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Cselekmeny

. FELVONAS

1. jelenet

Gustavo (IIl. Gusztav) svéd kiraly tamogatoi és ellenfelei gyiilekeznek a reggeli kiralyi au-
dienciara. Oscar, a kiraly aprodja atnyujt gazdajanak eqgy papirt, melyen egy alarcosbal
vendéglistaja all. Gustava felfedezi a listan Amelia nevét, a nét, akibe titkon szerelmes,
habarazasszonyh(ibaratja, Renato Anckarstrom felesége. Renato figyelmeztetiakiralyt,
hogy 0sszeeskiivés készil ellene, de Gustavo nem akarja megtudni, kik az dsszeeskivek.
A f8birg érkezik, szamizetéssel kivanja stjtani a josn6t, Ulrica Arvedsont. Miutan Oscar
védelmébevesziazasszonyt, Gustavoigydont, hogy alruhabanlatogatastteszajosndnél.

2. jelenet

Ulrica ndktél koriilvéve épp Luciferhez fohaszkodik; Gustavo haldsznak dltozve vegyl
el a hallgatésagban. Egy Christiano nevli matrdz verekszi elére magat a tomegben, hogy
Ulrica josoljon neki: 15 év utan még nem kapta meg az 6t megilletd elismerést. Gustavo
titokban némi aranyat és eqy el6léptetésrdl sz6l6 papirt csempész a tengerész zsebébe,
igy Ulrica joslata azonnal beteljesiil. Amelia maganbeszélgetést kér Ulricatal. A josnd
elkildi a latogatoit, csak Gustavo hallgatdzik bivéhelyérdl. Amelia a josné segitségevel
prébal arrd lenni a kiraly irdnt érzett szerelmén. A varazsszer, amit Ulrica ajanl, egy no-
vény, amely a varoson kivil, egy elhagyott mez6n terem, és éjfélkor kell leszakitani. Sze-
relme tavozasa utan Gustavo is tudniakarjaajovét. Ulrica a férfikozelgd halalat 1atja: aki
els6ként kezet nydjt neki, 6 lesz a gyilkosa. Amikor a mit sem sejté Renato belép, és urat
kézfogassal (idvozli, majd nevén szdlitja, senki nem hiszi, hogy Ulrica joslata beteljesiil.

Il. FELVONAS

Amelia, legydzve félelmét, megérkezik éjszaka a mezdre. Gustavo titokban kovette, s
most megvalljak egymasnak szerelmiiket. Varatlanul Renato érkezik, hogy figyelmez-
tesse baratjat a veszélyre: életére tornek. Gustavo arra keri a férfit, hogy kisérje vissza
avarosha alefatyolozatt Ameliat. Az 6sszeeskiivok megallitjak oket, és addig provokal-
jak Renatot, mig fegyvert nem rant. Amelia fatyla lehull: felismerik. Renato mély fajdal-
maban bosszut akar allni a kiralyon, és az 6sszeeskivéket masnapra a hazaba hivja.

Ill. FELVONAS

1. jelenet

Renato gy érzi, Gustavo és Amelia elarulta 6t, meg sem hallgatja az asszonyt, aki
artatlansagat prabalja bizonyitani. Amelia készen all a halalra, de azt kéri, hogy még
egyszer utoljara hadd talalkozzon fidval. Renato rajon, hogy valéjaban Gustavan kell
bosszlt &llnia. Az 8sszeeskiivok Renato hazaba érkeznek, ahol megtudjak, hogy 6 is
csatlakozni akar hozzajuk. Sorsot hiznak: Renato a kivalasztott. Oscar érkezik, hogy
atadja a meghivokat az alarcosbalra. Az sszeeskiivék elhatarozzak, hogy az linnepség
alatt hajtjak végre terviiket.

2. jelenet

Gustavo gy dont, hogy lemond Ameliardl. Egy névtelen levélben figyelmeztetik, hogy
meg akarjak dIni a bal alatt, de Gustavo (gy dont, megis elmegy, hogy senki ne vadolhas-
sa gyavasaggal. A balon Renato kiszedi Oscarbol, hogy a kiraly milyen jelmezben van.
A szerelmesek bucsit vesznek eqgymastol. Anckarstrom megali a kiralyt. Gustavo utolso
erejével még biztositja baratjat felesége artatlansagaral, és megbocsat ellenségeinek.



