / Piave’s use
of the diaeresis is necessitated by the poetic scan-
sion. V pays it no heed.

133 WGV: “(Allegro come prima)” is derived
from pvRI.

134 A: “Lampo” and its symbol are not in
V’s hand, but they seem appropriate and have
been retained in WGV,

143 WGV: <“(p” is derived from pvRI and
pvES.

170 Rig VE’': The libretto does not have V’s
“dimmi?..”

177 A:The “Largo” is not autograph. VE,
probably the earliest copy, has no tempo mark-
ing at all. “Largo”, which WGV accepts, ap-
pears in LO, MI', PA, and pRI; “Andante” is
used in pvRI and pvES.

177 WGV: “(p)” is derived from VE,

180 Gil A: The hp preceding the fourth note is
a late, nonautograph addition in pencil to A. It
is clearly correct and is taken over into WGYV.

181-185 Rig WGV : The parentheses around Rig’s
text, meaning “aside”, are found in VE5! but are
absent in A.

193-199 Gil VE5!;

“LassiL... in cielo... vicing alla madre...

In eterno per voi... pregherd.” /

WGYV follows V’s equally correct “vicino”. Since
A has no punctuation at all, the punctuation of
VE5! has been adapted to fit the sense of V’s
musical setting.

197-201 Rig VES51:

“Non morir... mio tesoro... pietate...

Mia colomba... lasciarmi non dei...” /

Here too A has no punctuation; the punctuation
of VE5! has been adapted to fit the sense of V’s
musical setting. At 201, V left out the final
word, although the note is clearly drawn; WGV
supplies the expected “dei”.

208 Rig VE’': “o ch’io teco morrd!..”

210 Rig pvRI: The first three beats are printed
as [—{r"8=—37] . this reading implies that
1ADDM 1 DA & Tmp

V omitted an eighth rest on the second beat. WGV
prefers to follow A, giving greater emphasis
thereby to the word “Gilda” and imitating the
rhythm in Gil’s part on the first and third beats
of the measure.
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ATTO PRIMO FIRST ACT

(Sala magnifica nel palazzo ducale con porte nel fon- (Magnificent room in the ducal palace with doors in
do che mettono ad altre sale, pure splendidamente il- the rear which lead to other rooms, these also splen-
luminate; folla di Cavalieri e Dame in gran costume didly illuminated; crowd of Gentlemen and Ladies in

sumptuous attire at the rear of the rooms; pages who
come and go. The festivities are at their height. Off-
stage music in the distance and bursts of laughter
from time to time)

nel fondo delle sale; paggi che vanno e vengono. La
festa ¢ nel suo pieno. Musica interna da lontano e
scroscii di risa di tratto in tratto)
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Cavalieri e Dame che passeggiano nelle sale del fondo
18 Gentlemen and Ladies, who promenade in the rooms at the rear Eh .
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(SCENA I:) Da una delle sale vengono parlando fra loro il Duca ¢ Borsa *
(SCENE I:) From one of the rooms, the Duke and Borsa enter, in conversation *
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* VES1; « 1l Duca e Borsa che vengono da una porta del fondo. »
“The Duke and Borsa who enter from a door at the rear.”
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un gruppo di Dame * attraversa la sala

83 a group of Ladies * crosses the room
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* VE51: « (Un gruppo di Dame e Cavalieri attraversan la sala) »
“(A group of Ladies and Gentlemen crosses the room)”
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(SCENA II: Detti, il conte di Ceprano che segue da (SCENE II: The preceding, the Count of Ceprano fol-

lungi la sua sposa servita da altro Cavaliere. Dame e lowing at a distance his wife, who is attended by an -

Signori entrano da varie parti) other Gentleman. Ladies and Men enter from various
directions).

Tempo di Minuetto (. J =88)

entrano Dame e Cavalieri. Intanto nelle sale in fondo si ballera il Minuetto.
Ladies and Gentlemen enter. Meanwhile in the rooms at the rear, the Minuet is danced.
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Duc il Duca va ad incontrare la Contessa di Ceprano e le dice con molta galanteria
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(con enfasi, baciandole la mano)
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Al . e \ .
Duca i — —
Duke " a1 —F
Y - qui - de, di-strug - geil mio co - re. Per voi gia pos -
vic - tim, with love I am dy - ing AL yes, I con -
/—\
1'- £ ﬁ . £ * - _‘l .
%ﬂ = .I = H': i ﬁr 7 =
e ) | Jd] B! J T
7 s O
Ll 4 1 | l\\ 7 = —
! \__—/
229
|
C.ssa )y =
Cntss- Lam . v, Y <
v - ma - te -vi
calm, mylord... _
/—\ LT At S /—\ ‘
Duca | - I' =
Duke @522 —— 7 i —— ———
¥ - sen - te la fiam - ma d’a - mo - re i-ne - bria,con -
fess it, for you I _am sigh - ing, be-hold  me, your
S o
G _F—F =
L i —— S I T L —
L Vi —_ Vi Z [ .
4 )Y 1 v_4 )Y I
3 o Py T
(le da il braccio ed esce con lei)
231 (he gtvc_e{ her his arm and goes out with her)
Duca A = H — — ? 1
Duke ] i P — o £ e
4 i
¥ - qui - di-strug- geil mio co - re. al Conte di Ceprano
vic - tzm, withlove I am dy - ing.  totheCount of Ceprano
. — 33—
.Rl'goletto - -»- -
i 5 :‘:"bi" —= : T —— ¥ ¥ e
In te - sta chea -
/__———\ —— And could there be
A 1 N et £ 'ft . £ »
= ! —r— ; i &
ecslorsincnll. VI
Y ]
> I ] I | N le: €
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(SCENA III: Detti e Rigoletto che s’incontra nel si-
gnor di Ceprano; poi Cortigiani)

I Tempo (a|:112)

19

(SCENE III: The preceding and Rigoletto, who comes
up to the Count of Ceprano; then, Courtiers)

(Ceprano fa un gesto d’impazienza e segue il Duca)
(Ceprano makes a gesture of impatience and follows the Duke)
(ai Cortigiani)

233 - - - o =S & = (to the Courtiers) 151
ﬁh—_&;@' 1 Y—— —V T ——  —T
L4 1 ‘1 & 1

- ve - te, si-gnor di Ce - pra - no? Ei
horns on your head,Count Ce - pra - no? He’s
brillante
I Tempo (d=112) 42F - :a_iE - :a_ﬁ Lo T o qig:
A1 ¢ ~Z 1 1 ~Z 1T [ = i T [ s 'F
- - a— f
D) Band
:3‘%§rni)(f)
-stage .
bafr{j}ag E L‘E E g
= [
vV 1 'IJ Y 'IJ | 74 'IJ L4 ’I/ | 4 'IJ | 4
237 #
oyt t T ¥ -;I_ 1 - — 3 O y ) b
b IVV L) P I'/ M 1 ‘!_ I v P
sbuf - fa! ve - de - te? Oh si...
fu - rious! He minds it! Oh yes...
Borsa
Al o
14 D Iy - N | F~) | {
D L 1V - - y ‘71_’ Y 1 y ) & 1 i 13
5) 174 2 |yl‘ !’ ’ é L4 |'I‘ 1 d' e’
Che fe - sta! . Du - ca qui
De - light- ful! The Duke takes his
% Tenori.
A L4
—2b - 1 1) I K
éi‘u - +—% r— $ ——1 P Po—)
< ) 1 b A 1T ht o
Y . ' '
Che fe - sta! N Du - ca qui
De - light- ful! The Duke takes his
Bassi ;ﬁ;
16 y—b+ — - y 3 w7 .F o m— L1 5 1 #T——F
L/ b =’V ‘A 7 L4 LI 1 é 7 | 4 ! 'l/
B Che fe - sta! Il Du - ca qui
De - light - ful ! The Duke takes his
hd® —~ +2F = :@E pdifes e £ o, le
s b e Tre. FRSFE SE FOEEEE SO Sk .
= == —

~

Y
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- » » 0
Rie. PY=IE - v —1 Y—r— Y——— y S—
18. |; |l;v ‘; 7 7 & 7 |'_/ 1 1'/ 'U
Co-si non & sem-pre? che nuo - ve sco -
1’s al - ways the same,sir, and part of the
Bor b P = - -
.
[ : - ’
Y pur si di- ver - te!
fun where  he finds it!
©» { £ .!’) t Y 1 —
T =
g Y pur si di- ver - te!
© fun where  he finds it!
o
© .
&l I £ »
8 é;;g%}f L I y ] :1!::i-_ - -
T pur si di - ver - te!
. fun where  he finds it!
= b
b+ h-g * .lp_-r-ﬁ._'—’?j PN — } N —{r—y— T
b IVV ! | 1 y ) IR —1 ‘: ]\]_?7 : I
J — LA
h (p)
ii; . 1E iE .
L Y O
174 - |4 1 ] 7 ﬁ - V‘ 7 U L :
% % I ¥ T
2
+ - - - = - - \
R : L 1 1/ 1/ 1 1z 1L/ 1 1/ 1/ | 1/ 1/
ng. e ‘!) .I' Y 1 | 4 | 4 | |4 | 4 1 1’4 1’4
- per - te! Il givo - coedil vi - no, le fe - ste, la
game, sir! For gam - bling and drink - ing,and fea - sting,and
TP - L7 P < y ) q.:é;i;;__ i — 1 1
—~ P I S W o & E—— —= = i ~  —
D) gt T > g“ﬁ ~ -
. N »-
5 - & : 0 [ I ‘i L]
| ) — € i i L 0 7 V 7 V 7
4 D s ! % 4 | - i
248 B
N R B 1 7 U‘hrpi H -1'- IV 17 h hl’H ]" tt -I'. II‘ -lﬂ-
R]g' -q: LDLb 1 | 4 | 4 ! y l'/ 1 | 4 | AN |'./ 'IJ 1 "1 | 4 ] | 4 | 4
dan - za, bat-ta - glia,con - vi - ti,bentut - to gli sta!. Or del - la Con-
dan - cingand bat - tles,and ban - quetstheyall have a place!. Thesiege of the
bt 1 - -
v 1 A L] L 1 | § 7] "] i (7] & y ] -
e IR L 1 |RY L A 1 | I I L 1 PN
5’ L dl |AY Ii] N 1 -
.) N — 1 4 . » _‘J q hi_) _‘_
_ : e D N
E=1 EEE e
| % a <« I
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ridendo
251 laughing (esce)
exits,
cam| -IP- 1 .IP- | —i .I’. 7 -1'- 17 ﬁ' '." -, .IP- 7 A— L & ( i
Rig &)1 Y—v— | A | Y v 1 Y —v T Y—v—t Yy—Y 6
B e e BN —

- tes - sa ’asse-dioeglia-van- zaeintan-toilma - ri - to fremen-do ne
Countess is swift-ly ad - van-cingthehusband is ma-king a fu - ri- ous

Perigordino —
. (=138 r
%i‘"b"‘ = = ==
(Archi sul palco)
(String orchestra
on-stage) >
o | o | | N Y
o . 1) La - - L_§
1V
vV 1y 1
intanto nelle sale si ballera il Perigordino
meanwhile in the rooms behind the Perigordino is danced Fine*[ 1 1 IT
255 Da capo S > =
. . 1 . . 1 o- o
A . of = % E : » £ £ E — —— ;v
7 5 — 1 LL i 1 / 1 ]/
1 10 hid | 1 A | LA | [ Li N &
O T ['/ ! | = = | } 0 1
\ > > |
O n n {
0 : | 7 L O
T ] ) éiﬁ
L~ = L~
259 . £ . 2 . r3 r ) . -
, ‘ h aralls i el T de T . ke : « . i
— = —H ref ' ; s —— z
.II T 1 1 ___hd ¥ 7 L t/
~ 7 =
_ .’ﬂ- o
= — (7] ) ] & " L O _#_i (7] 7] 1 o | ]
M L 1 ri b L 1l 7 v 1 T
] I I T
) . 1 -2
2 5 £, £ 3 e £ » .
4 y = i . y, - —2 %
1 1 | A | ] 1 [7] o) &
hl 1 B | 1 [} D) i y

T4

et

g
MNe

1 — — o [Y]

# [ 1 o | & O 1 Vi
T 1 l ° L L i
Da capo a piacere sino al Fine

% Per finire la danza, si suona 255-257 e la prima conclusione (258a); si ripetono poi le battute 255-257 per passare quindi di-
rettamente all’accordo in battere della 267. La notazione di Verdi assicura la continuitad ritmica fra il Perigordino e la mu-
sica successiva per la Banda.

