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A GYPSY burned as a witch, infants switched at birth, mortal enemies who have no
idea they are brothers: it sometimes seems that Verdi’'s romantic melodrama “II
Trovatore” exists just to be made fun of. The tradition goes back a long way.

Julian Budden’s three-volume study of Verdi’s operas notes that within months of the
“Trovatore” premiere in 1853, parodies were springing up not only in Italy but also
abroad. That vogue for satire was “a sure sign of overwhelming popularity,” Mr. Budden
wrote, adding that “of all his output, ‘Il Trovatore’ was the most loved in Verdi’s own
day.” In the English-speaking world sendups like “The Pirates of Penzance” (1879) and
“A Night at the Opera” (1935) are classics in their own right.

The Scottish director David McVicar, a huge star at the Royal Opera in London and
elsewhere, is not among the work’s defenders. His new production, his Metropolitan
Opera debut, opens on Monday.

“On a bad day | think ‘Il Trovatore’ is one of the stupidest operas ever written,” Mr.
McVicar said shortly after arriving in New York. “Before | took it on, | thought that. But
that’s why | took it on. Obviously it doesn’t work on an intellectual level the way Mozart’s
great operas do. But at an emotive level the grand passions have huge power.”

Opera stages, notably in Germany, are overrun with university-trained director-theorists
who fancy themselves whistle blowers, impelled to expose the rottenness at the core of
the societies that produced them. Too often their imposed concepts and radical critiques
make better polemics than theater. At first glance Mr. McVicar, 42, may seem to be one
of them.

But no. His reservations about “ll Trovatore” notwithstanding, he acts as Verdi’'s
advocate almost in spite of himself. Maintaining the Spanish locale, he moves the action
from 1409 (an unremarkable year in an era of obscure power struggles) to the still-
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remembered Spanish War of Independence, fought against Napoleon and memorialized
for the ages in the nightmare imagery of Goya’s “Desastres de la Guerra.”

“What guides me,” Mr. McVicar said, “is that that period must work musically. The early
19th century fits with Verdi's tinta, the dark palette he creates for Spain.”

In Mr. McVicar’s hands, “ll Trovatore” thus has a chance to emerge as the drama Verdi
intended rather than as the succession of magnificent melodies less exacting
interpreters settle for.

Dmitri Hvorostovsky, center, in David McVicar’s production of “Il Trovatore,” opening
this week at the Metropolitan Opera. G. Paul Burnett/The New York Times

“Verdi believed in ‘Il Trovatore,” ” Mr. McVicar said. “| don’t want to mock it. | wanted to
see if | could make it work on its own terms, as | imagine he wanted it to be. All | have to
work with is my imagination and my research. And the cast. I'm not a prescriptive
director. | have to make the singers look closely at motivation, to find a reality that works
for them. Without that the opera won'’t yield up much.”

Manrico, the troubadour of the title, is both a poet and a man of war, given to fits of
violence. The tenor Marcelo Alvarez has a volatile quality Mr. McVicar considers perfect
for the part.



The baritone Dmitri Hvorostovsky is Count di Luna, the elder brother Manrico does not
know he has. In one of the trickiest moments for the stage director, the two men prowl a
palace garden, and Leonora, the woman they both desire, mistakes the hated di Luna
for her beloved Manrico.

“It's dark,” Mr. McVicar said. “She’s working on smell, on the way her skin feels as the
man gets close. It's a moment we might find in Shakespeare, only he would have
written it better. All Leonora’s senses tell her this is her man. And here’s Hvorostovsky
with his beautiful mane of silver hair, looking nothing like Alvarez. There has to be some
way to make that hair work theatrically.”

Leonora is portrayed by the soprano Sondra Radvanovsky. Too often, Mr. McVicar
finds, the character comes onstage as a “poncy lady in a big frock.” To him she is closer
to a Bronté heroine on the moors, or to Beethoven’s Leonore in “Fidelio,” who, like this
Leonora, will stop at nothing to free her man from prison.

Neither brother, in Mr. McVicar’s view, loves Leonora for the “brave, complex, human
being she is.”

“For them,” he said, “she’s more like a football. It's almost as if they sensed their lost
bond, and that’s the source of their hatred.” Despite that hatred, Mr. McVicar pointed
out, neither brother proves capable of killing the other by his own hand.

At the opera’s climax Leonora offers di Luna sex for Manrico’s freedom and instantly
swallows slow poison. Even so, Mr. McVicar is convinced that she fulfills her part of the
bargain.

“There’s no doubt in my mind,” he said. “And for the artist it's a far more dramatic
choice. But that's Sondra too. We've butched her up, made her proactive. This isn’'t a
lady who needs much rescuing.”

