


GUIDE TO THE ITALIAN INTERNATIONAL
PHONETIC ALPHABET (I.P.A.)

LP.A. Italian
Symbol Example
Italian Vowels

[i] figlio, zio
[e] fresca

[e] bello

[a] patria, amo
[2] sposa

[o] amore

[u] muto

Glides or Semi Vowels

1]
[w]

aiuto
quando

LP.A.
Transcription

['fikKko -'tsio]
[freskal]
[belilo]
['patrja - amo]
['spoza]
[a'more]
['muto]

[a‘juto]
[kwando]

Approximate English
Equivalent

between

bacon (with Irish accent without [el] glide)
pet, bet

park the car (Boston, flat "a")

fought, got

bone (wilh Irish accent without [ou])
boom, gloom

yamimer, yet
quick, wet

Plosive Consonants - (In Italian these plosive consonants must be un-aspirated, that

is with no puff of air escaping between the consonant and vowel or consonant that

follows it.)

[b]
[p]
(d]
[t]
[g]
(k]

bene
patria
dammi
tutto
galante
caro

Fricative Consonants

[v]
[f]
(/]
(2]
[s]
(]
[£]

venire

favore

scemo, lasciare
svenire, smanie
salute

ladro

figlio

['bene]
['patrjal
[[dam:mi]
['tut:to]
[ga'lante]

- [karo]

[ve'nire]

[fa'vore]

[femo - la'[[are]
[sve'nire - 'zmanje]
[sa'lute]

[ladro]

['fikko]

benefit, ball
pet, palace
duty, danger
total, tale
gallant, go
cart, cure

velour, vine
favor, flat
show, ash
zenith, zebra
sale, sole
late, lose
scallion
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Vibrant Consonants

[r] rompere, cor ['rompere] red (British)
[c] ardore [ardore] Very (British)

Nasal Consonants

[n] nome ['nome] name

[m] mano [mano] , man, manner
[n] . stanco, sangue [stanko - 'sangwe] bank, anguish
[n] sogno ['sonpo] canyon, onion
[m]* inferno, inverno [imferno-imvemo]

*(This is the sound the letter n takes when it assimilates before either v or f, the
labiodentals)

Affricate Consonants

[dz] azZzurro [a'd:dzuriro] adze, adds up
[ts] pazzo ['patitso] pizza, puts up
[d3] giurare ‘ [d3u'rare] judge, jump

[tf] cielo [tfelo] champ, chimney
Other Symbols

[:] symbol for a long vowel or consonant. Often used to indicate double sounding
consonants (example: petto [)petito]).

[']1 the stress mark used to indicate that the following syllable is the stressed one
(example: amore [a'more]).

Other Foreign Sounds Found in Some of the Operas

[@] the nasal sound as in Rouen (Tabarro) [ru'd] - Grenvil (La Traviata) [grd'vil]

[6] the nasal sound in Germont (La Traviata) [zermd]

[y] the rounded vowel as in Momus [momys] or Prunier/Bullier (Rondine) [prynje -
bylje]

[¢] the rounded vowel as in Des Grieux (Manon Lescaut) [de'grj¢]

[x] the fricative as in navaja and Saltagja (Fanciulla) [na'vaxa - saltaxa]
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NOTES ABOUT THE I.PA.
ITALIAN TRANSCRIPTIONS

In transcribing the Italian texts into LP.A., I have endeavored to render the exact
pronunciation of Italian words as they appear in some of the best Italian dictionaries
such as Garzanti, Zingarelli and Melzi. However, when syllables with closed vowels
fall on very high notes or lay in a constant high tessitura, I may suggest more open
vowels to accomodate the singing process. I will also employ the rule of "vowel
harmony" ("vocalic harmonization”) to homogenize vowel sounds in phrases, and I may
for that reason, adjust vowels to a more open or closed position at times. More about
this later.

"N" Assimilations

I will also employ n assimilations (something Zingarelli, possibly the only Italian
dictionary with I.P.A., does not do) as in the word stanco ['stanko] where the [n] sound
becomes [n] before the velar [k] or in the group in questa reggia [inkwesta 'red:dzal,
where the [n] in in assimilates to an [n] because of the the [k] sound that follows in the
word questa. Other common Italian words with this assimilated "n" are: dunque, finche,
mancare, anche, troncare, languenti, angoscia, sangue.

Another n assimilation which is most Italian, is the change to an "m" sound,
when the letter n comes immediately before b, p or m, the three bilabial consonants in
a word or in a group of words sung quickly in a breath phrase. For example in
"Madama Butterfly"; 'Un bel di vedremo' [um'bel divve'dremo], and later 'per non morir al
primo incontro’ ['per nommo'rir al 'primo in'kontro] and Sharpless's line 'Quel diavolo d'un
Pinkerton' ["kwel ‘djavolo 'dum 'pinkerton]. King Phillip in his monologue in "Don Carlo":
"Il mio crin bianco' -['il 'mio 'krim 'bjanko]

The third n assimilation occurs before f and v, the two labiodental consonants.
Two common Italian words, inverno (winter), and inferno (hell) are prime examples
of this phenomenon. Here the letter n assumes a labio-dental position (that is, the lower
lip touches the edge of the upper incisors, just as in f or v). Thus, in Butterfly's "Un bel
di", the phrase "levarsi un fil di fumo" will be transcribed [le'varsi umfil di ‘fumo];
Musetta's line in Act IV of Bohéme "Intesi dire che Mimi fuggita dal Viscontino era in
fin di vita" would be transcribed with the n in in fin assimilating to an [m]: [imfin di
'vita]. In "Don Carlo", in the confrontation between Phillip and the Inquisitor, Phillip
says: 'L'infante a me ribelle..." -[limfante a 'me ri'bel:le]
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Special Cases of Consonant Doublings

The Italian consonant groups gn, gl and sci -sce are always doubled as in: sogno
['sonnol, figlio [fikko], lasciare [la'[[are], la scena[la'[[ena]. The single letter z always gets
a doubled sound, either inside of a word or in a group, as in grazie ['grattsje] or Io zio,
la zona, [lottzio - laddzona]. When two zz appear together in a word, (mezzo, pizza) as
expected, the z sound is [ddz] or [tts] as in ['meddzo] or ['pittsa].

The Two Unphonetic Vowels e and o

The two unphonetic Italian vowels e and o in a stressed position are a
troublesome matter, even for Italians, since there are no rules as to when they are
closed [e-o0] or open [e-0]. All words in these texts are transcribed phonetically with the
correct closed or open symbols, but vocal demands of tessitura may require that in the
singing of these phrases, the vowels be opened to a more comfortable position and I
may transcribe the texts with more comfortable open vowel sounds. This is perfectly
all right, and is what all great Italian singers do instinctively. Itis safe to state that very
few of the great Italian singers generally observe the [e-€] or [0-0] differences in full-out
singing. In quiet passages or in recitative or spoken passages maybe more so. Itisa
further known fact that the Italian school of singing recognizes only five vowel sounds
for singing: [i-e-a-o-u]. The closed [e-o0] vowel sounds, as stated by the great teacher of
Melba and Malibran, Matilde Marchesi, "may be used for expressive means or to give
a special color to a word or expression, but are not part of my vocal method".

Since American singers are used to singing in German and French as well, it is
imperative that it be understood that one should never use closed German and French
[e] and [o] sounds in Italian. The Italian counterparts of those two closed vowel sounds
are much more lax and less tense. The difference between closed [e] and open [e] and
closed [o] and open [o] in Italian singing is minimal due to the demands of tone
production, tessitura and long held notes. In Italian speech, the difference is more
noticeable, but even then, local speech habits make any set of rules impossible. It is
important for American singers to listen to some recordings of great Italian singers. I
recommend, for instance, the "Manon Lescaut" and "Otello" recordings with Renata
Tebaldi and Mario del Monaco. Nowhere do these great singers take the [e-e] or [0-0]
matter literally. They fit the closed or open vowel sounds to their vocal needs!

As for the unstressed and final e and o, some texts state that they are always
closed, and others state categorically that they are always open. I say that they are
neither. They open or close depending on vocal needs,tessitura and the color of
neighboring vowels (vocalic harmonization). I have endeavored to use this rule of
vocalic harmonization to render the transcriptions more Italian. For instance in a word
like benedetto, the stress falls on benedetto and that vowel is a closed [e]. The
phonetic transcription becomes [bene'detito], with the be, ne and to syllables showing
closed vowels to "harmonize" in closedness with the stressed closed syllable. However,
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in a word like serpentello, the stress falls on serpentello and that vowel is an open [e].
The phonetic transcription becomes [serpen'telilo], with the ser, pen, and llo syllables
showing open vowels to "harmonize" in openness with the stressed open syllable. I will
also do this with word groups, always endeavoring to match or "harmonize" vowels in
order to make it sound more Italian and to get a better vocal line. Let us analyze a
portion of Phillip's great monologue in Act IV of "Don Carlo": 'io la rivedo ancor
contemplar triste in volto', which I have transcribed thus: [ 'la riveds ankor kotem'plar
‘triste 'im 'volto). 'To' has an open "o" at the end because it is starting to open for the word
'la’ which has an open "a"; 'rivedo' also has an open "o" at the end because it precedes
another word with an initial open "a" vowel; 'contemplar" with a stress on the 'plar’
syllable with an open vowel, turns the unstressed 'con' and 'tem’ syllables into open
vowels as they seek to harmonize with the stressed syllable; 'tiste, however ends in a
closed "e" because it is linked to the closed high vowel "i" in "in", and finally 'volto' has
a final closed "o" because it is, again, harmonizing with the stressed "o" of 'volto', which
is closed.