To end the dance, play 255-257 and the first ending; then repeat 255-257 and go directly to the chord on the downbeat of
267. Verdi’s notation ensures rhythmic continuity between the Perigordino and the successive music for the Banda.
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(SCENA 1V: Detti e Marullo premuroso)
(SCENE IV: The preceding and Marullo excitedly)

entra Marullo premuroso
I Tempo (J =112) Marullo enters excitedly
267 # > > s> > ; > >
[ i > . > > l — i !\ > L o . o
] e éﬁ:ﬂf&:ﬁﬁ:ﬁ:
T > T ’:H:F T S 1 I
ff(Banda) > > > S > >3 > >
i | > > > > s 1 =1 LN > > >
‘ r— 1 s — ot > 1 _'_q;
> < 4 —;# —;l > < & > e S
273 Borsa
A | I
Id D8
b5 = - e ir et 3
v
y Che av-ven - ne? par -
Marullo . - £ - What’s hap-pened? do
|74 1 "4 1 |
+—7 : +—— ———- =
Lam'4 A3 < -
Gran nuo - va! gran nuo-va!
Tenori Come hear me! come hear me!
s o - —F —F——FI I £ y g
% Che avven - ne? p'ar -
Bassi What’s hap-pened? do
—h+ - - ¥ 7 == == 3
Z Ev‘plﬁb - ‘A .["49 1 T “‘ ‘]‘-
Che av-ven - ne? par -
What’s hap-pened? ~do
> | - . £ = £ re £
m,, : v e o e
_ 1 i L/ | 74
- —¥ 4 y
> > > > 7> 4 S mf a
s N ]
O 1 > ! 1 A L i
o - 1 | d 4 Y & N
1 | ! | VA ! L lJ] . L | VA i/
j > i > i_ _g_ > [ 4 L4 1 4 L4
277 > > >
A 1
= = — e
1 | _ 'ﬂ 1 1 - 'ﬂ
Y - la;l- te; LNar - hra - te; lnar -
' te us! et’s hear 1it! et’s
—p+ 4 v =8 1 T 1 ] 1 —w=
= 3t = —
Stu - pir - ne do - wvre-te...
VoA, You’ll ne - ver be - lieveme...
= = = =
! 1 Al /1 ! | hJ
Y - la_- te! Nar - ra - te! nar -
tell us! Let’s hear it! let’s
s ot ot - = |t |t
T ——= = ——r ey
B R T
te us! et’s ar it! el’s
-
£ o p ee i Pa P 2 g e £
vV 1 T i&t _PWP:‘_F‘F ]
) 1 L vy —v [ 7 aaE vr—
| Ll | A V4 1N
1 4 L4 1 4 L4 v L& | 4 L4
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281
Al
Bor — = = =
1 Y Al Y T AS
y -ra - te! Eb - ben?
., ridendo
hear it! laughing - - And then?.. .
st g g £ F -5
Mar.%ﬂ;b_—l P S— . — : 3 — —
Ah ah! Ri-go - let - to... Ca - soe-
Ha ha! Ri-go - let - to... Try to
e S s ¥ M i — -
ry L :} ! ‘A
Eb - ben?..

And then?..

g =

CORO - CHORUS

£ —-
S ==
—r — ¥ r —T
285
7 mra = n K  — ST t
Bor. ey —= — T = —r]
Per-du - toha la gob-ba? non & piu  dif -
- - The fool’s lost his hunchback? he’s grown tall and
M:ir.g::E;h=_7:rr — - = = =
- nor - me!
guess it!
g ‘ a';.lnlif" - y) A —F— | Y b- i ) o :n‘ 1 !
g '@Lv P 7 I - o !- L:\ 7 & t__g—
E Per-du - toha la gob-ba? non @ pin  dif -
; The fool’s lost his hunch-back? he’s grown tall and
o)
o 2 —— ‘
y ] L0 i | e 1 | y ] X3 1 L/
(&) L o ‘A 7 } I'/ T ] ‘A i 1 1 L4
Per - du - toha la gob-ba? non é pit  dif -
The fool’s lost his hunch-back? he’s grown tall and
b b —~~ :
e e 2 ef F» B T
S — = A =SS
|74

<
N
w
h N
=
N
W
<
N
u
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289 '
Py 1 — - = -
1 1
y - for - me? s
hand - some? con gravita
. - seriousl,
- U I S )
b+ p ) (7 1 a : i' - - y) 49?-
P e [ 1 ‘A
Pii sra - naé la co - sa.. Il
Tke truth’s e - ven stran- ger... Our
4
P — - L]
L' 4 = 1
¥ - for - me?
hand - some?
fr
: WL .l‘ ! : - - - -
W IV
—7x
N .
- for - me?
hand - some?
b b b S 22 h « o o
: £ Fetept be ¥ ‘ .
D - Y % !
S 1—7% ’ :l ’ ﬁ
L/ 1/ 17 |4 V4 Y i 1 hd
L4 ' ' v v I L
293
i4 ||D L - - IK\ 1 [ |
rEEx ———F =
% In - fi - ne...
We’re wai - ting...
£ I ) .
oy t—1 t 7 f —= - = ) ¥
2 b }’V %
paz - Zo pos - sie - de... Un’a-
good Ri - go -let-to... Has a
V' A |, A
(#; = = e N —F—=
2 P be |
Y In-fi - ne...
We’re wai - ting...
- - )Y & u'> j;J
p IUV ‘l 1V 1 1
In -fi - ne...
We're wai - ti>ng...>
b 3 . . . . . . . hf- -f,-'
— : ] IVi — ] IVI II‘ |’ Y 17 1 ‘: ! !
5 —— ——— L =
: , Sha B :
S e 4 e 1 et | = Y—7 . ;1"1 H—Y P 7
L’ A = 4 : | L4 L4 I'l I'/ Irl y d | 4 | 4
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297 con sorpresa
' with surprise , : .
. 1 2 1 1
Bor. fAEH P —= O —=
¥ Un’a - man- te!.. Chiil cre - de?
Has a mi- stress!.. You’re jo - king?
I £ f_ — -IF- -IF- 1
Mar. ii;l?}"l; f 1 = - — g 7 |'1' t 1
- man - te... II gob - Dboin Cu-
mi - stress... I swear that the
con sorpresa
) . with surprise .
“ t - ]
: [l— e e e = =
§ Y Un’a - man- tel.. Chiil cre - de?
© Hasa mi-stress!.. You’re jo - king?
o) £ £ » £ - .
& |Per—= e e e = —=
(@] v 3
Un’ a - man- tel.. Chiil cre- de?
Has a mi-stressl.. Youre jo - king?
> > > * hd b . . .
ibb 2 45 2 - > s - h
L e dE L F L E siefe %_Eﬁﬂif:g
7 B 7 2 Y | e | F P | ) I 1T 1 N
h 1V [ 1 | el 1 1 y ] I ] 1] &7
:@ VD | 1 ] { ﬁ_L_ L
D) ——y S
- 1 -5 ]
D 1z | 74 1/ | 74 |V 4 hd I/ r IJ‘ l/l : r 1 r !
L4 14 1 4 1 4 T T
301
b+ = K
Bor. :@ i = - - 3 "
Y Quel
That
- -IF_ f. 1 -IP_ f. i 'IF. f_
Mar. [Z bnbb - 1 I 1 | =
- do or s’é tra - sfor- ma - tol.
- back has la - ken a lo - wverl.
Y
S = = =  — e
g Quel
b That
2 ~—
8 = = =— —F
Quel
That
£ ¢ sfefe
11— ) v ﬁ + P— ! 3
' 4 — 1
P e 5 I‘L " i
L4 17 1/ "4
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(SCENA V: Detti ed il Duca seguito da Rigoletto, poi da Ceprano)
(SCENE V: The preceding and the Duke followed by Rigoletto, then by Ceprano)

304
> ,
A - Y ’ 0 |
b 3 Y o; A 1 i' _{ % i'\‘ ] j IF r__r__d_%
\ T T
y mo - stro? Cu - pi - do! Cu - pi - do be - a - to!
mon - ster ? A mi- stress! How did you di - sco - ver!
-3
Co - - 1 o 2 »
e
Cu- pi - do be - a - to!
As you shall di - sco- ver!
K = :
b T );?,t I) 1 E— 3 .; i,\, :E’_?F i: i: i —
y mo - stro? Cu-pi - do! Cu - pi - do be - a - to!
mon - ster? A mi- stress! How did you di - sco - ver!
7z .
S —F —F —fr—r
o )N [ et T Y & ! 1 | B 1| | -
Z_h 1V 1 b ¢ I L a 7 1/ 1
VD T AS Ls 1 ~ |'4 |
mo - stro? Cu-pr - do! Cu -s: - do be - a - to!
mon - ster? A mi - stress! How did you di - sco - ver!
W I dbe b " >
Aty IZF ST e o T =] - £ i > ™
3 f | JJ | Py 1 1
h LV 1 | 1 | | L2 L] )Y
e i . i : : ¥ FF
J —
/ : E E . 5>
q " et
& 17 & 2 1 |
4 T — 4 V) ¥ 57' ¥ 7 Y i ¢ = .
|4 v v > .

