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Nashville Opera’s extensive
study guide for adults with
synopsis, background, and
musical information. We
have also added some
additional material for
you to use with students.

		

Please look particularly
at the opera rehearsal
information which will
help students understand
the special factors present
in an invited dress rehearsal.
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Photo of one section of the Palazzo Ducale di Mantova
(the palace of the Duke of Mantua) where parts of Act I
and Act II are set , in present day Northern Italy.

A note from
our Sponsor - Regions Bank
Regions is proud to be a part of the Middle Tennessee Community.
We care about our customers, and we care about our community. We also care about the education of our students.
That is why we are proud to support TPAC’s Humanities Outreach in Tennessee Program. What an important sponsorship
this is - reaching over 25,000 students and teachers - some students would never see a performing arts production without this
program. Regions continues to reinforce its commitment to our community and education and, in addition to supporting
programs such as HOT, we will have over 76 associates teaching financial literacy in local classrooms this year.

Thank you, teachers, for giving your students this wonderful opportunity.
They will certainly enjoy the experience. You are creating memories of a lifetime,
and Regions is proud to be able to help make this opportunity possible.
Jim Schmitz
Area President
Middle Tennessee

Opera Dress Rehearsal

Most final dress rehearsals are almost exactly like a performance. The director will stop the action
if needed, but it is exceedingly rare and generally only for a technical malfunction on the stage.
Like theatre, an opera dress rehearsal is the final chance before the performance to make
a complicated collaboration come together seamlessly.
The Nashville Opera’s rehearsal schedule begins with two weeks at the opera rehearsal
space in the new Noah Liff Opera Center. Stage action is mapped out, the performers
experiment with their characters, and the director’s ideas for the flow of the opera
are shared with the cast. The time period may seem short for such a large production.
It only works because opera singers begin rehearsals knowing every bit of their music by heart and having
rehearsed it themselves over a period of months, sometimes years. If they do not know the role on the first
day, the director has the right to replace them immediately. The opera company will fly in a new singer
to take over their part. Once opera singers learn a particular role, they keep it in their repertory and play
the role many more times at different opera companies around the world.

In the

Studio

Opera rehearsals use a skilled piano accompanist, but once during the two weeks, the performers
will have a Sitzprobe rehearsal (a German word meaning to sit and try out.) The Sitzprobe is a “sing-thru”
with the orchestra and conductor, concentrating on the nuances of the music only without staging.
It is the first time that the orchestra and singers put together the work that they have been doing
in separate orchestra rehearsals and staging rehearsals.
Four to five days before the first performance,
the set is “loaded in” to the theater, and the
lights are hung and focused. Students will
notice a table in the middle of the orchestra
level seats for the stage manager, the director, and the designers.
This serves as a central location for communicating with the singers
and crew onstage, the conductor orchestra pit, and the technicians
in the lighting booth. During the final dress rehearsal, students may
notice lighting changes as the designer makes final adjustments.

In the

Theater

TPAC’s Jackson Hall stage

A piano tech rehearsal is held without costumes to let the singers
get used to the set and give the set crew their first chance to practice
scene changes. The next rehearsal is a piano dress rehearsal that adds
costumes (because of a tight schedule for Tosca, these two rehearsals
will be combined into one.) Finally, the orchestra dress rehearsal puts all the elements together: lighting,
set changes, costumes, the orchestra, and the supertitles (the English translations of the words to the opera,
called the libretto.) The supertitles will also be in operation at the final invited dress rehearsal.

Technical
Dress
and
Rehearsals Rehearsals

The final dress rehearsal allows the last polish before the performance, and invited dress
rehearsals add the final important element to the opera, an audience. Because of the
strenuous nature of the singing, a singer may choose to “mark” on the final dress rehearsal
in order to preserve their voices for all the performances. “Marking” does not have the
same meaning in opera as it does in theatre. In theatre, it means just going through the
blocking and the words of the lines. In opera, it specifically means that the singer may choose not to sing
at full volume, pushing their voice to the utmost. All of their acting will be at full power
with all the passion and conviction that opera requires. You will be their first audience;
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they are ready and excited to give you the story and the music.