Stress Marks

I will always use a stress mark [ ' ] before the stressed syllable. Thus the word
amore, is transcribed [amore], showing that the syllable mo is the stressed one.
However, sometimes the musical stress is on the wrong syllable, as in the case of the
word simile [simile] in Des Grieux' aria "Donna non vidi mai", from Act I of "Manon
Lescaut". Here Puccini put a musical stress on the syllable mi on a top G, and therefore
the word simile was transcribed according to the musical and not the spokern stress as
[simile], and not ['simile].

Phrasal Doubling or Raddoppiamento Sintattico

Now a word about "Raddoppiamento Sintattico" or "Phrasal Doubling. In the
Italian language there are some words that cause the initial consonant in the word that
follows in the phrase, to double. Most of these doubling words are monosyllables, such
as: di, che, 14, ah, q, e, &, git, piti, oh and many, many others. Also, all words ending
in an accented syllable with a written accent (such as, sapro, pietq, caffé, volutta, cosi,
perché ahimé, etc.) will cause the initial consonant of the word that follows to double
as in: saqpro mmorire; perché mmai; di volutta pperir, etc. In the Verdi libretti we find
many instances of such "doublings":

Aida: Amneris/Aida scene, Act II: svela il segreto a mme

Aida: Same scene: Amneris: tu llami...

Aida: Same scene: Amneris: ...il duce impavido cadde traffitto a mmorte!
Aida: End of Act III: Radames: Sacerdote, io resto a tte.

Then there is Dio, the word for God. Whenever Dio appears within a group of
words, it gets doubled, and in opera, there are countless times when the characters
implore God with Oh Dio! This should really be pronounced Oh DDio. Other examples
are: di Dio which should be pronounced as di DDio, and per Dio and con Dio which
should be pronounced as per DDio and con DDio respectively. Gods (Dei), or goddess
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(Dea) or goddesses (Dee) also get doubled, as in Madame Butterfly: somiglia la DDea
della luna during the First Act love duet..

There are also a few disyllabic (two syllable words) that cause raddoppiamento
and they are: 'dove’, 'ove”, 'contra’, 'sopra’ and 'qualche’. A few examples are, again King
Phillip's monologue: 'Ove sson'. Benoit's description of his wife in Act I of Bohéme, 'e
spesso sopra ccapi'. The double bass is called 'contrabbasso’. The Countess in "Marriage
of Figaro" sings her aria 'Dove ssono'.

Phrasal doubling is not employed all the time. Most great Italian singers employ
it often for dramatic expression but other Italian singers hardly ever use it. But how
expressive a tool it can be in such memorable phrases as Mimi's 'Mi chiamano Mimi'
phrase '...il primo sole dell'Aprile & mmio'; or in Violetta's words as she finishes reading
Germont's letter in Act IV of "La Traviata": ' é ttardi!'.

In this book I will use my discretion (based on time-honored Italian operatic
tradition) as to when to use a raddoppiamento. Italian operatic declamation, especially
in the "veristic" style of Puccini almost cries out for that extra energy in the consonants
in the particular cases where the raddoppiamento is needed. How can we expect
Scarpia in Act II of Tosca not to yell out to his executioner: Pil1 fforte, piu fforte,
(harder, harder!) or later, as he hears Cavaradossi's moans from off stage: Ma ffatelo
tacere! (Make him shut up!").

A Word About the Literal Translations

In the literal word-by-word translations I have tried as much as possible to place
the English words under their Italian equivalents. One must understand however, that
literal translations from Italian into English sometimes result in incomprehensible
gibberish, what with the Italian syntax, word order and sentence structure being totally
different from English. When that happens, I have added a fourth line below, with the
English in proper grammatical sequence in order to unscramble the meaning of the
Italian text.

In some cases, where the English may be a bit stilted but still obviously
comprehensible, I have omitted a fourth line. For example, at the beginning of Mimi's
aria 'Si, mi chiamano Mimi', I have rendered this in English as "Yes me they call Mimi",
not quite top drawer English prose, but eminently understandable without the need for
a fourth line: "Yes they call me Mimi". Another example is in Act III of "Tosca" as
Mario speaks to the Jailer: 'Io lascio al mondo una persona cara.', which I have rendered
as "I leave in the world a person dear". This will obviously be understood as "I leave
in the world a dear person” (I hardly think that someone will be so naive as to think
that Cavaradossi is getting that familiar with the Jailer as to call him "dear"!)






RIGOLETTO

Opera in three acts.
Libretto by Francesco Maria Piave based on Victor Hugo's "Le Roi S'amuse”
First performed at the Teatro La Fenice in Venice on March 11, 1851

CHARACTERS

The Duke of Mantua (Duca): tenor
Rigoletto, his jester, and a hunchback: baritone
Gilda, Rigoletto's daughter: soprano
Sparafucile, a professional assassin: bass
Count Monterone: bass
Marullo, a courtier: baritone
Borsa, a courtier: tenor
Count of Ceprano: bass
Countess of Ceprano, his wife: soprano
An Usher (Araldo): bass
A Page (Paggio): mezzo-soprano
Maddalena, Sparafucile's sister: mezzo soprano
Giovanna, Gilda's attendant: mezzo-soprano
Courtiers, Pages, Servants, Ladies and Gentlemen

The story takes place in Mantua during the sixteenth century.

THE PLOT

ACT1
Scene One

There is a ball in progress at the palace of the Duke of Mantua. The womanizing Duke
comments to his courtier Borsa about a lovely female stranger he has seen lately who has
piqued his libertine interest. Abetted by the mocking barbs of his jester Rigoletto, the Duke
‘presses his suit on the Countess Ceprano, right in view of her outraged husband, the Count
Ceprano. The general gaiety is suddenly interrupted by the appearance of Monterone, an
elderly nobleman whose daughter had been seduced by the profligate Duke. Monterone hurls
his curses on the Duke, and when the latter has him arrested, he also curses the jester Rigoletto,
who has been having a good time taunting the old gentleman.

Scene Two

Later, as he is returning to his house, Rigoletto muses about the old man's curse and in his
superstition, expresses his concern. His thoughts are interrupted by the appearance of a
stranger, Sparafucile, a professional assassin, who inquires as to whether he can be of any
service in dispatching some enemy or rival. At first Rigoletto is suspicious, but soon begins to
ask the assassin for further details about his modus operandi. He dismisses him and after
musing about his hateful profession and ruminating once again about Monterone's curse, he is
met at the entrance to his house by his daughter Gilda, who has comes out to meet him. He

i
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keeps her in jealous seclusion, and warns her and her nurse, Giovanna, never to leave the
house, nor to admit anyone. He leaves as the Duke appears on the scene in pursuit of the
lovely stranger who has recently struck his fancy. He is amazed to discover that the lovely girl,
Gilda, is his own jester's daughter. Not revealing his identity, and claiming to be a "poor
student", named Gaultier Mald®, he declares his love to her. There are noises in the street
outside and he leaves. Gilda sings about her new found love. Led by Count Ceprano, the
courtiers are assembled outside in the street. They believe Gilda to be Rigoletto's mistress and
plan to abduct her to avenge themselves for the jester's gibes and insults. Rigoletto
unexpectedly returns. Ceprano conceals himself in the darkness and the courtiers explain to
Rigoletto that they are planning to abduct the wife of Count Ceprano, whose house is next to
Rigoletto's. Rigoletto is given a mask (really a blindfold) and told to hold the ladder, to which
Rigoletto gladly agrees. The courtiers seize Gilda and carry her off. After a few moments
Rigoletto realizes that he is actually blindfolded. He hears his daughter's cry for help, tears off
the blindfold and realizes that Gilda has disappeared. He immediately recalls Monterone's
curse.

ACTII

The Duke has also discovered Gilda's disappearance, but when the courtiers come in boasting
of having abducted Rigoletto's mistress, the Duke realizes immediately that they are one and
the same person and rushes into the room where they have her kept. Rigoletto comes in,
looking for a tell-tale sign that maybe his daughter is somewhere about the palace. The
courtiers taunt him to the point where he reveals to them that she is his daughter and he
excoriates them furiously. At one point he checks himself and appeals to the good nature of
Marullo, weeping desperately, but the courtiers give him no answer. At this point Gilda rushes
in and reveals it all to her father. Old Monterone is seen going off to jail, and as he passes a
portrait of the Duke he curses his name. Rigoletto cries that he himself will extract vengeance
from the Duke for what he did to his daughter.

ACT II

It is a stormy night. The Duke has been lured by Maddalena, Sparafucile's attractive sister, to
their lonely tavern on the banks of a river. Outside the tavern Rigoletto forces Gilda to observe
her lover's treachery, as he openly flirts with Maddalena, who is soon wooed by his charm.
Rigoletto sends her away to Verona and instructs her to put on male clothing. He tells her he
will join her later. ~Meanwhile Rigoletto mekes final arrangements with the assassin
Sparafucile, who is to kill the Duke and give the body later to Rigoletto for disposal into the
river by his own hands.

Rigoletto leaves and Sparafucile prepares the murder of the Duke. Maddalena, however, now
smitten by her "Apollo”, as she calls him, decides on a stratagem to save his life. She plots with
her brother to kill the first passing stranger that comes knocking at their door. The body will
be put into a sack and Rigoletto will never know the difference. At first Sparafucile is incensed
by the plan. "What am I, a thief, a bandit?" he asks his sister, but soon agrees to the plan.
Outside, the horrified Gilda, who has not gone off to Verona as instructed by her father,
overhears this plot and decides to sacrifice her life to save her faithless lover.