Duca  entra il Duca seguito da Rigoletto (a Rigoletto)
30}? , Duke  the Duke enters followed by Rigoletto (to Rigoletto)
g 4 e m 2 - - - y) —
bP —— T
Y Ah pii  di Ce-
I wish that Ce-
-
_ﬂ_:: bt
T S > | — ==
: L g i - = 4 1 4 [ —— l ] )Y
' ——1 e
) > > | > | s > > S
> > > mf
> > \ 2 1 | >
%ﬁ ll{ A T ,' = —t ," :4: ;
v _‘l_ I ’IL ! = i i' ~ 1 .‘I. r s ¥ I'/
> > i i —g >
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Duca @sj R R—P—H:H—_k —
Duke b ]
L4 LI
- pra - no lm-por- tu - non !
- pra no were out the
4 = :@{E_ £ £ E » .- hfa: > -
A 1 < — -t = - — =~ £ 1:1"1',&
D)
o — Y ¥ 7 ' —r
5
Duca s ) S —7— 1&
Duke & 5 |
z) | 4
La spo - saéun
His at - tracts me
— EE e 42F » £ o R Y
AL, T e ™ e T — T i B e .
f Lnlb l (7] / T
%a: ; —
e
7 I | V4 T 7 1/ T
v - I'/ L4 I'/ |”4 I;/ | 4
318
Al =
Duca | o — = 3 4P
Duke = : = < L
Y an giol per me! E
more e - ury day! rd
.RllgO‘etto L/ 1/ l; .l'-
",}‘?7:}- ; 4 | AR A
Ra - pi-te-la.
Then ravishher.
e 2 5 - .
b+ he £ itF—P—T = x .
1A %;_ 1% I - L  —
174 L ™| 13 1
) . ~ L ¥
vV




322
Duca [ - — y ) LT a—n
Duke ] ! P i ! I & g
Y det - to; ma il far - lo? Non
like to; how can |2 Her
. : | Y - - N —
Rig. PP 525 = ——
Sta -se-ra!
What stops you?
1 | N " m——— — | 1
I)M 1 1 | dl Ik\.I‘ : 1
- .
EP;:% = :
I I
326
' L
D ) b | T -
P = == —
Y pen - si tual con- te?
fool of a hus- band!
Cam —#—
Rig. (R = = = = =
Non
Then
)Y [ I 1 1
X 1 1
Aol L - Y .
, N A
330
{ "
Duca 2 b - — -
Duke D — ; va I'I 1 .?
¥ Ah no!
AR no!
” g .
ir. B — * ! ] .
Rig. Db S=—=ss== =—F v/
c’e la pri - gio - ne? Eb - ben... s’e -
send him to pri-son! Well then... to
| | 1 1 | 1 1 Y S
I )Y 1 1 | ™) I | Ae @ o
1 b 4 P | IAW -l 1)
| X Y S~ 7 o -~ - 1 1
g N ¢ © 0t A S — —

Vv
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334 ' ‘
A " .
Duca ¥ $4P y 3 ) ———= - ————
4 p—pr—p = > —
Duke a ¢ p— i ) |') o
¥ Nem-me- no,buf - fo-ne.
It’sout of the question.
b o . .
Rig. [Ppb—f——p—= —= = e
VU T T A v <
- si - glia. Al - lo - ra... al-
e - xile. In that case... there’s
G |=) i\ | N l"\ A 1 ) * P N Py . - = > °
2 = I w—— - - s :;:E:gip;:q!jﬁ!::
; S e e e e e
oJ | 4 - — ! S —— — !
bt g gl e s
_ : - s - : e
1 7 | I 7 7 1 Vi I
o rf 1 M 1/ 1] | ) 1./ 1
Vv vV ¥V v r—r y—r V¥ — v
(battendo
338 (tapping
Al
Duge e = = = ==
Y Che
(indicando di farla tagliare) A
(making a gesture to behead him)
1 f- f_ f_ - - -
Rig. [Z llvaul[:l"- ' 1 -
- lo - ra la te - sta...
- ways the scaf- fold... (da sé)
Ceprano Y -1 (aside) b .o
'qe .:7 'h - - )Y (7] ﬁ l? P. H'ﬁ_ I | e
Z b IVV 3‘ I“iL ! 1 Y v d
(Oh I’a - ni - ma ne-ral)
(The scoun - drel would kill me!)
A L \ PR * e . . " . 29 °
ey i E A et S AT &
4 ) v, ! 1 A — - 1 T —] i 1 L — )
o 4 Y 1 4 Y
e e SN S L N
d L] 1 o e 7 T L7 o
1 (d { (f 7 ) 7 1 & 17 7 1] 7 L 17 7T 17 I 7 z
vV UV 1/ 1/ L/ 1/ A Y Y 1’4 Y I/ | V4
|4 | 4 | 4 | 4 4 14
colla mano una spalla al Conte)
342 the Count on the shoulder with his hand)
Duca [ %5— - e —_ - -
Duke —— > 1 ¥- 1 =
1
y di*? que - sta te - sta!
splen - did sug - ges - tion!
o {nim
Rig. & ;v‘{’}"; = - - ] ‘i L
E
(Orchestra) That
(7] H rv] q [} P
— e e — A— Y A— ] 1 1
L4 T
¢ g g 2?2 [T (T T 2
0 A “L J. T ; T 3 1 T N I T
A~ 4 Tt — 17 u#i Il ‘I I ‘] i ‘l i ‘l n I! ‘I_ i -
vy ¥ i "4 | "4 | "4
T T ! v I Te 0 O e Y ® Py . T e . .
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346 P glle » o 2 o ofe be o - i £ £
—pt— — —1 7 T i I — 1 t i
4 l; :]V 7 L ' ‘A /i ‘A I
ben na-tu - ra-le... Che far di tal te- sta?. A co - sael-la
head’s plain-ly emp-ty... There’s no doubt a - bout it!.. He’s wi - ser with-
fi—b+ -

h 1V 1 4 1 1 1
o P
ST dd P |4k < S | pF ie [k T ¢ [IPfe 7
e e e e e e e e e e = |

® * ® Te = . 2 . - . T - 1 2 T L L) T

Duca (a Ceprano)

35] Duke (to Ceprano) ‘
m ) (7] F Y -
L4 1 ‘l I 'IJ Ll !
y Fer-ma - te!
E-nough now!
- » b p
ra e — — +—1 ! <
va - le? Da ri- der mi fa.
- it! ; (tra loro)
Eor?a out it! Theman is a fool. (among themselves)
17—t n}
h 1V - - L ) &
[ =E=
y In fu - ria€mon-
?ra Joro) Cepra - no is
amon

Marulio themsglves}

Y —b+ - - | y J v ]

b & LT — r—

In fu - riaémon-
(infuriato battendo la spada) Cepra - no is
(infuriated,reaching for his sword)
Ceprano 'ﬁ‘ i
0 | I VA O
=t == = =
Mar - ra - no! (
. You vil-lain! tra loro)

A ’Il‘enon {among themselves)
17 Y KT
'é‘-’ b = — =  S— " ca— A 1

H Al lrl !
y (tra Toro) In fu - riaé mon-
traloro - 1
Bassi (among Cepra - no is
themselves)
2 — - L p S— A | o ———
b II;V ‘l A 7 | A |74
In fu- riaémon-
Cepra - no is
e . Be JFéiie #3 00a Fo .
SE g ZE pifffif E o2 0de e . sl .
A L. =T 1 == T~<=r - B <+ £ = £ + el 2
% LDL'V‘ T y 3 ] I i {
L "4 ‘I ‘A y
o ™~
mf
(Banda) g E E g E % E
LA’ 4 1 A |V A Y I/ | 4 L/ | 4 ¥4 -' V4 1’4 VA Y |V | 4
T L4 L4 Ls L 4 L 4 L4
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(a Rigoletto)
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y spin - gi lo scher - zoal-1'e - stre-mo,
. .-ces - slve, you don’t learn your les-son,
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Ceprano to the Courtiers (aside) - _
. | - | N _F+h' |
. ¢ G v i 4 8y P_ 1 < i 1 1 t
VU Al ;} ! Al 1 ~ ;} "4
Ven- det - ta del paz-zo... Con-tres - soun ran -
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|
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/: LBL;;? = — — — . 7
L’ 4 A S
Ma
How
0 ~ v al .
Cep. B 0 o Y U« y 3 (7 1
e i P e
! . . . ; '
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g — 2 —H
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sfi - di, col - pir - ti po - tra._
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Rig. X570 = — - S —
del Du - cail pro -
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fH—bt f .
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O
Q
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h 1V 1/ 7 1 7 1 4 A 7 Yy L4 7 \/ 7 || r.y P \ ! 1
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- tet - to nes - sun toc - che - |ra. Che co - glier mi
- tect me I’ll  not come to arm. To taunt e-v'ry
sottovoc
I [l > I
b — - y 3 LN ] r ) y 3 &= X T N
W 1 rY —ha r3 P AV 7
T ) ‘ é 7 Al e )] h’ \
y Si. Sa -|ra. Ven-det - ta del
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>
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-QE . =7 17y r— i = y ) 7 = v ) 3 ] -
Z hlV PN I L] & & 7 M
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o 1
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vy If’ ! 1 ~ ;} 1
me. A not - te! Ven-det
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) : S sottovoce
b t
by —= - -  ——r e e— | T
T < ’ U AS X : ¥ :d
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>
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&) | I ]@ N l=
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vV . |'/ AS < ? 1
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>
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WE L Es Eee | pucie o
L L I 1 % 17T & P?_ 1 L] A7 L & 17 % 1 L2 1] 1]
LA "4 T ¥ 17 7 | I | A A ) 7 1] 7 ri 7 | 74 177 L/ 7 1/ 7 L/ 7
!\) v 4 .V | A I'I I'/ Iyl [ V‘ 4 | 4 | 4 | 4
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- i A N
~ .I' Ill .I' I l\’ 7 l l A 1 A 1 I A
L J Iyl !I Iyl |74 l'/ - | 4 I'l | 4 I'I I'/ _‘[_ I'I -‘I. ¥
* A ) |dd ise si mantiene la legatura di valore, si potrebbe adattare il\testo: J1Jd U
A e if the tie is maintained, the text can be declaimed: ~-
-pre Ah__ sem - pre
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¥os 5 e e 0 &t
9 1 1 4? i L 4? 1 AN L rj . i L dﬁl qé L
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1 1 | 72| AN
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o - 1 | 1 '4% \
| A — x 7 ‘,“\H:#?—‘,"__ﬂ:&ﬁ_'-lr-g;
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Vo ey
A 1 . N A N o iy
I 7 S 7. Y | N s F AV ™ 1
| L4 . 0 0 { I s L VIR \ |
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D, 7 e .
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/—\'- .
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g ! [ "L 11 & ¥ = qtr w-‘F
L Py 7 I J 4 7 El i
paz - zo... Con-tres - soun ran-co - re pei tri - st suoi
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el e rhuie e £ fe !"g gig b2 b
| (! L.l et |  ——— h
184 11 & 1/ [ 1 /& 1T & 4 1] 1 11 % L] &
LA ' 1, 7 7 "4 A 1/ 7 Y 1 I/ I | IV A | |4 1”4 1/ | A I/ i
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wA J(JJJ1dd ddd

lo scher-zo all’e-

WGYV elimina la legatura di valore a 379-80 e anticipa la sillaba eccedente a 382.
WGV eliminates the tie at 379-80 and anticipates the excess syllable at 382.
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T 1
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SJ } p ! \' ______ z
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Q N | |
Mar. I 7 7! —p Cn 1 - IF}ZF
mot - ti, di noi Ven-det -
les - son he’ll ne We’ll have re -

. ’h s he » o
X ™ T 1 ﬁ —
cop. EFFEF—F gy P+ —"
mot - ti, di noi chi non ha? Vendet -
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L 1 [ N /\ :
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& 5) ! | 4 ] =
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I £ e be
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o
g’: 11 45 ¥ ﬂ o IF \\ g
Cep‘ L4 AS - \\ 3 .l‘.
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4 A L. . . e ——
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8 ______________________________________________________________
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——— o —m— e =3 hEFET S
AN | 4 | 4 l'/ 7 ! r Y | 4 I'./ lrl
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drive him to mad - ness,and treat it with
be e 2 e
> # . #- AP s i h'ﬁ' l"ﬁ' ®
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* | 4 [~] Y & 17 e ! 17 & %) LA "} T
J [ 4 1 174 J L Fi A A |
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(e ] ¢ . —P 1 2 ¢ I —¢
y - ta! si, a not - te, sa -
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F P P 7 ;gz ] P \\ ’ Py ‘Aﬂ
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* A: Cep: « Stanotte chi ha core sia in armi da me »;

Bor., Mar., Coro: « Si, & detto. »
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house. - Revenge on the je - ster.. Weweall — learned to
sottovoce
. )\ 1 |9 ; i\ " }
m =T N e ¥ v
» = = &1 qel . T u | Y1 14
&
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% A: Legature di valore eliminate; vedi 375, 379.
Ties deleted; see 375, 379.
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* A: Legature di valore eliminate; vedi 375, 379.
Ties deleted; see 375, 379.
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here the dancers who are in the rooms at the rear come forward on the stage

Piu vivo (J =144)
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qui i ballerini che saranno in fondo delle sale vengono sul davanti della scena **
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%% VES1: « (La folla dei danzatori invade la sala) »
"“(the crowd of dancers comes into the room»”
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(SCENA VI: Dettied il Conte di Monterone)
(SCENE VI: The preceding and the Count of Monterone )

441  Moderato(d=96)
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* VES51: « (entrando) »
“fentering)”
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(fissando il Duca con nobile orgoglio)
(staring at the Duke with noble pride)
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caricaturing
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You did con-spire,
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Andante sostenuto (J =80)

(al Duca)
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N.3. Duetto
[Rigoletto e Sparafucile]

(SCENA VII: L’estremita piu deserta d’una via cieca

A sinistra una casa di discreta apparenza con una pic-

cola corte circondata da muro. Nella corte un grosso
ed alto albero ed un sedile di marmo: nel muro una
porta che mette alla strada; sopra il muro un terrazzo
pratiqabile, sostenuto da arcate. La porta del primo

piano da su detto terrazzo. A destra della via & il mu

ro altissimo del giardino. e un fianco del palazzo di

Ceprano. E’ notte) .

