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Giuseppe Verdi

Rigoletto

Opera harom felvonasban, olasz nyelven, magyar, angol és olasz felirattal

Opera in three acts, in Italian, with Hungarian, English, and Italian subtitles
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Varsanyi Anna nyersforditasat a felirathoz atdolgozta Anna Varsanyi's rough
translation revised for use as subtitles by ORBAN ESZTER

Angol nyelvdi feliratok English subtitles ARTHUR ROGER CRANE

Karigazgato Chorus director CSIKI GABOR

Bemutat6: 2005. marcius 30., Erkel Szinhaz
Premiere: 30 March 2005, Erkel Theatre

A mantovai herceg Duke of Mantua ANDREI DANILOV / BARTOS BARNA /
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Borsa PAPP BALAZS e. h. univ. stud. / PAL BOTOND / Kiss TIVADAR

Ceprano grof Count Ceprano GEIGER LAJOS / DANI DAVID

Ceprano grofné Countess Ceprano KAPI ZSUZSANNA

Giovanna WIEDEMANN BERNADETT / VINCZE KLARA / FARKASRETI MARIA
Aprod Page Kiss DIANA

Porkolab Court usher BATKI FAZEKAS ZOLTAN

Kézremiikodik a Magyar Allami Operahaz Zenekara és Enekkara,
valamint a Magyar Tancmiivészeti Egyetem hallgatoi

és a Magyar Nemzeti Balettintézet névendékei

Featuring the Hungarian State Opera Orchestra and Chorus,

students of the Hungarian Dance University,

and students of the Hungarian National Ballet Institute

Karmester Conductor DENES ISTVAN / CSER ADAM



Alexandru Agache, Andrei Danilov

Cselekmeny

l. felvonas

1. jelenet - Terem a hercegi palotdban

A mantovai herceg legUjabb kalandjaval dicsekszik az egybegy(ilt nemeseknek: megismert
eqy fiatal polgarlanyt, akihez eqyszerd dltozetben, diakként kozeledett, és feltett szandéka
elcsabitani. Kozben nem hagy fel az udvarlassal Ceprano grof feleségének sem: férje je-
lenléte ellenére ajanlatot tesz neki. Megérkezik Rigoletto, az udvari bolond, aki kiganyolja a
hercegi dnkénynek kiszolgaltatott hazaspart. Eles nyelvének mar szinte minden udvaronc
aldozatul esett. Marullo érkezik a hirrel, hogy Rigoletto szeret6t tart, és elhatarozzak, hogy
visszafizetik a sok megalaztatast: elraboljak a ndt. Beront a balra Monterone grof, hogy
feleldssegre vonja a herceget, aki az 6 lanyat elcsabitotta. Rigoletto kifigurazza 6t is, mire
a grof megatkozza a bolondot.

2. jelenet - Utca, Rigoletto hdza és kertje

Rigolettdt megrettentette Monterone 4tka. Hazafelé megallitja 6t a bérgyilkos Sparafucile,
és felajanlja neki szolgalatait. Rigoletto elutasitja. Hazasiet a lanyahoz, Gildahoz, akit a vi-
lagtol elzértan nevel, és aki a foglalkozasat és nevet sem ismeri. A lany elhallgatja eldle,
hogy hdnapok 6ta talalkozik egy ismeretlen didkkal, akibe szerelmes. A didk nem mas,
mint az alruhas herceg. Rigoletto tavozasa utan megérkeznek az udvaroncok, és el akarjak
rabolni a nét, akirdl azt hiszik, hogy a bolond szeretdje. Varatlanul visszater Rigoletto, akit
meggydznek, hogy Ceprano grofnet akarjak elrabolni. Rigoletto részt vesz a jatékban, és tul
késdn eszmél ra, hogy sajat lanya elrablasaban segédkezett.

Il. felvonas - Terem a hercegi palotdban

Az udvaroncok felajanljak a hercegnek az elrabolt lanyt. Megerkezik a kétségbeesett Rigo-
letto is, akibdl ezlttal az udvaroncok dznek csufot. Az apa felvilagositja lanyat a titokzatos
udvarld kilétérdl és valodi természeterdl, de Gilda érzelmei tovabbra is valtozatlanok: sze-
reti a férfit. Rigoletto halalos bosszut eskiiszik.



lll. felvonas - A Mincio folyd partja, Sparafucile hdza

Az éjszaka folyaman Rigoletto felkeresi Sparafucilét, és meghizza a herceg meggyilkolasa-
val, de el6bb még ki akarja abranditani Gildat belGle. Kényszeriti, hogy nézze végig, miként
udvarol a férfi Sparafucile hiiganak, a szép Maddalénanak. A megzavarodott és kétségbe-
esett Gildanak apja megparancsolja, hogy férfiruhaban azonnal induljon Veronaba. A lany
azonban visszatér Sparafucile hazaba, ahol értesil apja gyilkos tervérdl. Maddalenanak
tetszik a herceg, ezért arra keri batyjat, hogy kimélje meg az eletét, és dlje meg helyette az
elsd idegent, aki a fogaddba betér. Gilda Ugy dont, felaldozza magat. Férfiruhaban Iévén,
bekopog a kapun. Amint belép, halalos sebet kap. Sparafucile egy zsakot ad at Rigoletto-
nak azt allitva, hogy a herceg haltteste van benne. Ekkor Rigoletto meghallja a tavolban a
herceq hangjat, kinyitja a zsakot, és megtallja benne haldokld lanyat. iqy teljesedik be
Monterone étka.

Cseh Antal




Geiger Lajos, Andrei Danilov, Kapi Zsuzsanna, Alexandru Agache, a Magyar Tancmiivészeti Egyetem hallgatoi
és a Magyar Nemzeti Balettintézet ndvendékei / students of the Hungarian Dance University and students of the Hungarian
National Ballet Institute



A Rigoletto szinrevitele
2005-ben, Budapesten

Verdit sajat koranak kérdései érdekeltek, amikor kivalasztotta Victor Hugo draméjat a Ri-
golettéhoz. A hatalom korlatlan, a szolga kiszolgaltatott és ura helyett is 6 bdnhddik. Ezt
akkor bator tett volt kimondani, 4m a diktat(rak arca valtozik. Az egykori igazsagok kézhe-
lyekké koptak, mint ahogy slager lett a Rigoletto szamos aridjabal. De a zene zsenialitasa
megunhatatlan mélységeiben megdrizte szamunkra az eredeti m(i kimondott igazsagait.
A kozhelyektdl es a banalitasoktal félve sok szinpadi megvaldsitas a kdrnyezet elszant
modernizalasaval, a darab 20. szazadra transzponalasaval prabalt ,up-to-date” aktualitast
adni a Rigolettdnak. A masik oldalrl meg gyakran jatszottak muzealis ahitattal, felidézve
a kozépkori Mantova killsdségeit. Persze mindket felfogasban voltak remek és gyenge el6-
adasok, s a szinpadi megoldasokon tul a zenei megvaldsitas kivalosaga vagy gyarlésaga
gyakran szoritotta hattérbe a szinpadi szandékot.

A mi el6adasunk egy harmadik Gton kivan jarni. A szinpadot Verdi koraba helyezi, ahol az
els6 felvonas jelmezbalja csak utalas az eredeti kdrnyezetre. Nagyobb hangsulyt kap a
bohéc kiszolgaltatottsaga. Ez sem (j téma, hiszen a Bajazzoktdl a Mephistdig szamos m{
szol errdl. De a mi eléadasunk azt is el szeretné mondani, hogy ha valaki beleker(l egy élet-
helyzetbe, ahol félelembdl vagy érdekbdl egy erkdlcstelen hatalom cinkosava valik, akkor

abbol mar nincsen szabadulas - mert errdl is szol a darab. ks még sok mindenrdl: emberi

részvétrdl, kozonyrdl és képmutatasrol, hiszen Ceprano grof félti a feleségét, mégis részt
vesz Rigoletto lanyanak elrablasaban. Marullo, aki Rigoletto szemeben az egyedilli jo ember
az udvarancok kdzdtt, egyszerre szanja és megveti a bohdcot. A herceg szérnyeteg, de egy
pillanatra vonzo, 6szinte szerelmes is tud lenni.

Verdi is tudta a titkot, mint Shakespeare vagy Mozart, hogy az emberi jellem igen dsszetett,
és hogy sok minden fiigg attdl, honnan nézziik. Rigoletto Monterone szemszagehdl csak

tott ember. Célunk az, hogy ennek a kifogyhatatlanul gazdag remekmdinek sok-sok izét
erzekeltesslik az opera és a szinhaz hliséges barataival.

Szinetdr Miklés

Gabor Géza




A mesterré érett Verdi

Talan soha nem volt kdnnyebb dolga Verdinek és szévegirdinak (jelen esetben Francesco
Maria Piavénak), mint A kirdly mulat atdolgozasakor, hiszen ez a drama teljes egészében a
cselekményre koncentral, nincs meg benne az a stilaris retorizmus, az az émld széaradat,
amely példaul az Ernanit jellemzi. A dréma és a libretto dsszevetésébdl peldaul kidertll,
hogy az opera szdvegkdnyve dsszesen két kevessé jelentds jelenetet hagy ki a dramabal,
és az egyetlen hozzatevés a herceg Il. felvonasbeli aridja. Louis Jouvet, a nagy szinesz irja:
,Hugo - maga az opera. |. Ferenc ezért sokkal inkdbb otthon van a Rigolettdban, mint A kiraly
mulatban...”

Tehat a Rigoletto Verdi szdmara az idedlis szdvegkanyv volt. A bemutatd utan két évvel
igy irt Antonio Sommanak, Az dlarcoshdl késdbbi librettistajanak: ,A hasszd gyakorlat meg-
erdsitett abban a véleményemben, amelyet @ szinpadi hatds dolgdban vallok, noha pdlydm
kezdetén nem volt meg a bdtorsdgom, hogy ezeket az elveket teljes egésziikben megvaldsit-
sam. (Tiz évvel ezeldtt példdul nem mertem volna a Rigolettot megkompondini.) Ugy vélem,
hagy operamdifajunk nagyfoku monatdnidban szenved, dgyannyira, hogy ma visszautasita-
ndm az olyan cselekményeket, mint a Nabucco vagy A két Foscari. Nagyon érdekes szinpadi
helyzeteket nydjtanak, de vdltozatossdg nélkiiliek. Egyetlen egy hurt penditenek meg, emel-
kedett érzelmekét, ha dgy tetszik, de mindig ugyanazt... Véleményem szerint a szinpadi hatds
tekintetében a Rigoletto volt a legjobb sziizsé, amit valaha is megkomponditam (egydltaldn
nem beszélek irodalmi és kolt6i értékérdl). Hatalmas erejii cselekmény, vdltozatossdg, len-
dilet, pdtosz: és mindez a herceg kéjsovdr, szabados, kénnyed személyiségébdl ered; innen
Rigoletto félelmei, Gilda szenvedélye stb., stb., s mindez kimagasld pillanatokat alakit ki, t6b-
bek kézdtt a kvartett jelenetét, amely mindig is a leghatdsosabb szcéndk kizé fog tartozni,
amit csak korunk szinhdza létrehozott.”