By consensus, originating with Verdi himself, the most fascinating character in the opera
is Azucena, daughter of the Gypsy burned as a witch. At the same time her back story
is the crux of the “Trovatore” problem. Azucena is the one who kidnapped di Luna’s
brother, intending to throw him into the fire. In her confusion she incinerated her own
son instead, then raised Manrico as the instrument of her revenge.



Sondra Radvanovsky and
Dmitri Hvorostovsky
rehearsing Il Trovatore,
which has its premiere

Monday at the Met.
G. Paul Burnett/The New York
Times

The mezzo-soprano Dolora Zajick, returning to the Met 20 years after her house debut
in the part, has given Azucena’s role as the opera’s prime mover a lot of thought.

“The opera is hard to stage because the plot is extremely complicated,” Ms. Zajick said
recently between rehearsals. “It makes perfect sense once you figure it out. For the first
two acts Azucena is trying to get Manrico to kill di Luna. In Acts Ill and IV she’s trying to
get di Luna to kill Manrico.”

For Ms. Zajick, Azucena is a textbook case of post-traumatic stress disorder: no
anachronism, she insists, since the condition predated the clinical terminology.

“At another time in history it was called shell shock,” she said. “The trap is to play
Azucena as insane. She isn’t schizophrenic. She has flashbacks.”

Other difficulties in putting “Il Trovatore” across, Ms. Zajick said, stem from a
contemporary audience’s ignorance of the historical background.

“Gypsies believe their ancestors spoke to them in the crackling of the fire,” she said.
“They would sit up at night and look into the fire and commune with the dead.” This is
precisely how Azucena is introduced into the action of “Il Trovatore,” singing of her
mother’s execution in the present tense.

Ms. Zajick had a previous go at the McVicar “Trovatore” at the Lyric Opera of Chicago
two seasons ago. (A three-way co-production, it is scheduled for another reprise next
season at the San Francisco Opera, with the formidable Stephanie Blythe as Azucena.)



“Azucena is always speaking in double meanings,” Ms. Zajick said. “What’s important is
the mind-set of the period, the belief in superstition. What | like about this production is
that McVicar has taken the time to look at the libretto. You can’t fake your way through

it. Everything is spelled out. You can’t give ‘Il Trovatore’ a conceptual twist. If you do,
nothing makes sense.”

Even now that he knows “Il Trovatore” inside out, Mr. McVicar remains a skeptic.

“I's not an opera I'd choose to go and see,” he said. “Mind you, there are many Wagner
operas | wouldn’t buy a ticket for. But I'm doing ‘Parsifal’ and ‘Meistersinger’ because |
have to wrestle with their unsavory, unhealthy aspects. | can’t stay with Mozart in my
comfort zone all the time.”
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Pexuccep bepérca 3a Onepy, kotopyto OH Jliobut HeHaBuaetb
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UbiraHka, COMKEHHAA, NOTOMY YTO OHa BeAbMa, MNAAEHLbI, NOAMEHEHHbBIE NPW POMAEHUM,
CMEpTENbHbIE BPark, KOTOPbIE He AO0rafblBaloTCA, YTO OHW BPaTbA: MHOTAA KAMETCA, YTo
pomMaHTuYecKkas menogpama Bepgw “Tpybagyp” cywecTeyeT TONbKO Ansa TOro,4tobbl Hag HUM
NoCMeATbCA. 3Ta TPaguUMA YXOAUT KOPHAMW B Aanéxoe npoLunoe.

B TpEXTOMHOM WccnegoBaHuM onep Bepau [xynvaH BaaneH OTMEYAET, YTO YiKE Yepe3 HEeCcKONbKO
mecaues nocne npembepbl “Tpybagypa” 8 1853 rogy mapoavM NOABAAAWCH HE TOMbKO B WTanum,
HO W 3a pybexom.3Ta momda Ha catupy Obina “BEpPHbLIM MPW3HAKOM MOTPACAHOLWEN
nonynapHocTi”,- nucan muctep bapgaeH, aobaenas, yto “W3 BCex npou3BedeHuWid Bepaw B ero
spema "Tpybagyp" Bbin cambim niobumbim. B aHrnoa3blyHOM MUpe Takue napogmu,Kak “Mupatel
MexsaHca” (1879) M “Houb B onepe” (1935) camu no cebe ABAAKOTCAKNACCHKOM.