Final
Dress

Opera 101 ~ Hints to get the most out of opera

Step 1~Know the story!

In opera, it is important to know as much as possible
about what is going on beforehand, including the
ending. Once the music, the voices, the setting, the
lights, and the dramatic staging come together at the
performance, audience members will be able to fit all
the elements seamlessly together into the plot which
becomes the springboard for the real power of opera.

Step 2~Experience the music!
Composers use many tools to communicate with music.
They create melodies that evoke a variety of emotions.
They use tempos (how slow or fast) and dynamics
(how loud or soft) and rhythms (the frequency and
pattern of beat.) They choose particular instruments
to add color to the music they have written. Think of
instrument choice as a type of painting for your ears!
The term “soundscape” is often used in describing the
music of an opera, and it can set the atmosphere, give
information about characters, and the plot. What is it
telling you?

Step 3 ~Understand the singers!
Opera singers are vocal athletes. They practice every
day to exercise their vocal chords and their enormous
breath control. The combinations of notes that they
have to sing are very difficult, and the things that they
can do with their voices are extreme. You can easily
compare a regular singing voice and an opera singing
voice to a weekend jogger and a gold-medal-winning
Olympic track champion! BUT, the reason that their
voices are prized is that they can express so much
emotion on a grand scale.

Paolo Gavanelli as Rigoletto and Mary Dunleavy
as Gilda with San Francisco Opera

Step 4~Plunge in!
This is the most important step. Everything about opera is over-the-top, on the edge, enormous in every way.
It’s an art form that thrives on its intensity and passion. Opera stories portray people at their most extreme,
and the singers and the music communicate in ways that words alone cannot. You have to let go, allow yourself
to stop thinking and analyzing and simply FEEL THE EMOTION!
(with acknowledgements to Opera 101 by Fred Plotkin for idea organization above)
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Short Explorations

Fools and Jesters

R

igoletto is the Duke of Mantua’s court jester. Court
jesters have a long and varied history.

An individual court jester in Europe could emerge from a
wide range of backgrounds: an erudite but nonconformist
university dropout, a monk thrown out of a priory for any
reason, a jongleur with exceptional verbal or physical
dexterity, or the apprentice of a village blacksmith whose
fooling amused a passing nobleman. In addition, a poet,
musician, or scholar could also become a court jester.
The court jester is a universal phenomenon. He crops up
in every court worth its salt in medieval and Renaissance
Europe, in China, India, Japan, Russia, America and Africa.

Men at a medieval festival acting the part of the jesterWith thanks to www.jesters-uk.co.uk.

Look at Shakespeare’s jesters and fools. How does Rigoletto himself compare to the fool in King Lear, to Feste in
Twelfth Night, to Touchstone in As You Like It, or even Bottom in A Midsummer Night’s Dream?
Who serves as a court jester today? Professional comedians give the most obvious category in which to find a
jester. Which one fills the genuine role of having us look at ourselves and see our own foolishness while making us laugh? Does anyone else besides a comedian do this job? Do you know anyone in your school, circle of
friends, or family who acts as a jester? What is the cost of being the jester? Can you explain the melancholy
and even anger that sometimes accompanies this role, especially in the case of Rigoletto?
With thanks to www.press.uchicago.edu and
Beatrice K. Otto for the second paragraph.