Hatalmas erejli cselekmény, valtozatossag, lendilet, patosz... Ez az tehat, ami Verdit
vonzza. S valoban, a Rigoletto partitiraja mindezt csodalatos madon adja vissza. A Ver-
di-kutatas évtizedeken keresztil a Rigolettét tekintette a mester Un. kdzéps6 periddusa
kezd6 darabjanak, és egyben az els6 igazan egyéni hangu, valdban érett Verdi-operanak.
Ma nem érezziik igazsagasnak a Verdi-életm(i korszakokra valo tagolasat, igy véljik, hogy
a Nabuccdtdl eqyenes vonald, téretlen fejlédés vezet a Falstaffig, s hogy ez a fejlédés
természetesen egyre kifinomultabb, egyre valtozatosabb eszkdzoket vesz igénybe, am
lényegében, alapjaban: a dramaturgiai koncepcio terén az elsd miitdl az utalsoig egyse-
ges. Mindennek ellenére, valoban a Rigoletto a legjelentésebb mérfoldkdvek egyike Verdi

palyafutasaban. Ugyanis ez az az opera, amelyben eldszdr érezziik teljes mértékben a ha-
gyomanyokkal vald szakitast.

A cabaletta-hang, amely a Rigolettdt kozvetlenil megel6zd Legnandi csatdban, Luisa Mil-
lerben, Stiffelidban meég bdven megtalalhatg, a Rigolettdbol igyszolvan teljesen hidnyzik
(egyetlen példaja a herceg Il. felvonasbeli aridja). Elttinnek a hagyomanyos dallamtipusok,
megritkulnak az &riat vagy kettGst lezard koloratiras kadenciak, s a forma csak abban
az esetben idomul a hagyomanyos elképzeléshez, ha ez a szituacioval dsszeegyeztethetd.
A zenedramaturgiai 6sszefliggések a Rigolettdban vélnak eldszor rendszerré, mindenre ki-
terjed6 dramaturgiai koncepciova.

Az egyes lélektani magyarazat( utalasokra kitériink még, el6szor a darab fg szereplit kell
szemugyre venn(nk: hogyan jellemzi 6ket Verdi, és milyen eszkozokkel teszi ezt a jellem-
zést egységesse. A Sommahoz irt levél bizonysaga szerint Verdi a herceget tekintette a
darab kdzponti figurajanak. Zenei jellemzése aranylag konnyen megragadhata: legtobb
dallamaban a tancos lejtést érezziik, leggyakrabban a harmas liktetést (3/8, 6/8). Emellett
a dallamok kiemelkedd, hangsulyozatt pontjain a legtobb esetben a kvart hangkoz jelenik
meg. A két Gsszetevd: a tancos liiktetés( ritmika és a hatarozott, erdteljes, célratdrd jel-
leget sugarzo kvartmelodika egyuttesen allitja elénk azt a figurat, amit Verdi a mantuai
herceg alakjaban meglatott. § maga irta: ,mindenképpen tefjhatalmi ir’ legyen és jellemte-
len kéjenc. Mi sem természetesebb, mint egy ilyen szinpadi alakot a tanczene idioméjaval
jellemezni, a tanczenéével, amely drasztja magabdl a kdnnyedséget, a szertelenseget,
s ha gy tetszik, a ledérséget. Egyetlen jelenete van csak a hercegnek, amelynek zenei
megformalasaban sem a tancos liktetésnek, sem a kvartmelodikanak nem leljik nyomat;
az egyetlen dria ez, amelynek mélyrdl fakado, igazi lirajat semmiképpen sem vonhatjuk
kétségbe: a II. felvonas 0t elraboltak tlem” kezdetd jelenete, illetve az aria bevezetd reci-
tativoja és lassu szakasza.

A herceg alakja tehat azaltal valik zenedramai jellemmé, hogy Verdi azonos eszkdzokkel
abrazolja az egész darab folyaman. Ezek az eszkozok, ez az abrazolas élesen kdrvonala-
zott, markans egyéniséget allit elénk, am olyat, aki a darab soran nem valtozik, statikus
marad. Ugyanilyen statikus jellemzés Gilda is. Verdi két modon allitja elénk a figurat. Gil-
danak is megvan a maga jellegzetes dallammenete, az a bizonyos lefelé hajld, skalaszer(
vagy skalamenetbdl egy-két hangot kihagyd dallamiv, amely annyi Verdi-h6snének f6 zenei
jellemvonasa. Ez a lehajlo dallamiv Gilda legtdbb jelenetében eléfordul, legpregnansabb
példaja az I. felvonas 2. képbeli ria (,0, e név mily szép, mily Idgy, / Benne cseng a bol-
dogsdg’). Jellemzd, Verdi mennyire fontosnak tartotta Gildanak ezt a motivumat: a révid
eléjatékban csak az atoktéma eés ez a melddia kapott helyet. Felesleges lenne részletesen



felsoralni, hol mindeniitt szerepel a lehajld skaladallam Gildaval kapcsolatban. Talan még
jellemz6bb e finom leanyalak zenei megformalasara, jellemének visszaadasara az a kortil-
mény, hogy szélamaban igen gyakran talaljuk meg mas szerepldk dallamkorének tipikus
alakzatait. Gilda zenei egyénisége talan ezaltal valik leginkabb statikussa: nem fejl6dik,
hanem iddrél iddre a kiilonbdz6 szituaciokban atveszi szerepldtarsainak érzelmeit, azok-
nak hatasa, befolyasa ala kerdll.

A két statikus fdszerepl6vel szemben hallatlanul dinamikus, szinte jelenetrdl jelenetre
valtozd képet mutat a cimszerepld zenei jellemzése. Emlékezziink csak Verdi soraira:
A magam részérdl éppenséggel nagyon is helyesnek, szépnek taldlom, hogy ezt a kilsére
nyomorék és nevetséges, beliil azonban szenvedélyes és szeretetet drasztd alakot szere-
peltessem.” Ehhez hozza kell tenniink, hogy Rigolettanak vannak olyan jelenetei, amikor
nemcsak kivilrél nyomorék, hanem lelkileq is. igy szinte az egész I. felvonasban egyetlen
egyéni hangja nincs, kovetkezetesen atveszi és megtartja a Iéha hercegi udvart abrazold
hangvételt, ura és kornyezete dallamvilagat. A Monterone grofot pimasz glnnyal kifigurazo
bohéc ellenszenves, mondhatni intrikus intonaciéja ez, amely csirajaban mar szinte Jago
hangvételét el6legezi. Rigoletto az els olyan szinpadi alak az operatdrténetben, akire nem
hlzhatt ra sem a ,pozitiv’, sem a ,negativ” hds jelz6je, aki fejlédd, valtoze, szenvedd, ellen-
tétes tulajdonsagokat hordozo ember. Operaszinpadra dllitasanak merészsége vetekszik a
kdvetkez6 Verdi-darabok eqgyike, a Traviata témavalasztasanak merészségevel.

Az |. felvonas 2. képétdl kezdve aztan annal egyénitettebh a piipos bohdc zenei dbrazolasa.
Monoldgja egyértelmden vilagitja meg lelkivilaganak szinte énhasadasos kettdsségét; a go-
nosz, illetve gonossza tett testi-lelki nyomorék all az egyik oldalon, vele szemben az ellentétes,
pozitivjellemvanas:azapaiszeretet.Ezamanolog dGnmagabanisbizonyitjaRigolettalényének
ellentmondasossagat s egyben dinamizmusat. Mint mondottuk, a két masik fdszerepldvel
szemben § az allanddan valtozo, mindig mas és mas oldalat mutato figurdja a darabnak.
Verdi igy Rigolettonal nem alkalmaz a herceghez és Gildahoz hasonléan éllandéan visz-
sza-visszaterd dallamtipusokat vagy jellegzetes hangktz-lépeseket. Az alak egységes
karakterizalasanak talan egyetlen szembeting eszkdze, hogy alig hagyja el az Asz-dur-
Desz-dir hangnemkart. Felfedezhetd ugyan, hogy a Rigoletto-melddiakban sirin fordulnak
eld tercek, de egyrészt ezek a tohbi szerepl6nél is fel-felmerliinek, masrészt semmiképpen
sem olyan hangsulyozott az alkalmazasuk, mint a herceg kvartjainak vagy Gilda lehanyatld
dallamivének. Természetes, hogy a Gilda-jelenetekben Rigoletto a legkantabilisabb hangot
{iti meg, hiszen az apai szeretetrdl kell szolnia. E dallamok (1. felvonas 2. kép: ,Nem tinik el
a fdjdalom, nem csendesiil a banat’, ,0 drizd, asszony, ezt a rézsat',11. felvonas: ,Sirjdl, sirjd,
én édes gyermekem’; IIl. felvonas: ,0, el ne hagyj, vdr redd még oz élet...") esetében soha

nem mer(l fel kétely, mint a herceg lirikus témainal - mindig tudjuk, hogy a legmélyebben
atérzett érzelmekbd| szillettek. (Erdekes megfigyelni egyébként, Verdihez mennyire kbzel
allt az apai szeretet zenei kifejezése. Gondoljunk felejthetetlen apafiguraira: Nabuccora,
Rigolettora, az éreg Germont-ra, Simon Boccanegrara, az dreg Millerre. Messze vezetne
ennek az érzelemnek és zenei kifejezésnek behatd vizsgalata, Verdi egyéni élettjaval valo
dsszevetese. Minden bizonnyal azonban fennall ez az 6sszefliggés, hiszen a mester fiatalon
vesztette el két gyermekeét, és méasodik hazassagabol nem volt utdda...)