LWoTnaHackuid pexuccép A2eug Makeukap, 38e3aa JIOHAOHCKOM Koponesckoi Onepbl U Apyrux
TeaTpoB, HE NMOKNOHHMK «Tpybaaypa». Ero HOBaa NoCTaHOBKaA,

“B nnoxve AHW A Aymato, yto “Tpybadyp " - ogHa M3 Cambix rAynbix onep, Koraa-nmbo
HanucaHHbIX", - cKazan muctep Makeukap sckope.nocne.npubuitua B8 Holo-Mopk. “Mpexae yem
B3ATBCA 33 3TO AENo, A TaK U gyman. Ho MMEHHO noaTomy A B3ANCA 3a 3T0 Aeno. OYeBMAHO, 4TO
3T0 He paboTaeT Ha WHTEN/NEeKTyanbHOM YPOBHE, KaKk Benukue onepbl MouapTa. Ho Ha
3MOLUMOHANBHOM YPOBHE BeAWKMe cTpacTu obnajaloT orpomHoi cunoil.”

OnepHble TeaTpbl, 0CO6EHHO B EPMaHWUM, MEPENONHEHbI PEMUCCE PAMU-TEOPETUKAMMU C
YHUBEPCUTETCKMMW AMNIOMAMM, KOTOPbIE BOOBpamaloT ceba M30BNMYMTENAMM, BbIHYHAE HHBIMK
noKa3aTb MHWNb B CepaleByMHe 0OWEecCTs, KOTOpbie MX NOPOAUAN. CTMLLKOM YacTo WX HaBA3aHHbIe
KOHLENUWM W pPafuKanbHaa KPUTMKA CO3Jal0T Ay4lyo NOAEMMKY,4Yem TeaTp. Ha nepsblit B3rnap,
42-neTHUiA mucTep MaKBMKAP MOMET NOKa3aThCA OAHWUM M3 HMX.

Ho HeT.HecmoTps Ha .CBOM OroBOpkK no nosogy “Tpybagypa” OH BbiCTynaeT agsokatom Bepgw
noyTM Hanepekop cebe. CoxpaHAA mMecTom AelcTBuA McnaHuio, oH nepeHocuT cobbitua ¢ 1409
roga (HU4em He npumeYaTenbHOro roda B 3noxy HeAcHoi bopbbbl 3a BAacTh) Ha BCE elwé
NamATHYIO BOMHY McnaHum nNpoTMe Hano/NeoHa, yBEKOBEYEHHYID B KOWMAapHbix o6pasax “Beacteuid
BOWHBI" [OMN.

“YTO PYKOBOAMT MHOMA, - CKazan mucTep MaKBMKap, - Tak 3T0 TO,4TO 3TOT NEpMoj AOMHEH
paboTaTe My3blkanbHO. Hauano 19 Beka BNMCLIBAETCA B Kpacku Bepaw, TEMHYIO NanuTpy, KOTOPYHO
OH cO38a8T Ana Mcnanuu.”

B pykax muctepa Makeukapa “Tpybaayp”, Takmm o6pa3om, UMEET LWaHC NPOABUTLCA KaKk Apama,
3agymaHHas Bepau,a He Kak nocnefoBaTenbHOCTb BEWMKONEMHBIX MENoOMH ¥ MEeHee
TpeboBaTeNbHbIX NOCTaHOBLIUKOE,



“Bepam sepun 8 "Tpybagyp", - roBoput muctep MaksuKap. “fl He XO04y MPOHWU3MPOBATL HAZ STHUM.
Al XoTen NocmMoTpeTb, CMOry NM A 3acTaBuTb 3TO paboTaTb Ha CBOWMX COBCTBEHHbIX YCNOBUAX, KaK, A
nonarato, OH 3Toro xoten. Bcé, ¢ yem mHe npuxogutca paborats, - 3T0 MOE BOOOpaXkeHUe U MCoM
uccnenoBaHua. M akTEPCKUIA COCTaB. 1 HE peXXUCCEp-AMKTaTop. i AONKEH 3acTaBuTb NEBLOB
3a4ymatbCa O MOTMBAX, YTObbI HalTU AeTanu, Kotopble paboTatoT Ha HUX. be3 3Toro onepa mano
y1o pact.”

MaHpuKo, Tpy6agyp, 04HOBPEMEHHO U MO3T, U BOWH, NOABEPXKEHHbLIA MPUCTYNam MECTOKOCTH. TeHop
Mapceno AnbBapec 06134aeT B3pbIBHbIM XapaKTEPOM, KOTOPbIM mMuUcTep MakBUKap cyuTaeT
UAaeanbHbIM ANs ITOW PONMU.