Breathe like Singers

T

he power of opera singer’s breath control is formidable. They must be able sing very complicated musical
passages, to sustain long notes, and to project their voices without microphones. They work all the time on
their abdominal muscles, particularly the diaphragm which runs along the bottom of the ribcage.
^^ Pay attention to your breathing. What part of your body is moving? Place your hands on your stomach just
below your ribcage and try to push them out slightly as you breathe in.
^^ Keep your hands in place, take a breath in, and say “ha!” You should feel your diaphagm jump under you
hands.
^^ Try to fill your lungs with the biggest breath you can and let it out as slowly as you can with a hissing sound.
^^ Try it again and while you are hissing have a partner count how long you can make the hissing sound or
(harder) how long you can make the sound “ahhh.” If you were to practice this every day, you would build the
muscle and be able to make sound for longer periods of time.
Every once in a while during the performance, try to pay attention to which passages would require the most
breath control.
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SunTrust
Presents

Rigoletto
Music by Giuseppe Verdi
Italian Libretto by Francesco Maria Piave
Based on a play by Victor Hugo, Le roi s’amuse
First performance: La Fenice, Venice, Italy March 11, 1851
Conducted by
Joel Revzen

Directed by
John Hoomes

Cast and Characters
Rigoletto, the Duke’s jester………………………………………………………..Daniel Sutin, baritone
Gilda, his daughter…………………………………………………………..Megan Monaghan, soprano
Duke of Mantua…………………………………………………………………Ryan MacPherson, tenor
Sparafucile, an assassin…………………………………………………………….Mark McCrory, bass
Maddalena, his sister…………………………………………………Audrey Babcock, mezzo-soprano
Count Monterone…………………………………………………….Seth Mease Carico, bass-baritone
Count Ceprano……………………………………………………………….Aaron Grant, bass-baritone
Countess Ceprano/ Giovanna……………………………….Stephanie Foley Davis, mezzo-soprano
Marullo…………………………………………………………………………..…..Joshua Zink, baritone
Borsa………………………………………………………………………………Michael Foreman, tenor

Performances
Saturday, April 10, 2010, 8:00 PM
Tuesday, April 13, 2010, 7:00 PM
Andrew Jackson Hall
Tennessee Performing Arts Center
Nashville, Tennessee
Featuring the Nashville Symphony
Opera Insights Preview Talks
1 hour prior to curtain
Sponsored by the Hilton Garden Inn

Tickets
Available at TPAC Box Office (615-782-4040)
Davis-Kidd Bookstore
Or
The Nashville Opera Offices
615-832-5242
www.nashvilleopera.org
Sponsors
Ingram (Guardian Sponsor)
The HCA Foundation on behalf of HCA and the TriStar Family of Hospitals (Season Sponsor)
Nashville Opera Guild, Metro Nashville Arts Commission, Tennessee Arts Commission,
Sheraton Nashville Downtown Hotel, Baldwin Pianos (Season Sponsors)
Study Guide Contributors:
Lauren Turner, Arts Administration Intern
Stuart Holt, Education Director
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The Story
Act I – Mantua, 1500’s
Scene 1: A room in the palace
At his palace, the Duke of Mantua tells his courtiers of his adventures in love. He is known for disguising himself
to seduce women. He boasts of Countess Ceprano, his most recent conquest, and how he took her to his private
chamber; meanwhile the court jester, a hunchback named Rigoletto, makes fun of her husband, Count Ceprano.
Marullo then reveals to the courtiers that Rigoletto is allegedly keeping a mistress. Ceprano and the courtiers hate
Rigoletto for being such a buffoon, and plot to punish him for his behavior. This conversation is interrupted with
the entrance of Monterone, an elderly nobleman, who has come to denounce the Duke for seducing his daughter.
Monterone is arrested as Rigoletto mocks him. Monterone then places a curse on the Duke and his jester,
Rigoletto.
Scene 2: A street, and the courtyard of Rigoletto's house
As Rigoletto travels home, he worries about Monterone’s curse on him. Sparafucile, an assassin, comes along
and offers his services, but Rigoletto assures the assassin that he will not be needed. Rigoletto enters his home
and is greeted by his daughter, Gilda, whom Rigoletto keeps hidden, except to go to church. He tells Gilda’s
attendant, Giovanna, to let no one in the house. As Rigoletto leaves, the Duke sneaks into the garden and
overhears Gilda telling Giovanna about a student she has fallen in love with at church. The Duke enters the
garden declaring his love for Gilda, pretending to be Gualtier Maldé, the student with whom Gilda is in love. They
hear footsteps and the Duke rushes away. Gilda retires to her bedroom repeating the student’s name. Meanwhile,
as Rigoletto is returning home, the courtiers have gathered and are waiting for him. They ask Rigoletto to help
them abduct Count Ceprano’s wife, who lives nearby. In fact they are out to kidnap Rigoletto’s daughter, Gilda,
who they mistakenly think is his mistress. Rigoletto is fooled into putting a blindfold on, and holding a ladder
against his own home. The courtiers break in and take Gilda away. As Rigoletto hears the voice of his daughter
screaming for help, he takes off the blindfold and runs into the house only to find Gilda gone. He is suddenly
haunted by thoughts of Monterone’s curse.