A cimszerepl6 zenedramai megformalasanak tovabbi vizsgalata mar az analizis egy mas
terlletére vezet at: a forma meg(jitasara. Utaltunk mar ra, hogy Verdi fejlédése - egy bi-
zonyos iddszakatal kezdve - nem ragaszkadik a hagyomanyos formakhoz. Ha a szituacio
Ugy kivanja, habozas nélkiil lazitja-robbantja a tradicionalisan rogzddott formatipusokat. A
Rigoletto ebbdl a szempontbal donté jelentdséql forduldpant, hiszen ebben az operaban
Ugyszolvan teljesen eltdnnek a formailag zart egységek, illetve egy-eqy szakasz atmegy,
atalakul, atadja a helyét a kdvetkezének. Rigoletto II. felvonasbeli nagyjelenete valésagos
mintapéldaja ennek az Uj tipust formaalkotasnak. A ,Lara, lara...” latszélag dalszer(ien zart
menetét beszélgetd recitativok szakitjak meg, majd rovidre fogott jelenetecske kovetkezik
az aproddal, hogy utana teljes erdvel tdrjon ki, robbanjon az aria, vagy inkabb a nagyjelenet
gyors szakasza, a ,Szolgalelkek, ti rablok, ti gydvdk”. Amint a szituaci6 valtozik, elébb egy
kdzepes tempaju szakaszban énekel Rigoletto Marullohoz, majd befejezéskent keril sor a
lassu részre: ,Térdre hullva kénydrgdk kegyelmet'. Hol vagyunk mar a tradiciotol, a Rossini-
Bellini-Donizetti-korszak, vagy akar a korai Verdi-operak recitativo-lassi-recitativo-gyors
merev formasémajatol! Es tulajdonképpen igy vagyunk az 6sszes ariaval, kiveve a herceg l.
és lIl. felvonasbeli, valéban zart ariait. Még a hagyomanyos cavatinakent induld Gilda-aria
formarendje is meg van bontva a befejezés eldtt belesz6tt kisjelenettel, az udvaroncok
megeérkezésével. Ugyanigy a herceg kesztydariaja” tulajdonképpen csak hosszabb szaka-
sza a Borsaval folytatott dialogusnak.

Az érem masik oldala, a formai megUijitasnak ezzel egybevago, bér latszdlag ellentétes je-
lensege, hogy a kettdsok, egylittesek atalakulnak rvidre fogott aridk lancolatava. Az els6
Rigoletto-Gilda-kett6s példaul nem mas, mint hol Gildanak, hol Rigolettanak egy-eqy kis
aridja, olyan tobbszakaszos formakomplexum, amely rovid, 6nallé részekre bomlik. Am ez
a szerkesztésmad soha nem valik mozaikszerdve, mert a duetteket, egy(itteseket dssze-
flizi a kozos hangulati tartalom, esetleg a vissza-visszatérd motivikus dsszefiiggések. Ez
a formaszerkesztés eqyébként nem Verdi talalmanya; az olasz mester csak visszatér az
opera miifajanak legnagyobb langelméjéhez, Mozarthoz, aki ugyanezen elv szerint épitet-
te fel egyitteseit, f6leg késdi operainak finaléit. A nagy komplexumokra valg torekvés, a



jelenetek nagy egységének, a forma nagy ivének megvaldsitasa egyebként is ettdl kezdve
fo torekvései kozé tartozik a mesternek. Tulajdonképpen az egész els6 kép egyetlen
formaegyseg, amelyben éles lezarasnak végig nyoma sincs. Az egyes formaszakaszok
zarghangjai rendszerint azonosak a kdvetkezd formaegyséqg kezdghangjaval; még olyan
extrém megoldasban is, mint példaul a keszty(iaria markans, forte zenekari utojatékanak
hirtelen elvagasa a meniett piano, s amellett az eredeti partitira szerint a szinfalak
mage helyezett kis zenekaron megszolalo elsd hangjaval. Ugyancsak az elsé kép hivja
fel a figyelmiinket egy olyan megoldasra, amely megint csak nem Verdi felfedezése, de
amelyet 6 fejlesztett a legmagasabb szinvonalra. A csevegd-beszélgetd jelenettipusra,
két vagy tobb szerepl§ dialogusara gondolunk. El6zményeit megtalaljuk mar az el6dok-
nél: hadd utaljunk A sevillai borbély 1l. felvonasbeli kvintettjére, vagy a Lammermoori
Lucidban a szextettet megeldzd jelenetre. Azokban is, Verdi hasonld jeleneteiben is a
hangsuly attolddik a zenekarra, illetve a zenekar adja a folyamatos dallamszdvest. Efélott
a zenekari szovedék folgtt szolalnak meq aztan a szerepldk rovid, rendszerint par szavas
mondatai. Hol atveszik a zenekari szolamok dallamait, hol pedig recitativoszerien szolal-
nak meg. Az egylttesekkel kapcsolatban természetesen kiilon kell beszélni a kvartettrdl.
Sokszar és sokan irtak mar err6l a csodalatos remekmirgl, amely Verdi ellentéteken
nyugvo egylttes épitkezésének talan legszebb példaja. Négy szerepld négy kiilonbozd
helyzeth6l fakado dsszecsapasa ez a négyes. Mind a négy a helyzetét és jellemét hien
festd négy kilonboz6 dallamot énekel, s ezek a dallamok ugyanakkor a legcsodalatosabb
harmaniaban olvadnak 6ssze. Zeneileg éppoly remekmd, mint dramaturgiailag; az elsd
szempontbdl nézve az ellenpont remeke, a masikbol szemlélve egy adott szituacio konf-
liktusanak zsenialis bemutatasa.

A zenei és a dramaturgiai Gjitasok, tovabbfejlesztések mellett emlitsik meg azt is, hogy
vannak a Rigolettéban nagyon is tradicionalis részek, s ezek az dnallé kdrusszamok. Két
ilyen zart kérusrészlet van a darabban: az I. felvonas 2. képében a ,Szépen csendben, hogy
semmit ne halljon” kezdetd, amely a maga piano-staccato jellegével az egyik lancszem csak
abban a hosszu sorhan, amely Verdi mUvein, hasonlo szituaciokban felhangzo egyittesek-
bl kialakulva, végigvonul. A masik korusszam, a Il. felvonas ,A pletyka azt beszélte” kezdetd
szama még hagyomanyosabb, jellegzetesen ,donizettis” darab (amely induldjellegével tulaj-
donképpen még a szituacidval magaval is szembekeril).

Jelentds eldrelépes viszont a Rigoletto még egy vanatkozasban: a hangszerelés terén. Nem
véletlendl dicsérte az dsszes korabeli kritika a darab zenekari részét. Elég, ha a Rigolet-

to-Sparafucile-duett félelmetesen groteszk hangszinére (szoldgordonka, szélonagybdgd,
nagydob, klarinét, fagott) gondolunk, vagy a Gilda-aria szinte a mennyhdl leszallo fuvola-
kettdsére: mind a kettd tokeletes szituacio-abrazolas.

Sok mindenrdl kellene még emlitést tenni a Rigolettdval kapcsolatban. Az utols6 kép szin-
te ,zenétlen” inditasarol, a szinfalak magotti szovegtelen korus hallatian merészségeérdl,
meg néhany motivikus utalasrol (igy példaul arrdl, hogy a Monterone atkat kdvetd egyittes
dallama szinte sz6 szerint idéz6dik vissza az atok beteljesiilésének pillanataban, a Gilda
megélését kozvetlenil megeldzd tercettben), a visszatérd atokmotivumral (amely tulaj-
donképpen nem eqgy, hanem két motivum) sth. Célunk az volt, hogy a Rigoletto analizisén
kereszt(il mutassuk be a mesterré érett Verdi dramaturgiai eszkdzeit, operakoncepcicjat.

Vdrnai Péter



Victor Hugo: A kiraly mulat

Részletek

Il. felvonas 2. jelenet

TRIBOULET (egyedil)
(...) 6, a sors s az emberek nagyon
gonossza tettek és kegyetlenné, tudom.
0. jaj! bohéc vagyok! ¢, jaj! testre idétlen!
Mindig e gondolat! és dlomban vagy ébren
almodva, fold koril szallni, majd - ,udvari
bolond vagyok csupan” - ezen elbotlani!
Nem vagyom, nem tudok, nem teszek semmi mast, csak
nevetek! - 0, milyen nyomortisag s gyalazat!
Hogyan! mit katonak tesznek eqy rongydarab
kdré gydlve, amit zaszlonak mondanak,
mit spanyol koldusak, gyarmaton a fegyencek
s a rabszolgak Tunisz foldjén is megtehetnek,
mely minden emberé, ki lélegzik s mozog,
hogy nevetés helyett sirhasson, a jogot
nem elvezem! - Nagy Eg! szomoruan s mogorvan,
mert kényelmetlen(l sziik borton testi formam,
ocsmany kiilsém miatt undorral telve benn,
minden erdre s szépsegre irigyen,
fények kozott, ahol csak elborul vilagom,
majd vadul s egyediil, mikor homalyra vagyom,
mikor elrévedek néha s enyhitgetem
lelkemet, mely zokog, zokog keservesen,
uram, vidam uram jén hirtelen felém, ki
mindenhatd, a ndk kedvence, s szeret élni
szerencse karjain, feledve a halalt,
magas, ifju, erds kiraly, s szép legkivalt,
s meglok labbal, amig s6hajtok a sotétben,
s Nevettess meg, bolond!” - asitva mondja nékem,
- Ember 8 is, szegény, az udvari bolond!”

Récz Rita, Alexandru Agache, Wiedemann Bernadett




(...) Titeket is, deli urak, sok ganyos urfi,
hej de utal! milyen ellenségek vagyunk mi!
Hogy megfizettet 6 lenézésetekért!
Hanyféle meglepd visszavagashoz ert!
Fekete démon 6, kire gazdaja hallgat.

Szerencsétek, urak, ekképp meg sem foganhat.

S mihelyt eqy sikeres életpalya keril

a karmai kozé, letépi azt s ordl!

- Ti rontottatok el! - Jaj! hat az élet ennyi?
Mitél mas rug be, a borba epét keverni,
eltiporni a jobb 6sztont, mihelyt kikel,
eszméld észt bohocesorgdkkel nyomni el(...)

V. felvonas 3. jelenet
TRIBOULET (egyediil, a zsdkra meredve)

(Karjdt keresztbe fonva)

(..)

Ez itten egy bohdc, az ott uralkodo! -
Kiraly! s milyen kiraly! kiralyok fejedelme!
S legy6ztem, § ez itt, labam elgtt heverve.
Szemfddele e zsak, és sirja a folyam.

S ki tette ezt?

No ki? egyedl én magam. -

Nem, nem hihetem el, hogy ilyen diadalmat
arattam, mit sokan hinni majd nem akarnak.
Mit fog mondani az utokor? nemzetek

kdzt milyen megdébbenést fog kelteni e tett!
Sors, hova helyezel, hamar ragadsz el onnan!
Hogyan! ki legfeldl llt foldi hatalomban,

eqy Valois Ferenc e langlelk( kiraly

Otddik Karoly e vetélytarsa, ki mar

szinte megistendlt - hise Utkdzeteknek,
kinek Iépteitdl a bastyak megremegtek,
Marignan hdse, 6, aki egy €] alatt

nagy garral verte szét a zaszldaljakat,

és vertl csepegd kezében, pirkadatnak

jotten, harom kemeny kardbol egy csonk maradt csak,
e kiraly ily hamar tiinik el hat a féld

szinérdl, mely folott dicsfénye tindokolt!”