Andante mosso (J:66)
[Cl, Fg, Archi gravi]

5

N.3. Dyet

[Rigoletto and Sparafucile]

(SCENA VII: The deserted end of a street without
issue. To the left a house of modest appearance
with a small courtyard surrounded by walls. In the
courtyard, a thick, tall tree and a marble bench;
in the wall a door that leads to the street; above the
wall a usable terrace, supported by arches. The door of
the upper floor opens onto this terrace. To the right of
the street is the very high wall of the garden and a side
of the Ceprano palace. It is night.
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Sparafucile pure in mantello lo segue da lontano
(portando sotto il mantello una lunga spada)
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(carrying under his cloak-a long sword)
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*% See Translator’s Note. 133539
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57
: — - 1 o
Rig. E—T £ - = —= +——F f —=
b sa?..? YStra - nie - ro? )
ows?.. 3 - reign:
n 17 . owre fo- reign (‘per_ andarsene)
2 PP o - (beginning to goaway)
0 Vi ne 1 |nY A)
Spa. [ 2 — T—p— — s
Spa-ra - fu-cil mi no - mi-no...
Spa - ra - fu-cil, re- call thename...
Lﬁ; Lé é
Vvﬂ lﬁ .
{ 1
JYYY
i i = b=
— L 1 L
b& ' '
F opa —
17 1/ L/ | e N -0
Rig. L' A —— ¥ - . =
- = 1 A
E do-ve? al-I'occa-sio -ne? Va!
If neededwherecan I find you? Go!
i A
O . . 1 N A) 1 1 . o
spa. (Fp—F—P—= = = - —F
- gno - ne Qui sem-prease-ra... Spa - ra-fu-
- gun-dian Here e-uv’ryevening... Spa - ra-fu-
/-\
—
L hé é
3 L |
= s
L4 " A3 !
) —
. L 1 M 3
= 14 . T - j T T
N [l b'd' ) ! /
66 )
e [ - e -
(\}’a, va, va, va.
o, g0, go, go. .
Baits) ~
Spa. R ¢ =7 == =
- F 533 =9
- cil, Spa ra - fu - cil!
- cil, Spa - ra- fu-cil!
~ allarg. e morendo
&2 2 %ﬁ—a—zﬁf =
: I y ] I; (7] 1 (YA ] Y
b & 14 RV L 17 y - N Yd
L4 ¥ ~ "4 | "4 "4 A3 ~ |
} V i
- h L m
- P - —1 T “ — ! ] ! 1
Vb i b 3 e T §
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N.4. Scena e Duetto
[Gilda e Rigoletto]
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N. 4. Scena and Duet
[Gilda and Rigoletto]

(SCENA VIII: Rigoletto, guardando dietro a Sparafucile) ( SCENE VIII : Rigoletto,looking back at Sparafucile)

Recitativo
+ >
Rigoletto Adaglo .
| ! : H : H#'f— ’-
e gt —w—+r 5 ¢+ a =]
Pa - ri sia- mol. io la lin- gua, eglihail pu - gna - lel..
We are e - quals!. I the je - ster, andhe the mwr - d’rerl.
Adagio
= S —= =
- O
[Archi]
Lh
o o ¢ = - 8=
25 ¢ =
4 .F_ . ::. A .
———F = o s it = ; _— ]
| 4 1 1 AY 1 : : Vi 1] ~ 1 J
I’uo-mo sonio che ri - de, ei quel che spe-gne!
I stab mymen with laugh-ter, he with a dag-ger!
[} . >
s = — = == —=
i NGTE -
- \/
[YY
: ==
— - e > ———
b -i' : r
>
———= morendo
- . B e s s o-g O
.E',' - i — E - ‘: ? ¥ i[ "4 I ¥ i 1 4 i 14‘-___4IE
Quel vec-chioma-le - di- va- mill..
He laid a fa-ther’s curse on me!/l...
/D
: = = = =—
- I
D s [ ib—d-/h—i - ;
——— |morendo i
1 | \!xl i) :
' ' ‘ ===izi=—"==
T ~~——— \/ , 3_\/1
~——
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Allegro (o= 120)
o a Ls; I;'"l’ - bﬁ.jg bf_ 1w bF ﬁ. i
Rig. ﬁ)i%;" — ; — ! ;F_1§ — 1 —— L —
0 uo - mi-nil. o na - tu - ral. vil scel - le-
Allegro (s =120) How vile I am!. ok how hate - full.. man - kind and
1 Zﬁ 1 b g I %’._4 j. T
|g | b= = bs = b2 2
(P)
= ¥ £ = 5
b z bz b n
18 . . be
F < ﬂ_
Rig. P 5 W — 'u” g i 1 7 r—
ra - to mi fa- ce - ste vo - i! Oh
na - ture, youconspired to shape me! A
= . — — ~
N b SR N
b bg d %_q[. ? | ‘l’ .ul
b = bo 4
20 bfl & .- I . b qu_ £ .
Rig. [Fp——fay t—¢ BT s 2 3 ¢$ ey ==
rab - bl{a!.. es - ser dif - for - me! oh rab - b'ia!... es - ser buf-
hunch - back!. twis-ted and  u - gly! a je - sterl.paid for his
== TE=STIoEL = = :
Ve > L
b~
g’ "i b awr
= v . 17 .l‘ : = - III II| ~ 174 -,' : =
| 4 | 4 14

be

ﬂ..

‘if
N
an

Rig.

y ]
P N 7

| 4 "4 |

I must joke,

Non do - ver, non po-ter al- tro che

I mustlaugh,] must a-
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/\
26 : e g 2w o he £
Rig. : a1 H ] i i 1 49 i l? L :g. t v
= ¥ i - )
ri - de-rel! I re - tag-gio d’o-gn’uom m’é¢ tol - to.. il  pian - -
- muse themall!! And the com-fort of all’s de - nied me.. of wee -
A Adagio
é 2 — i 7 = = 1y ]
GG S big® "% ‘ .
PP ' ]
——bryy - | b i
SE=— = = - ;
~—
Moderato(J:%)
30
: 0 £ —= ——
Rig. ﬁ)iifl—J————g————Ai - ¥ — Ii Ii
- to! Que-sto pa-dro - ne
- ping! Look at my no - ble
Moderato (J =96)
- L_J 7 J >
D . - l . . i !. . . '.‘
L/ 7 1/ el 1 [YIK ] x ® 4
Y L4 v LA 4 B y 7
34 *
. S I 1 o —
Rig. —+ H—1r—3 D‘H_ﬂ_ﬁ I/ W) ) —3 L r—4¢ —/—=% W
L | 4 1’4 A 'U Iyl I'J v Y - 3 -~ ¥ ¥ " ) :
mi - o, gio-vin, gio-con-do, si possen -te, bel - lo, son-nec-chian - do mi
ma- ster, handsome, suc - cess-ful, youngandbrilliant, care-free, like a dog I must
e v~ Ly = ===
)
. o 7} 4? Ié - é . - :ﬁ—-‘ — .é =
y i 1 o 17 _FR y | P_‘
B - ¥ 7. %—V—y—y—v—y——'—d——
b o b tutta forza b
37 R e I S . be £ b2
Rig. P p—{-0m X g ey ¢
— , — } P 2, ,
di-ce: Fa ch’io ri - da, buf- fo-ne.. For-zar mi deg- gio,e far-lo—Oh, dan - na--
serve him: “Make me laugh,Ri - go- let- to”.. and I am forced to do it Oh, how I
A .
D)
b
2’.| —@ \ - - -r bs
v 7 ¢

* A: Il « b », scritto sopra il rigo, non ¢ di mano di Verdi; vedi Note.
The “p”, written above the staff, is not in Verdi’s hand; see Notes.
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Allegro (o= 120)

h o con forza \
41 y .
: . _he- o
S r X = e e T iy
v ! Al 1 4
- zio - ne! O-dioa vo - i, cor-ti - gia-ni scher-ni-
loathe him! How 1 loathe you,all youcrew of flatt-ring

Allegro (¢=120)

z
—— -
7 —
s>
44 e 2 o 20 & eh, £r g £ £
= —Ft——5—7V—¥¢ f Y—i ¥ S S— f —i ¥
—r—r = r—3
- to - ril... %uan-tain mor - der - vi ho  gio-ia! Se 1 -ni - qll)lo
courtiers!... ith de- light I taunt and stingyou! Though may
= = =
14 1 | T " &
= 5 = .
R o y 3 " I y 3 - 3 :ﬁ = 3 -
—a—— S e
I > > s > !
tutta forza
“__je e o fe = ke
0 ;; 1 %x r—1 1 Y ¥ T i “{ —= lﬂl
son, per ca - gion vo - stra é so - lo.
vile, you taught me all my vile - ness
>
== . 2
Pl = =
- o h) A o
) 21
# c )Y — - L] Y 1 t t £
= 3 - ; ﬁﬁ
S [
i T
Andante(s=72) ;
52 e = *
/: r - - - -II 4 }
Ma in al-
Andante(J:72) ./_\‘ But here at
] ] * N
, [lhs - FEE e e be 5
b 15 T T T ! ‘i —
v Pp dolce
A [[Archi]
L r - — - ~—
= 8 is
J o F—8—

PP
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~
6 Phelhs Shs £ o TN m e g e B
= — l'l 1 i o Y g .l'. P I F: Ap_
-trruo-mo  qui - mi can- gio... Quel vec - chio ma - le-
home my na - ture chan-ges... He laid a fa - thers
A N
%ﬂ.ﬁ - —T Tt T T 1 - -
A I\ . )
L’\ - 9':- [ "TH | L -
L =14 o L9
S = A
60 >—morendo ~ Alleg'ro(J:120) 1
o - . - be_ be @ oo n o *
'QET : l’l : Y )Y 1z |74 V4 L] VA |V 4 Vi VA 14
2z r; ‘l ‘A I’./ 1’4 L4 L4 7 T L4 | 4 14
- di - va - mi! Tal pen - sie - ro per-ché con- tur-bao-
curse on me! Fear- ful o - men, it will not leave my
A /A Allegro(e=120)
e —=— —
DJ _morendo e 2 = 7 z
1 ~ I
. 1 ™ | 1
et SR | = At g——=
_\__/'1 ~~
—F ! P
K. FANA
63 be £ » - . o Hﬁ
o — -_— ey ———
b s ¥  — 4
- gnor la men- te mi- a? Mi  co-glie-ra  sven-
mind; why does it haunt me? Can it forebode  di-
/\
— W
D R = b SToHe >
(71| ||,
: —- Pl >
%. | 1 I IE! = -
~A- 1 I
~— \_/
66 b - .
? r ﬁ—jl 1) # h ﬁﬁ
Ca L] 1 - (7] | 4 1l y ] | "4 L4 L r«Y
b L ' & ' a
- tu - ra! Ah no! e fol - i - - -
- sa - ster? Ah no! why be - lieve
N ~
W% - —h——1 -_— B
1 n 7 hS
) K &S ! hE B “
— 1> - D
—+r—= = —— = =
L4 AS 1 e’ ~ ol
1 L el ht
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(SCENA IX: Dettoe Gilda)
(SCENE IX: The preceding and Gilda)