Act II – The Duke’s palace
Back at his palace, the Duke worries about Gilda’s disappearance. However, the courtiers enter to inform the
Duke that they were the ones who took Gilda and have already put her in his bedchamber. After hearing a
description of the kidnapped girl, the Duke recognizes that it is in fact Gilda and rushes off to make Gilda his next
conquest. Rigoletto then enters, distraught and looking for Gilda. The courtiers taunt Rigoletto until he finally
admits that Gilda is his daughter and pleads for her to be returned to him. The courtiers are shocked to find out
the true identity of Gilda. Rigoletto attempts to run into the Duke’s bedchamber after Gilda but is beaten by the
courtiers. Gilda then runs into the room confessing her courtship with the Duke and the details of her abduction.
Meanwhile Monterone is being led to the dungeon. Rigoletto vows to seek revenge on both Monterone and the
Duke.

Act III – A street outside an inn
At night, Rigoletto and Gilda stand outside Sparafucile’s inn where the Duke, disguised as a soldier, sits with
Maddalena, the assassin’s sister and accomplice. They overhear the Duke flirting with Maddalena and Rigoletto
sends Gilda away to dress herself as a boy to escape to Verona. Heartbroken that the Duke has been unfaithful,
Gilda complies and leaves. Rigoletto then goes to talk to Sparafucile and hires him to murder the Duke.
Sparafucile agrees and Rigoletto leaves to wait for the assassination so he can return to collect the Duke’s body.
Meanwhile, Gilda returns to the inn dressed as a boy, and overhears Maddalena convincing her brother not to kill
the Duke, but rather the next person who enters the inn. Hearing this, Gilda decides to sacrifice herself for the
Duke and enters the inn only to be stabbed by Sparafucile. Rigoletto returns at midnight to pay Sparafucile and
collect the sack which he believes contains the Duke’s body. Suddenly, Rigoletto hears the Duke singing and
frantically opens the sack only to find his beloved daughter Gilda. In her last moments of life, she asks Rigoletto
for forgiveness. As she dies it is clear to Rigoletto that Monterone’s curse has been fulfilled as he cries, “The
curse!”
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What to Listen For
Act I
Overture/ Prelude – The overture introduces the curse motive in the brass. The theme of the curse is heard
throughout the opera. The prelude presents a “musical synopsis of the opera’s dramatic essentials.”
“Questa o quella” – After telling the courtiers about his desire to seduce Countess Ceprano and being warned of
the Count’s jealousy, the Duke responds saying he can have any women he pleases.
“È il sol dell’anima” – The disguised Duke and Gilda sing a love duet.
“Caro nome” – After her rendezvous with the Duke, Gilda sings of her new love.

Act II
“Parmi veder le lagrime” – The Duke has discovered that Gilda has been abducted and he laments the loss of
his love
“Cortigiani, vil razza dannata” – When Rigoletto arrives at the palace demanding the return of Gilda, the
courtiers do not let him through, and Rigoletto unleashes his rage upon them.