Kdlnoky LdszI6 forditdsa
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Szemere Zita, Bartos Barna

A drama és a librettd

A kirdly mulat - Victor Hugo dramajanak kézéppontjaban I. Ferenc (1494-1547, uralkodott
1515-t6l) francia kiraly all (bar Hugonal az egyes felvonasok fdszerepldje - a felvonasok
alcime szerint - mas és mas). De ki is ez a kirély, és miért fontos? Ugyan a torténészek
megegyeznek abban, hogy Ferenc élvhajhasz és felszines volt, emellett a legszigoribbak
is kenytelenek elismerni miveltségeét és eles elméjliségét. Uralkodasa kezdetén rogvest
belecsdppent a kiilpolitika sdr(ijébe: 1515-ben Marignandnal megverte a svajci csapato-
kat, akik innentdl fogva - vagyis 500 éve - semlegesek maradtak a koriilottiik kialakulo
konfliktusokban. I. Ferenc hamarosan egy masik, jelentdsebb kihivas el6tt all: 1519-ben
palyazik a német-rémai csaszari cimre (ellenfelei kozt talalhatd az angol VIII. Henrik is),
s a spanyol Habsburg V. Karolynak rengeteg pénzébe (Fugger-kolcsonbe) keril, hogy
legy6zze. Ennek a hatasa sem kevéshé hosszu tavd...

|. Ferenc Franciaorszaga a reneszansz Franciaorszaga - a Loire menti kastélyok, az
Italia-majmolas iddszaka. A francia hadak szinte allanddan harcolnak Italia féldjén. De
ezek mellékkorilmények ahhoz képest, hogy a ferenci abszolutizmus alatt az infrastruk-
tura fejlddik, a nemzettudat felviragzik (ami a 16. szdzadban egyaltalan nem magatol
értetddd), melynek része pl. egyfajta nyelvijitas: az észak-francia nyelvjaras ekkor valik
uralkadova. Ferenc kiralyi konyvtarat és nyomdat alapit, udvari emberei kozt talaljuk a
kolté Clément Marot-t (aki Hugo dramajaban is szerepel) és Leonardo da Vincit is. Ferenc
kortarsa Rabelais, Du Bellay és Ronsard. Es a Triboulet nev, hires udvari bolond, aki
szakmajaban azon kevesek kdzé tartozik, akinek nevét az utokor is megjegyezte.

A kort csak némi megszoritassal nevezhetjiik reneszansznak: ha vallashabard az 6 Fran-
ciaorszagaban még nem dul, azért a protestanstildozés megjelenik. Ferenc és felesége
siremléke - mely a Saint Denis-i székesegyhazban talalhato - éppenséggel a kozépkor
halalkultuszat juttatja esziinkbe: a siremléken minden szépités vagy idealizalas nélkul két
hulla-szabor lathatd, a maga meglehetdsen naturalisztikus voltaban, beesett mellkassal,
sarga, gorbild labujjakkal. A 16. szazad els6 felének Franciaorszaga tehat ellentmondasos:
mindenképp az egyik fénykor az orszag életében, arnyoldalakkal.

Victor Hugo aligha véletlendl vélasztotta |. Ferencet és korat dramaja targyaul.
A kirdly mulatban nagyon is fontos a pompa, a nagyzas, a hirességekkel teli udvar - és
fontos, hogy I. Ferenc karanak egyik legtekintélyesebb uralkodgja vilagviszonylatban is.
Hugo draméjahoz ugyanis egy .nagy” kiraly kellett - a dréma egyik sugallt mondanddja
épp az, hogy nem a kiraly a nagy, hanem az orszaga, akar a kiraly ellenében, akar az 6
kicsinyes, gyarld és nevetséges valta ellenében is. Ez 1832-ben, a szindarab keletkezésekor
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elég stlyos mondandad: innen kénnyen érthetjik, miért volt sirgds egy amigy lagymatag és
pohas, ndcsabaszkodasra alkalmatlan kiraly, Lajos Fildp cenzirajanak betiltani a darabat.
Erdemes eqy pillanatra eliddzni a cimnél is. A francia nyelv a cimben szerepls mulat-
ot visszahatd igével (samuse) fejezi ki. Az elsG felvonasban ,a kirdly mulat” témondat
meglepen gyakran szerepel sz6 szerint - megerdsitve azt az értelmezést, hogy a kiraly
mulattatasara nincs szlikséq (vagyis nemcsak a Navarrai Margit altal felajanlott, a drama
szdvegeben is megjelend tudosok folaslegesek, hanem pl. Triboulet, a kiraly f6 mulattatoja,
de mindenki mas, igy a koltd Clément Marot is). Ami persze azt is jelenti, hogy a kiralynak
ez, a maga-mulattatasa a legfbb célja (mit neki a német-rémai csaszarsag!) de akar azt s,
hogy mulat mindenkin. Példaul Triboulet-n vagy a tdbbi talpnyalon. 1832-ben ez egy koztar-
sasag-parti dramairdtol rendszerkritika, mely nemcsak az uralkadot illeti, hanem az egész
udvart, pontosabban azakat, akik ezt a rendszert elfogadjak.

Tudjuk, a Verdi-opera tervezett els6 librettgjat a cenzlra nem engedélyezte, ezért kellett
a cimet és a szerepldket megvaltoztatni. A ,mantovai herceg” nem mas, mint Vincenzo
Gonzaga (1562-1612), de a nevét nem szabad leirni, noha az akkori olasz kizonség pontosan
tudja, ki az. Monteverdi és Rubens foglalkoztatdjardl van sz0, aki Tasso baratja is, s aki-
nek - tobbek kozt épp kulturalis - fénylizése Mantova hanyatlasahoz vezet. Erdekesség,
hogy Vincenzo nemhogy nécsabasz, de éppenseggel impotens hirében allt, aki titokban az
Ujviléghél hozatott afrodiziakumokat, és akinek elsd hazassaga (1581-84) épp ezen indok,
a hazassag el nem halasa miatt bomlott fel. Ezt a nézetet némikepp céafalni latszik, hogy
az 1594-ben, unokatestvérével kotott, masodik hazassagabal 6t gyermek szarmazott. Vagy
csak arrdl lenne sz6, hogy a nemzokeptelenség gyagyithato?

Akérhagy is: ha Ferenc a vilag ura, Gonzaga herceg csak lokalis nagyur, aki a fény(izésben
akar parhuzamba allithatd Hugo cimszereplgjével, de hatalomban aligha. Ez fontos. Es az
is fontos, hogy az .ellenzeki” Verdi ket évvel 1848 utan nem intézhetd el egy tollvonas-
sal. Vagyis ha az osztrak cenzlra meg is akadalyozhatja, hogy Hugo dramaéja valtoztatas
nélkiil valjék (népszer(i) operava, avval a legszigortibb cenzor is tisztaban van, hogy érde-
mes megtalalnia a kompromisszumat. A kdztiszteletben &llo Verdit nem lehet lesépdrni.
Egyrészt mert akarmikor elvonulhat mas orszagba (j operajaval (hisz épp most érkezett
Parizshol). masrészt egy tllzott tiltas olaj a tiizre. Erdemes kicsit eljatszani ismét a torténe-
lemmel - 1848-49 a tudatunkban bukaskent él, de ha félretessziik a belénk nevelt nemzeti
gyasz-kdzpontt térténelemfelfogast és jobban belegondolunk, 20-25 éven, egy embergltén
beliil mindaz beteljesedett, ami akkor elbukni latszott: az olasz, a német eqyséq (bar utobbi
a Habsburgok nélkiil), a polgari demokraciaba, az alkotméanyossagba vald atmenet, de még
a magyar alkotmany Ugye is. Magyarorszag a Bach-korszakban alighanem a legrosszabbat

kapta az inga visszalendiilésétdl, Italia kényesebb terep volt, vagy talan egyértelm(ibbnek
tint mar akkor is, hogy a helyzet nem sokaig tarthatd. 1859 nem szimplan a solferingi
Habsburg-vereség datuma, hanem egy folyamat része, s e folyamat 1848-49 utan sem allt
meg, egy pillanatra sem.

A cenzira tehat annyit ért el Piave librettojaban, hogy a cimbdl és a szerepldk kozil eltdnt a
kiraly. S bar az opera zenéjét ez aligha érinti, a drama és a librettd szempontjabol mégis le-
nyeges, hogy I. Ferenc a vilag ura, mig a mantovai herceg csak helyben dont életrél, halalral.
Ez nem a ket szdvegben szerepl6 uralkoddk személye miatt fontos, hanem a Triboulet és
Rigoletto kozti killinbseg miatt. Piave librettoja elsd ranézésre Huga draméajanak zsenialis
zanzajat adja: mindent kihagy beldle, ami faraszto (elsésorban az olykor elviselhetetlen
melodramat), de egy operahoz képest hihetetlenl sok mindent megtart: a szerepldk nagy
részét, a jeleneteket és azok sorrendjét, a cselekményt. Am Piave nem pusztan stirit: nala
valojaban egész masutt vannak a hangsulyok.

A két uralkodo - I. Ferenc és Gonzaga herceg - hasonlit a leginkabb: a mantovai herceg
elsd ariaja (Questa o quella) valdban mindent elmond arrdl, amihez Hugdnak egy fél felvonas
kellett a darabja elején. Dramaturgiai kiilénbséget késdbb se talalunk: az udvari bolondot
mindketten felismerik, amikor diaknak 8ltézve prabaljak a lanyat meghaditani, mindketten
mérgesek, amikor az udvarancok megzavarjak a pasztororat, és mindketten aggaly nelkil
teszik magukeva a bolond lanyat, akirdl mindketten tudjak, hogy a lanya.