Kalmandy Mihaly

A kettosseg vonzasaban

- beszélgetés Fabio Ceresa rendezdvel

Ugy képzelem, egy olasz ember szamara Verdit rendezni hasonlé lehet,
mint nekiink, magyarok szamara legfontosabb operaszerzdnk, Erkel
Ferenc egy-egy miivét szinpadra allitani.

Igen. Nekiink Verdi olyan, mint a nagyapank: nem dontés kérdése, hogy szereted vagy
sem, egyszer(ien csak szereted, barmi is torténjen. Verdi zenéjének koszonhetjiik az
olasz identitasunkat. Zenéje hatasa tulmegy a zene- és mivészettdrténeten: az egész
olasz tarsadalomtdrténetben meghatarozd volt, igy abban is, ahogy magunkat olaszként
definialjuk. Azokban a forradalmi id6kben kezdett zenét szerezni, amik végil elhoztéak
Olaszorszag megalakulasat. A Nabucco és A lombardok kérusainak kdszdnhetden egye-
siilt Olaszorszag a nemzeti egység gondolataban. Verdi kiilénleges, és az ember nem
tehet mast, mint hogy az 6riletig menden rajong érte. Raadasul Az dlarcosbdl méar az
erett korszak alkotasa, amikor Verdi mar ,Verdi” volt, és vateszként tekintettek ré. Tud-
ta, hogy mit akar irni, és hogy az milyen hatassal lesz az olaszok szivere-lelkere.

Amikor azt mondod, vateszként tekintettek ra - ez bizonyara felerési-
tette a cenzira reakcidjat egy kiralygyilkossag-torténetre...

Tudjuk, hogy a m( eredeti cime /Il. Gusztdv (Gustavo Il volt, majd lett beldle Gyilkossdg
domindban, véqil Az dlarcosbdl. Mindekdzben tdbb valtoztatast eszkozoltek a cselek-
menyen. Nyilvanvald, hagy Verdit nagyon érdekelte a politikai aspektus, hiszen alta-
laban is erdekelte a politika: nagyon aktiv szerepet vallalt tarsadalmi kerdésekben.
De mivészi valasztasaiban az jatszotta a legnagyobb szerepet, hogy a librettéban
legyen valami vonzerd. Verdi idejében az, hogy a kiraly egyszerd embernek dltozik,
elmegy eqgy varazslandhoz, majd egy temet6ben éjfélkor talalkozik egy maganyos né-
vel, ezek mind erds hataratlépesnek szamitottak. Verdi tudta, hogy mindez milyen
hatassal lesz a kdzonségre, hogy a tarsadalmi érzékenységre tapint. Ugyanez az ok
huzodik a Traviata forradalmi volta mdgott is: pontosan ugyanazt a tarsadalmi réteget
allitotta szinpadra, amely a zséllyében llve nézte az el6adast. Mindez nagyon Gjszerd
volt. Minden olyan érzést, amit korabban sztereotipizaltak és eqy kortalan, térténel-
men kivili idébe helyeztek, Verdi, hogy ugy mondjam ,real time-ban” mutatott meg,
veszélyesen kozel a néz6khoz. igy azt érezték, hogy a szerzd és a mii hozzajuk szol,
emiatt pedig jobban beréantotta 6ket a torténet.



Pataki Adorjan, Mokus Attila



De persze ma mar szamunkra sokkal érdekesebb a szerelmi torténet:
konnyebben tudunk viszonyulni hozza, mint a tarsadalmi iizenethez.

Az a csodalatos Verdiben, hogy olyan sok mas fontos szempantot is érvényesit a torténet-
mesélésben és a zenei kompozicidban: szerelem, arulas, parkapcsolati problémak, 6szin-
teséq és baratsag... Ha az ember megneézi a harom fdszerepldt, ez lehetne egy sztereotip
operai haromszogtorténet: a tenor és a szopran szeretik egymast, a bariton Gtjukban all.
Az dlarcosbdl forradalmi Ujitasa az, hogy a tenor és a bariton kdzott is van kapcsolat: egy
nagyon erds baratsag.

Es afelsorolt aspektusok koziil melyik érdekelt téged kiilondsen?