At midnight Sparafucile gives Rigoletto a sack with a body inside, then goes back inside.
Rigoletto suddenly hears the Duke's voice, singing inside the tavern. Aghast, he opens the sack
and finds his own dying daughter, who asks forgiveness for herself and for the Duke. She dies,
and again Rigoletto utters "The Curse!", remembering Monterone's anathema.



Rigoletto, Act 1

ACT1
Scene One

(Doors at the back and sides of a magnificent hall in the duke's palace open into other halls,
brilliantly lit. An elegantly dressed crowd of courtiers and ladies moves about the halls and
pages come and go. The festivities are at their peak. There is music from within, and

occasional bursts of laughter.)

DUCA
'del:a 'mia  ‘bella igkoppita borgeze
Della mia bella incognita borghese

Oof my lovely unknown commoner

to'k:kare 'il fin  dellaviven'tura 'io 'VokKo

toccare il fin  dell'avventura io' voglio.
touch the end of my adventure I want.

(I want to conclude my flirtation with my lovely, unknown commoner.)

BORSA

'di 'kwel:la 'dzovin ke ve'dete ‘al
Di quella giovin che vedete al
Of that young woman whom you see in
DUCA

‘da '‘tre 'mezi ‘oppi  ‘festa

Da tre mesi ogni festa.

For three months, every holy day.

(Every holy day for the last three months.)

BORSA

1a 'sua dimora

La sua dimora?

Her house?

(Where is her house?)

DUCA

in ‘un remoto kal:le

In un remoto calle;

In a remote -alley;

misteri'ozo un 'wom 'ventra 'oppi  'notite

Misterioso  un uom V'entra ogni notte.

Mysterious a man goes in there every night.

‘tempjo
tempio??
church?

'Because of the difficulty of getting the triphthong avventura io voglio in on time at the tempo

this music is usually taken, an elision is recommended: dell'avventurlio voglio.

>The word for church is chiesa. However, tempio is also frequently used for church, temple or
any place of worship, as a synagogue (in "Nabucco") or an Egyptian place of worship in "Aida".

i



6 Rigoletto, Act I

BORSA

€ 'sa kolei ki ‘'sia la'mante 'Suo
E sa colei chi sia I'amante® suo?
And knows she  who might be the admirer hers?
(And does she know who her admirer is?)

DUCA

'lo i'ppora

Lo ignora.

She doesn't know it.

(A group of ladies and cavaliers cross the hall.)

BORSA

'kwante bel'ta mi'rate

Quante beltal... mirate!

How many beauties!...  Look!

DUCA

'le 'vintfe ‘tutite  'di tfe'pran la 'spoza
Le vince tutte di Cepran la sposa.
Outshines them all of Ceprano the  wife.

(Ceprano's wife outshines them all.)

BORSA (softly)

‘nom ‘'voda il ’konte o 'duka
Non v'oda il Conte, o Duca.
Let him not hear you, the  Count, Oh  Duke.

(Don't let Count Ceprano hear you, Duke.)

DUCA

a 'me 'ke im'porta

A me che importa?

What does it matter to me?

BORSA

'dirlo  a'daltra ‘ei po'tria

Dirlo ad altra ei potria.
Tell it to another woman he could.

(He could tell it to another woman.)

DUCA

ne zven'tura ‘per  ‘'me ‘tferto sa'ria

Ne sventura per me  certo saria.

Not a misfortune for me  certainly it would be.

3Amante means "lover". It also can mean "the one who loves". In this case, since no words have
been exchanged between Gilda and the Duke, the appropriate word is "admirer". Later on he
becomes her true "lover".
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'kwesta o 'kwelila ‘per  ‘'me 'pari 'sono
Questa o quella: per me  pari sono
This woman or that one for me the same are
a kwan'taltre din'torno 'mi 'vedo

a quant'altre d'intorno mi vedo;

to as many others as around me [ see;

(This or that woman are all the same to me as all others I see around me;)

'mio
mio
my

‘del
Del
Of

'mekKd
meglio
more easily

‘kore
core

a'duna
ad una
to one

lim'pero
l'impero
heart the rule

‘non 'tfedo
non cedo
I don't give up

ke a'daltra belta
che ad altra belta.
than to another  beauty.

(I don't give up the rule of my heart more easily to one beauty than to another.)

‘la kos'toro avive'nentsa € 'kwal ‘dono

La costoro  avvenenza & qual dono

Their loveliness is like a gift

'di ke ‘il 'fato imfjora la 'vita

di che il fato infiora la vita.

with which fate  bedecks with flowers life.

'sod:d3i 'kwesta 'mi 'torna gra'dita

S'oggi questa mi torna gradita

If today this woman pleases me

‘forse uwnaltra do'man 1o sa'ra

forse un'altra doman lo sara.

perhaps another tomorrow it will be.

la kostantsa  ti'ran:na 'del 'kore  detes'tjamo 'kwal ‘'morbo krudele

La costanza, tiranna del core, detestiamo qual morbo crudele,

Constancy, the tyrant of the heart, we detest like a disease cruel,
'sol ki ‘vwole 'si 'serbi fe'dele
sol chi vuole si serbi fedele;

(Let) omnly he who wishes it, keep himself faithful;

‘nom va'mor 'se 'nomj 've liber'ta

Non v'amor se non v'é liberta.

There isn't love if there isn't freedom.

'de ma'riti il dze'lozo fu'rore

De'  mariti il geloso furore,

Of the husbands the  jealous fury,

‘defAi a'manti le 'zmanje de'rido

degli amanti le smanie derido;

of lovers the  ravings I deride;
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‘anko ‘'dargo i tfen'tok:ki dis'fido
Anco d'Argo i cent'occhi disfido
Even of Argus* the  hundred eyes I defy

'se 'mi '‘pundze ‘una 'kwalke  bel'ta

se mi punge una qualche belta.

if attracts me  some beauty.

(Il even defy Argus' hundred eyes, if some beautiful woman attracts me.)

(Escorted by a courtier, the Countess Ceprano enters, followed by her husband, the Count
Ceprano. Ladies and lords come in from various sides. The Duke addresses the Countess
Ceprano, going towards her most gallantly.)

DUCA

partite kru'dele

Partite?... Crudele!

You are leaving?...  Cruel one!

COUNTESS

se'gwire 1o 'Spozo 'me ‘fortsa:~ a tfe'prano
Seguire lo sposo m'e forza a Ceprano.
To follow my  husband I'm forced  to Ceprano.

(I'm forced to follow my husband to Ceprano.)

DUCA

'ma 'de: lumi'nozo 'in ‘korte ‘'tal ‘astro ‘'kwal ‘'sole brillare
Ma dee luminoso in corte tal astro qual sole brillare,
But must radiant at court. such astar like sun shine,

(But such a radiant star (as you) must shine like the sun in my court,)

'per 'voi kwi  tfaskuno do'vra ppalpi'tare
per voi qui ciascuno dovra palpitare.
for you here each one must palpitate.

(each one's (heart) here must palpitate for you.)

‘per 'voi 'dza po'sisente la ‘fjam:ma da'more
Per voi gia possente la fiamma d'amore
For you, already powerful, the flame of love
inebrja konkwide distrudidze ‘il 'mio 'kore

inebria, conquide, distrugge il mio core.
entoxicates, conquers, destroys my heart.
COUNTESS

kal'matevi

Calmatevi.

Calm yourself.

*According to a mythological Grecian fable, Argus had 100 eyes and Juno set him to watch Io, of
whom she was jealous. Mercury, however, charmed him to sleep with his lyre and slew him. Juno
then set the eyes of Argus on a peacock's tail. The allusion here is that the Duke will defy even the
hundreds of eyes of lovers and husbands around him.
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DUCA
La fiamma d'amore, inebria, etc.

(He offers his arm to the Countess and leaves with her. Rigoletto enters, encountering the
Count of Ceprano.)

RIGOLETTO ‘
e in 'testa ke a'vete sippor 'di tfe'prano .
E in testa che avete signor di Ceprano?

And in your head what have you, Lord of Ceprano?
(And what is on your mind, Lord of Ceprano?)

‘{Cepljano makes a gesture of impatience and follows the Duke.)

RIGOLETTO (to the courtiers)

‘ei ‘zbufifa ve'dete

Ei sbuffa! Vedete?

He is huffy! You see?
BORSA AND CHORUS

ke festa

Che Festa!

What a party!

RIGOLETTO

o 'si

Oh  si.

Oh  yes.

BORSA AND CHORUS

il ‘duka 'kwi 'pur  'si di'verte
|| Duca qui pur si diverte!

The Duke here also enjoys himself!

RIGOLETTO 4

ko'zi none 'sempre ke nwove sko'perte

Cosi non & sempre? Che nuove scoperte!

Like that isn't he always? What new discoveries!

il ‘dzwoko edil 'vino 'le ‘feste 1a ‘dantsa
il giuoco ed il vino, le feste, la danza,
The gambling and the wine, the  parties, the  dance,
ba'titakka kom'viti 'ben  ‘'tutito ‘i 'sta

battaglia, convitti, ben tutto gli sta.

battles, invitations, well all suits him.

(Gambling, wine, parties, dances, battles, invitations, they all suit him well.)

‘or ‘del:la  kon'tes:sa la's:sedjo ‘eAAi  a'vantsa
Or  della Contessa l'assedio egli avanza,
Now of the Countess the siege he presses on,

(Laughing.)
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husband

(Rigoletto leaves. Marullo enters in haste.)