Act III
“La donna è mobile” – At Sparafucile’s inn, the Duke, disguised as a soldier, sings of the fickle nature of women
and how they cannot be trusted.
“Bella figlia dell’amore” – The famous quartet in which the Duke seduces the assassin’s sister, Maddalena
while Gilda suffers the pain of seeing the Duke betray her, and Rigoletto sings of revenge.
“Lassù in cielo” – As Gilda dies, she begs for her father’s forgiveness.
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Recommended Recordings
AUDIO
Label:
Performers:
Conductor:

EMI Classics
Tito Gobbi, Giuseppe di Stefano, Maria Callas, Nicola
Zaccaria, Adriana Lazzarini
Tullio Serafin

Label: Decca
Performers: Sherrill Milnes, Luciano Pavarotti, Joan Sutherland, Martti Talvela,
Huguette Tourangeau
Conductor: Richard Bonynge

Label:
Performers:
Conductor:

RCA
Robert Merrill, Alfredo Kraus, Anna Moffo, Ezio Flagello, Rosalind Elias
Georg Solti

VIDEO
Konzertvereinigung Wiener Staatsopernchor, 1982. Luciano Pavarotti, Ingvar Wixell, Edita
Gruberova, Ferruccio Furlanetto, Victoria Vergara. Riccardo Chailly, conductor. Sung in
Italian with subtitles in English.

Metropolitan Opera, 1977. Plácido Domingo, Cornell MacNeil, Ileana Cotrubas,
Justino Díaz, Isola Jones. James Levine, conductor. Sung in Italian with subtitles
in English.
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A Little Background
Verdi preferred basing his operas on plays by poets and writers like Hugo, Byron, or Schiller. After reading Victor
Hugo’s play, Le roi s’amuse, Verdi began formulating an idea for an opera. He first mentioned using this text in
1849, and suggested Salvadore Cammarano as the librettist. Unfortunately, at the time, Verdi was not contracted
with any company or theatre, so the idea would have to wait. In April 1850, Verdi signed a contract with La Fenice
in Venice and finally had the opportunity to produce his opera based on Victor Hugo’s play.
Verdi contacted Francesco Maria Piave, Venice’s local poet, about adopting Hugo’s work for the opera calling it,
“one of the greatest creations of modern theatre.” Verdi was afraid that governmental censors in Venice would
hinder the production of the opera, but Piave reassured him to continue with the composition. Venice officials
received word on the subject matter of Verdi’s new work and sent messages stating the libretto was unsuitable.
Verdi ignored these statements and continued composing with fervor thinking he had found the “tinta musicale” of
the subject. The work evolved under a working title of La maledizione.
By October of 1850, casting for the premiere of La maledizione began and Piave submitted a copy of the libretto
for approval. At this point the government intervened and banned the premiere in Venice. They believed that the
libretto centered on “disgusting immorality and obscene triviality.” This infuriated Verdi who placed blame on
Piave and refused to consider composing a different version. Piave took it upon himself to make an acceptable
version of the libretto which he renamed Il duca di Venome. This new adaptation was approved by officials, but
Verdi remained set in his decision. He wrote a letter to the officials explaining, what was essential to the original
libretto insisting that certain things be kept including the fact that the protagonist, then called Triboletto, remain a
hunchback. Eventually, a compromise was reached and Verdi was allowed to keep what was dramatically
essential to the story. The new opera would now be titled, Rigoletto.
The premiere of Rigoletto was a huge success and soon became a mainstay in opera repertory. The opera was
performed over 250 times in the first ten years of its existence. It remains one of the most performed operas in the
repertory internationally.
Rigoletto is said to represent the dividing point between Verdi’s early works and his later works. With Rigoletto,
Verdi managed to compose, for the most part, within the traditions of Italian opera, but stray just enough to
develop individually as the story unfolds. Rigoletto exemplifies not only a technical advance in Verdi’s composition
style, but an emotional advance as well.
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About the Composer
Quick Stats
Full Name: Giuseppe Fortunino Francesco Verdi
Dates: October 10, 1813 – January 27, 1901
Nationality: Italian

Life and Career
“I am and always will be a Roncole peasant,” Verdi said of himself on one occasion. Verdi was born into a family
of small landowners and traders. His father, Carlo, was an innkeeper and his mother, Luigia Uttini, was a spinner.
Verdi’s father was adamant about his son’s education, especially music education, starting when Verdi was four
years old. He studied with priests at the church of St. Michele, and by age nine held a permanent position as the
church’s organist. In 1823, Verdi moved to Busseto to study at the ginnasio there, and in 1825, he began lessons
with the maestro di cappella at the church of St. Bartolommeo. In 1829, he applied for an organist position in
nearby Soragna and was rejected. He then focused his work in Busseto and became very involved in the musical
life there.
The Verdi
monument
in NYC.