BaputoH AmuTpuit XBOPOCTOBCKUI —rpad au JlyHa, ctapwmit 6pat MaHpPUKO, HE 3HAET, “To
MaHpuKko ero 6pat. B 04uMH U3 CamblX CNOMHbBIX MOMEHTOB ONA PEXUCCEPA ABOE MYXYMH BpogAaT
no ABOPLOBOMY Caay, U JIEOHOPA, EHLLMHA, KOTOPYIO OHWU 063 KEenzioT, NPUHUMAET HEeHaBUCTHOrO
av JlyHy 3a cBoero nbumoro MaHpUKo.

“TemHo,” - roBopuT muctep Makeukap. “OHa oulywaeT TONbKO 3anax;u €8 KoXa 4YyBCTBYeT, Korga
MyX4MHa npubaunkaetca. 3TOT MOMEHT Mbl MOrnu 6bl HaWTH y LWekcnupa, ToNbKO OH Hanucan 6w
ero nydwe. Bce yysctBa J/IeOHOpb! rOBOPAT €M1, 4TO 3TO e€ MyxKyMHa. M 3aecb XBOpPOCTOBCKMIA C €ro
NPeKpacHou rpuBoi cepebpucTbiXx BOMIOC, COBCEM HE MOXOMMUIM HA AnbBapeca. lonykeH ObiTb KaxoM-
TO cnocob 3acTaBuTb 3TM BOMOCHI paboTate gna ponn.”

JNleoHopy noét conpaHo CoHgpa PansaHOBCKWU. CIMWKOM 4acto, N0 MHEHWHO mucTepa MaksuKapa,
NEepCoHaX BbIXOAUT Ha cueHy B obpase «BbluypHOM sneay B 6onbwom nnatee". AnA Hero oHa
6ame K repouHe BpoHTe Ha 6onotax unu K fleoHope beTxoseHa B “Puaenno”, kotopas, Kak M
aTa J1IeoHOpa, HEe OCTAHOBUTCA HU nepes Y4em, YToBbl 0cBO60AUTL CBOErO MYMYMHY U3 TIOPbMbI.

Hu oauH n3 GpaTbes, N0 MHeHUIO vucTepa MaksuKapa, He Nbut JleoHOpy 3a TO, YTO OHa
“CMenblin, CNOXKHbLIN Yyenosek".

“0nA HUX, - FOBOPUT MaKBUKAP, - OHz bonblie Kak ¢yTBonbHbIM MAY. Kak 6yaTo OHM
NOYYBCTBOBA/IN CBOIO YTPAUYEHHYIO CBA3b, U 3TO MCTOMHWMK MX HEHABUCTW.” HecmoTpa Ha 3Ty
HEHaBWUCTb, OTMETUN. MUCTEP MakBMKap, HM OAuH M3 BpatbeB He cnocobeH ybutb Apyroro csoeu
coBCTBEHHOM PYKOM.

B Ky/bMWMHALMOHHbIN MOMEHT onepbl JleoHopa npeanaraeT au JlyHe 6nu30CTb 3a ocBODOMAEHUE
MaHpUKO W MIHOBEHHO rNOTaeT MeA/IeHHO AeMCTBYoWMi A4. HecMotpsa Ha 3To, mucTep MaksmKap
ybexaeH, yTo. OHa BbINONHAET CBOK 4YaCTb CAENKM.

“fl B.aTOM HE COMHEBAKCb,”- NPoAc/KaeT OH. “U ana apTucTa 31O ropas3no 6onee apamaTU-HbI
Bblbop. HO 3T0 Toxke CoHapa. Mbl caenanu eé no-mycku 6onee akTMBHOW. ITO HE TOT YeNOBeK,
KOTOPbIN HYXA3eTca B cnaceHun.”

Mo mHeHuIo camoro Bepau, camblii 3aHUMATENbHBIA NEPCOHaXK onepbl A3yYeHa, A0Yb LbIFaHKHM,
COXKEHHOW Kak Beabma. EE npegpicTtopusa — cyTb npobnembl “Tpybaaypa”. 3To A3yydeHa noxutuna
6pata Ay JlyHbl, 4106 BpPOCUTL €ro B OroHb. B 3amewwaTenscrBe BMECTO 3TOTO OHa COXIna
cOBCTBEHHOrO CbiH3, @ 3aTem BblpacTuna MaHpuKo, 4Tob caenatb ero opyavem CBOEH MecTu.




Meuuo-conpaHo Jonopa 3agMuK, BepHyewaaca B MeTponoavteH yepes 20 set nocne gebora 8
MET B 3TOW PONKM, MHOTO PasMbIlAANG O POAM A3yyeHbl KaK TNaBHOW ABMMKYLLEA CUNbl OMepbl.