A szerelem és baratsag vizsgalatan tul a tdrténet nehany mas aspektusat helyez-
tem el6térbe, mert azt gondolom, hogy még eqy olyan ismert opera esetében is, mint
Az dlarcoshdl, vannak olyan részletek, amikre még ra lehet iranyitani a figyelmet.
Ebbdl a szempontbal Gustavo érzelmi ivét nagyon érdekesnek tartom: 6 nem csupan egy
hatalommal bird férfi, de emberi Iény is, akinek érzelmei vannak. Szamomra fontos meg-
érteni, hogyan kapcsolja dssze személyiségének ezt a ket részét: ferfiként nem donthet
szabadon kiralyi kotelességei miatt, mig kiralyként sem dénthet szabadon, mert ,emberi”
érzései vannak. £z teszi igen Gsszetetté a figurat. Amelia is vivodik a feleség és szeretd
szerep kozott. De a legérdekesebb pszicholggiai fejlédésen Renato megy keresztil, és ez
az, amit feltétlenil meg akartunk mutatni ebben az el6adasban: egy érzékeny, torékeny
emberbdl valik gyilkossa. Mivészkent abrazoljuk, aki egy idealizalt képet 6riz Gustavorol.
0 az udvari festd, aki a kiraly hivatalos portréit festi. Minden reggel talalkoznak eqy tiz per-
ces (lésre, de nem siker(l igazan megragadnia a kiraly leglényegét a vasznon, mert nem
ismeri még teljesen. Megismerni az emberi oldalt, ami a hatalom emberének kiilsdségei
mogott rejtézik: ez a kulcsfontossagu elem Renato figurajanak értelmezéséhez.

Azt mondod, hogy az iilések alatt baratkoznak dssze...

Szeretem azt a gondolatat, hogy a baratsaguk a miivészeten keresztil jon Iétre. De az,
ahogy akkoriban a mivészek foglalkozasat értékelték, igen messze volt attl, amilyen
fontossagnak ma 6rvend. Gustavo, mint felvilagosult uralkodd, felismeri Renato elvitat-
hatatlan tehetségét, de az udvar tobbi része egyszer(i szolganak tekinti; talan csak Oscar

Kivétel, akit mi nagyon fiatal és nagyon okos fitinak abrazolunk. En tehat azt gondolom,

hogy Gustavo Renato irant érzett baratsaga nem annak foglalkozasa ellenére sziiletik meg,
hanem mert a kiraly képes a tarsadalmi kilonbségeken tallépni, s a festdt valoban egyen-
rangu félnek tekinti.

Wiedemann Bernadett, Fiilep Maté



Az 6kori gorog mitologiaban az alvas és a halal istene ikertestvérek voltak: Hipnosz
és Thanatosz. Két egyforma figura, csak eqyiknek fehér, masiknak fekete a szarnya.
Ahogy azt mar az okori gorogok is megértettek, az alvas és a haldl szinte azonos
hatassal van az emberi testre: egyetlen kilonbség, hogy az egyik ideiglenes, mig a
masik orokre szol. Ez a legfébb inspiracio az angyalfigurak megjelenése magott. De
még egy lépéssel tovabb mentiink, és jelentésiiket kiegészitettik a psziikhopompasz
fogalmaval. Ez eqy 0g6rog sz6, amely szd szerint azt jelenti, ,a lelkek vezetdje”, és egy
olyan lényt takar, aki a frissen elhunytakat atvezeti a tulvilagra, segiti 6ket az életbdl
halalba valo &tmenetben. Minden vallasban volt/van ilyen figura: Anubisz az egyipto-
miaknal, Kharon a gérog mitoldgiaban, és az angyalok a keresztény hagyomanyban.

Tehat kimondhatjuk, hogy alapvetden az, amit gércsé ala akarsz von-
ni, az a kettdsség, ami éppugy megtalalhaté magukban a figurakban, a
koztiik Iévo kapcsolatokban, illetve az alvas és halal kozott létez6 sziir-
kezonaban.

Tovéabba, hogy ez a kettdsség hogyan jelenik meg minden déntésinkben, s6t, magaban
a dontéshozatal aktusaban is.