Verdi soon got tired of the small musical world in Busseto, so Verdi’s father, applied for a
scholarship to send Verdi to study in Milan. At age 18, Verdi applied to study at the
conservatory and was rejected partially because of his “unorthodox” piano technique. This
rejection affected Verdi for the rest of his life. Verdi began to study with Vincenzo Lavigna,
masestro concertatore at La Scala in Milan. Lavigna trained Verdi in strict counterpoint and
encouraged him to attend the theater regularly. Lavigna also played a vital role in inducting
Verdi into Milanese musical society.

Finally, after receiving word that a music director position had opened back in Busseto, Verdi was appointed the
new maestro di musica at St. Bartolommeo. During this time, he also married Margherita Barezzi with whom he
had two children. After a frustrating delay of his professional life, Verdi began pursuing ambitious plans. In 1837,
he attempted to stage his opera Rocester at the Teatro Ducale in Parma but was unsuccessful. He revised the
work and renamed it Oberto, conte di San Bonifacio which received its premiere nine months later at La Scala.
From Oberto on, Verdi’s musical career was centered on business: negotiations, contracts, composing, etc. After
Oberto, Verdi was offered a contract to compose three more operas for La Scala. The first of these three operas,
Un giorno di regno was a disaster. Around this same time Verdi experienced the tragic loss of his young family
with the death of his wife Margherita (his two children had died in the two previous years). The combination of his
professional failures and the loss of his family caused him to go into an 18 month period in which he renounced
composition all together. However, after an 18 month hiatus, he came back strong with his next opera, Nabucco.
The success of Nabucco was astounding, and was the impetus to Verdi’s unremitting composition. He produced
16 operas, an average of one every nine months between the years of 1842 and 1853. During these successful
years, Verdi fell in love with soprano Guiseppina Strepponi who became his companion for the rest of his life.
Verdi and Guiseppina moved to Paris where they remained for two years.
Verdi continued to compose operas forming a particular pattern of composition. He
chose operatic subjects that fit the singers available and favored basing his works off
spoken dramas by Hugo, Byron, or Schiller. Between Verdi’s middle to late years, he
composed famous works such as La traviata, Rigoletto, Aida, Otello, and Falstaff.
Rigoletto is said to be one of his greatest masterpieces. As Verdi’s health diminished, he
composed his final piece, a setting of the religious text Stabat Mater. In 1901, while
residing at the Grand Hotel et de Milan, Verdi suffered a stroke and six days later, on
January 27, 1901, he died. A month after his death, a large crowd, said to be one of the
largest public assemblies of any event in Italian history, gathered to process through
Milan and mourn the death of their beloved patriot composer. In his lifetime Verdi
composed 28 operatic works, 11 choral works, 22 songs/vocal trios, and six instrumental
works.
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Other Notable Works
Nabucco (1842) – libretto by Temistocle Solera, based on the biblical story and the play by Anicet-Bourgeois and
Francis Cornu
Macbeth (1847) – libretto by Francesco Maria Piave and additions by Andrea Maffei, based on Shakespeare's
play of the same name.
Il trovatore (1853) – libretto by Leone Emanuele Bardare and Salvatore Cammarano, based on the play El
Trovador by Antonio García Gutiérrez.
La traviata (1853) – libretto by Francesco Maria Piave, based on the novel La dame aux Camélias by Alexandre
Dumas, fils

Of Further Interest
The Resurgence:

The Resurgence, or “Risorgimento,” was the period of time in 19th century Italy that began with the ending of the
Napoleonic rule, and resulted in the unification of the Italian city states into one Italian state. This was a turbulent
time in Italy’s history marked by insurrection, revolution, and conflict. This was also a time, however, when a
sense of Italian pride began to emerge from citizens all over the Italian peninsula.