MARULLO
'gran  ‘'nwova
Gran nuova!

Great news!

parlate

Speak!

do'vrete

dovrete...

ALL

ke a'vivenine

Che avvenne? Parlate!
What happened?
MARULLO

stu'pir 'ne

Stupir ne

Be amazed  about it

(You will be amazed at it...)

ALL
nar.rate
Narrate...
Tell us...

MARULLO
'ha 'ha
Ah! ah!
Ah! Ah!

ALL
e'biben
Ebben?
Well?

MARULLO
’kazo
Caso
Something

ALL
perduto
Perduto
Lost

MARULLO
'pju ‘strana
Piu  strana
More strange

rigolet:to

Rigoletto...
Rigoletto...

e'norme
enorme!
enormous!

ha
has he

o ™

is

you will be...

la
his

la

the

‘gobiba
gobba?
hump?

'koza
cosa!
matter!

fre'mendo
fremendo

'ne 'va
ne va.

is about it.

no'ne ‘pju
Non é piu
Is he no longer

il 'patitso
1 pazzo
The madman

dif:forme
difforme?
deformed?

po'sisjede
possiede...
has...



ALL
im'fine
Infine?
Finish!

MARULLO
una'mante

Un'amante!
A mistress!

ALL

.una'mante ki
Un'amante! Chi
A mistress! Who

MARULLO

il ‘gob:bo

1 gobbo

The hunchback
ALL

'kwel ‘'mostro
Quel mostro?

That monster?

Rigoletto, Act I

il 'krede
il crede?
would believe it?

'in ku'pido ‘or
in Cupido or
into Cupid now

ku'pido ku'pido
Cupido! Cupido
Cupid? Cupid

(The Duke enters, followed by Rigoletto.)

DUCA (To Rigoletto)

a 'pju 'di
Ah! piu di
Ah! More than

'la 'kara ‘'sua
La cara sua
The dear his

RIGOLETTO
ra'pitela
Rapitela.
Abduct her.

DUCA

€ 'detito ‘ma
E detto; ma
Easily said; but

RIGOLETTO
sta'sera
Stasera.
Tonight.

importuno
importuno

tfe'prano
Ceprano

'se trasformato
s'eé trasformato.
has transformed himself.

be'ato
beato!
the blessed!

‘nomnj 've
non v'e!

Ceprano (a) bothersome person there isn't!
(Ah! There isn't a more bothersome person than Ceprano!)

'spoza € u'nandzol
sposa & un angiol
wife is an angel
il ‘farlo

il farlo?

how to do it?

‘per '‘me
per me!
for me!

11



12 Rigoletto, Act I

DUCA

'nom 'pensi ‘tu ‘al 'konte
Non pensi tu al Conte?
Aren't you thinking of the Count?

RIGOLETTO

'non 'tfe la pri'dzone
Non c's la prigione?
Isn't there a prison?

DUCA

a ‘nno
Ah no.
Ah no.

RIGOLETTO

e'b:ben se'zilja
Ebben... s'esilia.
Well then... exile him.

DUCA

ne'm:meno bu'f:fone
Nemmeno, buffone.
Not that either, buffoon.
RIGOLETTO

a'l:lora al:lora 'la ‘testa
Allora... allora la testa.
Then... then his head.

(Making a gesture of beheading.)

CEPRANO (to himself)

) ‘llanima 'nera
(Oh l'anima nera!)
(Oh  the soul black!)
(Oh, what a black soul!)

DUCA (sIapbing the Count on his shoulder)

ke 'di 'kwesta ‘testa

Che di® questa testa?

What says this head?

RIGOLETTO

€ ‘bben natu'rale 'ke 'far 'di ‘tal ‘testa
E ben naturale! Che far di tal testa?
Its  quite natural! What's to be done  with that head?

%di' is a contraction of possibly two words. It can be a contraction of dice, which is the third
person singular of the verb dire (to say), in which case the translation is exactly as rendered above. It
could also be a contraction of dici which is the second person singular of the same verb, in which
case the translation would read: "what are you saying, this head?" In both cases it implies: "What are
you thinking, my dear Count Ceprano? Shall we get rid of you by beheading, prison or exile?"
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a 'koza ‘ellla  ‘'vale
a cosa ella vale?
For what isit  good?

(What is it good for?)

CEPRANO (infuriated, brandishing his sword)
ma'rrrand

Marrano!

Scoundrel!

DUCA (to Ceprano)
fermate

Fermate!

Stop!

RIGOLETTO

'da 'rider ‘'mi'fa

Da rider mi fa.

To laugh he makes me.
(He makes me laugh.)

MARULLOQO, BORSA, CHORUS (to themselves)

im ‘furja € mon'tato
(In furia @ montato!)
(In a fury he has grown!)

(He has grown furious!)

DUCA (to Rigoletto)

bufifone ‘'vien  'kwa
Buffone, vien qua.
Buffoon, come here.
ALL

(In furia @ montato!)

DUCA (to Rigoletto)

a 'sempre ‘tu ‘spind3i lo 'skertso
Ah! sempre tu spingi lo scherzo
Ah! Always you force the  jest
CEPRANGO (to the courtiers)

ven'det:ta 'del 'pat:tso korr'tres:so ‘un
Vendetta del pazzo! Contr'esso  un
Revenge on that madman! Against him a
'di moi ki nona vendet:ta

di noi chi non ha? Vendetta!

of us who doesn't have? Revenge!

(Revenge on that madman! Who among us doesn't feel bitterness against him? Revenge!)

al:lestremo
all'estremo.

to extremes.

raffkore
rancore
bitterness

13
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RIGOLETTO

ke 'kokKer 'mi ‘pwote 'di loro  'non ‘temo

Che coglier mi puote? Di loro non temo.
What touch me can? Of them I am not afraid.

(What can touch me? I do not fear them.)

DUCA (to Rigoletto)

kwe'lilira ke ‘'sfidi kol'pir 'ti po'tra
Quell'ira che sfidi colpir ti potra.
That anger that you provoke strike you can.
(That anger that you provoke can strike you.)

MARULLO, BORSA, CHORUS (to Ceprano)
‘ma '’kome

Ma come?

But  how?

CEPRANO

imarmi ki a ‘kore do'man © 'sia ‘da 'me
In armi chi ha core, doman sia da me.
Armed who has  heart, tomorrow be with me.

(All those who have hearts, come to me tomorrow, armed.)

MARULLO, BORSA, CHORUS
'si

Si!

Yes!

CEPRANO

a ‘not:te

A notte.

At night.

MARULLO, BORSA, CHORUS
sara

Sara!

It shall be so!

RIGOLETTO

‘del 'duka ‘il protetito ne'sisun tok:ke'ra
Del Duca il protetto nessun tocchera!
Of the Duke the  protected one no one will touch!

(No one will touch (me) the one whom the Duke protects!)

Che cogliermi puote? Di loro non temo, etc.

DUCA
Ah sempre tu spingi lo scherzo, etc.

BORSA, then MARULLO, CHORUS
'si vendet:ta

Si, vendetta!

Yes, revenge!
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DUCA, RIGOLETTO

tutto € 'dzoja
Tutto é gioia!
All s joy!

(The crowd of dancers invades the room.)

ALL ‘

‘tutito € ‘festa ‘tutito € 'dzoja ‘tut:to  im'vitat|i
Tutto & festa! tutto & gioia! tutto invitaci
All s feasting! All  is joy! All  invites us
'0 gwardate 'nom 'par 'kwesta ‘or la 'red:d3za
Oh guardate non par questa or la reggia
Oh look, doesn't it seem this now the palace
MONTERONE (from within)

kio ‘A1 'parli

Ch'io gli parli.

Let me speak to him.

DUCA

no

No!

No!

ALL

monte'rone

Monterone!

MONTERONE (looking at the Duke with noble pride)

'si monte'ron 'la 'votfe '‘mia  'kwal ‘twono

Si, Monteron... la voce mia qual tuono

Yes, Monterone... the voice mine like thunder

'ti skwote'ra ddo'vupkwe

ti scuotera- dovungque.

will shake you everywhere.

RIGOLETTO (to the Duke, imitating Monterone's voice)

kio ‘i 'parli
Ch'io gli parli.
Let me speak to him.

(He comes forward with mocking gravity.)

'voi kondzuraste  ‘kontro ‘nnoi  sippore
Voi  congiuraste contro noi, signore,
You plotted against us,  sir,

a go'dere
a godere!
to enjoy ourselves!

‘del pja‘tfer
del  piacer!
of pleasure!

15
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[ 'nnoi  kle'menti _imy'vero perdo'nam:mo
e noi  clementi invero perdonammo...
and “we, clement, in truth forgave...

(and we, truly clement, forgave you...)

'kwal 'vi 'pikka ‘or delirjo a ‘tutite  'lore
Qual vi piglia or delirio a tutte l'ore
What seizes you  now folly at all hours
'di 'vostra 'fikka a reklamar lo'nore

di vostra figlia a reclamar I'onore?

of your daughter to protest about the honor?
(What folly seizes you now at all hours to protest about your daughter's honor?)