Beszélgetdtdrs: Orbdn Eszter

Késa Lérinc, Schack Atala




Az alarcosbal
a torténelem viharaban

Figyelemre melto, hogy mikdzben 1857 januarja és augusztusa kozott Verdi egy U
és ket atdolgozott operdjanak volt bemutatdja, a szerz6 j darab otletén kezdett
dolgozni Napoly szaméra. Evek ota almodozott egy olasz Lear kirdly-operavélto-
zat létrehozasardl, és Ugy hitte, végre eljott az id6. Mar a kezében is volt a libret-
td Antonio Somma velencei szinmdiro tollabdl. A szerzéparos 1853-ban kezdett
atirasaval, tokéletesitésevel. A napolyi San Carlo Szinhdz nagyon erds férfiénekesi
gardaval birt, Verdi pedig beszélt Maria Piccolomini szopranénekessel — akit a
Traviatdban nydjtott Violetta-alakitasaert nagy elismerés dvezett — hogy énekelje el
Cordelia szerepét, de a napolyi igazgatas nem szerzddtette le 6t a kdvetkez6 szezonra.
Verdi makacsul ellendllt, nem volt hajlandd folytatni a Leart Piccolomini nélkil, és mas
témat kezdett keresni az 4j m{i szamara. Végiil dontése Scribe Gustave Ill, ou Le bal masque
(IlI. Gusztdv, avagy Az dlarcosbdl) cimii librettdjara esett. Verdi nagyon szerette ezt a m-
vet, és arra kérte Sommat, hogy az 6tfelvonasos francia operat alakitsa haromfelvonasos
olasz operaformara. A munka gyarsan ment, és a librettd, s6t a zene nagy része is el-
készilt kevesebb, mint harom honap alatt. Az eredeti drama alapjat torténelmi esemény
adta: Ill. Gusztav svéd kiralyt 1792-ben eqgy a stockholmi Kiralyi Operaban tartott alarcos-
balon megdlte egy arisztokrata szarmazasu katonatiszt, Jacob Johan Anckarstrom. Bar
Gusztav meggy6zddeses autokrata volt, szamos liberalis reformot hajtott végre, sikeres
killpolitikat folytatott, és erdsen tdmogatta az irodalmat és a midvészeteket. Verdi tisz-
taban volt vele, hogy egy szinpadra vitt kiralygyilkossag probléméat fog okozni a napolyi
cenzlraval, de a kdzelmult élményeire hagyatkozva azt gondolta, hogy elég lesz majd a
helyszint megvaltoztatnia, ahogy a Rigoletto esetében tette. De 1858-ban a politikai helyzet
sokkal ingatagabb volt, mint 1851-ben. Két évvel kordbban II. Ferdinand, Napoly és Szicilia
Bourbon kiralya talélt eqy ellene irdnyul gyilkossagi kisérletet, igy esély sem volt ra, hogy
eqy politikai gyilkossagrol szald opera alapvetd valtoztatasok nélkil szinpadra kerilhes-
sen Napolyban. Amikor Verdi 1858. januar 14-én megérkezett a varosha, még Ugy tlint, hogy
véqil minden rendben lesz. De el6zd nap Felice Orsini, egy Parizsban él6 olasz forradalmar

bombat dobott Ill. Napdlean csaszarra, amikor az épp az operaba igyekezett. Ez minden
korabbi, Somma librettojat érintd kompromisszumot lehetetlenné tett. Verdit értesitették,
hogy az egész mivet at kel irni. 0, azt gondolvan, hogy a rémai cenzorok kevésbé lesznek
makacsak, megallapodott a Teatro Apollo vezetGsegével, hogy naluk lesz a bemutat6 1859
elején. De lebecsiilte a politikai helyzet valtozékonysagat: a cenzlra azt kdvetelte, hogy a
helyszin egy Eurdpan kiviili orszag legyen. Rovid egyeztetés utan a felek megegyeztek egy
valoszin(tlen helyszinben: Boston még angol gyarmat, Gusztav pedig Warwick grofja, a
varas brit karmanyzoja. Verdi elégedett volt a megallapodassal, mert az a drama szamara
kulcsfontossagu elemeit nem érintette. Az olaszok tobbsége szamara a tizennyolcadik
szazadi Boston ismeretlen, egzotikus helyszinnek szamitott. Ebbdl kdvetkezik, hogy a ,pu-
ritan varosban 1év6 fény(izé udvar”-elgondolasban rejlé alapvetd abszurditas is irrelevans
volt. Verdi még azutan is tamogatta a problematikus bostoni helyszin megtartasat, miutan
a politikai cenzdra mar nem jelentett gondot. De a huszadik szazad soran sok operatarsu-
lat visszaallitotta az eredeti, torténetileg hitelesebb sved helyszint.