Verdi, the Italian Hero:
During this time of Risorgimento, Verdi established himself amidst his fellow country men as an advocate for
statehood. After a performance of his opera, Nabucco, audiences cheered for an encore of the “Va pensiero”
chorus, the song of the Hebrew slaves. To the citizens of Italy, “Va pensiero” became a song of statehood and
nationalism that made Verdi a fixture in the Italian resurgence. People would shout “Viva V.E.R.D.I.,” a secret
slogan based off Verdi’s name that meant “Vittorio Emanuele Re D'Italia.” (Victor Emmanuel King of Italy)
One month after Verdi died, hundreds of thousands of mourning Italian citizens gathered to follow Verdi’s remains
to their final place of rest. As the procession progressed through Milan, the crowd sang the “Va pensiero” chorus.
This gathering is said to be one of the largest ever in Italian history. Verdi was seen as a hero to the Italian
people.

Composers and Critics Say
“Never was sound more eloquent…the novelty of phrase and cadence…the originality of their general contours…”
-Unknown critic of the Gazzettedi Venice, 1851
“Verdi, because of his vitality and his extraordinary response to all things human…the most rewarding as a man
and a musician…” –From George Martin’s Aspects of Verdi
Verdi’s works were not always acclaimed by the critics:
“The conservative critics of his day…hardly saw past the new vigor of Verdi’s melody, which they wrote down as
crude vulgarity.” –Dyneley Hussey, musicologist, 1940
“The ‘classicists’ considered Verdi’s early operas ‘noisy’ because of their abuse of the chorus and of martial
rhythms.” - Giorgio Pestelli
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On Operatic Voices
All classical singers fall into one of the categories listed below. A singer cannot choose his/her voice-type…it is
something he/she is born with. Composers usually assign a voice type to a character based on his/her
personality or age. Read these descriptions for specific examples.

Women
Soprano: The highest female voice, with a range similar to a violin. In opera, the soprano most often plays the
young girl or the heroine (sometimes called the Prima Donna), since a high bright voice traditionally suggests
femininity, virtue and innocence. The normal range of a soprano is from middle C through
two octaves above middle C, sometimes with extra top notes. Most women are sopranos.
In Rigoletto, Gilda is sung by a soprano.

Mezzo-Soprano: Also called a mezzo; the middle female voice similar to an oboe in
range. A mezzo’s sound is often darker and warmer than a soprano’s. In opera,
composers generally use a mezzo to portray older women, villainesses, seductive
heroines, and sometimes even young boys. Mezzo-Sopranos also often serve as the
friend or sidekick to the soprano. The mezzo-soprano’s normal range is from the A below
middle C to the A two octaves above it. In Rigoletto, Maddalena is sung by a mezzosoprano.

Leonora in Verdi’s Il
trovatore is a soprano

Contralto: The lowest female voice, similar in range to a clarinet. Contraltos usually sing the roles of older
females or special character parts such as witches and old gypsies. The range is two octaves from F below
middle C to the top line of the treble clef. A true contralto is very rare – some believe they don’t exist at all! There
are no contraltos in Rigoletto.

Men
Counter-tenor: The highest male voice, which was mainly used in very early opera
and oratorio (a genre of classical vocal music similar to opera but generally based on a
religious topic and accompanied by a choir). The voice of a countertenor sounds very
much like a mezzo-soprano’s voice and they often sing the same repertoire. Like the
contralto, true countertenors are very rare. There is no counter-tenor in Rigoletto.
Tenor: Usually the highest male voice in an opera. It is similar to a trumpet in range,
tone, color, and acoustical ring. The tenor typically plays the hero or the love interest
in an opera. His voice ranges from the C below middle C to the C above. The role of
the Duke of Mantua in Rigoletto is sung by a tenor.