Allegro vivo (o'=138)
: (apre con chiave, ed) entra nel cortile
69 . (he opens with a key,and) enters the courtyard
Rig. % } ‘i = - - -
- a!
Allegro brillan J
Allegro brillante (¢-138 .
z EPhes 2 _..#-.agg '?h# E# ce T N
- = = .F.' Lo !' I. > P
] — o ] | I | I'l [ 7] 57 (")
L/ ! M .;l 7 - 1/ | 4 ri

o

o

lllllﬁ

-

T

-

bl [

Gilda esce dalla casa e si getta nelle braccia del padre

Gilda comes out of the house and throws herself into her father’s arms

. o - e ¥r
> N L. > N, . Vg Pisdgy ¥
' o P2 e IPpe o, %9 5o - . .
B eREPuii el Budtileeleadi i Ll
H 1 i : T
¢ P
e
| I | L o Al
| e
77 Gilda
— 3 — —
D Mio pa - dre! :
Rigoletto My fa - ther! y /\p-
= - e —— i S
! ] T . : I
A te dap - pres SO
My dea - rest trea - sure,
r
ir r & oy R
e | I 1 N | N

g

‘_!I

] £ —H '
Rig. 1 14
tro - va sol gio - iail co - re op - pres - so.
when yowre be- side me grief turns to plea - sure.
‘ > - >~ . - or i
SESEoiss = =
{ — r [
P
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= Tt — =
J Oh quan - toa - mo - rel..
Oh how you love me!.
o : 72 # .
Rig. % = i ] ] 72
Mia vi - ta
1 love .you
> . > b) . . b
£ eP op : g e P s o leve o 4. e
N 1 L | 1 L 1 ) 1 1 1
P—ﬁh—l’——q-h:h—-"-l'———ww. —— ¥
g v —— v i ! v ! I

- - - — — =
5
o — — %0+ — ="
D)} u ]
Oh quan-to a - mo re.
Oh qhow you love...--- - - ---Te!
— £ £ S S —
Rig. ) ! : : : . t I
se i! Sen - za tein ter - ra qual '
on Iy! Ah yes, with - out Yyou my
& },—tr . l;_ b? « . e h 1.' F b? . . .
| E | ‘ a ! - 78 1 % "E
q- rf 1 | 1 [ 1 I T 1 1 | 1|
91h
. -— - Z 1 ——
Gil. I i "
v Oh uan - t’a-
Oh ow you
g == a —
Rig. = 1 ] ¥ : l 3 -
be ne a - vre - i?
life would be lone - Iy!
§ 1 1 T 7 1 — y ) 1
o T 4 = m— SSu———— . Py 1 i B——
CERY | =
g g2 s £ 2S¢
— T 1| JI 4 1 1 T T | | 1 I
—— — ———
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94 >
- 2
Gil. F‘P dL ‘: 1 IF 7 uﬂ 1: —
= v
J. mo - re! Pa - dre mi - o!
love me! Dea - rest fa - ther!
: (sospira)
£ o . (sighs)
. | ] el "4 Ll N
Rig. [ = ' ] ¥ —r—7 =
0 fi - glia mi - a!
My dea - rest daughter!
r
> ~ . ° “7‘ ir #
| ﬁ"“l— ] _F: y ) r—1
¥ — | 4 b § o —/ 4
5 = !
 — T { — i — — 1 T T I ] ]
97
A "
LY - I‘:n ——
Gil — ? = ~] 1
) —r—F L & -
Voi so-spi - ra - te!
But you are sbzgh > > ing!
¥ L.
NHe. E £ £ Cbebe
— o T ) be— o —r1—t1
-7 { .'\ 7 | 1 |,_|4!—H'—
7 T | 4 1 ! 1

] t = ¥- f f ¥
che v’an-ge tan to? Lo di - te a
what has di - sturbed you? Please tell me, oh
r
baY e > > > >
22 be dhe . be = » o,.. bes o 0 5 .
= e Pl
S L - Py g &
£ &8 £58 < 38 IS 3 W N
2 - } P ] ] !_: | — ] 1 ] IP L1 1 { 1 IF !
) I— | I 1 L :
10;\? 1 o
ol it P e = - —
J qI sta po - ve-ra fi - glla Se v’ha mi -
fa ther, what has di - sturbed you e tret

A l’ﬂf 1' o ... bsa
17 1 L
1 | 1 13 1 11

"4 | by

£ b - L
ST S ——im—rr:
e —¢ —1 1
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| :\ -1 < . o~
- T3 gl :’ I; Y 5—+ I'R AN |
'J ¥ L] L4
- ste ro. per lei sia  fran - to...
sor -row we both must bear it...
fte £. %, 2 iy
-I"— E F e » ® o 4. o™ 9
=q_ | L 1 —1 T 1
1 V V
1 1 1 1 i
- 1 - -
- — -
H e
r7] ﬁ" . H p ~= *i N 1 ol P v o
ch’el - la co - no - sca la sua fa -
1 am your daugh - ter, come let me

13 ~ .
3 = = ¥ = —= —~———2
1l b ¢ p- 4
1°4 VA Aol | VARV L7 14 V4 |74 14 1
ry) 1. v 77— 1 L4
- miglia. ualno.mea-ve-te ? Se non vo -
share it. oareyou,father? : One fa-vor
_ b —_—
Rigoletto f - o 2% o A _
0 1.z | VARV 1 N 1L 1/ |4 1 1
— | A— A I y ) —1 = Yy 14 1 ¢H
== 3 = ———
Tunonne hai... A techeim-por-ta?
Youmustnot ask ... Idarenot tell you!
[ A ~
X <
> > > > > > > > > > > >
>33 3 bz 2 2 = >33 ~
r—F " | B e el 1
| T 1 y 3 CTHI 1 T 1 | T T ’ 3 ¢

|
i
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Adagio
117  a piacere
| |

e~ N
. S —— e —
Gil. ﬁﬁt% 77— [V — S - - 7

] et AS 4 14 14 14 bd) T
-le - te (;i voi par- lar - mi.. Non vocheal tempio. S(e non di
grant me  oh dearest fa - ther.. Tochurchon Sun-day. One fa-vor

assorto ne’suoi pensieri interrompendola b
lost in his own thoughts, interrupting her - £ ﬁ
O i/ 1

¥ ]

1/ 17 1 |
Rig. P = = ¥ ¥ e e
L4 L4 L4
Non u-scir mai. Oh ben tu fai...
Youvenotbeen out. Thenyoudo well...
Adagio
- ] o -
¢  a piacere
gp
E R Es
- )— = —— ——
e
[Cor]

-
BT

121 -
. e 2
[} 5 TN M 17 0 1 ] n
Gil. ] et Ff e ! W_.F_b!'_-_'bi—z
—r—y - vV - - r—r —
o vo - 1, al-menchi si - a fa-tech’io sap - pia la ma-dre mi- a.
grant me, DPllaskno o - ther,butwor’tyou tell me a-bout my mo- ther.
bf.\
#o
. - - - N ! 1l
ng. \z ' H:' D
Ah!
Ah!
~ .
1 [l :
| [| ) 1 I [] 1 | ™
= 1 +— l :l: | ¥ 04_
. L~
oy )
vy U7
Andante (o-=50)*
conespress. _— o T~ _— =
wd r A 7 2 . A
Rig. e - L} 4 tw_l'l 4 Y1 ; i' |'1 49‘5' ﬁ
Z b I q € r |
Deh non parla - real mi - sero del suo perdu - to
Must I recall the me - mories, days long a-go de-

Andante (J:50)*

o _ . N N A
A }'J’: f'-; :'T:' —ql"—q |' H—
S DA R e e

* pvRIne; J = 5%
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Rig.

Rig. |

Rig.

Rig.

PPP au» —
/_\ ]' V) - :’# ﬂ(—\ 17 - g ‘.'" =
I 1 ‘; T 1 4 E I'l g* Y ¥ it
be ne... El - la sen-tia, uel- I’'an - ge-lo, pie-
- par ted... She was my guar - dian an - gelthen, 7o)

EssseiStREsS S s a8
' N

i

o -
|t s

| & 1 L]
F' F'

- - -
T T 3
£ prflete &~ i
: — : £ g r—
- ta del - le mie pe - ne... So-lo, d'if-for-me, po-ve-ro,
pure and ten - der hear - ted.. Lonely, a hunchback,penniless,
ég?iédt::::;-ﬂ"f—g———F"ﬁ L7 S ——— o - L7 | L7 ™
%% 33 55 I i
e 2 e —— A A D
Iy &y i@ vy by rgl-w v 4
s < ° 3 32 4 <
dolce con dolore iangend
— oY e ey
g Ly 0P — - i bbe o .
P e —t——— 1 "
per com-passion mia - md. Ah mo -1 - al. mo - ri - a! lezol - le
yet obtained her love. Ah I lost herl.. I lost her! fordeath was
P p— LI M M — — —
‘l‘ - 1 1 ) — o IF_= ¥ 3 o 1 ] 1 1 1 | —
N N N 1 e [+Legn i e —
. 1 N | ] 1 1
e e —Fa z: o
bet ¢ - l’]? 7373 Y v'/ v‘/ hv-/
I /'.—.x.
138 — N S . PPPe® = o £ o .o @
1 H:!" P S "V ) ——V ¥
b - ¥ :} 1 l'l I'l ‘l . 3 .
co - prano lie - viquelcapo a-ma-to... So-laortu re - sti, so-laortu re-stial
en - vious andsheisnowin heaven... Butyouare Ieft me, you now a-lone are

133539
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con trasporto

o )
141 - e banm 2 £ f2Phea S LF o o P
Ul N 1/ 1 |74 1 Vi 1L/ 1
Rig. P Ap—F . —% - — ¥
vV Iy J 3.
mi - se-ro.. Di - o, sii rin - gra - zia - to,sii rin - gra-
left to me...__ Ah, heav’n  be praised for you, yes,you still con-
N\ /e \
t — fo— =
s
J 53 33
+Cor —
1 ’ | N m [ k\ } k\ k\ k\ kl; -
v =yt a5
V - - s = -
144 “con agitazione S S
JGllda mk —3 3T "y oon ‘B
~ ~ -EF: o
p— — e e = iy
Oh quanto do-lor! quan-to do-lor! che sx;re - me-re—_si a-ma-rto _ ° pianto
Oh whydid 1 ask? whydid 1 ask? for re-new—your sor-row and your
(sixll,gbtljozzando)
— .o (sobbing) i —
Rig. = 7 £ ¢
vV - A3
- zia-tol...
-sole mel..
A L. > — > ;/\ s = FaN o, =
7 | J
) — 3 3
3 3 3 — 3 ’
b/—a\ m /;\ /[,m m m
: .
h—— — I — '| F — —eoH—F ﬁ 7
| B—| ﬁ 1
M6 /S\ /\ /\ > >
. A 1 I i\ 3 h 3 Pl
i I/ 7 i —_
d - v r 3\1 3 *—l 3___1
pué? quanto do-lor! quanto dolor! che spre - me - re—_si a-ma-ro pianto
grief! “ohsaynomoreloh saynomore! for re - new—__your sor-row andyour
. 1”4 |74
Rig. | : ; —-}'—F’ T—=p—% IP
Tuso - laso - lare - stialmi -  sero, so -
Butyou alone are left tome and you, a -
A1 -
=S
oJ
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148 . /—_3\ | 3 1 T —_
; o kn‘ 1 ;l:l Ear E—
d . ) . . 3
puo ? Pa-dre,non piu, a- dre,non  pii, padre,non pili, non  pid, cal-
grief! Oh say no more, fa- ther, no  more, oh say no more, fa - ther, no
e T L o
: £ —"
] L
- la, ah si, tu so - la re - stial mi - se -
- lone, ah you console me, you con - sole my
I 1
e S e e

w S b T o £ s #hi
— : = | e
17 :149_
D)} |4 -
- ma - te-vi..mi la - ce - ra tal vi - sta.non piu, vi cal -
more, be-lo-ved fa - ther say no more, say no more, oh my
. . I’E ﬂi b T e T
%- e — ’IF‘ i £he il
| 4 1
- TO, so - la re - stial mi - se ro, so -
grief, you con - sole nry sor - row, con - sole
. b = Py i
—=—— 8 — —t
— N —
PRI
— = L=

—
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Gil.