Az udvari baolond lanya sem kiilénbdzik jelentdsen. Elsére hajlamosak vagyunk Ugy ér-
telmezni Blanka-Gilda sorsat, mint a kiszolgaltatott, artatlan lanyet, aki apjat odaadoan
szereti, és aki lassan felnd az &ldozathoz, melyet hitlen szeretjéért vallal. Ha pusztan a
két drama szdvegét nézziik, Blanka-Gilda csak apja szavaiban nagyszer(i és artatlan lany,
cselekedeteiben egyaltalan nem annyira az. Sokkal inkabb a kivancsi, titkoldzd, naiv, elsg
latasra a vegletekig szerelmes fiatal any jol ismert tipusat jeleniti meg, aki egy vigjatékban
is alapos segitségre szorulna. Hugo Blankaja talan egy fokkal jobban felfogja, mi tortént
vele a drama 3. felvonasaban, am a 4. felvonas kvartettje”, a rivalis Maguellone és a kiraly
jelenete tiikorként mutatja, hogy Blanka semmivel sem kiilénb, mint a bérgyilkos higa, mar
ami a csabitohoz vald viszanyat illeti. Abban is hasonlitanak, ahogy meg akarjak menteni a
kiralyt - Blanka annyiban &ll Maguellone felett, hogy 6nmagat aldozza fel, de ennek indoka
meglehetdsen prdzai (,Mivel mdr nem szeret, nincs mds, csak a haldl. / Meghalok érte hat").
Tegyik hozza: Blanka ekkor mar bukott nd, a 19. szazad els6 felében keletkezett dramaban
aligha varhat ra ennél magasztosabb sars. Gilda csak annyival rokonszenvesebb, ameny-
nyivel kevesebb sornyi szerepe van Piave szovegkonyvében, illetve amit a szerephez Verdi
zenéje hozzaad: Verdi Gildajat nem lehet nem szeretni.
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A legnagyobb kilénbseg a drama és a libretto udvari bolondjanak szerepében van.
Rigoletto az opera els6 felvonasaban valdban tenyérbemaszo, és hinniink kell Cep-
ranonak es tarsainak, okuk van annyira gydldini, hogy meg akarjak olni. Rigoletto az
elsd felvonas els6 képében nem is mutat mast, mint a mindenkibe belekdtd, kissé
életunt figurat, aki maga ellen hivja ki a sorsot. Hugo Triboulet-je ezzel szemben az
elsé felvonasban szellemes, sziporkazo, bar a heccelésben kétsegkivil a végsdkig
elmend, igazi udvari bolond, aki magat a kiralyt is folyamatosan ugratja. Mig Rigoletto
dramai vétsége tehat nem csupan az, hogy Monteronén gunyolddik (hiszen 6 csak egy
azok koz(l, akik okkal atkozzak), addig Triboulet valdban Saint-Vallier kiglinyolaséval
koveti el a(z elsd) dramai vétséget.

Fejladik-e Triboulet, illetve Rigoletto? A drama masodik felvonasaban (illetve az opera ma-
sodik képében) civilben latjuk az udvari bolondot - ez azonban nem feltétlenil véaltozas,
még kevésbe fejlddes: egyszerien masik enjét, masik arcat mutatja. Rigoletto a vélt asz-
szony- (valojaban leany-) széktetésben szinte tulzottan vehemensen segédkezik (,Enrdm is
adjatok, hisz értem a tréfdt’), és ez még akkor is szembedtld, ha tudjuk, buzgalma mdgétt
az a megnyugvas all, hogy kollégai” nem a lanyat akarjak elrabolni. Viszont mindkét mdben
kétségkiviil sokkal emberibb, szerethet6bb az apa-figura, mint mikor udvari bolondként
all el6ttink. Az igazi valtozas a harmadik felvonasban all be: ekkor, lanya megbecstele-
nitésekor torik meg vegképp Triboulet, ekkor érti meg, hogy betelt az atok, s e felvonas
végén igér bossz(t a Bastille-ba kisért Saint-Vallier-nak (illetve Rigoletto a vérpadra vo-
nuld Monteronénak). Hugo dramajanak ezt a felvonasat a legnehezebb szinpadra vinni
- Triboulet nagyon is emberi, de cseppet sem arnyalt, sirasba torkollo konydrgése csak
igen jo szinészi jaték mellett elviselhetd.

A negyedik felvonas bossziszomjas Triboulet-je utan az otddikben a gydzelemittast lat-
hatjuk - Hugéhoz hiven ezt is némiképp eltdlozva (,0ril, hitvany bohéc, ha biiszkeséged ily
nagy, / Egy bolond bosszuja egy vildgot megingat!). Rigoletto nem megy ilyen messzire (,im,
egy pojdca arcdba Iép egy trnak’). A kiilonbség nem annyira a két torténet uralkoddjanak
nagysaga kdzdtt van: sokkal inkabb Triboulet és Rigoletta figuraja kozt. Rigoletto mindvé-
gig szerencsétlen, nyomorult kisember, akire visszaitnek binei, s aki szépen hozza a rit
kills6 - érzd sziv kozhelyét. Ebben természetesen szerepe van Gildanak, épp szivbe mar-
kold naivsaga miatt, illetve a Verdinél szinte elmaradhatatlan, kénnyfacsar6 bucsukettds
miatt. Rigoletto dsszeférhetetlen és utalatos udvari bolond, de személyes tragédidja kivivja
anézl tiszteletét és részvétét, lanya bukasa, Rigoletto bosszljanak tragikus kudarca pedig
a katarzist. Rigoletto szanalmas és elviselhetetlen pojacabal valik szeretettel teli és sajna-
latra mélto kisemberré, nagy vesztesse.

Triboulet képlete ennél arnyaltabb. § is - mint Hugo megannyi hdse - a tarsadalom szam-
kivetettje, testi hibdja magyarazza emberidegenségét. Viszont nem kisember, mert végig
szerepet jatszik, talan csak a masodik felvonasban, lanyaval kettesben mer 6nmaga lenni,
de akkor is csak pillanatokra. A harmadik felvonasban kiesik a szerepébdl, illetve kino-
san nem talalja, hogy kellene viselkednie. A bosszUszomjas Triboulet viszont elkdveti azt
a vétséget, hogy azt hiszi, legy6zheti a vilag urat - vagyis a hbrisz vétségét. Fodor Géza
hivja fel a figyelminket (a Simon Boccanegra kapcsan) arra, hogy a drémai cselekményben
véletlen (a thiké) mar Arisztotelész szerint sem szerepelhet. Vagyis minden tragikus hds
sajat vetsége miatt szenvedi el a tragédiat. Triboulet nyilvanvalo vétsége valtja ki Saint-
Vallier atkat: Saint-Vallier lanya meggyaldzasa miatt tamad a kiralyra - Triboulet-nek is ez
lesz a sorsa. E szimmetria is mutatja: a biin és blntetés mérlege Blanka artatlansaganak
elvesztésével helyreall - ami ezutan kdvetkezik, az dramaturgiailag mar egy masik fejezet.
Blanka halalara azért van sziikség, mert Triboulet gondolatkdre még mindig a kiraly kordl
forog, hozza méri magat.

A feliiletes nézd hajlamos azt gondolni, az alapvetden nagyregény-irg Hugo a dramaban
is terjengds, és Triboulet olykor nehezen elviselhetdé melodramaja ebbdl kévetkezik, tehat
iréi hiba. Hugo azonban ennél sokkal rafinaltabb szerzd: A kirdly mulat nehézkessége épp
arra szolgal, hogy tdlzottan ne azonosulhassunk Triboulet-vel. Az anagndriszisz (vagyis a
zsakban lévd Blanka felismerése) hidba egy artatlan és szerencsétlen lany tragédiaja, nem
vezet el a katharsziszhoz. Hugo nem engedi: Triboulet lanya felismerése utéan is szérnyen,
banalisan és ripacs modra viselkedik. Blanka hiaba kdnyordg, hogy ne nyaggassa. Ez nem
Gilda és Rigoletto bucsuja: ez egy pojaca szinjatéka. Triboulet-vel nem lehet azanosulni,
meég a legvégén sem. Hugo dramajanak ugyanis nem ¢ a fdszerepldje, hanem a cimben
szerepld kiraly, akit nem lehet legydzni. Aki bar erkolcstelen és felel6tlen, folgtte all min-
denkinek, egyszeriien nem érheti fel egy Triboulet.

Hugo dramaja sokkal palitikaibb, és ebbdl a szempontbdl torténelmibb, arnyaltabb, dssze-
tettebb, mint Piave szovegkényve. Am ez sem véletlen, méq kevésbé Piave tévedése. Eqy
Verdi-operanak ugyanis nem a politikai elit beavatottjaihoz kell szdlnia a sorok kozt rejlé
sugallatokkal. A Rigoletto feladata az, hogy behozza az operaszinpadra s hdssé tegye a
testileg is nyomorult kisembert. A két m(inek tehat csak az alapanyaga és a cselekménye
egyezik meg, minden masban kilonbézik. Hogy az utokor a Rigolettdt érzi jobb miinek, az
viszont elsdsarban Verdi zenéjének kdszonhetd.

Mesterhdzi Gabor
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Synopsis

Scene 1- A hall in the ducal palace

The Duke of Mantua is boasting about his most recent adventure to the assembled nobles:
he has made the acquaintance of a young well-to-do maiden of the city, whom he has ap-
proached dressed in the simple clothes of a student with the intention of seducing her. In
the meantime, he is also not giving up his courtship of the wife of the Count of Ceprano: in
spite of her hushand's presence, he makes advances at her.

Rigoletto, the court fool, arrives and macks the married couple, who are at the mercy of
the duke's whims. Nearly all of the courtiers have fallen victim to the jester’s sharp tongue
at one time or another, and when Marullo arrives with the news that Rigoletto is keeping
a lover, they all resolve to repay him for his many humiliations by abducting the girl. The
Count of Monterone storms into the ball to call the duke to account for seducing his daugh-
ter, only to be caricatured by Rigoletto. Monterone curses the jester.

Scene 2 - Rigoletta’s house and garden, and the adjacent street

Rigoletto is terrified by Monterones curse. On his way home, he is stapped by the assassin
Sparafucile, who offers the jester his services. Rigoletto dismisses him and hurries home
to his daughter, Gilda, whom he has raised sequestered away from the world in complete
ignorance of her father's name and profession. The girl, however, is concealing from him
the fact that for months now she has been meeting with an unknown student, with whom
she has fallen in love. The student is none other than the duke in disquise. After Rigoletto
departs, the courtiers arrive with the aim of abducting the woman whom they believe to be
the jester’s lover. Rigoletto suddenly returns, and they convince him that they are trying to
kidnap Countess Ceprano. Rigoletto takes part in the game, and only when it is too late does
he realise that he has assisted in the abduction of his own daughter.

Act 2 - A hall in the ducal palace

The courtiers offer up the kidnapped girl to the duke. Also arriving, overcome with despair,
is Rigaletto: this time, however, he is the ane wha is mocked by the courtiers. The jester

informs his daughter of her mysterious suitor’s identity and true nature nature, but Gilda
remains unmoved: she loves the duke. Rigoletto swears deadly revenge.