MONTERONE (looking at Rigoletto with contemptuous anger)

no'velilo in'sulto a'si a turbare sa'ro a vos'trordze
Novello Insulto! Ah si a turbare saro a vostr'orgie...
A new insult! Ah yes, to disturb I will be at your orgies...
(A new insult! Ah yes, I will come to disturb your orgies...) ‘

VETIIo a gridare ‘fino a 'ke 'veg:ga restarsi i'nulto

verro a gridare fino a che vegga restarsi inulto

I'll come to shout as long as [ see remain unavenged

la'trotfe in'sulto € 'SE ‘al karnefitfe ‘pur 'mi darete

I'atroce insulto; E se al carnefice pur  mi darete,

the terrible  insult; And if to the executioner even you will give me,

(I will come to shout, as long as I see the terrible insult to my family remain unavenged;
and even if you give me over to the executioner,)

'spet:tro te'riribile 'mi rive'drete

spettro terribile mi rivedrete,

specter terrible you will see me,

portante ‘im ‘'mano il 'teskjo ‘mio

portante in mano il teschio mio,

carrying in my hand the skull mine,

ven'det:ta a kjedere ‘al ‘mondo a 'didio
vendetta a chiedere al mondo, a Dio.
revenge to ask for of the world, of God.
DUCA

'nom 'pju arires'tatelo
Non pid, arrestatelo!
No  more, arrest him!

RIGOLETTO
€ ‘mat:to
E matto!

He is mad!
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BORSA, MARULLO, CEPRANO

'kwai ‘det:ti

Quai detti!

What words!

MONTERONE (to the Duke and Rigoletto)

a 'sjate en'trambi 'voi male'det:ti

Ah  siate entrambi voi  maledetti!

Ah  may you be both of you accursed!

ALL

Ah!

MONTERONE

zlan't[are il 'kane ‘al leon morente € 'vvile o'duka
Slanciare il cane al leon morente & vile, o Duca...
To unleash the dog onto the lion dying . is cowardly oh Duke...
(To Rigoletto.)

€ ‘tu serpente ‘tu ke ‘dum ‘padre 'ridi  ‘al do'lore

e tu, serpente, tu che d'un padre ridi al dolore,

and you, snake, you who ofa father laugh atthe grief,

(and you, you snake, who laugh at a father's grief,)

'si male'det:to

sii maledetto!

be cursed!

RIGOLETTO (to himself, stricken)
ke 'ssento orirore

(Che sento! orrore!)
(What do I hear! Horror!)

ALL

0 '‘tu ke la ‘festa audatfe ai turbato
Oh tu che la festa audace hai  turbato,
Oh you who the (festivity, bold one, have disturbed,
'da ‘un 'd3enjo dim'ferno kwi  ‘foste gwi'dato
da un genio d'inferno qui foste guidato.
by a demon from hell here you were led.
RIGOLETTO

orirore

(Orrore!)

(Horror!)

ALL

€ 'vano ‘'oppi  ‘detito 'di kwa tallon'tana

E vano ogni detto, di qua tallontana...

Is vain every word, from here go far away...
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'va ‘trema o ve'kkardo delilira so'vrana
va, trema, o vegliardo, dell'ira sovrana,
go, tremble, oh old man, at the wrath sovereign,

(Go, tremble, old man at the sovereign's wrath;)

‘tu lai provokata 'pju 'speme 'nom 've
tu Thai provocata, piu speme non v'g,
you have it provoked, no more hope there is,

(you have provoked it and there is no more hope for you now,)

u'nora fa'tale 'fu 'kwesta ‘per 'te
un'ora fatale fu questa per te.
an hour fatal was this for  you.
RIGOLETTO

ke orror

(Che orror!)

(What horror!)

MONTERONE
Sii maledetto! E tu serpente, etc.

(Monterone leaves between two halberdiers. All others follow the Duke into another room,
while Rigoletto remains behind, deeply perturbed.)

Scene Two

{On one side of a blind dlley is a modest little house with a courtyard surrounded by walls.
In one wall is a door which connects the courtyard to the alley. On the other side of the
street is Ceprano's palace. It is night and Rigoletto enters the alley, wrapped in his cloak.
He is being followed by Sparafucile, who has a long sword under his cloak.)

RIGOLETTO

'kwel ‘'vekikjo male'divami
(Quel vecchio maledivami!)
(That old man cursed me!)

SPARAFUCILE
sior

Signor...

Sir...

RIGOLETTO

‘'va no'no ‘njente

Va, non ho niente.
Go, I have nothing.

SPARAFUCILE

ne il ‘kjezi a 'voi pre'zente unwom 'di 'spada 'sta

Neé il chiesi... a voi presente un uom di spada sta.
Nor did I ask anything... in your presence a man of sword stands.

(I didn't ask for anything...a swordsman stands before you.)
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RIGOLETTO

‘un ‘ladro

Un ladro?

A thief?

SPARAFUCILE

‘un ‘wom ke ‘libera 'per 'poko 'da ‘un rivale e 'voi ne a'vete

Un uom che libera per poco da un rivale. E voi  ne avete...
A man who frees for little from a riva. And you = have one...

(A man who can free you from a rival for little money. And you have a rival...)

RIGOLETTO
'kwale
Quale?
What?

SPARAFUCILE

'la 'vostra 'don:na € la
La vostra donna @ la.
Your woman is there.

RIGOLETTO

ke ‘ssento
(Che sento!)
(What do I hear!)
€ 'kwanto 'spendere 'per 'un sinpor

E quanto spendere per un signor
And how much spend for a gentleman

(And how much would I have to spend for a gentleman?)

SPARAFUCILE

'pretitso ma'd:dzor vorirei

Prezzo maggior vorrei.

Price higher I would want.

(I would want a higher price.)

RIGOLETTO

ko'muzasi pa'gar

Com'usasi pagar?

How does one usually pay?

SPARAFUCILE

‘'una me'ta  santitfipa 'l resto  'si‘'da
Una meta s'anticipa, il resto si da
One half given in advance, the rest is given
RFIGOLETTO

de'monjo e 'kome ‘pwoi '‘tanto  se’kuro
(Demonio!) E come puoi tanto securo
(Demon!) And how can you so sure

((Demon!) And how can you work with such assurance?)

do'vrei
dovrei?
would I have to?

'poi
poi...
afterwards...

o'prar
oprar?
work?
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SPARAFUCILE

's0KKD in tfi'titade utitfidere o'p:pure ‘nel 'mio  'tetito
Soglio * in cittade uccidere, oppure nel mio tetto.

I accustom in the city  to kill, or else in my  house.®

(I usually kill in the city, or else under my own roof.)

‘lwomo 'di 'sera  as’petito 'una  sto'kikata € 'mwor
L'uomo di sera  aspetto... una stoccata e muor.
The man at night [ await... a thrust, and he dies.
RIGOLETTO

de'monjo e'’kkome i 'kaza

(Demonio!) E come in casa?

(Demon!) And how to your house?

((Demon!) And how is he brought to your house?)

SPARAFUCILE :

€ ‘ffatfile ma'juta 'mia sorella  ‘per le 'vie ‘dantsa

E facile... m'aiuta mia sorella... per le vie  danza...

It's easy... I'm helped by my sister... in the  streets she dances...
€ 'bbelila ki 'VOAKo a'titira € a'llor

) bella... chi  voglio attira... e allor...

she's beautiful... whom I wish she attracts... and  then...

RIGOLETTO

kom'prendo

Comprendo...

I understand...

SPARAFUCILE

‘sentsa 'strepito
Senza strepito...
Without noise...

RIGOLETTO
Comprendo...

SPARAFUCILE

€ 'kwesto il 'mio strumento 'Vi 'serve

E questo il mio strumento, vi serve?

Is this my instrument, is it of any use to you?
(This is my instrument, is it of any use to you?)

RIGOLETTO

no ‘al mo'mento
No, al momento.
No, at the moment.

(Not, not for the moment.)

®As noted elsewhere in this series, tetto really means "roof". In poetic language the word tetto is
used for house as well. Nel mio tetto can be translated as "in my house" or "under my roof".
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SPARAFUCILE

‘ped:dzo ‘per  'voi
Peggio per  voi...
So much the worse for  you...

RIGOLETTO
ki 'ssa

Chi sa?
Who knows?

SPARAFUCILE

sparafu'tfil 'mi ‘nomino
Sparafucil  mi nomine...
Sparafucile is my name...

RIGOLETTO
stranjero
Straniero?

A foreigner?

SPARAFUCILE
borgopnone
Borgognone.
Burgundian.

RIGOLETTO

€ ‘ddove al:lok:ka'zjone

E dove, all'occasione?...

And where, if the occasion rises?...

SPARAFUCILE

kwi 'sempre a 'sera
Qui sempre a sera.
Here, always in the evening.

RIGOLETTO
‘va

Va.

Go.

SPARAFUCILE
sparafu'tfil
Sparafucil.

RIGOLETTO
Va, va.

(Sparafucile goes away. Rigoletto watches him go.)

‘pari 'sjamo o la lingwa €'hka il
Pari siamo!... io la lingua, egli ha il
Equals we are!... I the  tongue, he has the

(We are equals!...I have my tongue, he has the dagger;)

punnale
pugnale;
dagger;
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‘lwomo sonio ‘'ke 'rride ‘ei kwel ke 'spenne
L'vomo son io che ride, ei quel che spegne!

The marn Iam who laughs, he, theone who  kills!

'kwel 'vekikjo male'divami

Quel vecchio maledivami!...

That old man cursed me!...

bl 'womini o) na'tura il [elle'rato 'mi fa'tfeste ‘voi

0] uomini!... o natura! vil scellerato mi faceste  voi!
Oh  mankind!... Oh  nature! (a) base wicked man made me you!
(Oh mankind!...Oh nature! You have made me base and wicked!)

b 'rab:bja ‘esiser  dififorme ) 'rab:bja ‘es:ser  bu'fifone

Oh - rabbia! esser difforme! oh rabbia! esser buffone!