Rig.

Gil.

Rig.
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ey o~

>/-\ . Y 3 /\ . 3 . . TN\ . . . . E E E
D]
- ma - te,non pii,mio pa - dre,ah vi cal - ma - te,pa-dre,mi la - ce - ra,
fa - ther,be- lo-ved fa - therwhydid 1 ask  youmy lo-ving heart, ah, will
------------- N BEs e
.- be- £ b
o Pe— ! } /
Z WLV
v
- la tu re - sti.. Di - o,
all my sor - row ah  heav’n be
TN . P 0 . - N\ ° . . . g mmmmemmmmmm e
ﬁ T ® o F—® bt [t | 2Ty =
& ———— &~ ‘ °
D) 14 I [—|
p f
e . ﬁ —— h

>4 o N o~ ’ . >
N N i 3
X g] ¥/ | '/ A— N
) ¥ F— i ==
pa - dre, mi la-ce - ra tal vi - sta..\_ pa-dre, non piii, pa - dre, non
break now, will  break to see your | sor-row.. \oh say no more, fa - ther, no
#{'#'"E‘E: """" . Egﬁ .2 ,
o ¥ ¥ aat
L/
- | 4
sii rin - gra - zia-to, rin - gra -| zia - tol..ah si, tu o - - -
praised for you, you con-sole my sor - rowl.ah you con-so
/\
[} . - /-\
o — —
I b 1
% “];f; % %
. . - L] L] L
/—\
T=7],) Y
b& —
(Y]
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Gil.

Rig.

Gil.

Rig.

& & 4 p
17 14 1 ™I
Y, V) V]

—

pa-dre, non pii,
oh say no more,

97

_piu, cal - ma -
fa - ther, no

.'b.
S =

te - vi...
more, be - lo-ved fa - ther

ra tal
say no

ro, SO0 -
grief, you

cal -
my
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* See Translator’s Note.
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* A: In fondo alla pagina, « Moderato assai »
Beneath the bass, “Moderato assai”.
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* A: Do* versione primitiva non corretta dal compositore.
¢, uncorrected remnant of an earlier version.
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Allegro

Piumosso( J =138)

ed il Duca in costume borghese dalla strada)
and the Duke. dressed as a commoner, from the street)

108 (SgENA XI : Detti
(SCENE XI: The preceding
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Gilda tivo nclla corte e si nasconde dietro un albero; (gettando a Giovanna una borsa la fatacere)

281 Duke stealthily slips into the courtyard and hides behind a tree, (throwing Giovanna a purse to ensure her silence)
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entrando dice a Giovanna
- entering, he says to Giovanna
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(SCENA XII: Gilda, Giovanna, il Duca nella corte,
poi Ceprano e Borsa a tempo sulla via)

N.5. Scena e Duetto

[ Gilda e Duca ]

Allegro assai moderato (J=88)
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N.5. Scena and Duet

[Gilda and the Duke ]

(SCENE XII: Gilda,

Giovanna, the Duke in the
courtyard, later Ceprano and Borsa in the street)

. Gilda ,
’ | [ 1 | N A 1 N L {
y ) [ 1} i 1 [V 1A 13 1\ 1 -
%e—.* P  — L — g g gt | A ——
d . . N 3 3 .
Gio - van-na?... hodei ri - mor - si...
Gio - van-na?.. I feel re - morseful...
A Giovanna
1 lI 1/ 1L
y—v—v
E perché
What have you

Allegro assai moderato (J:88)

That hand - some siranger

followed us on

va P i

1 1 1 1 k k
1 1 1 L 1 1
d v ed

44 |

‘ 5 S —— S S S« B B v

@7 - q I H 1 7 1/ II 7 T 1 -

d ! I'I L L i 4 | 4 | 4 L]

Tac - qui che un gio - vin ne se- gui-vaal tem- plo"

Sun-day!.

133539

mlai? ‘ P'er-cilé c'ib
done? . Why tell your
A ==—N == ) N | @ P E E‘
— e < < o -
=. N I . ir\\ ; - ﬁ’ Y IL\
o &
EREEEIE EEEFERNE EEEEEINE




Gil.

Gio. .

Gil. |

133539

7 N
(2 - = =—=
.) A3
No,
No,
} f } . Y ?\' T ?%; r—
S) T 4 Y Y Y ¥ I'l I'l l'l _#IL
dir - gli? I’o-dia-te  dun- que co - te-sto gio- vin, vo - 1?
fa - ther? Do you dis - like him, your  se-cret youngad - mi - rer?
A . pp— N N |
'J I | | I V V . .. e . m
P
) e\ N | T —
~ | | | | l' I' L ‘g .n 1 i 1 1 1 1 1 ‘ql» qI ql—
e e EEEEE I ¥ 7
10 TTe——_
== == 1 ===
o ) v 14
no, ché trop- poé bel - o e spi- raa - mo - re.
no, he is so hand - some, 1 think | love him
£ — e — S o —
'3 5= 5 5i
\_/
9. { } } } ] } i } 1 ! { } — ! i
= 1 1 1 4]7 1 1 1 1 _ql dI qli 1 L 1 ql 1 :
5 ¢ T ¥ 5 v ¥ 7 v v v ¥ v v 3 7
14A Giovanna T “
e > e
) y—F+ r—v—— 1 '
E magna - ni - mo sem - bra e gran Si - gno - -
And I’'msure he is gen - ’rous, per- haps he’s no - -
f — T
i = —
G e E: 7 V2
v
— : —— . 3
e == P+t %
o+ 7 - o < -
¥



Gil.

Gio.

Gil.

Gil.

_ %
5 %{,}deagretto(J_w)

119

133539

T
= ———f—F — 5
Signor né prin - ci-pe
If he’s a no - ble-man,
e —— = =
) - re..
- ble.
Allegretto (¢ =80)*
[ov, C1] - | -
. — 1;:‘7:%_—_&
S I I 1 i -l b | 1 ] T
h[p] i -f- -t # ﬁ
= 7 1'/‘ 7 |'1‘ 7 :‘ V !:i ‘I‘ ‘: 7 'u‘% 1’1 #_
- =t ¥ -
ZIA m /—_\ ~~~~
N s 3 o H'igﬂ > . 3 gﬁ:@
< —p—F—¢+T ! < y—r
io lo vor - re - 1i; sen- to che
and far a - bove me, he would not
A Y | 'F- ot
i i o .:
z —
J ] | |
. o i o jg:_g—
- 11 l‘)-( T ya — Z 7 = 7 7 : 7 7
1 | "4 !I ’ | 4 | 4 4 L4
=, i
24 . ) L .
AR e e e
3 ' — ——
po - ve-ro, sen-to che po - ve-ro pia l’'a - me-re - 1.
care for me, 1 hope he’s poor forthen per- haps he’ll love me.
! = _[F] gL ££ £
) N - = ' ' :F ' r
i e . L - -
H—F ————% ——F— —7—+¢ £
+ 4 | 4 t b lrl
27 o =& £4L
of b | by S | =—
e B | b B | L - b T o
T 1 7 L] . | L] I [ L 1 14 l [} I
—H f K 0 -IF- 2 !‘\ 1N " f —K - - -
: —p:% === — o —
1/ lrl Iyl S i
* Vedi Note.
See Notes.



Gil. |

Gil.

Duca
Duke

120

30 . Gilda
- e P . > e
1 )] 1 1/ p |
.J 1 1 1 | 4 1
So - gnan - doo vi - gi-le
Al - ays 1 think of him,
ST b I 1 1 o+ ;‘} of ;l b |
d 1 [ | l 'q ! ¥ L/ L4 L4 LS
e \ . . X
O 1 7. | N 13 A 1. 0 1 A IAY } o
Qd;lr ¥ N—% :
r | 4 o 1 4
m > : >
. i 2 == ——r—F
I ' t a1 t
sem - pre lo chia - mo, e I'al - main
drea - ming and wa - king, my heart in
Duca il Duca esce improvviso, fa segno a
A 4Duke the Duke suddenly appears, signals
£ — - L J N _ S

3

-7
o
7
i
ﬁ m _.
= £ == ’ — : T
| ! 1 l'l L M l: A W2
e - sta - sl gli* di - ., ce t’a...
ec - sta - sy mur - murs 1 love...”
Giovanna d’andarsene, e termina la frase **
A b to Giovanna to leave, and completes the phrase** ~
o - - )Y } :: e
b ¢ L] Y/
@ < Il
y . Ta -
‘Love
by B £§ $£ £ & £g ege ¢
r. 4 o &
v | Py hy | — w1
oy | h | b | Il -1 b 1 A WA
T 4 d T T 1 L L
d | S— s | e 1
—E \ £ pr— _
} ¥ = E
1] 1/ L4
14 1 4
* A: «le»
*% VES1: La didascalia si conclude: « e inginocchiandosi a’ piedi di Gilda termina la frase. » 133539

The stage direction concludes: “and kneeling at Gilda’s feet completes the phrase.”
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gen - tle and ten - der, when love calls ar - ent - ly, calls
./_i\é /—\\ l I
= - T 5
] —
— i ﬁt . .i % = h‘i i ] I,hq.g f
;;;—%I:"_P—-?‘——g-—‘—a — — E ae—

stentate

) L . P

Ccresc.

N - - ./—.x.
Duca L 0 L_® N | el | Y ry L -
Duke [(@>—#— H:e.g:bg__ﬂ l { T . — S s "
¥ l'l I'l l'./ 1 4 |4 | 4
y -gl’an-gio - li pidne av-vi - ci - na! A - dun-quea - mia - mo - ci,
ar - dent - ly, we must sur - ren - der! Hear .him en - trea - ting you,

;éb = 5 e e o 'jr z ifi
5 3

° . simile

| N\
g—F—1
&

(] (7]
L {

nd

Ne

[
L

~¥
¢
~g]
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126

e stringendo sempre f—7T ff o
100, —~_ s & o @ o b £
f 0 :hﬁ_f_—ﬁ a g | 17 17 v T
Duca T 7 174 17 Y 4 4 T
Duke = y—F ¥F— - . :
¥ don - na ce - le-ste, d’in - vi - dia a - gl’uo-mi-ni sa - r0 per te,
do not re - sist him, all men will en- vy me when you are mine,
o fam—
? - - - % # T —1 1 1 |
14 7 T 11
33 7 ¥ i T i
o i\ i" I éla ; \‘
v 2 ——
| 4
v» Y Y ﬁ Y Y ﬁ Y Y hv Yy Y
106 Gilda
6 l;’ A
1™ L - L .’,. Y
- : 2
[y}
" :(Ah
(To
2 [4]
Duca - i "'—H = 7}
Duca tH b ’ ;
‘ —¥ > — ’
d’in - vi - diaa - gl'uvo-mi-ni sa - o per te.
all men will en - vy me when you are  mine.
A
é_i;, C— T . a s Y 7 f— J— ——
: 3 3 =5
v
. sottovoce
- TTe-. - /_\ o ;F'
1 g - et et ot . —S——— 1
L4 I & L] i (7] & o
'p Y Y ! ! T ! 7 —
#k oo
m Jf _—__PP[Y] —_— x>
17 B J | o H 0 H;- N > = - =
Gil. ey — % ot f—r—2= y
) L. . . v ﬁ'é 7
de’ miei ver - gi-ni so - gni son que -V ste le
words so won - derful I must sur - ren - der, oh
| Py
Duca § £~ L 7 = - r t L] L)
Duke @' P 3 I'I | y 1'/ 7 7
¥ A - mia - mo - ci,
When  you are mine,
e ——— e | fe—— o —
1 1 T T _P_;#F — et < s' 1 T T
| | | 1 { | L 1 1 1 1 ¥ | S| 1 1 4 )

* A: Senza parentesi; sono derivate da VESI,
No parentheses; they are derived from VES5!.