King Kaspar in Menotti’s
Amahl & the Night Visitors is
a tenor.

Baritone: The middle male voice, close to a French horn in range and tone color.
The baritone usually plays villainous roles or father-figures. The range is from the G
that is an octave and a half below middle C to G above. In Verdi’s Rigoletto, the role of
Rigoletto is sung by a baritone.

Bass-Baritone: This male voice sits in the upper part of the bass voice. It is associated with a very “Wagnerian”
style. The voice must be able to sing in the baritone’s high tessitura, as well as resonate in the low bass range. In
the lower bass register, the bass-baritone’s color is lighter, whereas they can still achieve trumpeting sound in the
upper baritone register. This voice enjoys incredible flexibility in various roles. The roles of Counts Monterone and
Ceprano in Rigoletto can be sung by bass-baritones.
Bass: The lowest male voice, it is similar to a trombone or bassoon in range and color. Low voices usually
suggest age and wisdom in serious opera. In Rigoletto, Sparafucile is a bass. The range spans from roughly the
F above middle C down to the F an octave and a fourth below.
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About our Cast
The Nashville Opera is honored to present the following artists in this production of Rigoletto.

Director
John Hoomes, Artistic Director, Nashville Opera
Nashville Opera Credits: Elmer Gantry, Samson & Deliah, Il Trovatore, Aïda, Roméo &
Juliette, Salome
Other Appearances: Florentine Opera, Opera Cleveland, Opera New Jersey, Opera Columbus

Conductor
Joel Revzen, Artistic Director, Arizona Opera
Nashville Opera Debut
Other Appearances: Metropolitan Opera, Kirov Opera, Washington National Opera, Hawaii Opera
Theatre

Rigoletto
Daniel Sutin, baritone
Nashville Opera Debut
Other Appearances: Metropolitan Opera, Lyric Opera of Chicago, Canadian Opera Company,
Royal Opera House Covent Garden, Caramoor Festival

Duke of Mantua
Ryan MacPherson, tenor
Nashville Opera Debut
Other Appearances: New York City Opera, Opera Memphis, Opera National de Paris, Michigan
Opera Theatre, Utah Symphony and Opera

Gilda
Megan Monaghan, soprano
Nashville Opera Debut
Other Appearances: Glimmerglass Opera, Dayton Opera, Wichita Grand Opera, Opera Pacific,
Anchorage Opera

Sparafucile
Mark McCrory, bass
Nashville Opera Debut
Other Appearances: Hawaii Opera Theatre, Minnesota Opera, Opera Pacific, Wichita Grand
Opera, Opera Company of Philadelphia
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Maddalena
Audrey Babcock, mezzo-soprano
Nashville Opera Debut
Other Appearances: San Antonio Opera, Toledo Opera, Lyric Opera of San Diego, Opera Pacific,
Cincinnati Opera

Count Monterone
Seth Mease Carico, bass-baritone
Nashville Opera Credits: Barber of Seville Outreach Production - 2004
Other Appearances: Fort Worth Opera, Chautauqua Opera, Michigan Opera Theatre, Opera
Company of North Carolina, Brevard Music Center

Count Ceprano
Aaron Grant, bass-baritone
Nashville Opera Debut - Mary Ragland Young Artist
Other Appearances: Florida State Opera, Cimarron Circuit Opera, La Cosa Nostra
Productions

Countess Ceprano/ Giovanna
Stephanie Foley Davis, mezzo-soprano
Nashville Opera Debut - Mary Ragland Young Artist
Other Appearances: Piedmont Opera, Opera Carolina, Long Leaf Opera, A.J. Fletcher Opera
Institute

Marullo
Joshua Zink, baritone
Nashville Opera Debut - Mary Ragland Young Artist
Other Appearances: Dayton Opera, Opera New Jersey, Pine Mountain Music Festival

Borsa
Michael Foreman, tenor
Nashville Opera Debut - Mary Ragland Young Artist
Other Appearances: Long Beach Opera, Opera Pasadena, Center Stage Opera
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