Act 3 - By the River Mincio and Sparafucile’s house

During the night, Rigoletto finds Sparafucile and hires him to murder the duke, but first he
wants to disillusion Gilda with him. He forces her to watch as the duke courts Sparafucile’s
lovely younger sister, Maddalena. The confused and distraught Gilda is ordered by her fa-
ther to put on men'’s clothing and head for Verona right away. The girl, nevertheless, returns
to Sparafucile’s house, where she finds out about her father's murderous plan. Fancying
the prince, Maddalena asks her brother to spare his life and instead kill the first stranger
who enters the inn. Gilda decides to sacrifice herself. Wearing men's clothes, she knocks
on the gate and, upon entering, is martally wounded. Sparafucile hands over a sack to
Rigoletto, claiming that it contains the duke's dead body. Upon hearing the duke’s voice in
the distance, however, Rigoletto opens the sack and discovers his dying daughter inside it.
Monterone’s curse has thus been fulfilled.
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Staging Rigoletto
in Budapest in 2005

Verdi had the problems of his own time in mind when he chose Victor Hugo's play as the
basis for Rigoletto. Power was limitless, the servant was at the mercy of his master, and he
bore the brunt of punishment in his place. It was a brave act to pronounce all this explic-
itly at the time, but the nature of dictatorships changes. Former truths fade and become
commonplace, just as many of the arias of Rigoletto have become popular hits. But the
excellence of the music has preserved the explicit truths of the original work in its depths,
ensuring it never becomes mundane. In an attempt to avoid the hackneyed and banal,
many productions try to make Rigoletto appear more ‘up-to-date’ by desperately modernis-
ing the environment and transposing the opera to the 20" century. On the other extreme,
the work has often been performed with a museum-like piety, recalling the sight of the
medieval city of Mantua. Of course, there have been excellent and poor performances at
either end of the spectrum, with the brilliance or failings of the given musical implementa-
tion often overshadowing the staging concept. Our production aims to find a third way.
The stage is set in Verdi's age, and the masked ball in the first act is merely an allusion to
the original environment. The defencelessness of the clown is given more emphasis. This
is not a navel theme, as a number of works discuss the role of the clown, from | Pagliacci
to Mefistofele. But our production also wants the viewer to understand that if a person,
through either fear or self-interest, finds his or herself becoming an accomplice to an im-
moral power, it can be impossible to break out - and this is what this opera is partly about.
And about many other things: human compassion, indifference and hypocrisy. For example,
Count Ceprano fears for his wife, yet he participates in the kidnap of Rigoletto’s daughter.
Marullo, whom Rigoletto regards as the only good man in the court, pities and despises the
jester in the same breath. The Duke is a monster, but, for a fleeting moment, he can be an
attractive and hanest man in love. Verdi knew the secret, just as Shakespeare and Mozart
did before him, that the human soul is very complex, and that many things depend on the
perspective from which they are observed. In Monterone’s perception, Rigoletto is just a
vile sycophant, but, in view of his tragedy, he is nothing worse than a pitiable, miserable
and helpless man. Our aim is to present the many such nuances of this inexhaustibly rich
masterpiece to the faithful friends of opera and theatre.

Miklés Szinetdr
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Verdi, the new maestro

Verdi and his librettist (this time Francesco Maria Piave) never had an easier job than the
adaptation of Le roi samuse. The play focuses on the plot exclusively, without the stylistic
rhetoric and flood of words so characteristic of, for instance, Ernani. A comparison of the play
and the libretto reveals that the libretto omits only two relatively unimportant scenes, and the
only addition is the Prince’s aria in Act Two. The great actor Louis Jouvet wrote: “Huga’s play
is an opera already. That is why Francis | is mare at home in Rigoletto than in Le roi samuse...”
Thus, Rigoletto was an ideal libretto for Verdi. Two years after the premigre, he sent the fol-
lowing words to Antonio Somma, who later wrote the libretto for Un ballo in maschera: “Long
experience has confirmed the ideas | always had on theatrical effects, although I did not
have the courage to express them in my early days, only in part. (For instance, ten years ago,
| would not have risked writing Rigoletto.) | find your opera too monotonous, in the sense
that | would not today write works like Nabucco, the Foscari, etc. These present interesting
scenic elements, but with no variety. (...) As far as dramatic effectiveness is concerned, it
seems to me the best material that | have yet put to music (I'm not speaking of literary or
poetic warth) is Rigoletto. It has the most powerful dramatic situations, it has variety, vital-
ity, pathos; all the dramatic developments result from the frivolous, licentious character
of the Duke. Hence Rigoletto’s fears, Gildas passion, and so on, give rise to many dramatic
situations - including the scene of the quartet, which, as far as effect is cancerned, will
always be one of the finest our theatre can boast.”

Powerful dramatic situations, variety, vitality and pathos - this is what attracts Verdi. And
indeed, the scare of Rigoletto reflects all this in a marvellous way. For decades, research
on Verdi regarded Rigoletto as the first opera of the maestro’s so-called ‘middle period’ and,
at the same time, the first really mature Verdi opera with a genuinely unique tone. Today,
we do not find it appropriate to divide Verdi's oeuvre into periods or look for a straight and
unbroken develapment leading from Nabucco to Falstaff. This development is, of course,
increasingly sophisticated and uses ever more diverse tools, but the dramaturgical con-
cept is essentially unchanged from the first opera to the last. In spite of all these, Rigoletto
is one of the most significant milestones in Verdis career. This is the opera in which we
can feel entirely the abandonment of traditions for the first time. The cabaletta-voice,
which can be heard quite often in La battaglia di Legnano, composed right before Rigoletto,
Luisa Miller and Stiffelio, is almost completely absent from Rigoletto (the only example of
it being the Duke’s aria in Act Twa). Traditional melodic patterns disappear, the coloratura




cadenzias at the ends of arias and duets become sparse, and the form follows the tradi-
tional concept when this is appropriate to the dramatic situation. Rigoletto is the first opera
in which the internal relations of musical dramaturgy constitute a system and an overall
dramaturgical concept.

Some psychological explanations of certain allusions will be discussed later, but first we
need to take a look at the main characters of the play: how Verdi portrays them and what
tools he uses to make this characterisation coherent. Verdi's letter to Somma proves that
he considered the Duke to be the focal figure of the opera. His musical portrayal is rela-
tively easy to grasp: we can hear a dance-like character in most of his melodies, usually
with the triple beat (3/8, 6/8). Moreover, a fourth can usually be heard at the most important
and accentuated points of the melodies. These twa ingredients: the dance-like pulsing
rhythms and the fourth melodies symbolising a confident, powerful and assertive charac-
ter, together represent the figure that Verdi saw in the Duke of Mantua. He himself wrote
that he must definitely be “a lord of absolute power” and an immaral lecher. Nothing can be
more natural than characterising such a figure on stage with the idioms of dance music,
which exudes grace, eccentricity and even licentiousness. The Duke has only one scene
lacking the rhythm of dance in its music and the fourth-melodies; his only aria, the deep
and genuine lyricism of which cannot be denied. This comes in the scene beginning with
"Ella mia fu rapita” ("She has been stolen from me”) as well as the introductory recitative
of the aria and its slow section. The Duke becomes a character of the musical drama that
Verdi represents with the same tools throughout the opera. These toals and this method
of portrayal present a determined personality of sharp contours who does note change
throughout the play and remains static. Gilda has a similarly static representation. Verdi
presents her figure in two ways. Gilda also has her signature tune, that certain descending
scale-like arc of melody, sometimes omitting some sounds from the scale, which is the
main musical character of so many heraines of Verdi. This descending arc appears in most
of Gilda's scenes; its most significant example is in her aria in Act One Scene Two (“Caro
nome che in mio cor” - "Dear name within this breast’). The importance Verdi assigns to this
motif of Gilda is typical: the brief overture only contains the curse theme and this melody.
It would make no sense to list all the places where this descending scale-melody appears
in connection with Gilda. It is even more a characteristic of this girls gentle figure and
the representation of her character that her part often includes typical features of other
characters’ melodies. This is what makes Gilda's musical personality most static: it does
not develop, but adapts the other characters” emotions and falls under their influence in
various situations, time and again.

In contrast with the Duke and Gilda, the two static main characters, the musical presenta-
tion of the title character is extremely dynamic, and provides an image which changes from
scene to scene. Let us recall Verdi's words: “Personally, | find it fascinating and appropriate to
include this seemingly crippled and ridiculous, but internally passionate and loving figure.” We
must also add that, in certain scenes, it is not only Rigoletto’s appearance, but also his soul
that is crippled. Thus, almost through the entire first act, he does not have an individual voice
at all, consistently adopting and maintaining the dance-like tone that represents the Duke’s
depraved court, his master's and his environment’s melodies. His personal vaice only appears
on a single occasion here, but is far from being likeable: it is the repulsive, even intriguing
intonation of the court jester wha ridicules Count Monterone with his impertinent sarcasm,
which, in its essence, almost foreshadows lago’s tone. Rigoletto is the first theatrical charac-
ter in the history of the opera who cannat be typecast either as a “pasitive” or a “negative”
hero; one who is developing, changing and suffering, and possesses contradictory traits: a
human being. Presenting him on the operatic stage was almast as courageous an act as the
choice of subject for ane of Verdi's next works, La traviata.

From Act One Scene Two, the musical representation of the hunchbacked jester becomes
more and more individualised. His monologue clearly shows the almost schizophrenic di-
chotomy of his soul; on one side, the man, crippled bath physically and mentally, is evil, or
has been made evil, contrasts with the positive trait, paternal love, on the opposite side.
This manologue proves the contradiction and, at the same time, dynamism in Rigoletto’s
persanality. As has been said earlier, unlike the two other main characters, he is the ever-
changing figure of the opera, showing various faces time and again. Cansequently, Verdi
does not apply returning melodies and characteristic intervals as in the cases of the Duke
and Gilda. The only apparent tool of the uniform portrayal of the figure is the fact that he
hardly ever leaves the keys of A flat major or D flat major. It can be observed, however,
that thirds appear quite frequently in Rigoletto’s melodies. These occur occasionally in
other characters' roles, too, although their application is definitely not as emphasised as
the Duke's fourths or Gilda's declining melodies. It is natural that in the scenes with Gilda,
Rigoletto uses the most cantabile tone as he must sing about paternal love. In terms of
these melodies (Act One Scene Two: “Deh non parlare” - “Speak not of one whase loss
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to me", “Veglia o Donna” -"Safely guard this tender blossom’; Act Two: “Piangi, fanculla” -
“Weep, my child, and let thy tears”; Act Three: “Se tinvali qui sal qui sol rimarrei” - “Oh, do
not leave me here alone”), no doubts arise, unlike in the case of the Dukes lyrical themes,
we always know that they are born from the deepest emations. (It is interesting to note

how impartant it was for Verdi to express paternal love in music. Let us just think of his



unforgettable father figures: Nabucco, Rigoletto, the old Germont, Simon Boccanegra and
the old Miller. However, thorough research of this emotion and musical expression, and a
comparison with Verdis life, would be a step too far. Yet there is definitely a connection
here as the maestro lost his two children in infancy, and he had no offspring from his
second marriage...)