(Experiencing Verdi. A Listener's Companion - részlet, ford. Orban Eszter)



Adam Zsuzsanna

Feny és arnyék jatéka:
francias konnyedség,
olaszos temperamentum

Verdi egy levelében'igy fogalmazott: a librettd kivalasztasakor szamara az fontos, hogy
.meglegyen benne a komikum s a szornytség elegye, ahogy Shakespeare-nél”. Ebbdl a
szempontbdl Az dlarcosbdl tokéletes munka, hiszen — még inkabb, mint A végzet hatal-
ma esetében, ahol a kamikum és tragikum valtakozva jelennek meg — ebben a miben a
szerzGk a kettot egyidejlileg képesek megjeleniteni. A m{i formailag kivételesen tisztan
felepitett. Eqgy tengelyesen tiikrozott 5 jelenetbdl allo rendszer, melynek kozpontjaban
a helyszinvaltozas nélkiil megalmodott masodik felvonas all. Ha eltekintiink a koz-
ponti szerelmi haromszogtdrténet résztvevditdl, a karakterdsszeallitas is kilonleges.
Felt(inden hianyzik a Verdinél megszokott hatalomelvl apa, példaul. Ugyanakkor az
is szokatlan, hogy ket olyan karakter, Ulrica és Oscar, akik nem a kézponti konfliktus
szerepldi, ilyen stlyd szélamokat kapjanak. Mig Oscar aprddfiguraja ,atutazé” a francia
operatradiciobdl, Ulrica szerepének zenetdrténeti fontossagat néveli, hogy ez a Verdi-
életmlire jellemzd nagy altszerepek elsé megjelenése.

Az alarcosbalt egyesek Verdi Don Giovannijanak, mdsok Trisztan és Izoldéajanak nevez-
ték” - irja a m(rdl Julian Budden. ,Mindkettdben van igazsdg. Egyetlen mds szerelmi ket-
tése sem olyan ldngold intenzitdsu, mint Az alarcosbal mdsodik felvondsdé. Ez a ,mindent
a szerelemért” esete - innen a Wagner-pdrhuzam. Am Az alarcosbal nem annyira roman-
tikus tragédia, mint inkdbb komédia, fekete keretben - innen a Mozart-pdrhuzam. Teljesen
mozartos az a kénnyedség is, ahogyan a zeneszerzd a legszélsdségesebb lelkidllapotokat
képes eqy pallérozott, csaknem klasszikus keretbe foglalni, s Ugy tud Gtlépni eqyikbdl a
mdsikba, mintha az a vildg legtermészetesebb dolga volna.”

1 Alevel1849. marcius 24-€n kelt, a cimzett Salvadore Cammarano, tobbek kdzt Donizetti Lammermoori Lucia és
Verdi Luisa Miller cim{ operdinak librettistaja.
2 RéaczJudit forditasa.
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Synopsis

ACT1

Scene 1

Both supporters and opponents of King Gustavo (Gustav Ill) of Sweden are gathering for the
moarning royal audience. Oscar, the king's page, hands over to his master a paper listing the
guests for a masked ball. Gustava discavers that the list includes Amelia, the woman with
whom he is secretly in love, even though she is the wife of his loyal friend, Renato Anckar-
strom. Renato comes in order to warn the king that there is a conspiracy afoot against him,
but Gustavo does not want to know wha the conspirators are. The chief justice arrives: he
wants to banish the fortune-teller Ulrica Arvedson. After Oscar comes to the woman's de-
fence, Gustavo decides to pay a visit to Ulrica in disguise.

Scene 2

Surrounded by women, Ulrica invokes Lucifer; Gustavo, dressed as a fisherman, blends
into the audience. A sailor named Christiano pushes his way to the front of the crowd to
have Ulrica tell his future: after 15 years, he has not received the recognition he deserves.
Gustavo secretly places a few gold coins and a letter of promotion into the sailor's pocket,
thus Ulrica’s prophecy has immediately proved accurate.

Through her servant, Amelia asks Ulrica for a private consultation. The seer sends off
her visitors; but Gustavo conceals himself to listen in. Amelia wants the seer to use her
magical powers to help her overcome her love for the king. The magic substance that
Ulrica recommends is a plant that grows in an abandoned field outside the city, and
which must be picked at midnight.

After Amelia departs, Gustavo also wishes to hear his fortune. Ulrica foresees his im-
pending death: whichever friend of his extends his hand to him first will turn out to be
his murderer. When the completely unsuspecting Renato enters and greets his lord with
a handshake before addressing him by name, nobody believes that Ulrica’s prediction
will come true.

ACT 2
After conquering her fear, Amelia arrives at the field. Gustavo has followed her in secret,
and the two now confess their love for each other. Suddenly Renato arrives to warn his

friend that his life is in danger. Gustavo asks him ta accompany the veiled Amelia back
to the city.