Oh  rage! To be deformed! Oh  rage! To be a buffoon!
mon  do'ver ‘nom poter v ‘altro ke ‘ridere
Non dover, non poter altro che riderel...
Not to be allowed to, not to be able to do anything but  laugh!...
il re'tad:dzo do'npwom ‘me 'tolto il 'pjanto -

1 retaggio d'ogni uom m's tolto: il pianto...

The possession  of every man is denied to me: weeping...’”

'kwesto pa'drone 'mio ‘dzovin dzo'’kondo 'si po'sisente  'bbelilo
Questo padrone mio, giovin, giocondo,  si possente, bello®
This master of mine, young, cheery, so powerful, handsome
son:ne'k:kjando 'mi ‘ditfe ‘fa kio ‘'rida bu'f:fone

sonnecchiando mi dice: Fa ch'io rida, buffone...

as he dozes says to me: Make me laugh, buffoon...

fortsarmi ‘ded:d3o e 'ffarlo o dan:na‘ttsjone

Forzarmi deggio e farlo! Oh  dannazione!

Force myself I must and doit! Oh, damnation!

'odjo  a'vvoi korti'dzani skerni'tori

Odio a voi, cortigiani schernitori!...

I hate you, courtiers scornful!...

"on

"Retaggio really means "inheritance", "heritage", "property". 1 have used "possession" because
according to Rigoletto, man's most prized possesssion, is the ability to weep.

®In his state of mind, he hurls these adjectives at his master with great vehemence. The last of
these, bello, (everything Rigoletto is not) is particularly strong, and that is the reason for transcribing
it phonetically with two initial b's.
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'kwanta im ‘mordervi ) ‘d3zoja 'se i'nikwo 'son
Quanta in mordervi ho  gioia! Se iniquo son,
How much to bite you I have joy! If wicked I am,

(How I enjoy stinging you! If I am wicked,)

'per ka'dzom ‘vostra € 'solo
per  cagion vostra & solo.
for  reason yours itis only.

(it is only because of you.)

'ma ‘in altrwomo 'kwi  'mi kand3o

Ma in altr'uvomo qui  mi cangio!

But into another man here I change myself!
(But here (in my house) I'm changed into another man!)

kwel ‘vekkjo male'divami

Quel vecchio maledivami...

That old man cursed me...

'tal pen'sjero perke kon'turba onpor la 'mente ‘'mia

Tal pensiero perche conturba ognor la mente mia?...
That thought, why does it trouble always the mind mine?...
(Why does that thought keep troubling my mind?...)

'mi kokKe'ra zven'tura anno € fo'l:lia

Mi cogliera sventura? Ah no! ) follia!

Will strike me misfortune? Ah no! It's folly!

(Will misfortune strike me? Ah no! It is folly!)

(He unlocks the door to his house and goes into the courtyard. Gilda comes out of the
house and falls into his arms.)

RIGOLETTO
'fikka

Figlia!
Daughter!

GILDA

'mio  ‘padre
Mio padre!
My  father!

RIGOLETTO

a 'tte da'pipres:sd ‘trova  'sol 'dzoja ‘il kore  o'pipresiso
A te d'appresso trova sol  gioia il core oppresso.
Near to you finds only joy the  heart oppressed.
(My oppressed heart finds joy only near you.)

GILDA
o] 'kwanto a'more

Oh quanto amore!
Oh such love!
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RIGOLETTO

'mia ‘'vita ‘sei 'sentsa '‘te 'in 'terira 'kwal 'bene a'vrei
Mia vita sei! Senza te in terra qual bene’ avrei?
My life  you are! Without you on earth what love would I have?
GILDA

b} ‘kwanto a'more ‘padre ‘'mio

Oh  quanto amore! Padre mio!

Oh  such love! Father mine!

RIGOLETTO

o) 'fikka 'mia

Oh figlia mia!

Oh, daughter mine!

(He sighs.)

GILDA .

'voi sospi'rate ke 'vandze ‘tanto

Voi  sospiratel... Che v'ange tanto?

You sigh!... What worries you  so?

lo 'dite a 'kwesta ‘povera fikka

Lo dite a questa povera figlia.

Tell it to this poor daughter.

(Tell your poor daughter.)

'S€ 'va mis'terd per lei 'sia ‘franto
Se vha mistero... per lei sia franto...
If there is (some) mystery... for  her letitbe broken...

(If there is some mystery (about you), then reveal it (to me)...)

kel:la ko'noska 'la 'sua fa'mik4a
Ch'ella conosca la sua famiglia...
May she know her family...
(Let me know all about my family...)
RIGOLETTO

‘tu 'non 'ne ‘ai

Tu non ne hai.
You have none.

won

°Bene has many shades of meaning: It can be "well", "good"; it can also mean "goods", "property".
Then it also means "to love", as in voler bene. In poetry mio bene means "my love" or "my beloved".
In this phrase, Rigoletto employs bene to describe his beloved Gilda as his only love on earth. "My
love" can be expressed as amore mio, mio amore, mio bene, mio diletto, mio tesoro, mia vita, anima
mia, mio nume, mia gioia, mia dolcezza, mia vita and in even more ways as will be seen in the
future operas in this series.
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GILDA

'kwal ‘'nome a'vete
Qual nome avete?
What name have you?
(What is your name?)

RIGOLETTO

a ‘te ke im'porta

A te che importa?

To you what does it matter?

GILDA

'se  'nom volete 'di 'voi par’larmi

Se non volete di voi parlarmi...
If you don't want about yourself talk to me...

(If you don't want to talk to me about yourself...)

RIGOLETTO (interrupting her)
nonu [ fir 'mai

Non uscir mai.

Don't go out, ever.

GILDA
‘nomj 'vo ke ‘al ‘tempjo
Non vo' che al tempio.

I don't go but to church.
(I go only to church.)

RIGOLETTO

‘or 'ben  'tu ‘fai
Or ben tu fai.
Now well you do.

(That's good.)

GILDA

'se mon di 'voi al'men ki 'sia

Se non di voi, almen chi sia

If not about you, atleast who she might be,
‘fate  'kio 'sap:pja la ‘madre 'mia

fate ch'io sappia la madre mia..

make thatl know the mother  mine.

(If you don't want to speak about yourself, then at least let me know who my mother is.)

RIGOLETTO

'de mom  parlate ‘al ‘mizero 'del 'suo
Deh non parlate al misero del suo
Ah, don't speak to the wretch of his
‘ella  sen'tia kwe'l:landzelo pjeta ‘'delle 'mie
Ella sentia, quell'angelo, pieta delle mie

She felt, that angel, pity for my

perduto 'bene
perduto bene...
lost love...
‘pene

pene...

sufferings...
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'solo di'f:forme 'povero 'per kompa'sisjon  'mi a'mo

Solo, difforme, povero, per compassion mi amo.

Alone, deformed,  poor, out of compassion she loved me.

a mo'ria le ‘ddzol:le 'koprano ljevi ‘'kwel ‘'kapo amato
Ah! moria... le zolle coprano lievi quel capo amato.
Ah! Shedied... the sod may it cover lightly that head beloved.
(Ah! She died...may the sod cover lightly that beloved head.)

'sola ‘'or ‘tu 'resti ‘al 'mizerd 'dio 'si ringra‘ttsjato
Sola or tu resti al misero. Dio  sii ringraziato!
Alone now you remain to the wretch. God Dbe thanked!
GILDA ,

o 'kwanto dolor ke 'spremere 'si amaro 'pjantd 'pwd

Oh  quanto dolor! che spremere si amaro pianto puo?

Oh  what griefl What wring such bitter tears can?

(Oh what grief! What can wring such bitter tears?)

‘padre ‘nom 'pju 'nom 'pju kal'matevi

Padre, non piu, non piu, calmatevi...

Father, no more, no more, calm yourself...

'mi 'latfera ‘tal 'vista ‘il ‘nome 'vostro ‘ditemi

Mi lacera tal vista! Il nome vostro ditemi,

I'm torn by such a sight! The name yours tell me,

il 'dwol ke 'si va'titrista

il duol che si v'attrista.

the grief that so saddens you.

RIGOLETTO

a 'kke no'marmi € i'nutile 'padre 'ti 'sono e ‘bbasti
A che nomarmi? e inutile. Padre ti sono e basti.
Why call me by name?  Itis useless. Father I am to you and that's enough.
'me ‘forse ‘al ‘mondo ‘temono

Me forse al mondo temono,

Me  maybe in the world they fear

dalkuno o ‘forse ‘Kasti ‘altri  'mi male'dikono

d'alcuno ho forse gli asti... altri mi maledicono...

of someone I have maybe the grudge... others curse me...

(Some in this world fear me, someone maybe has a grudge against me...others curse me...)

GILDA
'patrja pa'renti amitfi 'voi 'dunkwe nona'vete
Patria, parenti, amici voi  dunque non avete?

Homeland, relatives (or) friends you then do not have?
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RIGOLETTO

'patrja pa‘renti a'mitfi kulto fa'mifAa
Patria! Parenti! Amici! Culto, famiglia,
Homeland! Relatives! Friends! Religion, family,

il ‘mio uni'verso € in 'te

il mio universo e in te!

my  universe is in you!