If we examine further the musical and dramatic representation of the title character, we
come to another area of analysis: formal renewal. We mentioned earlier that Verdi's de-
velopment - from a certain phase of his career - did not stick to traditional forms. If the
situation required it, he did not hesitate to loosen and break traditionally well-established
formal structures. Rigoletto is a major milestone in this respect as formally closed units
virtually disappear in the opera; certain phases transform and become the next. Rigoletta’s
grand scene in Act Two is almost a textbook example of this new way of creating forms.
The seemingly lied-like closed process of “Lara, lara..." is interrupted by recitatives of con-
versations, and is followed by a short scene with the page, and then the aria, or rather the
fast section of the great scene “Minions, sycophants, panders, thieves...", “Cortigiani, vil
razza dannata” explodes with full volume. As soon as the situation changes, Rigoletto first
sings to Marullo at moderate tempo, and eventually the slow part is sung: ‘I pray you to have
pity on me” “Perdono, pietate”. How far it is from the traditions and the rigid recitative-
slow-recitative-fast” forms of the Rossini-Bellini-Donizetti era or the early Verdi operas.
And this is true for all the arias, except perhaps the Duke's genuinely close arias in Act Two
and Three. Even the form of Gilda's aria, which begins as a traditional cavatina, is broken
with an interspersed short scene before the end with the arrival of the courtiers. Similarly,
the Duke's aria “Questa o quella” is, in fact, a longer part of his dialogue with Borsa.

On the other hand, there is also the phenomenon of formal renewal, which is consistent
with this yet seems also to be contradictory: the duets and ensembles become series of
short arias. The first Rigoletto-Gilda duet, for instance, is nothing more than short arias,
first by Gilda and then Rigoletto, a complex form of multiple sessions which can be di-
vided into short and distinct units. However, this method of composition never becomes
mosaic-like, because the duets and ensembles are linked by the common mood, and per-
haps returning motifs. This technique of formal construction was not Verdi's invention; the
Italian maestro simply returned to the greatest genius of opera, Mozart, who constructed
his ensembles, especially the finales of his later operas, following the same principle. An
aspiration to create larger complex structures and a unity of scenes, as well as the great
arch of the form, were all central to the maestro's purpose from this time on. In fact, the
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whole of Scene One is a single formal unit which does not contain strict closings at all. The
closing note of each formal section is usually identical to the opening note of the following
section; even in such special solutions as the sudden interruption of the powerful and forte
orchestral postlude to the “Questa o quella” aria, with the first note of the piano minuet
which, according to the original score, is to be played by a small ensemble placed behind
the scenes. Scene One contains a solution which was again not Verdis invention, but it was
he wha raised it to a higher plane. This is the chattering of scene featuring dialogues of two
or more characters. Its preliminaries can be found in his predecessor’s works: let us just
refer to the quintet in Act Two of Il barbiere di Siviglia or the scene preceding the sextet in
Lucia di Lammermoor. In these, and in Verdi's similar scenes, the emphasis is shifted to the
orchestra, which provides a continuous texture of melodies. The characters' short sentenc-
es of usually a couple of words sound above this orchestral texture. Sometimes they take
over the melodies of the parts of the orchestra, at other times, they sound like recitatives.
Many have written about this wonderful masterpiece, which is perhaps the most beautiful
example of Verdis construction of ensembles founded on opposites. This quartet is a clash
of four characters from four different situations. Each of the four sings their own differ-
ent melodies to faithfully describe their situation and personality. At the same time, the
melodies merge into the most wonderful harmony. It is a masterpiece both in music and
dramaturgy; from the former perspective, it is an excellent example of counterpaint, and,
from the latter perspective, a brilliant presentation of the conflict of the given situation.

In addition to the musical and dramaturgical novelties and developments, it must also
be mentioned that Rigoletto contains unmistakably traditional sections in the form of the
chorus pieces. There are two such closed chorus parts in the opera: in Act One Scene Two,
that beginning with “Zittj, zitti, moviamo a vendetta” ("Silence, silence, while vengeance we
seek’), which, with its piano-staccato nature, is an eye in the long chain to be found in many
of Verdi's operas sung by ensembles in similar situations. The other chorus number in Act
Two ("Sorrenti uniti” - "As we with glee”) is an even mare traditional, Donizetti-style piece
(which is, in fact, in contrast to the situation with its march-like nature).

Rigoletto was a major step forward in another aspect too: orchestration. It was no coinci-
dence that all contemporary reviews praised the orchestral parts of the opera. It is enough
to think of the hideously grotesque tone of the Rigoletto-Sparafucile duet (solo cello, solo
double bass, bass drum, clarinet and bassoon) or the flute duo in Gilda's aria, which sounds
as if it was descending from heaven: both are perfect representations of the situation.



Many other features could be discussed in connection with Rigoletto: the almost ‘music-
less” beginning of the last scene, the incredible braveness of the chorus without words
from behind the scenes, and some allusions to matifs (for instance, the melody of the
ensemble after Monterone’s curse is repeated almost word for word at the moment when

the curse is fulfilled in the trio preceding Gilda's murder), the returning curse motif (which

is actually not one but two motifs), and so on. Our aim was to use the analysis of Rigoletto
tointroduce Verdi's dramaturgical methods and concepts about the opera at the time when
he emerged as a new maestro.

Péter Vdrnai
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Victor Hugo: Le roi samuse

(The King’s Diversion)

Excerpts

Act Il Scene 2
TRIBOULET (alone)

"

()

Accurst indeed! - For man with nature leagues

To make me wicked, heartless, and depraved!
Buffoon! Oh, heav'n! - deformed, despised, disgraced;
Always that thought, or sleeping or awake, -

It haunts my dreams, and tortures me by day:

The vile buffoon - the wretched foal of court

Who must not, cannot, dare not, for his hire

Do aught but laugh! Oh grief! oh misery!

The poorest beggar, or the vilest slave, -

The very galley convict in his chains,

May weep and soothe his anguish with his tears.
Alas, | dare not! Oh, , tis hard to feel

Bowed down to earth with sare infirmities;

Jealous of beauty, strength, or manly grace, -

With splendour circled, making me more sad.

In vain my wretchedness would hide from man, -

In vain my heart would sob its griefs alone. -

My patron comes, - the joyous, laughing king,
Beloved of women! heedless of the tamb;

Well shapen, handsome, King of France, - and young,
And with his foot he spurns me as | hide;

And, yawning, cries, “Come, make me laugh, buffoon.”
Alas, poor fool! - and yet am | a man.

Act V Scene 3

()

Soh! gallant courtiers and brave gentlemen,
Oh, how | hate you! - here behold your foe;
Your bitter sneers | pay you back with scorn,
And foil and countermine your proud desires.
Like the bad spirit, in your master's ear

| whisper death to each aspiring aim,
Scattering, with cruel pleasure, leaf by leaf,
The bud of hope - long ere it come to flower.
You made me wicked: - yet what grief to live
But to drop poison in the cup of joy

That others drink! - and if within my breast
One kindly feeling springs, ta thrust it forth
And stun reflection with these jingling bells.

TRIBOULET (alone, his eyes fixed on the body)

(Folding his arms.)

()

Here, see the Jester ! There, the King of Kings,
Monarch o'er all, unrivalled, Lord supreme!
Beneath my feet | spurn him as he lies,

The Seine his sepulchre, this sack his shroud.
Wha hath done this?

Tis | -and | alone,

Stupendous victory! When morning dawns
The slavish throng will scarce believe the tale,
But future ages, nations yet unbarn

Shall own, and shudder at, the mighty deed.
What, Francis of Valois, thou soul of fire,
Great Charles’s greater rival, King of France,
And God of battles! at whose conquering step
The very battlements have quaked for fear!
Hero of Marignan, whose arm o'erthrew
Legions of soldiers, scattered like the dust
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before the impetuous wind! whose actions beamed
Like stars oershining all the universe,

Art thou na more? - unshrived, unwept, unknown,
Struck down at once!

Translation by Frederick L. Slous
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The play and the libretto

The protagonist of Victor Hugo's play Le roi samuse is Francis | (1494-1547, crowned 1515),
although in Hugo's work the main character of each act, according to the sub-headings of
the acts, is a different individual. Who was this king and why was he important?

Although historians agree that Francis was a rakish and shallow person, even the most
critical have to acknowledge his education and wit. He found himself in the turmail of
foreign policy at the very beginning of his reign: his troops defeated the Swiss at Marignano
in 1515, and ever since then - that is, for the last 500 years - Switzerland has remained
neutral in the conflicts which have developed around it. Francis | soon had to face another,
more significant challenge: in 1519 he applied for the title of Holy Roman Emperor (his
rivals included Henry VIII of England), and it cost Charles V Habsburg of Spain an enarmous
amount of money (loaned by the Fuggers) to defeat him. The impact of this has also proven
to be enduring...

France under the reign of Francis | was the France of the Renaissance - the era of castles
along the River Loire and the imitation of Italy in all matters. French troaps were fighting in
[taly almost continuously. But these are only minor events compared to the fact that, under
Francis's absolutist reign, infrastructure was developing and national consciousness was
flourishing (though this was not self-evident in the 16" century), which also included a kind
of renewal of language: this was the period when the northern French language became
dominant. Francis established a royal library and printing shop, and among the nobles
of his court could be found the poet Clément Marot (who also appears in Hugo's play) as
well as none other than Leonardo da Vinci himself. Among Francis's contemporaries were
Rabelais, Du Bellay and Ronsard, as was the famous court jester Triboulet, one of the few
of his profession whose name has become inscribed history.

This period can be referred to as the Renaissance only with certain caveats: even though
there were no religious wars in France under Franciss reign, the persecution of Protestants
did take place. The gravestone for Francis and his wife - located in St. Denis’s cathedral
- reminds us of the cult of death of the Middle Ages: the monument features two statues
of corpses without any attempts at embellishment or idealisation, being instead rather
naturalistic, with sunken chests and bent toes. France in the mid-16th century therefore
was full of contradictions: it was certainly a glorious period in the history of the country,
but with a dark side as well.
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It was hardly a coincidence that Victor Hugo chose Francis | and his era as the theme of
his play. In Le roi samuse, splendour, megalomania and a court full of luminaries are very
important aspects - and it is also important that Francis | was one of the most respected
rulers of his time, even from a worldwide perspective. Hugo needed a ‘great’ king for his
play - and one of the implied messages of the play is precisely that it is nat the king who
is great, but rather his country, even despite the character of the king, who might himself
be narrow-minded, weak and ridiculous. In 1832, when the play was written, these were
hard words: from today’s perspective it is easy to understand why it was so urgent for
the censors of Louis Philippe - who was in any case a tepid and paunchy king, completely
unsuccessful with women - to ban the play.