The conspirators intercept Renato and provoke him into drawing his pistol.
Amelia’s veil falls off, revealing her identity. In his deep distress, Renato decides to exact
vengeance on the king and asks the conspirators to his house the next day.

ACT3

Scene

Believing that Gustavo and Amelia have betrayed him, Renato refuses to lis-
ten to his wife's attempts to convince him of her innocence. Amelia is prepared
to die, but asks to see their son one last time. Renato realises that it is really Gus-
tavo on whom he must take revenge. The conspirators arrive at Renato’s house,
where their host informs them that he too wishes to join them. They draw lots, and
Renato is the one selected. Oscar arrives to deliver the invitations to the masked ball.
The conspirators decide to carry out their plan during the festivities.

Scene 2

Gustavo decides to give up on his love for Amelia. He is handed an anonymous letter
warning him that somebady intends to kill him during the ball. Gustavo resolves to at-
tend the ball anyway, so that nobody can accuse him of cowardice. At the masked ball,
Renato elicits from Oscar what costume the king is wearing. The amorous couple say
farewell to each other. Anckarstrém kills the king. With his last remaining strength,
Gustavo assures his friend of his wife’s innacence and forgives his enemies.
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Drawn by duality

- an interview with director Fabio Ceresa

limagine that for an Italian to stage Verdi is somewhat like it is for us Hungar-
ians to stage the works of our most important opera composer, Ferenc Erkel.

Yes. For us, Verdi is like your grandfather: you do not choose to love him or not, you
just love him, no matter what. We owe our identity as ltalians to Verdi's music. Its in-
fluence extends beyond art and music history to the entire history of Italian society,
and thus the way we define ourselves as Italians. He started writing music during the
revolutionary era that brought about the creation of Italy. It was thanks to his choruses
in Nabucco and I lombardi that Italy united under a single idea: national unity. Verdi is
special, and you cannot help but love his music to the point of madness. Moreover, Un
ballo in maschera is a work of his mature years, when Verdi was already “Verdi” and was
writing in the capacity of “the prophet of the people”. He knew what he wanted to write
and what effect the music he was writing would have on the hearts of the Italian people.

When you say he was seen in the role of the prophet - that must have made
the censors react even more strongly to the story of the assassination of
aking...

As you know, the work was originally entitled Gustavo Ill before becoming Un vendetta
in domino and, finally, Un ballo in maschera, with several re-writes of the plot. Obvi-
ously, Verdi was very much interested in the political dimension, as he was interested in
politics in general: he took an active role in society. But what mattered to him most was
to have librettos that had a strong appeal. In Verdi's time, to see a king dress up like a
commoner and go to the den of a sorceress and then to visit a cemetery at night to meet
awoman on her own, these were all highly transgressive elements. He knew that these
elements would affect the audience, hitting a nerve at a social level. This is the same
reason why La traviata was so revolutionary: because it put on stage the exact same
stratum of society as the one that was there in the stalls, watching the production. It
was something new. All the feelings that were earlier stereotyped and transposed into
some sort of timeless ahistorical setting Verdi put in “real time”, so to say. Dangerously
close to the spectators. Thus they felt that the work was speaking to them, and conse-
quently more involved in the story.
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But of course, for us now, the love story is both more interesting and more
relatable than the social message.

The wonderful thing about Verdiis that there are so many other important aspects present
in the storytelling and the musical composition: love, betrayal, difficulties in couple rela-
tionships, the need for honesty in a friendship... If you look at the three main characters,
this could be a stereotypical operatic love-triangle: the tenor and the soprano love each
other, and the baritone is in the way. The great revolution in Ballo is the fact that there is a
relationship between the tenor and the baritone as well: a very strong friendship.

And what in particular interests you about all of these aspects?

Apart from examining the relationships of love and friendship, | prioritized some other
aspects of the storyline, because | believe there are still many details we can shed
light on even in case of an opera as well-known as Ballo. In this respect, | find the
emotional arc of Gustavo very interesting: he is not only a man of power, but also a
human being with feelings. For me, it's important to see how he connects the two parts
of his personality: he cannot decide freely as a man because of his duties as king, and
he cannot decide freely as king because he has "human” feelings. This makes him a
very complex character. Amelia is also divided between the roles of wife and lover. But
the most interesting psychological development takes place with Renato, and we really
wanted to show that in this production: his transformation from a sensitive and fragile
man to a murderer. We show him as an artist wha has an idealized image of Gustavo.
As the court painter who makes the official portraits of the king, he meets him every
morning for a ten-minute sitting, but he cannot completely capture the essence of the
king in the picture because he doesn't know him completely. Getting to know the human
side hidden behind the facade of the man of power: this is the key element in analysing
the role of Renato.