*#% A: Questo pp si trova in realta dopo la successiva stanghetta, come a 123 (Gil. e Duca) e 127 (Duca). Cfr. 78, 86, 131.

This
131.
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PP actually appears after the following barline. The same is true at 123 (Gil. and Duke) and 127 (Duke). Cf. 78, 86,



Gil.

Duca
Duke

Gil.

Duca
Duke

Gil.

Duca
Duke

I — ® 127
4 = [h] e
& .: E i E i e K - # : > <
v E E 1/ 1] L ;1_: 1 C r L
) k4 3 2 ? T
vo - ci te - nere si ca - Trea me!
dream of hap - piness, his heart is mine!
- 7 e o ’ <
Ld r.y 1/ 1 | V4 | ri
| 4 - L4 1
a

H§ | Y N > 2 .
Id s . I \Y i s .
7 = < 1 il\' il i
J ' : .
son que -ste le vo - ci, le vo - ci
________ his words are so ten - der, /tﬂz%

P S S . s 2= £
o —F—¥—F —p— r—r i
y d’in - vi -diaa - gl’'uo - mi-ni sa - rdo  per te,

all men will en - Uy me when you  are mine,

— ble. L—' — _
vV 1 1 r r L JI ] :
= ‘;;= g =
sottovoce
122 PP P
T h— N F: - ;\ i K 2 T
te - ne-re si ca - re, sl ca - rea me! Ah de’miei
hap - piness, S0 ten - der, his heart is mine! Towordsso
e 4 rP —
_”—V—. - I ?\] i: %u 7 1 di
14 % Y 4
din - vi - diaa - gl'vo-mi-ni sa - ro per te. A -
all men will en - vy me when you are mine . . When
;=:q_h_ rn I | 1 1 I 1
L4 U il )  E— — —— Jm—
) 335 3 ————
'PPPP leggerissimo .
| N | \ pr j
= —= 2 = e |
- < b s V ¥ %

g7 B
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12 e T~ .
Gil. — . e e e e e o e —
R g g
so - 5ni, ah si,son que - ste le vo-ci te - ne-re si ca-rea
ten - der, | mustsur - ren - der, oh dream of hap - pi - ness, his heart is
If ommmmmmm e PP [t
Duca [#F—T —f— e K e e —
Duke Y F—F—v y 1 ¥
Y . dun - quea - mia - mo-ci, don - na ce -
love calls ar - dent-ly, we must sur -
. . . . K_’-—.-\. L] .
P em— ! ! H_ i ] 1 I -
) . . . .
Sy = J e o
|e (Y] Y] 1 [ ] (7] ﬂ - (7] (Y]
V / 7 V 7 I V 1 [
27 <. N T . N /"f——————---—-_:-"‘\\ —
Gil. M LES =SS
v me! ah de’miei so - gniah si,son que .- ste le vo- ci te-ne- re si ca-rea
mine! towordsso  ten - der, | mustsur-ren - der,oh drggm of hap - pi-ness,his heart is
Al o= in. """" 1"0[] e
Duca @"_; ?\! —— = f ——f= a =
Duke lr) 7 P : 7 H Irl ‘ l 'u
¥ -le - 329’ d’in - vi - diaa - gl’uo-mi-ni sa - 10 per
- ren - der, all men will en -vyme when you/_g%
) . * . . . . . . . . . L) L '. . . e . . . . . .
éb"gﬁlls!ll It!'!!! —— ———
. ° o . '/._.\
=| ji:. i 24, |4 JJ_ - F===§:_
1
— 1]
7 3 — — ¥
133 ppp ——
75 = — — e
Gil. 1§§}‘5 I 7 7 a 1
) “i*“f
n.le’ a m61 ah,
mine, ah/—-*__\”’i.lne’ ah’
A 1 Py . |
] = o] .
Duke [l>—=> 7 j T
¥ te, per te, ah,
mine, : ah ming —————_ ah,
L, SEEEEE 5555 VEREEEE S35
@'v‘ et ——|—— —t————— — — =, et ——
U / - \. ./.k \0. .\.
JEFP) 2
> |
(] (7] (] — & - [ (73
V 7 7 r 7 7 y 7 7

Je
¢
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129

A s \ e T a— -
Gil. L8 $— T Nl' ._'_%—I r4 I :; IF—
J
ca - re a e,
ah he is mine,
b } 7
Duca } " T i s |
Duke l@ - .i E—J‘"
¥ per te,
ah mine,
G Ilu r
h
v II
© J/
<—b
> P
*x be £ e
— T

) /
/
ba > >
Duca be —— 1 e
Duke - - N -
y > ah si, ___per
when you — are
[
Q@ :
(‘)-—Ir - a
2z 1Y \
y AN
138 ~ Allegro (=132)
T -
Gil. P IP - L_J - ii@ 7 -
me!)
mine!)
. )
Duca ﬁ:f * —wr - HE—A e — o —]
Duke 1 ¥ r—v—= t ¥
y te! Che m’a-mi, deh ri-
mine! You love me, say  those
m ; Allegro (d=132)
o i—l—l—i——lq:“c e —=
'J 11
S | === “
- o o s " o ; - |
V‘ * * V F S ? !!C : =
* A: ELF r’" . Yedi Note.
see Notes. 133539




130

142 .
i U |
cit. [—= = r = = —s—9h
D) . :
L’u - di- ste! 11
) You heardthem! . And
[l 1 F
Duca Y & R_q'ﬂ_'#ﬁ 1 { —
Duke , ¥~ — ¥ r L o
y . pe - ti-mi? Oh me fe - li - ce!
wo-ds a-gain... I’'m yours for - - ver!
A 1l H_
id D | N
—= ——— ! 3 e e S s e
J 3 = o Y
[Archi] [7] i’
0 [ | N N
b = === I yﬁ_;ﬁvyvyvyv
! J
compariscono sulla strada Ceprano e Borsa
145 Ceprano and Borsa appear in the street
3 ‘ 1 : ll\ : ;\ lh .R { ) [7] I‘\ 1]
Gi. [EF— o A a7 g e e =
eJ . . ’ v ) 4
no - mevo - stro di - temi.. Sa - per - loam non
yet I know not who youare.. Please tell me what your
1 oY - = [ T N N y s H—
» —— — —Y—g A ———1—F
11 | 4 - 17 L4 - 1/
J 4 v 4
" N
== LE= ===
Ld "4 ¥ | "4 | A 17 L/ 1/ L/ | ] 1] 17 Ll
M M M | 4 | 4 | 4 1 4 y r y
148
Al
Gil. %FU:PI . = = -
J ! ’
li - ce?
Duca home is? (pensando)
Duke (thinking)
N | N
2 — - 3 v i = o ——
e 1 1/ 1 Al
3) T Y
Mi no - mi-no ...
(a Borsa dalla via) My name... my name ...
Ceprano (to Borsa from the street)
) i T  — —=
(Il lo - coé qui.)
(And here’s  the place.) (a Ceprano)
Borsa (to Ceprano)
40— r K
% B - L] - & L") A
v e [ d/
(Sta
(1
v v o e
- pp - pe b
. 1 1
% - . [ 7] Y Y T
%:p::ﬁ;:‘:::p::bﬁ o o o e e e i D
— -
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131

51 . ~
Duca 2 3 % = — r 2 b o ﬁ—f—‘ﬁ_ - P a— ¥ r =
Duke - :‘ L |:i r 'u Jl ! ‘?;4* 'u 1 l'l Al 1
¥ Gual - tier Mal - de. stu-den - te SO - NOo.. e..
Gual - tier Mal - de. a hum - ble stu - dent... and...
ripartono
Al they leave ~
Bor. ;séﬂéi, ,J 3 = —=
ben!)
see!)
7D
% - © K8 ) — i
J o v S e
. o o [~ I
o = == =
Giovanna torna spaventata
154 Giovanna returns, frightened
Duca | N K t = -
Duke ——a
po - ve - ro..
pen - ni - less..
oot B e st ad s aaes
| i - ~ ——s
o 3 . . . . . . b &_
ﬁj, — —  — — ] - I ', 2 S S——
156 Gilda ‘
| LR o
= ‘; V1l 17 r } (! :
| 4 | A VA 74 1] A
O v. 4 1 4
For - se mio pa - dre...
. Per - haps my fa - ther...
Giovanna
A [] i i A * :
éi." 3 o ) N—N e X =
4 < 7 & a1 —f 7 ® y
A 11 L/ | 4 1/ X
. | 4 T o |4
Ru - mor di pas - sié€ fuo - re... -
I thinkthere’s some- one co - ming...
A [ "
Duca [#H" - = X i $
Duke éi < L
Y (Ah
(A
| be Y o . .
(E=oscErcmrs S=ci===ssi=mse
~ ~ -~ —
. . - . . . . . bﬁ ﬁ “O- . . . . .
ﬂ. - ! ] ;F  — — ! —— I I

* Vedi Note.
See Notes.
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Gil

Duca
Duke

Gil.

Duca
Duke

Gil. |

Duca
Duke

132

5 a Giovanna)
158 to Giovanna)
> = : ="
[))
Ad -
The
0 bk 1N 1N N b — =
> + —®—~—@+ '
L4 I'l ]’.I L l'l T %l
co - gliere po-tes-siil tra-di - to - re che si mi
curse upon the vil-lain who di - sturbs me, I’d like to

160 L
e — — e Em—— b ¥ = 5
= ¥ ¥ —F— F—F 1 ! & ! ¥
[ .
) “du - ci -lo di qua al ba stio - ne... or
gate -way at the end of the gar - en.. now
l“
I > - -
%I E ra <
¥ stur - ba!)
kill  him!)
/\ . .
— ——— H’*"'\.’!’.'}éé;t\.;; T
I | LA el el | Y
2 2 a —h—ﬁj:% : ﬁ| LAd el B
ry) ~> =
. ] . . . . . bb !. !’ %‘ !‘ E’ E’
‘ i5° I’ J | | 1 | ! ! 4} T 1 l | L ! l 4}
LH&E t; ;?'_ - D&é
162 i lv‘,:’
L4 1 'Di - - :
D) .
i - te K
leave me Will
b
% ——3% =z = —+ : =
¥y ., .
. Di ma - me rai  tu?
Say will you be true?...
N . .
bb, T S .
0] . o - - cresc. ] . .
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Gil. |

Duca
Duke

Gil.

Gil.