GILDA

a 'S 'pwo  'ljeto  ‘rendervi 'dzoja € la 'vita ‘per
Ah  se puo lieto rendervi gioia @& la vita per

Ah if it can happy make you, joy s life  for
(Ah, if it can make you happy, then life is a joy for me!)

'd3a ‘da '‘tre ‘lune 'so1) kwi  venuta
Gia da tre lune son qui venuta,
Already since three moons I have here come,

'ne la tfit:tade 2 ankor ve'duta

ne la cittade ho ancor veduta;

not the city I have yet  seen;

(I have been here for three months and I still haven't seen the city;)

's€ il kontfe'dete ‘farlo ‘or po'trei
Se il concedete, farlo or potrei...
If you allow it, doit now I could...

RIGOLETTO

'mai ‘mai u'[fita ‘dim:mi ‘unkwa
Mai, mai!... Uscita, dimmi, unqua
Never, Never!... Gone out, tell me, up to now

GILDA
no

No.
No.

RIGOLETTO
‘gwai

Guai!
Beware!

GILDA

a ke ‘ddis:si
(Ah! che dissi!)
(Ah!  What did I say!)

RIGOLETTO

'ben 'te ‘ne 'gwarda
Ben te ne guarda!
Take very good care!

1a ‘patrja
la patria,
homeland,

‘me
me!

'sei
sei?
have you?
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po'trien se'gwirla ra'pirla an'kora kwi  'dum bu'fifone
(Potrien seguirla, rapirla ancora! Qui d'un buffone
(They could follow her, abduct her even! Here ofa  buffoon
'si dizo'nora la 'fikka € 'se 'ne 'ride orror

si disonora la figlia e se ne ride... Orror!)
they dishonor the  daughter and they laugh about it... Horror!)

(Calling towards the house.)

dla
Ola?
Ho there?

(Giovanna comes out of the house.)

GIOVANNA
siynor
Signor?

Sir?

RIGOLETTO

ve'nendo 'mi ‘vede alkuno bada 'di il ‘'vero
Venendo mi vede alcuno? Bada, di' il vero.
When I come me  sees anyone? Mind you, tell the truth.
(Does anyone see me when I come to the house? Mind you, tell the truth.)

GIOVANNA

a 'nno ne's:suno

Ah no, nessuno.

Ah no, no one.

RIGOLETTO

'sta 'ben la ‘porta ‘'ke ‘da ‘al bas'tjone € 'sempre kjuza
Sta ben... La porta che da al bastione € sempre chiusa?
Very well... The door that leads to the bastion is always locked?
GIOVANNA

o'ppor 'si 'sta

Ognor si sta.

Always yes  itis.

RIGOLETTO

‘bada dil ‘ver

Bada, di' il Ver...

Mind you, tell the truth...

a 'vekka o 'don:na 'kwesto 'fjore 'ke a ‘te ‘puro  komfidai
Ah! veglia, o donna, questo fiore che a te puro confidai;
Ah! Watch, oh woman, this flower that to you pure I entrusted;

(Ah woman! Watch over this pure flower that I have entrusted to your care;)
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'‘vekka a'titenta e ‘non ‘sia ‘'mai 'ke so'f:fuski il 'suo kan'dor
Veglia attenta, e non sia mai che s'offuschi il suo candor.'®
Watch carefully, and let it never be dimmed its innocence.

(Watch carefully over it and let its innocence never be stained.)

‘tu 'dei ‘'venti ‘dal fu'rore 'kaltri fjori ‘an:nd pje'gato
Tu dei venti dal furore ch'altri fiori hanno piegato,
You of the winds of the fury that other flowers have bent,
lo difendi e im:makolato 'lo ridona al dzeni'tor

lo difendi, e immacolato lo ridona al genitor.

defend it, and unsullied give it back to her father.
(Defend this flower from the fury of the winds that have bent so many other flowers, and

give it back unsullied to her father.)

GILDA

'kwanto afifetito kwali 'kure ‘'ke te'mete 'padre 'mio
Quanto affetto! quali cure! che temete, padre mio?

So much affection! Such care! What are you afraid of, my father?

la's:su 'in ‘tfelo 'presiso 'ddio  'veA4a unand3ol prote'titor
Lassu in cielo, presso Dio  veglia un angiol protettor.
Up there in heaven, close to God  watches an angel protecting.

(Up there in heaven, close to God, a guardian angel is watching.)

‘da 'noi 'stokAe 'le zven'ture 'di 'mia  ‘'madre il 'prjego ‘'santo
Da noi stoglie le sventure di mia madre il priego santo:
From us keeps the  misfortunes of my  mother the  prayer holy:

(My mother's holy prayer keeps misfortunes from us:)

'nom 'fia 'mai  dizvelto o 'franto ’kwesto a'voi diletito ‘fjor
Non fia mai disvelto o franto questo avoi diletto fior.
May it not be uprooted or broken this to you beloved flower.

(May this beloved flower of yours never be uprooted or broken.)

RIGOLETTO

a 'vehka O 'donina ’kwesto “fjore 'ke a'te 'puro komfi
Ah! veglia, o donna, questo fiore che ate puro confi..
Ah! Watch over, oh woman, this flower that to you pure I con...
alkum 've ‘fwori

Alcun v'e fuori...

Someone is outside...

(The Duke appears in the street in commoner's clothes. Rigoletto opens the courtyard door
and as he goes out to inspect the street, the Duke slips furtively into the courtyard and
hides behind a tree. He silences Giovanna, throwing her a purse of money.)

°Candore (or candor, in its apocopated form) is a word often found in these libretti. It really
means "candor”, "whiteness". "sincerity" and also "innocence". Later.on in this opera we will see the
Duke referring to Maddalena's la bella mano candida, "your lovely white hand". In this case the word
in no way has the connotation of "innocence" or "sincerity"...Later on in my Mozart series, we will see
Dop Giovanni describing Leporello's hat adorned with candidi pennacchi: White feathers.

id

.
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GILDA

‘tfelo 'SEmpre no'vel sospetitd

Cielo! Sempre novel sospetto.

Heaven! Always (a) new suspicion.

RIGOLETTO (to Giovanna, as he returns from outside)

‘alila  'kjeza 'vi se'gwiva 'mai  ne'sisuno

Alla chiesa vi seguiva mai nessuno?

To church followed you ever someone?

(Did anyone ever follow you to church?)

GIOVANNA

'mai

Mai.

Never.

DUCA

rigo'let:to

(Rigoletto!)

RIGOLETTO

'S€ talor 'kwi ‘pikikjan gwardatevi da'prire
Se talor qui picchian, guardatevi d'aprire.
If ever they knock here, watch that you don't open.
GIOVANNA

ne'm:mend ‘al ‘duka

Nemmeno  al Duca?

Not even to the Duke?

RIGOLETTO

'non) 'ke a'daltri a Mui  'mia  ‘fikka a'd:dio
Non che ad altri a lui! Mia figlia, addio.
Least of all to him! My  daughter, farewell.
DUCA

'sua  'fikAka

(Sua figlia!)

(His daughter!)

GILDA

a'd.dio 'mio  'padre

Addio, mio padre!

Farewell, my  father!

RIGOLETTO

Ah, veglia o donna, etc.

GILDA

Oh quanto affetto, etc.

(They embrace and Rigoletto leaves, closing the courtyard door behind him.)
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GILDA

dzo'vanina o 'dei rimorsi
Giovanna, ho dei rimorsi...
Giovanna, I have some remorses...

(Giovanna, I feel remorse...)

GIOVANNA

€ perke 'mmai

E perché mai?

And why?

GILDA

‘tak:kwi ke ‘un ‘d3ovin ‘ne segwiva  ‘al ‘tempjo
Tacqui che un  giovin ne seguiva  al tempio.
I kept quiet about  (that) a young man following us to church.
GIOVANNA

perke 'tfo 'diri lodjate 'dupkwe ko'testo 'dzovim
Perché cio dirgli?... L'odiate dunque cotesto giovin
Why tell him?... You hate him then, this young man
(Why tell your father?...Do you then hate this young man?)

GILDA

no ke trop:po 'belilo e 'spira a'more
No, ch'e troppo bello e spira amore...
No, for he's too handsome, and inspires love...
GIOVANNA

€ manpanimo 'sembra € 'gran sinore

E magnanimo sembra... e gran signore.

And magnanimous he seems... and a great gentleman.
GILDA

sippor 'ne ‘printfipe io 1o vo'rirei

Signor ne principe io lo vorrei;

A gentleman nor a prince I would want him;

'sento  'ke ‘pPoverd 'pju lame'rei

Sento che povero piu  l'amerei.

I feel that poor more [ would love him.

(I feel that I would love him more if he were poor.)

soppando o ‘'vvidzile 'sempre ‘I 'kjamo

Sognando o vigile sempre lo chiamo,

Dreaming or awake always I call him,

€ 'lalma in'estazi 'le ‘ditfe '‘ta

e I'alma in estasi le dice, ta...

and my soul in ecstasy  says to him Ilo...

'voi
voi?
you?

31

(The Duke comes out suddenly, makes a sign to Giovanna to leave and kneels at Gilda's feet,

concluding her phrase.)
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DUCA

‘tamo ‘tamd ri'petilo

T'amo! T'amo, ripetilo,

Ilove you! Iloveyou, repeatit,

'si 'karo atitfentd ‘um 'puro  ‘skjudimi tfel 'di
si caro accento un puro schiudimi  ciel di
such a dear word a pure opens to me heaven of
(such dear words open to me a pure heaven of happiness!)