You said they become friends during the portrait sittings...

I like the idea of the friendship being barn through art. But the way the artist's profes-
sion was perceived then was very different from the importance it has today. Gustavo,
being the typical sovereign of the Age of Enlightenment, recognises Renato's indisput-
able talent, but the rest of the court consider him to be a servant, basically, except
perhaps for Oscar - whom we portray as a very young and clever young man. So | believe
that Gustavo’s friendliness toward Renato is not “in spite of” his profession, but because
he can see beyond sacial differences and really treats him as his equal.
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But Renato can’t see the man behind the sovereign’s “facade”. How does
that affect the friendship?

Although Gustavo treats Renato as his equal, Renato can never completely relax: he can see
the human qualities, but cannot entirely dismiss the thought that he is essentially the em-
bodiment of an institution. This is what he repeatedly mentions in the first part of the opera:
“Your life is important; it belongs not only to you, but to an entire nation. Saving yourself means
saving the nation.”But after the change in the second act, he can only see the man, and not the
king. It all turns into a human revenge story based on pure passion. And only at the moment
when he kills Gustava does he realize that he has committed the exact same offence that he
was warning him of before: he has killed not only the man, but the king as well.

Another important theme comes from the experience of having visited the Imperial Pal-
ace in Vienna. In the chambers of Emperor Franz Joseph, his bedroom was adjacent to
his office, because he used to get up at 5 am to get all the correspondence and reading
done in time for the first meeting at 6.30 or 7. What a nightmare! | am sure that a per-
sonality such as Gustavo - wha is just as involved in public life as Franz Joseph was -
must have extreme difficulties with sleeping. | see Gustavo as an insomniac who wakes
before the alarm rings, despite being in desperate need of some more sleep.

What wakes him? Matters of state or the thought of Amelia?

Both. There are two entities that keep the king awake. We have represented them
through two “angels” who are actually the projections of Gustavo's tired mind: the white
and black angels assaciated with sleep and death. These apparitions haunt, or, if you
like, guide Gustavo's actions in this dreamlike state between sleep and wakefulness. The
notion of sleep is carried over to the second scene, that of Ulrica. Hypnosis was really
only developed in the second half of the 19th century, but even before that, there had
been a technique called “mesmerism” - named after the doctor Franz Mesmer. This is the
age when alchemy turns into chemistry, and magic becomes science. But these changes
are still ahead of us, so we cannot know whether Ulrica is a scientist or a fraud. The “or-
rido campo” scene also follows this train of thought. Here, the state of disengagement
comes from apium - a chemical substance that acts on an organic level in the body. And
then we arrive at the last instance in the opera when body and soul are detached: the
moment of death itself. In the end, the peace and quiet that Gustavo has searched forin
sleep, hypnasis and drugs will be found in death.

In ancient Greece, the gods of sleep and death were twin brothers, Hypnos and Thana-
tos. Two identical figures: one with white wings, the other with black ones. The effects
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of sleep and death on the human body - as the ancient Greeks already understood - is
practically the same: except one is temporary and the other permanent. This is the main
inspiration behind the representation of the angel figures. But we went a step further
and integrated the notion of psychopomp - a word borrowed from ancient Greek that
literally means “the guide of souls” - the entity that accompanied the newly deceased
over to the afterlife, helping with the transition from life into death. Each religion has/
had such a figure: Anubis in ancient Egypt, Kharon in ancient Greece, and the angels in
the Christian tradition.

So we can say that, fundamentally, what you aim to examine is the dual-
ity present in the characters, in their relationships and in this grey area
between sleep and death.

And how this duality is present in the choices we all make, as well as in the actual act
of making a decision.