“3Ta onepa TpygHa ONA MOCTAHOBKW, NOTOMY YTO CHOMKET Ype3BbiMaliHO cnoeH', - Cckazana
HEAABHO rocnoma 3afuk B NepepbiBe Meway penetruuamu. “BC& BCTaHET Ha CBOM MECTa, KaKk
TONbKO Tbl NOWMELWbL 3TO.B TeveHwe NepebIX ABYX aKTOB AB\NEHB NbITAETCA 3aC(TABWMTb MaprHo
youte au JlyHy. B aktax lll m IV oHa nbiTaetca 3actasuTe gu JlyHy youte MaHpuko.”

Ona nmce 3aaKuK A3yyeHa - XpecToMaTWiHBIA CAy4ai NoCcTTPaBMaTMYECKOrO CTPECCOBOTO
PaccTPOMCTBA: HUKAKOTD aHaXPOHW3Ma, HacTauBaeT OHa, NOCKONbKY 3TO COCTOAHWE BO3HWKENO
3a3/l0Nr0 A0 ero MeAWLMHCKOro OnpeaeneHus.

“B opyroe Bpemsa B MCTOPWMM 3TO Ha3blBaNoCb KOHTy3uel", - ckasana oHa. — floBylUKa B TOM, Y4TODbI
cbirpath Asy4eHy Kak cymacweawyto. OHa He wu3lodpeHuyka. Mpocto y Heé ecTb BOCNOMUHaHMA.”

Opyrve TpyaHocTHM B nocTaHoBKe “TpyGagypa”, no cnoBam rocnoMu 3aHUK, NPOMCTEHAKOT U3
HE3HaHWA COBPEMEHHOW ayAUTOPMEN MCTOPUYECKOI NOAONNEKH.

“libiraHe BEPAT, YTO MX NPEAKM FOBOPUAM C HUMKM B NOTPECKMBAHUK OTHA,”- TOBOPUT OHA. “OHK
CHABNW NO HOYAM, CMOTPEAW HA OroHb W 0BWANKCL € MEPTBbIMMW.” MMEHHO Tak AsyuyeHa
nossnaetcAa B “Tpybagype”, pacckasbiBas O KasHWM CBOEW MATEpPWM B HACTOALWEM BPEMEHM.

JBa cesoHa Hasag mucc 3a4MK BbicTynana B “Tpybaaype”. Makeukapa B flupuyeckoil Onepe
Yukaro. (TPEXCTOPOHHAA COBMECTHaA NOCTaHOBKa 3amMNaHWpOBaHa eweé pas B CneAywwem CesOHEe B
onepe CaH-®paHUMCKO C BHYWMWTeNnbHOW Credanu Bnait B ponu AsyyeHsbl.)

“A3ydeHa Bcerga roBOpPMT ABYCMBICNEHHO,” — TOBOPUT MMCC 3adpMK. “4To BaxHO, Tak 310 obpas
MblWAEHAA TOTO NEepuoaa, Bepa B CyeBepusa.MTO MHe HPaBWTCA B 3TOM NOCTAHOBKE, TaK 370 TO, 4TO
MaKBMKap Hawén BpemA B3rNAHYTb Ha. AKMBpeTTo. Henb3A MMHOBaTL 3T0. BCE nponMcaHo. Bol He
MOKETE M3MEHUTb KOHuenuuio "Tpybagypa”. Ecim Bbl 370 caenaeTe, BCA Onepa noTepseT Cvbicn.”

Dawe 3Haa “Tpybaayp” Ha3ybok, MucTep MaKBWKap OCTAaéTCA CKENTUKOM.

“It's not an opera I'd choose to go and see,” he said. “Mind you, there are many Wagner operas |
wouldn’t buy a ticket for. But I'm doing ‘Parsifal’ and ‘Meistersinger’ because | have to wrestle with their
unsavory, unhealthy aspects. | can't stay with Mozart in my comfort zone all the time.”

“A 6bl Npegno4én noWTM M NOCMOTPETbL HE 3Ty ONepy, - CKa3an oH. “MmeiTe B BWAY, BCTb MHOrQ
onep BarHepa, Ha KoTopble A Bbl He kynun Buner. Ho a ctasno "Mapcndans’ w
"MeitcTep3uHrepos”, notomy 4to A A0NMeH DOPOTLCA € MX HEMPWBAEKATENbHbIMM, HE340POBbLIMA
CTOpOHamW. A He mory BCE BpemAa OCTagaTbCA ¢ MouapTom B 30He KomdopTa.”

MNepeeoa ¢ aHrAuicKoro H.Tumogeesoi