It is worth taking some time to examine the title. The French language uses a reflexive
verb (samuse) here. In Act One, the simple sentence “the king amuses himself' appears
surprisingly frequently - supporting the interpretation that it is actually unnecessary to
entertain the king (rendering superfluous nat only the scholars who are offered by Margaret
of Navarre and also mentioned in the text, but also, for instance, Triboulet, the king's main
entertainer, along with everyone else, including the poet Clément Marot). All of which also
means that amusing himself is the king's main purpose (what does he care about the Holy
Roman Empire?), and also that he finds everyone amusing. Including Triboulet and the
other sycophants. In 1832, it was a criticism of the system from a republican playwright,
and it was aimed not only at the sovereign, but also at the entire court, or, more precisely,
all those who accepted this system.

It is well known that the first libretto of Verdi's opera was rejected by the censor, and that
is why the title and the characters had to be changed. The “Prince of Mantua” was actually
Vincenzo Gonzaga (1562-1612), but it was not permitted to put his name in writing, even
though the ltalian audiences of the time knew exactly who was being referred to. The
person in question had been the employer of Monteverdi and Rubens and a friend of Tasso;
his love of luxury - cultural luxury, among other forms - led to the decline of Mantua. It
is interesting to note that Vincenzo was not a womaniser, and was even rumoured to be
impotent, a man who had aphrodisiacs brought in secret from the New World and whose
first marriage (1581-1584) unravelled for the lack of offspring. This view, however, seems to
be in contradiction with the fact that he had five children from his second marriage - in
1594 - to his cousin. Or does this simply mean that sterility is treatable?

Inany case, if Francis is the lord of the world, then Prince Ganzaga is just a local potentate
who can be compared to Hugas title character in terms of lavishness, but not of power.
This is important. And it is also important that the dissident Verdi could not be disposed
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of with a single stroke of a pen two years after 1848, so whereas Austrian censorship
could prevent Hugo's play from becoming a (popular) opera in an unchanged form, even
the strictest censor was aware that it was worth trying to reach a compromise. The widely
esteemed Verdi could not be swept aside. Firstly, because he could have simply taken his
opera off to another country any time he liked (as he has just returned from Paris), and
secondly, because excessive prohibition tends to fuel the fires. It is worth playing with his-
tory for a while again - 1848/1849 lives on in the memory of Hungarians as a failure, but if
we leave behind the concept of histary we were taught at school, which focuses on national
mourning, and look more closely, it is apparent that within 20 to 25 years, a generation’s
time, everything was achieved that had earlier seemed to have failed: the unifications of
Italy and Germany (although the latter without the Habsburgs), the transition to bourgeois
demacracy and a constitutional system, and even the issue of the Hungarian constitution.
Hungary probably received the worst treatment after the pendulum swung back during the
so-called Bach Era, but Italy was a more delicate question, or perhaps it already looked
more obvious that the situation could not be maintained for very long. 1859 was not only
the date of the defeat of the Habsburgs at Solferino, but part of a process that did not
stop after 1848/1849, even for a moment. All the censors were able to achieve regarding
Piave's libretto was to have the king disappear from the title and the list of characters. And,
although it hardly influenced the music of the opera, it was still important for the play and
the libretto that Francis | was the ruler of the world while the Prince of Mantua was able
to render decisions regarding life and death purely at the local level. However, this is not
important because of the personalities of the rulers in the two works, but because of the
differences between Triboulet and Rigoletto.

At first sight, Piave's libretto gives an excellent summary of Hugo's play: he leaves out
everything that is tiresome (especially the melodrama, which is sometimes unbearable),
but retains an incredibly large amount compared to other operas: most of the characters,
the scenes and their order, as well as the plot. But Piave did not only condense: he actually
shifted the emphases to entirely different places.

It is the two rulers - Francis | and Prince Gonzaga - who are most similar: the Prince of
Mantuass first aria (Questa o quella) tells us everything for which Hugo needed half an act to
explain at the beginning of his play. We cannot find any further differences in dramaturgy
either: they both recognise the court fool when, disguised as students, they attempt to
seduce his daughter, and both grow angry when the courtiers disturb the rendezvous, and
they both avail themselves of the jester’s daughter without scruple, even though they are
aware that she is his daughter.
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The jester’s daughter is not much different. Initially we tend to interpret the fate of Blanka-
Gilda as that of a helpless and innocent girl who loves her father devotedly, and who slowly
measures up to the sacrifice that she has made for her unfaithful lover. If we look at the
texts of the two plays, it is only in her father's words that Blanka-Gilda is a wonderful and
innacent girl, her deeds fall well short of this. She is, much rather, a representative of the
well-known figure of the curious, secretive and naive young girl who falls in passionate love
at first sight, and even in a comedy she would be in need of a lot of help. Of the two, Hugo's
Blanka might comprehend slightly better what is happening to her in the third act of the
play, but the ‘quartet’ of Act Four - the scene with the rival Maguellone and the king - shows
like a mirror that Blanka is in no way better than her contract-killer sister, at least in terms
of their attitudes to seducers. They also resemble each other in the way they try to save
the king - Blanka is superior to Maguellone in this respect, as she sacrifices herself, even
though her reason for this is rather prosaic (As he does nat love me anymare, there’s nothing
left but death /I shall die for him now.) We must add that Blanka was already a fallen woman
who in the first half of the 19th century could scarcely expect a more exalted fate. Gilda is
only more likeable because she has fewer lines in Piave’s libretto and because of Verdis
music, which adds a lot to her role: it is impossible not to like Verdi's Gilda.

The biggest difference between the play and the libretto lies in the roles of the court clown.
Rigoletto is definitely impertinent in the first act of the opera, and we have to believe
Ceprano and his fellows: they do have reason to hate him so much that they want to kill
him. In the first scene of Act One all that Rigoletta shows is a slightly world-weary figure
who picks a quarrel with everyone and challenges fate. Hugo's Triboulet, on the other hand,
is in the first act witty and sparkling, and even if he undeniably goes to extremes when
making fun of athers, he is every inch a court jester, wha continuously teases even the king
himself. While Rigoletto’s dramatic sin is not only his mocking of Monterone (as he is just
one of many who have reason to curse him), Triboulet actually commits (the first) dramatic
sin when he macks Saint-Vallier.

Do Triboulet and Rigoletto develop? In the second act of the play (Scene Twa in the opera)
we can see the jester wearing his everyday clothes - but this is not necessarily a change,
much less a development: we can simply see his other face, his other self. Rigoletto assists
in the abduction of a female whom he believes to be a woman (but who is, in fact, a young
girl) in an almost excessively helpful way (‘Give some to me too, as | understand the joke”)
and this stands out even if we know that behind his industriousness there is the convic-
tion that his "colleagues” would not make off with his own daughter. But in both works this
father figure is definitely much mare human and likeable than when he stands before us
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as the court fool. The real change occurs in Act Three: this is the point when Triboulet
collapses completely after his daughter is deflowered, and he quickly understands that
the curse has been realised and swears revenge on Saint-Vallier as he is escorted to the
Bastille (just as Rigoletto curses Monterone as he ascends to the scaffold) at the end of the
act. This act of Hugo's play is the most difficult to stage - Triboulet’s very human, but not
in the least bit nuanced, begging and, later, his weeping, can be endured only in a perfect
artistic rendering.

The vengeful Triboulet of Act Four is followed by the triumphant one of Act Five - slightly
exaggerated, which is a characteristic of Hugo. (“Rejoice, wretched clown if your pride is
so great. / The revenge of a fool will shake the world!”") Rigoletto does not go so far as this
("Hark, a buffoon steps upon the face of a lord"). The difference does not lie in the greatness
of the kings in the two stories, but rather between the figures of Triboulet and Rigoletto.
Rigoletto is throughout a wretched and miserable little man whose sins come back to haunt
him, and who is a perfect representative of the common “ugly appearance, feeling heart”
device in literature. Gilda, of course, has an important role in this because of her heart-
breaking naivety and, what is almost indispensable in Verdi's operas, a touching farewell
duet. Rigoletto is an ill-natured and spiteful court fool, but his persanal tragedy makes
the viewer feel sympathy towards him, and his daughter’s fall and the tragic failure of
Rigoletta’s revenge bring catharsis. Rigoletto is transformed from a pathetic and unbear-
able buffoon to a loving and bereft little man deserving of sympathy: a loser of greatness.
Triboulet's character is mare sophisticated. He too - like so many of Huga's heroes - is an
outcast from society, and his physical defect explains his misanthropy. However, he is not
a little man, because he is playing a role all along, and can be himself perhaps only in the
second act, when he is alone with his daughter, although this only lasts for a few moments.
In Act Three he falls out of character for a while, and does not know how he should behave.
But the vengeful Triboulet makes a mistake when he believes he can defeat the lord of the
world - the sin of hubris. Géza Fodor draws our attention to the fact (in connection with
Simon Boccanegra) that coincidence (thyke) has not been allowed to occur in dramatic
action since Aristotle. In other words, every tragic hero suffers tragedy because of his or
her own sins. Triboulet's obvious offence makes Saint-Vallier curse him: Saint-Vallier at-
tacks the king because his daughter is humiliated - and Triboulet's fate will be similar. This
symmetry shows that the balance between crime and punishment is settled after Blanka is
dishonoured - and what follows belongs to a different chapter from a dramaturgical point
of view. Blanka’s death is necessary because Triboulet’s thoughts keep returning to the
king, as he compares himself to him.
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A superficial viewer might think that Hugo, being basically a navelist, is verbase in his
plays tao, and Triboulet's difficult to endure melodrama results from this fact, making it
an authorial error. But Hugo is a much trickier composer than that: the purpose of the
clumsiness of Le roi samuse is ta prevent us from identifying ourselves with Triboulet too
much. The anagnorisis (i.e. the recognition of Blanka in the sack) might be a tragedy of an
innocent and unlucky girl, but it does not lead to catharsis. It is Hugo who does not let it
happen: Triboulet behaves in a terrible, banal and histrionic way even after recognising his
daughter. Blanka begs him in vain not to harass her. It is not Gilda's and Rigoletto's farewell:
this is the buffoon's show. It is impossible to identify with Triboulet even at the very end of
the play. Because it is not he wha is the protagonist of Hugo's play, but the king of the title,
who cannot be vanquished. He, albeit immoral and irresponsible, stands above all, and no
Triboulet will ever reach him.

Hugo's play is more palitical, and in this respect, more historical, balanced and complex
than Piave's libretto. But this is neither accidental nor a mistake on Piave's part. A Verdi
opera was not meant to address the members of the political elite by making insinu-
ations between the lines. The mission of Rigoletto is to bring the physically deformed
everyman onto the operatic stage and make him a hero. Therefore, it is only the base
material and the plots which are the same in the two works, but they are different in
every other respect. The fact that posterity feels Rigoletto to be the better work of art is
primarily due to Verdi's music.

Gdbor Mesterhdzi
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