Interviewer: Eszter Orbdn
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Un ballo in maschera in the
tempest of history

Remarkably, along with premieres of a new opera and two revised ones between Janu-
ary and August of 1857, Verdi began to plan a new work for Naples. After years of dream-
ing of an Italian opera based on King Lear, he believed that the time might finally be right.
He actually had a libretto in hand by the Venetian playwright Antonio Somma. The two
had begun to collaborate on the Shakespeare adaptation in 1853 and had spent more
than two years revising and polishing. San Carlo had a strong roster of male singers,
and Verdi had spoken with the soprano Maria Piccolomini, already celebrated for her
interpretation of Violetta in La traviata, about singing the role of Cordelia, but the Nea-
politan management failed to sign her for the seasan. Verdi stubbornly refused to move
ahead with the Lear project without Piccolomini and began to cansider other subjects
for the new work. He eventually settled on Gustave Ill, ou Le bal masque, a libretto by
Scribe that Verdi admired and asked Somma to adapt the five-act French grand op-
era into a three-act Italian one. The work went quickly, and the libretto and much of
the music were finished in less than three months. The original drama was based on
a histaric event: the assassination of Swedish king Gustav IIl by the aristacratic mili-
tary officer Jacob Johan Anckarstrom at a masked ball at the Royal Opera House in
Stockholm in 1792. Although he had been a staunch autocrat, Gustav had made numer-
ous liberal reforms, had a successful foreign palicy, and had been a strong propanent
of arts and letters. Verdi was aware that a regicide onstage would create a problem
with the Neapolitan censors. Based on recent experience, however, he assumed that
he would only have to alter the setting, as he had in Rigoletto. But the palitical situa-
tion was more precarious in 1858 than it had been in 1851. Two years earlier Ferdinand
I, the Bourbon king of Naples and Sicily, had survived an assassination attempt, so
there was no chance that an opera about political assassination could be performed
in Naples without substantial revision. Finally everything seemed to be in order when
Verdi arrived in Naples on January 14, 1858. But the previous day Felice Orsini, an Italian
revolutionary living in Paris, had thrown a bomb at Emperor Napoleon 1l as he was on his
way to the opera - this made any compromise on Somma'’s libretto out of the question.
Verdi was informed that the entire work would have to be rewritten. Assuming that the
Roman censors would be less intractable than the Neapolitans, Verdi made an agree-
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ment with the Teatro Apollo for the premiere to take place there in early 1859. But he
had misjudged the more volatile palitical atmosphere: the censors demanded that the
setting be in a non-Eurapean country. After some negotiation all the parties agreed to
the unlikely setting of colonial Boston, with Gustav becoming the Count of Warwick and
British gavernor of the city. Verdi was satisfied with the change because it left what he
considered the mast crucial elements of the drama untouched. For most Italians of the
time, life in eighteenth-century Boston was unfamiliar and exotic. Consequently, the
inherent absurdity of a lavish court in a Puritan city was irrelevant. Even after palitical
censorship ceased to be an issue, Verdi supported the use of the problematic Boston
setting. During the twentieth century, however, many companies began to restore the
original and historically accurate Swedish setting.

Experiencing Verdi, A Listener's Companion - excerpt
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Playing with light

and shadow: French
gracefulness and Italian
temperament

In a letter,! Verdi wrote that when choosing the libretto, it was important to him that it
should be a “mixture of the comic and the terrible (in the style of Shakespeare)'. From this
perspective, Un ballo in maschera is a perfect work as - even more so than in La forza
del destino, where comedy alternates with tragedy - the authors managed to present
both aspects simultaneously. In terms of structure, the opera was built with exquisite
clarity. It is an axially reflected system of five scenes revolving around the second act,
which was conceived without any change in location. Except for the participants in the
central love triangle, the selection of characters is alsa unique. Conspicuously absent,
for instance, is the figure of the authoritarian father that is typically seen in Verdi's
works. Another unusual feature is the importance of the roles given to two characters
who are not participants in the central conflict: Ulrica and Oscar. Whereas Oscar, the
page, is a “visitor” from French operatic tradition, the importance of the role of Ulrica
in music history is enhanced by the fact that it is the first occurrence of the great alto
roles that characterise Verdi's oeuvre.

“Un ballo in maschera has been called Verdi’s Don Giovanni by some, his Tristan und Isolde
by others” - writes Julian Budden. "There is a certain truth in bath descriptions. None of his
love duets has the blazing intensity of that in Act Il. It is a case of, ‘all for love’; hence the
Wagnerian comparison. Yet Un ballo in maschera is less a romantic tragedy than a comedy
with black edges; hence the comparison with Mozart. Wholly Mozartean too is the ease with
which the composer embraces extremes of mood within a polished almost-classical frame-
work, passing from one to the other without any sense of the incongruous.”

1 Dated 24 March 1849, the letter’s recipient was Salvadore Cammarana, librettist of Donizetti's Lucia di Lammermoor and
Verdi's Luisa Miller among other works.
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