GILDA

dzo'van:ina ‘ai 'mizera 'nom 've 'pju al'kuno
Giovanna? Ahi  misera! Non v'é piu alcuno
Giovanna? Oh  wretched me! There isn't anyone here
ke 'kwi  rispondami o'ddio ne'sisuno

che qui rispondami! O Diol... nessuno?

that here will answer me! Oh God!... = No one?

DUCA

sonio ko'l:lanima ke 'ti rispondo

Son io coll'anima che tirispondo...

ItisI (who) with his soul (that) answers you...

a ‘due ke ‘samano 'son ‘tutito 'um

Ah due che s'amano son tutto un

Ah, two who love each other are a whole

GILDA

ki ‘'mai kwi  'dzundzere 'vi fetfe a '‘me

Chi mai, qui  giungere vi fece a me?
Who, here come you made to me?
(Who, who made you come to me?)

DUCA

'S€ ‘andzelo o ‘demone 'ke im'porta a
Se angelo o demone, che importa a
If angel or demon, what does it matter to
10 ‘tamod

Io t'amo..

I love you...

GILDA

u'[fitene

Uscitene...

Leave here...

DUCA

u'ffire a'des:so ‘ora  'ke atitfendene 'um
Uscire! adesso! Ora che accendene un
Leave! Now! ‘Now that we are kindled by a

(Leave now! Now that a same fire is kindling us?)

'mondo
mondo!
world!

kon'tento
contento!
happiness!

te?
you?

‘fwoko is'tesiso
fuoco istesso!
fire same!
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a insepa'rabile da'more il ‘ddio
Ah  inseparabile d'amore il Dio
Ah  inseparable of love the god
strindzeva o ‘verdzine ‘tud ‘fato  ‘'al '‘mio
stringeva, o vergine, tuo fato al mio!
joined, oh virgin, your fate to mine.

(Ah, the god of love, oh virgin, joined your fate inseparably to mine!)

€ il 'sol de'l:lanima la 'vita € a'more
E il sol dell'anima, la vita & amore,
Itis the sun of the soul, life is love,

(Love-is the sun of the soul, love is life,)

'sua ‘votfe € il 'palpito 'del 'nostro 'kore
sua voce @ il palpito del  nostro core...
its voice is the beat of our heart...

€ ‘fama e ‘glorja po'tentsa € 'trono

E fama e gloria, potenza e trono,

And fame and glory, power and throne,
u'mane ‘fradzili 'kwi  'koze ‘sono

umane, fragili qui cose sono.

human, fragile here things are.

(are fragile and human things here.)

'una  'pur ‘avivene 'sola di'vina
Una pur avvene, sola, divina,
One yet  thereis, unique, divine,

(Yet there is one thing, unique and divine,)

€ amor 'ke a'’kKkandzeli ‘pju neav:vitfina
e amor che agl'angeli pil  ne avvicina!
itis love that to the angels more us brings close!

(it is love, which brings us closer to the angels!)

a'dungkwe a'mjamot|i ‘don:na tfe'leste
Adunque amiamoci, donna celeste,
So then let's love each other, woman heavenly,
dim'vidja a'’KAwomini sa'ro ‘per '‘te
d'invidia agl'uomini  sard per te.

the envy ofallmen I will be for  you.

GILDA
a 'de 'mjei  'verdsini 'sopi 'sop  'kweste
Ah de miei vergini sogni son  queste

Ah  of my  virginal dreams are  these
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'le ‘votfi 'tenere 'si 'kare a ‘me
le voci tenere si care a me.
the . voices tender so dear to me.

(Ah, these are the tender words, so dear to me, of my virginal dreams.)

DUCA

ke 'mmami 'de ri'‘petimi
Che m'ami, deh! ripetimi.
That you love me, ah!  say it again.

GILDA
lu'diste
L'udiste.

You heard it.

DUCA

o 'me felitfe

Oh me felice!

Oh  how happy I am!

GILDA

il nome ‘'vostro 'ditemi sa'perlo nom ‘'mi litfe

1 nome vostro ditemi; saperlo non mi lice?

The name yours tell me; to know it not is allowed me?

(Tell me your name; am I not allowed to know it?)

(Ceprano and Borsa appear on the street. )

CEPRANO (To Borsa)

il loko € 'kwi

Il loco e qui.
The place is here...
(Here is the place...)

DUCA (thinking)
'mi 'nomino

Mi nomino...
My name is...

BORSA (to Ceprano)
'sta 'ben

Sta ben...

Very well...

(Ceprano and Borsa leave.)

DUCA
gwal'tjer malde stu'dente 'Sono € ‘pPpoverd
Gualtier Maldé Studente sono... e povero.

Gualtier Malde. Student Iam... and poor.
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GIOVANNA (returning, frightened)

ru'mor 'di ‘pas:si € ‘fwori

Rumor di passi e fuori.

Noise of footsteps is outside.
(There's a noise of footsteps outside.)

GILDA

‘forse 'mio  'padre

Forse mio padre...

Perhaps my  father...

DUCA

a . 'kkokAere po'tes:si il traditore ke
(Ah  cogliere potessi il traditore che
(Ah  strike could I the  traitor who
(Ah, if I could strike the traitor who disturbs me thus!)
GILDA (To Giovanna)

a'd:dutfilo 'di kwa ‘al bas'tjone orite
Adducilo di qua al bastione...  orite...
Lead him from here to the bastion... now go...
DUCA

'di mame'rai 'tu

Di: m'amerai tu?

Say: Will you love me?

GILDA

€ 'voi

E voi?

And you?

DUCA

lin'tera 'vita  'poi

L'intera vita... poi...

My entire life... then...

GILDA

nom 'pju partite

Non piu... partite...

No more... leave...

DUCA, GILDA

a'dudio adidio spe'rantsa e¢'danima

Addio, addio... speranza ed anima
Farewell, farewell... hope and soul

'sol 'tu sa'rai ‘per ‘'me

sol tu sarai per  me!

only you will be for me!

'si
si

thus

‘mi 'sturba
mi sturba!)
disturbs me!)
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ad:dio vi'vra im:mu'tabile la'fifet:to 'mio  'per '‘te
Addio... vivra immutabile I'affetto mio per te.
Farewell...  will live unchangeable the love mine for you.

(Giovanna leads the Duke out and Gilda stands looking at the door through which he has
just left.)

GILDA

gwaltjer malde nome ‘di Tui 'si a'mato
Gualtier Malde! Nome di lui si amato,
Gualtier Malde! Name of him so beloved,
'ti skol'piffi 'nel 'kore  im:namo'rato

Ti scolpisci nel core innamorato!

You are carved in my heart in love!

(Gualtier Maldé! Name of him I love so, you have carved yourself in my loving heart!)

'karo ‘'nome ‘keil ‘mio kor  ‘festi 'primo palpitar

Caro nome cheilmio cor festi primo palpitar,

Dear name that my heart made first beat fast,

le delittsje del:la'mor 'mi ‘dei 'sempre ram:men'tar
le delizie dell'amor  mi déi sempre rammentar.
the  delights of love me  you must always remind.
kol pen'sjer il 'mio dezir a ‘te 'sempre vole'ra

Col pensier il mio desir a te sempre volera.
With my thoughts my  desire to you always will fly.

€ 'fin ‘Tultimo sos'pir 'karo  'nome 'tuo sa'ra

E fin  I'ultimo sospir, caro nome tuo  sara.

And even my last sigh, dear name yours will be.

il 'mio de'zir a '‘te onpora vole'ra

Il mio desir a te ognora volera.

My  desire to you always will fly.

fin 'lultimo sos'piro ‘tud sa'ra

Fin l'ultimo sospiro ~tuo  sara.

Even the last sigh yours will be.

.(She goes up to the terrace, lantern in hand.)
Gualtier Maldé! Caro nome che il mio cor, etc.

(Marullo, Ceprano, Borsa and courtiers, armed and masked, appear in the street. Borsa
points out Gilda to the others.)

"'In these words, which are separated by rests, it is advisable to sing them thus: ['de - llamor]
and not ['del - lamor], separating the double / in that manner. Further down, the word rammentar
should be treated the same way: [ra - m:men'tar] and not [ram - men'tar], thus avoiding a silly (and
comical) flapping of the lips for the double m or of the tongue for the double 1.
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Rigoletto, Act 1

BORSA

€ ‘lla

E la.
She's there.

GILDA
E fin I'ultimo sospir, caro nome tuo sara.

CEPRANO
mi'ratela
Miratela.
Look at her.

COURTIERS
bo) 'kwanto € ‘belila

Oh  quanto @ bella!
Oh, how she is lovely!

MARULLO

'par ‘fata  o'dand3ol
Par fata od angiol.
She seems  a fairy or an angel.

GILDA
Gualtier Malde...

(She goes into the house.)

COURTIERS

la'mante € 'kwella 'di rigoletito o 'kwanto €
L'amante e quella di Rigoletto! Oh! quanto &
The mistress is that of Rigoletto! Oh how she's

(Rigoletto comes along the street, deep in thought.)

RIGOLETTO

rjedo perke

(Riedo!... percheé?)

(I'm returning!... Why?)

BORSA (to the others)

silentsjo al:lopra ba'date a ‘mme
Silenzio... all'opra... badate a me.
Silence... to our task... heed to me.
RIGOLETTO

a 'da 'kwel ‘vekikjo fui male'detito

(Ah  da quel vecchio fui  maledetto!)
(Ah, by that old man I was cursed!)

(He bumps into Borsa.)

‘belila
bella!
lovely!
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38 Rigoletto, Act 1
ki 'va la

Chi va la?
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