133

164 .
——f = ¥ b
)
vo - i? Non
you be? No
bes \ be
%”—thv < | 7 — i ——t
Y L’in - te - ra vi - ta.. poi...
I’'m yours for - e - ver.. and...
g ! | (—— o~ . o TN s L . -
i - l - o= avVie = I Ll F - P
Ll el | st el el 2 1L\ 1 T v
i | o 1)
: . . .
g T 1 i T 1 1 1 T — T 1
t;ti;t;t

166
/r: K ; ﬂr—fa—_g_’__ A
Hqﬁg:& 7 -———-—H—t“rb:a:
VL N,
Ll 1 1/ |74 |74 | 4 LA 11 v
T 14 L4 T
pil.. nonpidi... par - ti-te.. nonpii.. par - ti-te!
more... no more.. now leave me.we’llmeet... to - morrow!
. o ZUTTTTmmmmsmssesceco----o- 1
be ahe £ phd PRI T T > >1>.> 3 ,2'
o, beashe pophe PRepBEEEED (2 42heis 2 ) N
s 1 | 1 1 | .| | Al | 1 N - |Dl;
e o —ferpiar P T+ e
T 11
> 2 21bz 1 5 A
A 1 .
W - - —wr ——— = ‘: i:
oJ
Ad-
Duca Fare -
Duke > .
ALl o ~ - &2 - L]
= Fifr > A1 3
! Jd T M %
Y Ad - di - o, ad - di - o.. spe - ran - zaed a-ni-ma
Fare - well now, my dar- ling... my life, my happiness,
Vivacissimo (4 =144 [F1)
. v snmo;'p )2\ - . - > - g
o e——— Tt —
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176 * > .
. — > R - . L hﬁ "
Gil Fe—FF e —
. | 4 l [
- di - o, ad -di - o.. spe-ran - =zaed a-nima
-well now, my dar - ling... my life, my hap-piness,
Al o ) BF
Bies e = = =————-=-=c= '
y sol tu sa -
> we meet to -
> =
532 - £ £ b d £ >
L, [F2 o 2, £ = S —
- f — . - f I
v 7 Jv; T
) 4
vk 1 1 1 1 1 1 | | L) hd
g 1 t T T ¥ ¥ 1 1 I |
18] . . 19 o > - »
Gil. - +— 1 1 —f2* ot —i I
d v X B L] T 1 ! \‘~--‘
sol tu sa - ra - i, sa - rai per me,_______ sa-
we meet to - mor- row, my lzie, my love,—______my
P o . P T
Ducag——éﬁr—‘g —— T s i e o Lot
Duke le S e — = :
-ra - i, sa - rai per me, sol tu sa -ra - i, sa -
- mor - row, my life, my love, we  meet to - mor - row, my
/\f. /\ 8"""
I Ep:ﬁl l‘:
186 ;, JE—
ol ?b‘. : Ertes—y - = e
- Kok ] s — . !
o .
- ra per me. Ad - di - o,ad -
life, my love ‘ Fare - well, my
bt > i - A Fr——-ﬁp‘ﬁ5\2
Duke e r—1 e —T T =
y i Ad - di - o,ad- di - o,
Fare - well, my dar - ling,
~ ~ /\
E’E } :’ }”. | 1 1 1 ln. 1
PP

*# A: Un altro accento sul battere deriva probabilmente da una versione primitiva senza gli accenti sincopati: vedi Note.
An additional accent on the downbeat is probably the remnant of an earlier layer without the syncopated accents; see

Notes.

133539



191 ?—--‘\ — > >0 > il 2 PP -
?;" . .’_ — | : t
Gil. — ‘: I — 1 1 —t
-(}ii -l_o, ad - éﬁ - l_o... vi - vré,t vi -
ar - ling, my ar - ling... my eart, my
} . s — I‘jT:E 7z “‘ﬁ}li ])I)#’
P Si———= =E==== Si=E =
¥ ad - di - oad -di - o.. vi - vra, vi -
fare - well my dar - ling... my  heart, my -
y 2T §372m211T 7T
5 N\ , s . : E = L.
( : 1 1 I ~—s —  — : J(F 1
o ‘
» $op
- 1 1 1 1 i ! i t

Gil ﬁi‘"'i" =174 . — e =
- ey === =t —1< |
-vrd, vi-vrdim-mu - ta - bi - le laf - fet - to mio per te, —______ per
heart and soul are  yours for - e - ver - more, for - e - ver - more, for -
o hd * 03 h- - b - A " . N -
gu](éa ot I I I I =t I - - ‘ I : - ﬁ a: !P
uKe ? 4 ] 1 |. T } ] i . < _‘ji
- vrd, vi-vrdim-mu - ta -bi - le laf - fet - to mio per te, _______ per
heart and soul are yours for - e - ver - more, for - e - ver - more, ———— — for -
8-;{( """" "; """""""""""""""""""""""""""""""""""""""""
— : . - . - ) - L ] ¢ L 1
.) L1 J b T 1 1 1 II i 1 t t ! ! - - - ‘ l
3 =1
Z/F.‘FF:F e F : %&FEE:{E;E;E;E ! ! —
VU b T
ffe—— PP
200 | ‘ £ - & . b PR . . .
[ { A\ d # 1 | 1 F — N -
Gil. 1 + : . t t f l ! I i
') vV | ~——— | v T T
te, si, vi - vrd, vi - vrd, vi - vidimmu - ta - bi - le VDaf-
- e - ver, my  heart, my .__heart and soul are yours for - e - ver -
— " PP
- ff . . . M. [

; . . 3
v ¥ 0
Duca f /) | 1 <~ —t'_j N F ~
s * T L T T T T

Duke - t T T I 1 I

¥ te, si, vi - vrd, vi - vra, vi -vrdimemu - ta - bi - le Daf-
- e - ver, my heart, my heart and soul are yours for - e - ver-
P REEER Zosemsnn 07T _}r': -------------------------------
AL [— > & - Jb' - . . . .
— e e —
—— o f - : . - t t I i {
N—’ !
i % % E Jf vpp : ,
e — é:gfé_ E:%:f:E —
vV Vv b —J 1 1 1 = ! 1 I
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136

204 . N — .
) 14 0 e ry 1 i } = i | 1 Py 1 ° Py 1
Gil. P t ] ! ! >- l :. . 5 » ' 2 . .
- fet - to mio per te, vi - viddim - mu -ta-bi-le ’af - fet-to mio per
-more, for - e - ver - more, my  heart, my heartandsoulare yours for - e - ver,
D . 'l”'b I T N . >- tiﬁ_"— . . .
D,l:]g: M 3: . r 1 | I ¥ I } 1 - } 1
y ¥ J >
- fet - to mio per te, Vi - vraim - mu - ta-bi-le I’af - fet-to mio per
- more, for - e -ver - more, my  heart, my heartandsoul are yours for - e - ver-
3;“"'"? """"""""""""""""""" P ST
{4 ° N I > hd 5 o - » d
- ; I =. o %Z il'
S 14 I ! ] 9 o i | . } I I ! | | ]
, £33 3 3
P uvi. . 1 . . ! J !t 1 i { == —
V33 dhd dhe € 4L LA
209 —“/—”;ﬂ@' - [7p] e
L. 1 1 1 / ry
Gil- 1 M 1 lﬁ;ll -m - ; ! 1 i
s — < T
te, per |te Ad - di - o!
e - - - - ver - Iore. Fare-well now!
I, . _ 1V .
Duca ‘@h et ¥ - —& ) - P = 1
Duke e — 4 — < e E— —
y te, per te Ad - di - o! ad -
- more, e - ver - morq. Fare- well now! my
- Tttt T T T 1° 3 -
= &g || ¢ == 1]
| !p. 1 = ‘; !' i } . _‘\_4 }
] - x
bE i pp
R
bt a2 T 11
14 ! 1 | ] | }
JYYY
>
214 £ Fey - fe. £ &
-+ - ." ."
Gil @F— ) t Ll {' = i 1 #' : = : Z 1 1
. p ‘1 —_— i M L) = M 1
D) . — .
ad - di - o! spe - I —Za_ S0 - la sa - rai per
my dar - W and soul yours for - e - ver-
o _ J. 2 &~ :
Duca 2 i * — — T F ——] T = ﬁ'——P—;
Duke ! — b . } ! : —] —
- za SO - la sa - rai per
and soul yours for - e - ver -
"""""""""""""" ;—_-;'_'_-“--"'___-"'1
4% 55 ¢ 3 2
i l 1 1 1 ]
> 2 > i > > >
55—
P— t — ! 1 | E— L — : ———
f) ! e
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19 —_— 277N
'2 L4 i 5t = { | r
Gil. (‘3, Lam 2 T} 1
Ad - di - o! di - o! spe -
Fare-well now! dar - ling! my
[2p] . o o .
Duc RN —— L = e
Dukeé T g 1 A e
¥ Ad - di_- o! ad - di - o! spe -
Fare - well now! my dar - ling! my
/-\ 8 _____
-/-—\\ : J___Dd_p__’ - ‘
e = =
PU <—t — = ? !
47,
be o o o be »
: Al U T 1 1 t I
PP
224 Z2 £
‘ o — f- ‘.' -r F—‘Pq___'_.’__' 7z
Gil. : i . I t 1 1 1 4 -
D) ' ¢ -
za_ SO - la sa-rai per me, ad-di
and soul_—_yours—_ for- e -ver - more, I love
> P
A 2 & il
DuCa 1 _1' } lr = 1 1 F - TR_J‘
Duke T 1 ] i
y za so - la sa-rai per me, ad- di
and soul___yours for - e -ver - more, . I love
1 1
|~ —
| 7] et
Gil. 7 V' | IF ‘i ‘i v I'Rl t ‘i ; .
d .
ad-di - o!
but leave me!
A : 5 .
| 7 | | | el
Buss it ——F—= e —
¥ ad-di -| o!
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77
\
-
PN )
2354 Ly < o o i 1
. Hb- = £ = — 3 7
Gil. L = I F Y )
* - dl - - / - 0! ad -
leave e me! 1
A 1. ©- / -
- Duca b — ol - = y 3 [
Duke L' — — I -3 717
y o! ad-
ou! I

2 . ‘o-
Gil. ’b};'iyl
Y & - - . - - - -
1 e —
aLL O/\o '9: \~~°'
Duca |
Dukeébbb
Y - di ] ] ] ] ] . ]
love
A, # % % 2 E B 2 g
bpP—r——sF 5 o5 F 2 71—~
S v | | ;‘l ;ﬁl Iﬁ

(il Duca entra in casa scortato da Giovanna. Gilda resta fissando la porta ond’¢ partito)

N
&

Gil.

( the Duke enters the house, escorted by Giovanna. Gilda remains gazing at the door through which he departed)
!
2

Duca
Duke

133539

A " Q)

o - o!
you!

Al In)
é T L > r— - - - — - H
y - o!

you!
N PNt NP S >y ; ! >
£ o Fee > & .l....:....!. .g.: a.. £ bf ] ’\...: a. > ﬁ %
a L £ e ] e ] o e -
L2 5 1 1
B 1V g -
55 -
o
;' 2 I l 3 l > 2 > | 2 = N .
m_’ 1 T T 1 o] i o—1 : ) i -
L — - ' _,L_*[:;r PL 1 ' _zﬁzqr" ! F i ja i
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N.6 Aria N.6 Aria
[Gilda] [Gilda]
(SCENA XIII: Gilda) (SCENE XIII: Gilda)

Gilda Allegro assai moderato (J =80)

Lab b’.ﬂé—:

DN
(
3.
! <o
|\
t
.
e

[lcgni] [ p]dolce

A
+ e ———
— E— S ] . P2 e —————
—e) 1. > e
J PO O i g
—_— h—o—

4
= SES = ]
.) L4 L4 v
-tier . Mal - del. no - me dilLui sia-
- tier Mal - de!. know that I’ll al - ways
. # g
4 ===
A
=5
7 N —~ g morendo A
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% (Allegretto molto lento): vedi Copialettere, 497 e Introduzione, sezione 2.
see Copialettere, p. 497 and Introduction, section 2. 133539
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